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Abstract

Many cultural practices have become a commodity in the modern world due to the
massive touristification; therefore, the study of perceptions of the authenticity of these
practices is more relevant than ever today. This paper examines perceptions of the
traditional Fado music in Lisbon in the modern reality of mass tourism.

The data for this project was collected through semi-structured interviews with Fado
musicians and singers, as well as through observations in Lisbon, particularly in the
neighborhood of Alfama.

Analysis of the obtained data made it possible to determine that massive over-tourism
created an imaginary physical and emotional space in Lisbon that serves tourists’
needs. Because of that, the authenticity of Fado within this space is perceived mostly
superficially by modern tourists. Although, the results of this research show that Fado
continues to exist among the Portuguese outside of the imaginary tourist scene, tour-
ism does not have a clear positive impact on the perceptions of Fado.

These findings indicate the need to reconsider how this practice is presented to tourists

for the genre to be perceived authentically.

Keywords: Fado, Lisbon, Alfama, Authenticity, Touristification, Tourism, Per-

ceptions
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1. Introduction

Each nationality has its own unique culture, which is shaped by its identity over
time and expressed through various common patterns and modes of behavior (Layton
& Wallace, 2006). The concept of culture has undergone a dramatic transformation
over several centuries; thus, it is difficult to grasp the idea of it. There are many defini-
tions of culture. For instance, according to Kroeber and Parsons (Kroeber & Parsons
1958, p.583), culture is “transmitted and created content and patterns of values, ideas,
and other symbolic- meaningful systems as factors in the shaping of human behavior.”
Thus, culture influences people's behavior and shapes specific societal traits and char-
acteristics. These general patterns or modes of behavior can be expressed through
particular practices, which in turn can imprint on the locality that becomes part of them.
Cultural practices, in this case, form a special relationship with the terrain, shaping its
appearance, characteristics, etc. As a result, each culture creates a specific urban en-
vironment due to its identity peculiarities. Often the urban environment is developed in
close relationship with certain cultural practices where one cannot exist without the
other. This can last for centuries, resulting in a unique urban environment, which is a
product of certain cultural practices. Thus, a particular synthesis is created between
the two, making cultural practices and the urban environment the same.

However, this relationship between cultural practices and the environment is
subject to different influences in today's world, where other factors influence culture
and the environment. One such factor is globalization, which has allowed people to
cross the geographical borders of other countries and the political, social, and cultural
ones. The different identities are no longer isolated from one another because contem-
porary realities push them together by blurring the boundaries between them. This
dramatically impacts identities and culture because it exposes their life and its deriva-
tives to various influences. For example, unique art practices for a particular nationality
nowadays can be perceived by people who belong to it and by tourists, a product of
globalization. The development of technology that caused this process in recent years
opened access to the inherited culture of different identities. The intent behind this
master thesis is to study perceptions of a particular music genre, Fado, in Lisbon. At
the same time, it is continuously being influenced by the consequences of globaliza-

tion, namely touristification.
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The motivation behind the chosen topic stems from an attempt to determine
whether touristification can affect tourists' perception of local culture and identity within
a specific urban environment and whether it can influence the change of it. Since Fado
music is a reflection of Portuguese identity, a study of this question on the example of
this musical genre will make it possible to determine whether touristification poses a
threat to the existence of this specific cultural practice.

Touristification can be defined as “the appropriation of urban space by tourists”
(Martins, 2015, p.2). This multileveled process that many different actors can cause
transforms these spaces “into tourist commodity” (Renau, 2018, p.13). In other words,
it revives the locale’s culture by adapting the urban spaces with the atmosphere for
tourists (Fernandes, 2011; Shoval, 2018). For example, city administrations can create
programs to attract tourists by providing the environment for performing various cultural
practices in the cities’ neighborhoods. Cafés, restaurants, and other establishments,
as a result of this process, adjust to the needs of tourists. They no longer serve as
places for gathering local people and no longer provide the environment for them to
spend their free time and feel that they are in their home country. Such areas of cities
become theatrical stages for the entertainment of tourists. According to Agustin
Cocola-Gant, this process needs to be seen as a form of gentrification since it dis-
places the urban spaces, and gentrification refers to the process of replacing local
people from urban areas by creating an environment for more affluent users (Cocola-
Gant et al., 2020). Tourists can be one type of these users who draw out the needs of
the local population. It happens because they use private and public places in the
neighborhoods to consume the locals’ culture. In this regard, gentrification becomes a
more complex process because it displaces not only the physical location of the places
but, by doing so, also replaces the identity of the local people. It happens because
different city’ establishments, as a rule, create atmospheres for ages, which then are
shaped by the identity of people who go there. As a result of gentrification, local people
lose their ties to the areas where they live since tourism consumption causes the re-
placement of their traditional activities and entertainment (Mendes, 2016). City life be-
comes an imaginary reality dictated by tourists' behavior. Places created by local iden-
tity disappear in exchange for artificially created tourist spots that satisfy the needs of
tourists. As a result of this process, tourism has been transformed from being a pro-
vider of cultural practices into artificially created sceneries in historic city centers to
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attract tourists (Muselaers, 2017). These can happen due to the different touristic ac-
tivities that transform the locals’ areas for comfortable consumption by tourists (Cocola-
Gant, 2018). This mostly happens in historic city centers, for example, in the city of
Lisbon, where local neighborhoods are shifted to areas that fully meet the requirements
of tourism (Gotham, 2005). One gets the impression that the urban environment serves
as a platform for keeping tourists comfortable rather than providing that comfort for
locals.

Tourism has acculturated the central part of this city in recent years. The num-
ber of international tourists in Portugal reached 24.6 million people in 2019, where
49.4% of trips had the purpose of “leisure, recreation or holidays,” showing an increase
of 17.9% compared to the previous year (National Institute of Statistics, 2019, p.6).
Lisbon's city is Portugal's second most visited destination, accounting for 25,9% of
national overnight stays (National Institute of Statistics, 2019). Therefore, this city
showcases itself as the most attractive tourist destination (Bloom Consulting, 2019).
According to the Visitor Activities and Information Survey, historic neighborhoods such
as Alfama, Bairro Alto, and Mouraria are some of the most attractive destinations for
tourists, as most tourists prefer to visit museums and monuments as well as go for
dinner and walk around (Turismo de Lisboa, 2019). To provide good surroundings for
tourists, the city has had to adapt its urban side to the needs of tourists. Because of
this process, the locals' sense of place identity “is constantly being neglected” (Daly et
al., 2020, p.1). In other words, the residents are no longer able to feel an attachment
to the place because tourism no longer represents places to be visited but cultural
experiences to be perceived (Mufioz, 2010).

These cultural experiences can vary; however, music has always been one of
the most pivotal elements of different cultures (Jucu, 2018). It is one of the most fa-
mous art practices used for urban development and attracting tourists to the cities
(Seman, 2010). Many Lisbon neighborhoods' cultural image often represents itself
through Fado music by transforming it into artificially created entertainment for tourists.
The United Nations Educational, Scientific and Cultural Organisation (UNESCO) clas-
sified Fado as an “intangible Cultural Heritage (ICH) of Humanity” in 2011 (UNESCO,
2016). Fado, which became Portugal's “national” music during the twentieth century,
is urban folk music most ubiquitous in Lisbon (Elliott, 2010). According to a study by
Sanchez Fuarros, Fado, for example, in the Mouraria neighborhood, was once a
source for locals' gatherings and has now become a product for tourists' consumption.

6
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It happened because Lisbon held programs for transforming the neighborhood's urban
space into a tourist attraction by regenerating it through the restitution of the Fado
performances (Fuarros, 2017). It is a common practice when emotional experiences
are used to restore public places (Lehtovuori, 2010).

Thus, this musical practice became a product that one buys to have a tourist
impression while being in neighborhoods representing imaginary spaces for tourists.
Curiously, 90% of tourists only attend Fado performances following the recommenda-
tions of tourist guides, never having heard of Fado before their trip. Attending traditional
Fado performances for them became a “standard tourism ritual when in Lisboa” (Hol-
loway, 2020, p.6). The tourists listen to Fado in the special “Fado houses.” People are
supposed to learn how to listen to Fado and to feel its “soul” in these places (Gray,
2007).

The most fitting Portuguese word to describe this sense of the Portuguese “soul”
that permeates Fado is Saudade. According to Zuzanna Butat Silva, Saudade is a
unique Portuguese word with no equivalent in any other language and expresses both
“‘memory and a feeling, love and pain” (Silva, 2012, p.209). This word expresses an
especially Portuguese emotion echoed throughout Fado's songs' lyrics. Fado's poems
have a very sentimental character and convey the sense of loss, broken heart, and
Lisbon with its neighborhoods. Traditionally, Fado singing is accompanied by acoustic
guitar and Portuguese guitar and performed by fadistas. The word “fadista” means “a
fado singer” (Word Sense, n.d.). The acoustic guitar creates a musical foundation,
while the Portuguese guitar, with its improvised sounds, “dialoguing with the voice.”
Silence is essential for any Fado performance because it enables the fadistas and the
listeners to create an emotional bond, which is the core of experiencing Fado music
(Rosal, 2018, p. 296), as well as proximity between the performers and the listeners
that enables the music to be perceived in its naturalness. The place's acoustics also
plays a vital role since Fado music creates “intimacy in the air” which is essential for
experiencing the deep feeling of Saudade.

Fado is the unique “language” that Portuguese people use to express this feel-
ing. Fado's performances have distinctive signs to create the right environment for
expressing and receiving it. For example, Américo Da Conceigdo Mateus attempted to
distinguish those signs and created special “Fado codes” (Mateus, 2005, p.9). Accord-
ing to the paralinguistic code, a Fado performance has a certain intensity and duration

in the vocal sense. For instance, the voice of Fado singers is often sobbing and broken.
7
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The kinetic code defines the way of the body movements of Fado singers. For exam-
ple, they often display a melodramatic posture and half-closed eyes. Fado houses'
interiors and atmosphere represent several visual and iconic codes. There is also the
architectural code, representing the public place and the place for the performance.
The dress code informs how the Fado singers should dress up. The musical codes
show how the Portuguese guitar should sound. The linguistic codes enable the music
to be perceived in a specific cultural way. All these songs are an integral part of the
Fado performance.

One of the most significant Fado signs is its connection to Lisbon because it is
considered an “urban popular music” inextricably linked to city life. Therefore, it had to
adapt to different ever-changing historical realities in Lisbon (Nery, 2012). Being mainly
associated with the neighborhoods of Alfama, Mouraria, and Bairro Alto, it has histori-
cally become popular by gaining a foothold in the social layers amongst sailors and
criminals and was later adopted by the middle and upper classes at the beginning of
the 19t century (Nery, 2012). As Richard Elliot said: "city and song, then, bear witness
to each other." (Elliott, 2010, p.2). In other words, the city of Lisbon, as a place with a
specific identity, inspired Fado while Fado, at the same time, became the reflection of
the city's life.

For example, while Fado depended on the existing social systems such as mar-
ginality, the city’s margins represented themselves as a particular limited space where
Fado was developing. Marginality can be defined as “an involuntary position and con-
dition of an individual or group at the margins of social, political, economic, ecological,
and biophysical systems, that prevent them from access to resources, assets, ser-
vices, restraining freedom of choice, preventing the development of capabilities, and
eventually causing extreme poverty” (Gatzweiler et al., 2011, p.3). This physically and
emotionally limited urban space allowed marginals to express their needs and emo-
tions through Fado's lyrics and music. This form of art was a way for them to let people
hear them in that restricted physical and emotional environment.

Political events that took place later, such as the end of the monarchy, were the
reasons for changing lives in the city. As a result, a new bohemian social environment
appeared at the beginning of the 19th century, which changed the Fado performances.
They moved from their usual marginal environment into a new social reality repre-
sented by members of the bohemian intelligentsia. As a result, people played Fado at
events popular among this segment of society, garnering this music genre a more

8
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prestigious status. During the twentieth century, it was first captured on musical re-
cordings and subsequently broadcasted into the world of radio and television, thus
gaining international recognition (Nery, 2012). In other words, Fado was “opened” to
the world, which had specific influences on it. For example, it significantly contributed
to Fado becoming a “national song” (Brito, 1994). As a result, people worldwide started
to perceive Fado music as particularly Portuguese.

Moreover, foreigners started professionally playing Fado music and singing the
lyrics (Nery, 2012). Consequently, it became popular among tourists, and the ‘Fado
houses’ started to designate the “real Portugal” urban space (Gray, 2005). This greatly
influenced the urban areas that people associated with Fado because the number of
Fado houses started to increase with the orientation of the demand of the tourists.

History shows that the city and Fado influenced each other by having a deep
connection. The interrelationship between Fado and Lisbon emerged because the city
has a rich and interesting history. Having been at a crossroads of different cultures
during colonialism, it has become a unique environment for interacting with varying
identities through various performance styles and sounds (Gray, 2013). Colonialism is
a process of “domination of a society by settlers from a different society” (Bérocz &
Sarkar, 2012, p.1). Portugal's Colonial Empire was one of the strongest empires of its
time, beginning in 1415 and ending in 1975. It had sovereignty over considerable areas
in Africa, India, China, and the Pacific Ocean territories (Almeida, 2006). Because Lis-
bon was the capital of this vast empire for such a long historical period, it represents
‘an observatory for a long and complex historical process’ where different social and
political realities co-existed (Peralta & Domingos, 2019).

That is why some researchers believe that Fado emerged due to a mixing of
Portuguese culture and the cultures of its colonies from the beginning of the fifteenth
century until the end of the twentieth century (Feldman-Bianco, 2001). According to
the theory of José Ramos Tinhorado, Fado's emergence was influenced by the African
culture, which inspired seductive Brazilian dances, which later transformed into Fado
music (Tinhor&do, 1994). Rui Nery attempts to find a connection between Fado's emer-
gence and the passionate Brazilian dances which existed at the beginning of the 19th
century, such as the Lundum, Caranguejo, Modinha, and Fados, which influenced the
repertoire of the music of social gatherings in the city of Lisbon (Nery, 2012). At the
same time, some scholars believe that Fado has Arab and Morish origins (Braga, 1905;
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Alves, 1989). However, others see no possibility for Fado having emerged from Arab
influences (Viera, 1890).

It remains a mystery as to which historical circumstances lead to this musical
practice's emergence. The lack of written sources makes it impossible to know pre-
cisely how and when Fado emerged. That is why the question regarding its origins has
become a source for various myths. Kimberly Da Costa, in her work “Fado Historiog-
raphy: Old Myths and New Frontiers,” interprets the idea of Fado emerging because
of the mixing of different cultures during colonialism as the “academic” explanation of
Fado's emergence. At the same time, Da Costa introduces another explanation, which
she refers to as an “impressionistic’ one: Fado as a musical genre arose from the
homesickness experienced by Portuguese seafarers during their maritime conquests.
In other words, the feeling of Saudade of the sailors longing for home can be the origin
of Fado (Holton, 2006). According to this explanation, Fado is a national Portuguese
music genre that emerged in this country.

Since the origins of Fado are unknown, what represents the authenticity of this
genre? Firstly, it is essential to clarify what the term “authenticity” means.

According to Dutton, authenticity is something “real, genuine and true” (Dutton,
2003, p.2). Other researchers define it as something with “consistency between an
entity's internal values and its external expressions” (Lehman et al., 2019, p.2). In other
words, authenticity is “a quality of experience” (Zukin, 2010). Since music perfor-
mances are experiences, what can we regard as authenticity in music? Chee-Hoo
Lum, in his research, claims that one should analyze authenticity through the concept
of a time continuum and that it is not constant in musical practices (Lum, 2009). It
raises a question about what aspect of Fado music should be considered authentic. In
his research about the notion of the authenticity of Fado, James Felix concludes that
the authenticity of this music genre is very personal, and there is no ultimate definition
of it (Felix, 2015). He claims that a traditional way of Fado performance can be consid-
ered authentic — a clean face of Fado taken as a symbol of the nation. At the same
time, according to him, there is another form of authentic Fado, which is the personal
perception of it.

From this perspective, the individual perception of Fado is a form of authentic-
ity. This conclusion raises the question of whether these personal perceptions pass

M

through the prism of “clean Fado's face.” “Clean Fado’s face,” in this case, are the
conditions and the opportunity for this musical practice to convey its central message.

10
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In other words, it is important to determine if the contemporary perceptions of Fado
music in the reality of touristification are based on the values inherited in this “clean
Fado's face.” As Geoff Holloway mentions in his article, Fado and tourism are two
“liminoid” spaces that co-exist together contemporaneously (Holloway, 2020). He won-
ders how such different actors as fadistas and tourists can interrelate within the same
limited imaginary space. According to Holloway, this question needs further investiga-
tion since, in today's reality, one does not exist without the other, raising the question
of how this influences this musical genre's perception.

Nowadays, we live in an exceptional reality where we can experience things
that were very complicated to attain in the past. The history of Fado adaptation to the
significant political and social changes in Portugal makes studying the perceptions of
Fado nowadays so intriguing because easy access to information, speedy travel, and
abundance of tourist' services enable people to visit Portugal and experience Fado
performances at any given time which makes access to it different from the past. These
circumstances build a unique environment for this music genre, which has never ex-
isted. Touristification has created new urban spaces that have become the product of
this contemporary reality. According to the concept of Indigo Paiva and Sanchez Fuar-
ros, such areas refer to “collateral atmospheres” that emerge in the spaces and times
beyond produced atmospheres (Paiva & Fuarros, 2020, p.393). These collateral at-
mospheres represent themselves as imaginary sceneries that provide tourists with var-
ious cultural experiences for consumption. This makes it intriguing to explore the per-
ceptions of Fado and its relation to the city of Lisbon because this music genre's con-
sumption by tourists creates a special urban space associated with Portuguese iden-
tity. Since Fado is an important element of national identity and is seen as an expres-
sion of the Portuguese “soul” (Gray, 2013), this musical practice's perception provides
an intriguing subject for observation.

The importance of this study is to find out whether Fado can remain authentic
while the creation of the urban space surrounding it is dictated not by the natural de-
velopment of this music genre itself but by the process of touristification.

In particular, | am keen to determine the perceptions of this musical genre now-
adays through the prism of historical, social, and political events that shaped it. It is
important to study the perceptions of Fado with the idea in mind that this genre has no
particular features which define it, but that Fado is itself the result of Portuguese people

trying to express through the music their feelings about social realities that have flowed
11
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from one to the other throughout history. Thus, Fado is the reflection of social and
political circumstances. It is a combination of effect and the story of effect that binds
people to place and one another. It was necessary to determine precisely how Fado
connects people and places in the present reality of touristification in order to under-
stand the perception of Fado now.

Since the popularity of tourism creates the space of real Portugal, it is essential
to answer this question by focusing on how Fado and the city withess each other now-
adays through the perceptions of Fado by people for whom this practice is a part of
life. Furthermore, since Fado was in isolation from different nationalities in the past, an
analysis of the perception of Fado today, when it opened for the “others,” will allow us
to understand whether a musical movement that expresses the Portuguese identity
can maintain its authenticity in the new political and social situation.

This work hypothesizes is because Fado for tourists exists within an artificially
created urban reality within Lisbon and has become an imaginary art practice that
serves the demand for cultural heritage consumption during the touristification process.
As a result, the understanding of the Portuguese identity, which is the key message of
this music genre, is perceived superficially through the conventional stereotype among
tourists. In other words, touristification created a “Fado’s double” that adapted to the
tourists' needs and represented the imaginary scene with the adopted features and
characteristics that helps to maintain the demand of tourists.

1.2 Structure of the thesis

The introductory chapter of the thesis provides background information regard-
ing the research question, touching on different concepts such as culture, which is
expressed through diverse cultural practices and influences the urban environment
and vice versa. The interdependence of cultural traditions and the urban city can be
influenced by many factors, as in the case of the Fado that this study focuses on, where
its authenticity is questioned because of the overtourism of the central urban environ-
ment with which this practice has s close connection. The introduction slowly brings

readers to this essence and the importance of researching this issue.

12
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The next chapter is dedicated to the interrelationship between Fado and the city
of Lisbon through the narration of historical hypotheses about the emergence of Fado
and the facts concerning its history, which developed side by side with the city.

Since the introduction touches on the question of the authenticity of Fado, the
next section of the thesis explores the notion of “real" Fado and whether it can be
relevant to the study of this question. This notion is explored through the prism of in-
formation gathered from interviews during the field trip with people directly related to
Fado.

The following chapter explores the relationship between Fado, and tourists
based on my observations made in bars and restaurants where Fado is performed. It
also includes data from interviews with Fado singers and their personal experiences
of the influences of tourism on Fado.

The subsequent chapter is dedicated to Fado’s loss of identity and locale and
includes comparisons of Fado’s past and present, given in the interviews.

The last chapter explores the urban net of the Alfama area; it researches dif-
ferent Fado places and their influence on the authenticity of Fado.

13
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2. Methodology

This work’s main objective was the investigation of the perceptions of Fado in
the modern reality influenced by touristification within the urban environment of the city
of Lisbon. It was essential to study these perceptions through the experiences of peo-
ple who are taking part in Fado performances at present moment in Lisbon to answer
this question most efficiently. Since this required an in-depth examination of a cultural
and social phenomenon, | chose the qualitative approach as the most suitable. The
benefit of it is that it enables a researcher to understand better people’s emotions and
experiences (Tong et al., 2012). Moreover, to be able to draw conclusions from existing
data and get new ideas based on them, hence, to make the research less sequential,
| used an inductive method. A significant advantage is that it aims to identify implica-
tions based on patterns that create a theory; however, it still allows a researcher to use
existing knowledge (Thomas, 2006). Following this approach, | could find profound
insight into the raw data collected previously during the fieldwork that inspired me to
go to Lisbon again to do another fieldwork to collect important and missing data. This
study followed two main stages: profound literature research and, second, a field study
in the city of Lisbon that included interviews and observation methods.

2.1 Field research

To answer the research question of this master thesis, it was crucial to go to
Lisbon and talk to people involved with Fado and observe them to feel and better un-
derstand what the perceptions of this cultural practice are nowadays.
The first trip to Lisbon happened in 2021, during which | got to know many people
connected to Fado, conducted semi-structured interviews, and made many observa-
tions. Of course, it was essential to prepare in advance, so | wrote an Interview Guide
and made a list of Fado places | would like to visit. By getting to know more people
connected to Fado in Lisbon, | could attend not only Fado places but also the local
Fado gatherings that happened outside the tourist setting.

The second trip to Lisbon happened in the year 2022 and was focused on the

observations and informal conversation in the neighborhood of Alfama and helped me

14
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to create a map using Geographic Information System with the Fado places in this part
of Lisbon. | visited many Fado establishments in this district and asked people who
work there about the history of a particular place. Sometimes, | was lucky to talk to the
owners of these places. During this process, | made many notes that helped me to
create the map with all the Fado places.

2.2 Sampling

Since Fado always had a connection to city life, it is crucial to note that all the inter-
viewed people were Portuguese, which helped to understand the characteristics of
their identity better. The possible participants were contacted in advance, but because
only a few agreed to the interview, the majority of the participants were found on-site.
That is why, in the beginning, | had people to talk to and interview at the Fado concerts
in Lisbon. After attending the first Fado concert, one of the singers and one of the
musicians agreed to be interviewed by me the next day. These people also helped me
to find more connections in the future. This method was beneficial because people
were happier to answer my questions on-site, rather than in advance via email. In ad-
dition, it was important that the interviewed people were active participants in Fado
performances for tourists.

Four key parties operate in the Fado scene: singers, musicians, restaurant own-
ers, and the audience (Holloway, 2019). The participants for this research were chosen
because they are associated with Fado performances in Lisbon for tourists from
abroad. Through interviews with professionals and beginners in the genre, | under-
stood how Fado, being part of their lives, is perceived through the lens of their life
experiences. The participants talked about their life experiences and views on life
which was crucial for my understanding of their current social identity and thus identi-
fying the social layer where Fado mainly exists nowadays.

Since Fado is performed for tourists in the Fado houses, it was necessary to
interview someone who owns one since they provide the space for the Fado perfor-
mances. Interviewing these people contributed to getting insights into how Fado is pro-
moted, how the commercial side of it works, how the owners of the Fado houses or-
ganize the performances, and to what extent they keep their quality. Moreover, the

15
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interviews’ results helped to understand if the Fado houses' owners primarily aim to
provide the feeling of Portuguese soul through the Fado performance for tourists.

Since Fado houses are representations of tradition in Lisbon’s urban space, it
was essential to find out which houses are the oldest and which were merely created
for tourism. It helped me designate what Lisbon space was associated with Fado be-
fore the touristification process. This designation was a very interesting process since
some of the Fado houses were established in the past as spaces for gatherings Fado
aficionados, nowadays also welcoming tourists. The choice about what Fado house or
restaurant to attend depended on personal perception. After entering a particular Fado
space, | asked specific questions about when the space was created, for what purpose,
etc. This approach helped identify which Fado spaces are the oldest and which ap-
peared recently. However, this approach did not allow for identifying the quality of the
Fado performances depending on the age of these spaces.

As Fado is a process through which emotions are expressed, it was important
to find out if singers can retain the ability to do this while performing Fado for people
with different identities. It was essential to understand whether they feel that people
hear them, in other words, whether they can convey the emotions inherent in the Por-
tuguese identity to people from other cultures who do not understand the lyrics of the
Fado songs or have never heard Fado before. Therefore, | focused the interviews on
their personal lives and experiences in order to know why they started singing or play-
ing Fado music to begin with. | asked them what Fado is for them and why they in-
cluded it in their lives, which contributed to the understanding of their perceptions of
Fado generally and in times of touristification. Conversations with the singers gave me
a better sense of the Portuguese identity through their explanation of the feeling of
Saudade and descriptions of their values and lifestyles. This method also helped to
understand aspects of the Portuguese identity, as it is crucial to learn about the char-
acteristics of identities from the personal experiences of their representatives.

Another important category of people interviewed consists of musicians who
also earn money by playing music at the Fado performances for tourists. Since the
musicians are the ones who create the music, | was curious to understand whether
they do it nowadays because they feel that they create art or because they perceive it
as a routine process for earning money, or whether it is possible for them to find a
healthy balance between these two things. | believe it is crucial for any artist to feel

connected to the audience and know that he can send a message through his art. The
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interviews helped to identify the musicians' opinions on this idea and whether they
could have that feeling while performing for the tourists.

It is important to note that | tried to reflect on my feelings by attending Fado
concerts as a tourist, and, at the same time, | tried to see the perception of the people
who create Fado performances. | had informal conversations with singers and musi-
cians during and after the performances and made observations and notes. The pos-
sibility to make observations appeared naturally and gave me a lot of insights. It was
important to be in the Fado environment, allowing situations to develop spontaneously
to observe Fado participants in everyday situations. It was essential to watch their
emotions during their formal performances for tourists and non-official Fado jam ses-
sions. | paid attention to everything: their clothes, their demeanor, their facial expres-
sions, and the way they created Fado.

Interestingly, some short and spontaneous dialogues with random singers or
musicians opened my eyes to their perception of Fado because some did not know |
was a researcher. Not opening my identity contributed to the people's openness be-
cause they did not know me and felt comfortable expressing their thoughts. For exam-
ple, once | came into one Fado house late in the evening hoping that the Fado concert
was still happening. | saw the singer packing his microphone and musical instruments
on the scene. | asked him when the next show would take place. He answered that
such a concert would probably never happen again because it was unique for him
since somebody had broken his heart recently. He said: "real Fado happens when
fadista has a broken heart." This statement made me feel that real Fado for this par-
ticular person is the right emotional and physical can convey emotion. Simultaneously,
during my interviews, answers to this question about what is real Fado were carefully

considered and had a more neutral character.

2.3 Semi-structured interviews

Since this research is qualitative, conducting semi-structured interviews with people in
the aspect of Fado is the primary method for this research because it contributes to
collecting real knowledge about the opinions, beliefs, and perceptions of the specific
social groups of people. It helped to investigate the participants' personal experiences
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by asking them open-ended questions with the help of the interview guide, which fol-
lows the research's main topic (Mashuri et al., n.d.). The interview guide was the foun-
dation for keeping the conversation in the right direction. When necessary, | used the
follow-up questions to clarify some important matters. The questions were organized
around such important topics as the history of Fado, its definition and meaning of qual-
ity of the Fado performances in the different Fado places, personal perceptions of
Fado, etc.

Since the interviews were about the perception of Fado in the city, | asked all
the interviewed people about their opinion regarding the relationship between Fado
and the city. | wondered what they thought the connection was in the past and whether
it had changed because of the influence of tourism. Many interviewed expressed their
views on this topic, describing how they saw historical events, how they influenced the
city's political and social conditions, and how they reflected in Fado music. This allowed
me to understand better the changing of Fado music influenced by the transformation
of Portuguese society over different historical periods and allowed me to reflect on the
problem of touristification and how it affects the perception of Fado.

The question of what “real Fado” was one of the most important ones during

the interviews because it helped me to realize what the research participants
appreciate in Fado the most. It also contributed to understanding if the authenticity of
Fado is a concept that has consistency or if it's changing over time, or if it's a percep-
tion of each individual.

These main questions set the conversation's desired line; however, it was im-
portant to let the interviewees feel free to express their opinions and perceptions. Be-
cause of that, sometimes, after a detailed answer, new questions arose that did not
follow the interview guide, which is why | had to adapt it during the process. Neverthe-
less, it helped me to develop new ideas and made the research more profound.

Before conducting the interviews, | explained the aim and motivations of my
research to the participants. Then, | transcribed all the interviews to get the essential
data. This qualitative data enabled me to make important conclusions to understand
the perception of Fado nowadays by individuals as well, as it helped me to identify
common and uncommon patterns in their opinions and beliefs. In addition, this ap-
proach helped me analyze the most important findings while comparing them to each
other.
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The interviews were conducted in English and recorded on the digital voice re-
corder with the interviewees’ consent. However, | sometimes participated in informal
discussions, especially when visiting Fado restaurants. Some participants in the infor-
mal discussions knew that | was a researcher, but some did not, which gave them the
freedom to express and answer my questions more freely. This approach helped me
to listen and to feel the people’s perceptions of Fado. Moreover, small informal con-
versations were crucial because they helped me to collect data about Fado places. For
example, during my daily walks in the district of Alfama and visits to different Fado
places, | asked the staff about the history of the places and about when these Fado
places started to work.

Studying the perceptions of Fado through the personal experience of the people
who have a connection to Fado enabled me to look at the situation from the inside and
interpret the results according to the beliefs of people capable of transmitting emotions
through Fado or responsible for creating the right environment for this. Since these
people are conductors of emotion inherited in Fado to the tourists, this method contrib-
uted to a better understanding of the influence of touristification on Fado. Moreover,
since studying the perceptions of Fado is an emotionally laden subject, this method
was the most appropriate because it allowed me to understand the emotion that Fado

transmits.

2.4 Participatory observations

Participant observation is “the process enabling researchers to learn about the
activities of the people under study in the natural setting through observing and partic-
ipating in those activities” (Kawulich, 2016, p.2). Since Fado’s performances are cul-
tural and musical, participatory observations were essential for this study.

| went to Lisbon for field research twice in 2020 and 2022. During the first field
trip, | spent most of the time in meetings for conducting the interviews; however, it did
not prevent me from having the opportunity to make a lot of observations. | tried to pay
attention to every detail, including the clothes, behavior, and moods of the Fado per-
formers and the tourists. Interestingly, | often put myself in the tourist’s place to feel
their perceptions. For instance, | went to a few Fado restaurants and listened to Fado

19



Mariia Mariniak 19-763-960

concerts without letting anyone know | was a researcher. There | observed the behav-
ior, the level of engagement of the tourists with the show, and the extent to which they
revealed their feelings.

In addition, | had a lot of insights during the observations of the Fado perform-
ers. For instance, one evening, | walked down a narrow street in the Alfama neighbor-
hood while the sound of Fado came from almost every house. The windows and doors
of these houses were mainly open to attract visitors while the Fado houses' workers
beckoned to go inside. That evening my attention was drawn by an elderly lady with a
kind smile who suggested that | eat at her restaurant and listen to Fado simultaneously.
| decided to visit this place because | was curious about how these people arrange
Fado performances. What was my surprise when | saw this woman singing Fado, and
even the waiter who brought me food sang a couple of songs. This observation inspired
me to think about whether these performances represent only the business for these
people or whether they have personal reasons to participate in creating Fado perfor-
mances.

Moreover, during the covert research observations in the neighborhood of Al-
fama, | attempted to analyze how the city and Fado are connected through the urban
network of the city in the reality of the expansion of tourism to explore the modern
definition of this connection. | observed places that advertised themselves as Fado
houses or Fado restaurants. In addition, | had a lot of informal conversations with the
people who work in these places to learn more about the history of these establish-
ments. | visited different Fado houses and asked how long Fado’s performances lasted
and identified the details about Fado’s performances. | wrote down all the information
in my notebook, which enabled me to create a table with all the gathered information.

At the end of my trip, | got to know many people connected to Fado, so | par-
ticipated in a few informal Fado performances on the street of Lisbon. These observa-
tions played a very important role in this thesis since | could watch Fado concerts that
were not made for tourists but served as gatherings for those who have a connection
to Fado. These gatherings represented a separate reality, where tourism was not a
part of it. Firstly, they took place outside so-called Fado houses, sometimes on the
streets, sometimes in the parks. Secondly, those performances always happened dur-
ing the night, after the concerts for tourists, which allowed me to feel the special inti-
mate connection between the Fado and the city, where the echo of a singing voice on

the walls of city houses and the calmness of the night served as the main attributes for
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this intimacy. By observing the same singers and musicians' behavior at both concerts
for tourists and themselves, | reached the differences and commonalities and could
describe them according to my perceptions. The essential point was to feel the differ-
ence between the official and non-official performances to reflect on how | perceived
Fado during them and the differences in my perceptions.

2.4. On-site surveys for GIS Map

The focus during the second field trip was based on collecting data about the
Fado places in the district of Alfama to create a map using a geographic information
system (GIS), which is “a computer system for capturing, storing, querying, analyzing,
and displacing geospatial data” (Kang-Tsung Chang, 2008, p.1)

Since Fado and the city have a deep connection, it was necessary to visually
show it in the example of the neighborhood of Alfama. Before the on-site survey, |
found the most advertised Fado establishments in the internet tourist guides. | already
knew the location of these places; however, it was necessary to go to each of these
places and gather information about their history, facts about how long Fado has ex-
isted in each of these places, and observations about the Fado show there. | prepared
a table template before the on-site survey to help me gather this information (see Table
1). This table enabled me to organize my notes better and collect the data efficiently.

Table 1

Template of the table for the on-site survey

Name of the How long Fact about Characteristics
Fado place does Fado the history of of the Fado
exist here? the place shows

N =

| tried to talk to the workers or the owners of these places when | was lucky.
All the people | met were friendly and happy to share all the information they knew.
However, sometimes, it was not easy to talk to them because they were busy serving

the clients or inviting people passing by to visit their restaurant.
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After collecting all the data, | created a map of these places in ArcGIS Online.
First, | found all the locations in the satellite maps and marked them on the map in
the ArcGIS program. Then | divided all the places into different groups and changed
the color of the marks on the map accordingly. After that, | created pop-ups on the

map with all the gathered information about the places, including photos.
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3. Connection between Fado and the city of Lisbon

3.1 Historical realities of Fado’s existence

Many historians believe that Fado has become a popular and recognizable mu-
sic form in Lisbon (Rosal, 2018). However, others believe it was born in this city (Ste-
phens, 1891). As mentioned above, no one knows how Fado came to be, but in how it
appeared in Lisbon, Fado developed under the influence of the exchange between
different cultures. This is because Lisbon was a port city where many different identities
have always come face to face (Nery, 2012). As a colonial city at the time of the ap-
pearance of Fado, it “is posited as the embryonic, decadent, contaminated, and cos-
mopolitan ground that enables the figuring of an expressive musical genre “born” of
cultural hybridity” (Gray, 2011, p. 142). That is, what the city was like in those days is
fully reflected in the character of Fado music. This happened in all its completeness
because Fado in Lisbon originated in the marginal layer of Lisbon society. It was a
special space for the development of this musical genre in that historical period be-
cause the impoverished, poor, and the lowest strata of the city's population created a
favorable environment for interconnection between African, Brazilian, and traditional
Portuguese music (Vernon, 1998). Unable to have any social or political voice in the
country, they turned Fado into a shared and collective voice that allowed them to ex-
press their fears, anxieties, thoughts, and feelings. Fado during this period was per-
formed in brothels and taverns in the city’s poorest neighborhoods by prostitutes, sail-
ors, and brigands. This was the first of the many historical realities in the country where
Fado played a vital role (see Table 2).

The most significant event during this period in the history of Fado in Lisbon is
the birth of the first Fado diva mentioned, Maria Severa, born in 1820. Working as a
prostitute, she fell in love with a man who was then sent to Africa for a crime. Because
she longed for him and her broken heart, she began to sing Fado to express her sad-
ness and longing for him. However, she rose to fame as a Fado singer after her affair
with a Count of Vimioso, whose family opposed his connection with a girl from an infe-
rior class (Vernon, 1998). She died at the age of 26, which created an aura of a famous

Fado figure around her, but nobody knows when and how this happened (Nery, 2012).
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What is known is that this important figure in the history of Fado is a symbol of that
unique period for Portuguese culture, a period of flourishing prostitution and a marginal
social atmosphere.

Table 2

Historical realities of Fado

Historical reality Time frame Where Fado is per- Characteristics of
formed Fado show
Way to express
Early Fado 1830s-1860s Brothels, taverns amotions
Fado’s expansion to . .
the higher layers of 18705-19255 ;’heaters, Iplaces ] Music for er:tertaln-
society where people spen men
their leisure time
The emergence of Fado is censored
‘Estado Novo' 1933-1974 the Fado houses to  and used as a prop-
control Fado lyrics aganda tool for the
from being politically new regime
explicit

People feel free to

express their emo-
tions again. The ap-

Most Fado houses pearance of Fado
got closed “Vadio” means “vag-

abond Fado” when
everybody can come

and sing.

Modern period 1974 — present day

This period created a certain characteristic of Fado and certain stereotypes
about it that influence the perception of this music genre even nowadays. However,
with time Fado became popular amongst different layers of society. It happened in the
last third of the 19th century when Fado began to spread. Although Fado had a repu-
tation for prostitution and crime, it gradually became popular among the bourgeoisie
(S4a, 2015). For example, it became quite popular among high Portuguese society and
members of the intellectual elite. In the late 1860s, Fado started to enter theaters and
musical shows. By the 1870s, it was present in almost every place in Lisbon where
locals spent their leisure time. Thus, since the places where the local population met
have changed, Fado has taken a different form that started to express the opinions of
people who were in a completely different social environment. Fado, as a genre, has
become, for the most part, music for entertainment (Vernon, 1998).
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It was the moment when Fado began to transcend the usual boundaries of the
marginal layer of society. Because of this process, Fado started to change. According
to Nery, when Fado became popular among the bourgeoisie, its listeners could only
see a reflection of Fado from the lower classes because the bourgeois class singers
and musicians were not authentic representatives of the old tradition (Nery, 2012).
Because the new social class had a different life experience, they could express only
those inherent emotions in their perception of life through Fado. Thus, by migrating
from the previous social class to the new one, Fado expressed the values of the class
where it was present. The moment Fado began to spread to the higher strata of soci-
ety, it began to adapt to what was relevant within that stratum of society.

Throughout the 19th century, Fado covered many different themes. For exam-
ple, Fado lyrics were about love, work, crimes, death, political conflicts, religious mat-
ters, episodes from history, street festivals, etc. (Nery, 2012). It gives us an idea of
what these people lived every day and what their daily routine was full of. These topics
are involving many various events that it is clear that Fado acted as a link between the
classes of society through events such as religious festivals and bullfights (Sa, 2015).
Like the invisible thread, Fado linked the Portuguese population by allowing them to
speak this emotional national language. In other words, it was a tool through which
residents could express their reactions to the different events and their vision of eve-
ryday life.

Since the political situation changed at the end of the 19" century because of
growing dissatisfaction with the monarchy, Fado’s lyrics began to include mostly polit-
ical themes, attacking the existing situation in the country and expressing a desire to
change it. Then the period of monarchy in the country ended, and it became a republic
in 1910. Fado’s lyrics immediately reflected this. People expressed their greetings to
the new regime through it. Portugal's entry into World War | also contributed to the
perception of this event in Fado’s lyrics. Generally, Fado gradually became more po-
litically oriented.

After the emergence of the Second Portuguese Republic, which was called “Es-
tado Novo” (1933 — 1974), strict propaganda took its place. During this period, any
expression of a negative opinion about the new regime was forbidden in the Fado lyrics
(Pinto, 2011). Furthermore, the new regime did not recognize Fado, so it was severely
repressed because it could express other political or radical views and lacked the pres-
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tige of being recognized as a national song (Nery, 2012). However, Fado was so pop-
ular among the Portuguese that regime members could not forbid it entirely. That is
why during World War |, the regime’s supporters used Fado as a propaganda tool.

Since politics was no longer mentioned in Fado, the new strategy of engaging
Fado in society helped to bring it together. Fado thus ceased to exist in the form it was
represented before the beginning of the regime in the country. This was when the first
“Fado houses” appeared as a symbol of a decent society. These houses represented
all associated with the typical Fado tradition of the past. One could say that Fado was
standardized through special characteristics like silence during a concert or the dress
code of the singers and musicians. Fado is a part of the framework that has come to
have the function of expressing national identity without the impurity of morally ques-
tionable characteristics of the past. Fado’s performance, enclosed in a place, became
ritualistic in nature and lost its improvised character (Nery, 2012). Thus, the emergence
of special places for Fado facilitated the censorship and professionalization of Fado
(Gray, 2011). Fado became an instrument of power through which it could control the
ideological sentiments of the population. It was claimed to be the “national song”; in
fact, it was radically remade and reinterpreted by the new regime.

This provoked a reaction from many artists of that time. For example, Portu-
guese architect, painter, and cartoonist Jodo Abel Manta in one of his cartoons pre-
sents the ghost of the famous Fado singer Augusto Hilario, who died in 1896 which
floats over the Coimbra castle and thus represents the fact that the real Fado is dead
(O Fado anarquista, 2009). Fado could no longer be a tool to express social or political
positions. The regime completely changed the perception of the genre by driving it into
a rigid framework that defined what was traditional and what was not for the genre.
Almost everything associated with traditional Fado belongs to this period of reinterpre-
tation of the genre (Nery, 2012). Fado adjusted to the new dictatorship by creating a
new image for the genre, which included notions of what was traditional and what was
not, how and where people should listen to Fado. Fado, created among the local pop-
ulation, and naturally developed among them, ceased to exist. The new regime simpli-
fied and crammed it into a rigid framework and re-presented it to society.

However, even though Fado was brutally repressed, Amalia Rodrigues was the
living embodiment of the fact that Fado is still alive. She was the most popular repre-
sentative of this period and the most famous icon of the Fado genre. She was born in
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1920 and had a Portuguese and international career as a Fado singer. Amalia Ro-
drigues came to fame in the 1940s during the reign of Antonio de Oliveira Salazar, who
was the prominent leader of the regime. Because of this, she was often credited with
encouraging the regime. For example, she circumvented the regime's bans by per-

forming leftist poets’ “slyly subversive” songs (Lewis, 2007, para.10). However, the
regime broadcasted Fado to the international world through the voice of Amalia Ro-
drigues to reinforce this created status (Gray, 2013). She breathed new life into Fado,
expanded it, and made it international. Many different composers wrote lyrics for her.
Amalia as well contributed to many different reforms in the genre. For example, wear-
ing the shawl during the concert became traditional; the guitarists now sat in front of
the singers instead of behind them, and sign language was also included.

With the regime’s fall in 1974, Fado lost popularity because it was widely per-
ceived as a symbol and voice of an obsolete regime. Many Fado houses closed, and
Fado began to gain popularity as an expression of a radical tradition. During this pe-
riod, people started to sing Fado Vadio, which means “vagabond Fado.” People sang
it because they wanted to be able to express emotion rather than for commercial pur-
poses. Although Fado was still associated with the regime, new Fado houses that had
no political position started to open with time. During this time, people started to reflect
on the meaning of Fado in Portuguese culture, and as a result, Fado quickly regained
its popularity (Nery, 2012)

The first half of the 20th century defined Fado as it appears today as the advent
of the phonographic industry crystallized Fado and defined its length. Fado was thus
deprived of its improvised character (Sa, 2015). In 1990 Fado started to be popular in
its classic way. It was discovered by the younger generation who were exposed to
Fado through the recordings of famous people in the past and not through listening to
Fado in the Fado houses.

Attitudes toward Fado have changed considerably today, thanks to the world-
wide interest in the genre (Gray, 2011). First, from being a form of social deviation and
protest, the official representation of Fado has evolved into a national genre, then a
genre used by the dictatorship for its purposes, now transformed into an expedient
cultural recourse (Yudice, 2003).

Since its appearance in Lisbon, this genre has survived all of Portuguese his-
tory’s global social and political changes. It has changed its characteristics by migrating

from one social class to another and adapting to the expression of different values of
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the different classes of the population. Even in this dark period for the Fado genre, it
did not cease to be the language of the Portuguese people to speak not through words
but through emotion.

Based on the preceding, Fado has always reflected the situation in society and
embedded what was relevant to people at a particular time. Even under the influence
of censorship, this genre of music adapted to the circumstances and, despite every-
thing, retained its important characteristic, which is the transmission of actual emotion,
just as for the fadista, whose heart was broken not long before the concert, singing
Fado was something special because he could feel the depth of emotion to express it
in Fado. Thus, different historical periods had various emotional moods in society,
some more profound and pronounced and others with a fainter tone imprinted in this
musical genre.

All of these emotions found expression in one way or another through this mu-
sical genre. Emotion, in this case, is a certain mood in certain strata of society caused
by different social or political situations. For example, radical Fado lyrics during the
totalitarian regime expressed dissatisfaction with the current political situation. As
these sentiments had poignancy and depth, they were reflected in the songs of Fado,
being this very emotion.

An important element in the expression is the emotion of Saudade, which is a
Portuguese emotion; in other words, it is the way Portuguese express emotions. Itis a
certain filter through which the Portuguese pass their emotions, which immediately
take on a taste of melancholy, wistfulness, and sadness. Fado, to some extent, is the
conduit for the best conditions for the possibility of this filter to function. After all, it is
this emotion that is so characteristic of this musical genre. First, however, it is crucial
to understand what characteristics make Fado being authentic during this expression.
In other words, what are the circumstances that define Fado as real, and if this concept
can exist. The following is a summary of what is meant by the term “real Fado” based

on the interviews’ results.
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4. Defining “Real” Fado

The Fado genre has witnessed different historical periods in Lisbon. With each
of these periods, it synthesized and reflected them. That is, depending on the social
and political situation, it expressed the Portuguese perception of the inherent reality of
the historical period. Since no one knows how Fado originated and has had different
forms during each historical period, it is impossible to determine what is authentic for
this musical genre. Despite the lack of a scientific basis for Fado's origins, understand-
ing what the Portuguese people connected to Fado consider authentic about it is an
important step toward answering the question of how Fado is perceived today. It is
important to note that the goal here is not to determine how Fado came to be and what
Fado has been throughout history but to take this fact into account and try to under-
stand what authentic Fado is today.

Moreover, it is important to note that the term “real Fado” is not literal and was
used to allow respondents to reflect more precisely on what they value most about
Fado and what Fado is to them. The term also serves to understand better the distinc-
tion of the characteristics of Fado for tourists if such a difference exists in general. That
is, the term is used to understand whether there is authentic Fado and Fado that only
serves to raise the demand for tourism.

When asked about what is real Fado, the respondents tended to reply that this
question is very complex because Fado has been very different during different times.
However, they held certain identical conclusions during the interviews. Therefore, the
following subsections are divided according to the opinion of the interviewees and re-

flect their main essence.

4.1 Fado as an expression of the emotions

All respondents agreed that honest expression of emotion by fadistas and percep-
tion of it by the listeners is what makes Fado real. This emotion transmitted through
Fado belongs not only to Portuguese people, but what makes it special is how Portu-
guese people feel this and express it. As one of the interviewed respondents said:
“Fado is a typical Portuguese way to transmit this emotion” (Participant D, personal
communication, September 17, 2020). That is to say, Fado is a way and an instrument

29



Mariia Mariniak 19-763-960

for conveying certain experiences, whether personal experiences or societal senti-
ments. Therefore, it is collective and, at the same time, an individual way of communi-
cating feelings. However, this emotion has a certain connotation - a connotation of
Saudade.

Saudade is the best word to describe the emotion encapsulated in Fado, and
some believe that Fado cannot be sung without this emotion (Vernon, 1998). Saudade
word’s meaning is not translatable to English (Participant D, personal communication,
September 17, 2020). It expresses a special sense of nostalgia in the present for the
past that is irrevocable. This realization that what was in the past cannot be experi-
enced again gives rise to a special sense of unease and pleasure that exists beyond
time and distance. Fado becomes real when the energy behind the words is transmit-
ted to the listener (Participant C, personal communication, September 15, 2020). Thus,
Fado is this emotion encapsulated in a musical form and expressed through it.

Saudade is more than just a word; it is “a descriptor of Portuguese national iden-
tity” (Silva, 2012, p.205). In other words, it is the feeling through which the Portuguese
look at the world around them and the events that take place in it. It is important to note
that Portuguese cultural identity has always been strongly rooted as a mindset in the
country’s political, social, and economic situations (Nielsen et al., 2009). Since Fado
is an expression of Portuguese identity through a particular emotion of Saudade, Fado
reflects what is going on in society (Participant D, personal communication, September
17, 2020). Since the events and the situations in the society were different at the dif-
ferent historical periods, Fado was also different and helped to express the feelings of

people and the moods in the society, not in the same ways.

4.2 Fado is a “living heritage.”

Fado has always been connected to Lisbon’s social and political situation (Partici-
pant B, personal communication, September 17, 2020). Since Fado was performed
during different social and political realities, different characteristics of Fado developed
during these periods. In other words, different situations and circumstances influenced
the Fado performances during these periods. Going through different social and polit-
ical periods, it extracted from each of them the most important characteristics. For each
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of these periods, these characteristics are different and express various values for so-
ciety. Characteristics here refer to how, where, and in what way Fado was performed,
depending on the circumstances. For instance, in the beginning, Fado was popular
amongst poor people and marginals; thus, it had sometimes vulgar and not recognized
by the normal society character. This was the Fado space at that moment, and it was
actual for Fado to be like that. After, during the other periods, Fado had different spaces
(emotional and physical); thus, it had completely different characteristics.

To define what is authentic about Fado, it is crucial to determine the period - the
“source,” while each source has its heroes (Participant C, personal communication,
September 15, 2020). The source represents a specific period that Fado witnessed.
Each period is a set of unique historical circumstances and social relations. Thus, it is
impossible to define a certain precise set of characteristics that would describe authen-
tic and traditional Fado because it has permanently changed over time. That is why
there is no term for “real Fado” because Fado is a “living heritage” (Participant B, per-
sonal communication, September 17, 2020). That is, Fado flows through time, absorb-
ing the country’s existing political, social and economic situation as it reflects the Por-
tuguese identity. In this way, the Portuguese identity expresses itself through the Fado
genre, a special art form that uses emotion as a tool for this expression.

Knowing a certain time during which Fado existed in the past in some form or
another, we can determine what was characteristic of that period, that is, what was
typical for Fado in that period.

But we cannot say that these characteristics are traditional for Fado as a whole
because Fado either discards or acquires characteristics as it permeates different re-
alities. It flows and progresses through time as a reflection of the circumstances it ex-
presses through emotions. In other words, Fado is a musical phenomenon that en-
codes the realities of different historical periods. Thus, these elements of Fado reflect
these different circumstances, depending on Portugal's political and social situation in
the past.
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4.3 Fado is the connection between generations

According to most of the respondents, what makes Fado real is when it crosses
generations. In other words, “true” Fado creates a bond between old and new gener-
ations through a respectful attitude.

Fado represents an “old socializing process” that brings the old and the young gen-
eration together (Participant C, personal communication, September 15, 2020). Since
Fado is constantly changing due to external political and social circumstances in Por-
tugal, the intergenerational connection is very important because it creates a special
mix of approaches to understanding and performing, making it alive. The attributes
inherited in the old Fado traditions that are respected by the new generation make
Fado vibrant and keep the memory of the past in the present. Since Fado has become
very open to the new generation, it is important for them to respect the old Fado, the
old tradition. Only by doing so it is possible to keep Fado changing but with respect to
the old tradition. Because it changes over time by considering the previous forms, this
connection is like an invisible foundation that serves as a base for Fado to express
Portuguese emotion. This is when all generations connect around one experience to
keep that experience alive. This is when different people from different times and
spaces are connected through one particular way of expression called Fado.

Thus, an attempt to understand what real Fado has resulted in the conclusion that
“real” is a musical expression of Portuguese identity that flows through generations.
There are no specific characteristics that make it “real,” but there are special attributes
for Fado to deliver its message: it should express emotion through the prism of
Saudade, it should keep the connection between the old and the new generations, and
it should be an expression of the different social and cultural realities while adapting to
it and keeping the ability to express that emotion in its unique way. That is, it is possible
to identify specific attributes that are inherent in Fado, but one cannot perceive them

as attributes that determine the actual experience of living Fado.
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5. The interrelationship between Fado and tourism

The image of Fado as a native Portuguese activity has made it very popular
among tourists. That is, Fado has turned into an event that almost all Portuguese tour-
ist brochures recommend visiting, i.e., it has become a museum exhibit, a must-see to
experience the culture of Portugal.

Tourists listening to Fado and Fado itself represent two liminal spaces, where
limonoid space refers to the situations when “the person (actor) shifts from their normal
social roles to one that is transitory or temporary and wherein normal role expectations
are sometimes reversed or inverted” (Holloway, 2020, p.3). Since tourists who have
lived outside of Portugal do not belong to Portuguese culture, the question arises as
to how these two spaces — tourism and Fado interact and what happens as a result of
this interaction. Including whether musicians and Fado singers can convey an emotion
belonging to the Portuguese identity to people who do not belong to that identity. That
is why one of the interview’s most important goals was to attempt to understand the
interaction process between these two actors from the inside. It was vital for me to ask
people who belong to the Fado community how this connection is happening because
they are the actors who create the conditions for an emotional exchange with tourists
during the Fado performances. As well as it was necessary to answer the research
question to get their feedback on whether they feel they can build this emotional con-
nection and convey the message hidden in the Fado.

5.1 Perceptions of Fado in touristic places

Based on the above, it was important for me to get my first perceptions on this
matter in a tourist Fado place. That night | made a reservation at one of the most
popular Fado restaurants for tourists called “O Povo.” It is located in an overcrowded
street with bars and restaurants in Lisbon and looks like a typical restaurant. | was
going to listen to Fado for the first time in my life and had no expectations of what the
experience would be like.

| walked into a dimly lit cafe and was escorted by a waitress to my table. | was
told to be quiet and not to eat during the performance. The restaurant space was rela-
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tively small and filled with closely spaced tables. All the tables were occupied by tour-
ists - couples or groups of people. Right in front of me was a makeshift stage, a space
of two square meters. After dinner was served, several musicians took their seats. One
of them was going to play a regular guitar and another a Portuguese guitar. Then a
beautiful Portuguese female Fado singer came out. She greeted the audience and
began to talk about Fado and what the experience was all about. She spoke about the
importance of feeling the music and the voice and letting feelings take over during the
Fado concert. It was very interesting to hear her say this because it showed me that
the audience did not know much about the Fado tradition and how it should be listened
to. At one point, | felt like | was in a museum where a tourist guide explained to tourists
the meaning behind a work of art.

Her explanation made me understand that it is essential for her to have contact
with tourists and that she wants them to be able to experience Fado. That is, singing
Fado for her is not just a way to make money but an opportunity to convey to the
audience the Portuguese emotion.

When she started singing, it was like | couldn't see the person anymore; | could
only see the emotion. An emotion that | did not fully understand logically but made me
feel my life experience through a special prism of nostalgia, which contained both sad-
ness and joy simultaneously. As famous nowadays Fado singer Marisa said in one of
her interviews: “Fado is the kind of music that grabs your emotions” (Cornwell, 2016,
para.1). That is, | felt that Fado reveals this emotion hidden deep inside and provides
an opportunity to experience it. As a tourist listening to Fado for the first time, | could
feel a sentiment that | had already felt before, but this time it was accompanied by
Fado, so it had a special touch and special deepness. So even though | didn't under-
stand the lyrics, | could feel the bouquet of emotions encapsulated in the energy behind
the words.

Later, when | had an interview with this singer (Participant A), | asked her if she
felt that there was always this kind of emotional connection with her Fado listeners. To
my surprise, she said that she could not sing Fado for two years because she felt that
the tourists could not perceive it even if she tried to express emotion through singing
Fado. She felt that they bought Fado as a meal at McDonald’s. Thus, she felt that
tourists did not appreciate her attempt to open her soul by singing Fado:
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And | remember the last time when | sang Fado two years ago. | was crying. |
was not even able to finish the night, you know. And this is really ugly. It's when
you are [pause] | used to say - imagine when you are showing yourself to some
[pause] a lot of people you don't know, and you need to be totally naked about
your feelings. You are there in front of everybody you don't know. And they treat
you like [pause] they don't care. It's just something that - ‘ok | did, | went to
Portugal, | visited, and | went to listen to some Fado.’ This is the only thing which

| don't like (Participant A, personal communication, September 15, 2020).

In today's situation, when Fado restaurants are overcrowded with tourists who
have not thought about how to listen to this musical genre, it is challenging to create
the right atmosphere and the right approach. That means it became ever more chal-
lenging to experience the emotion through Fado through direct contact and respectful
relation with the fadistas. As | highlighted before, the main task of fadistas is to involve
the listener in his reality, that is, in the emotion. When fadistas sing, their voice almost
breaks, which expresses a sense of longing and nostalgia; they almost cry, trying to
convey this sad feeling as deeply and beautifully as possible. According to Richard
Holloway, this should be supported by several factors. These factors include a dispos-
ing, intimate atmosphere in a relatively small space where the fadista is close to the
audience and on the same level as them. And the listeners, in turn, must maintain
complete silence to show their respect to the fadistas and provide the possibility to
maintain an intimate atmosphere (Holloway, 2020).

According to Participant A, the problem is also hidden in the fact that people
have forgotten how to be in the present moment, and this applies not only to Fado but
to life in general. Fado only touches the most hidden corners of the soul if the listener
allows them to do so. As Participant A said:

We are not allowed to be weak [pause], we are not allowed to feel [pause], we
are not allowed to be sensitive... (Participant A, personal communication, Sep-

tember 15, 2020).
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Participant A considers her main task today to be the attempt to allow people to
be vulnerable by listening to Fado, thus touching the real Fado, which aim is to convey
this emotion. This emotion is not unique to the Portuguese, but it is unique in the way

they feel this emotion and Fado is its conduit:

So that is a good example of a Portuguese emotion that it's very, very hard to
translate it [pause] because the Portuguese [pause] it's not that other people
don't feel it. They also feel it. But the Portuguese feel in a very particular way,
that’s [pause] that's maybe that's the connection with Fad o [pause] because
we feel it in a very different particular. It's our own way of feeling it (Participant

D, personal communication, September 17, 2020).

Fado is a special instrument for feeling emotion the way the Portuguese do.
However, to fully experience this music, special conditions must be met that include
contact between musicians and listeners, respect for musicians by listeners, and open-
ness and lack of fear on the part of listeners to feeling this emotion.

Moreover, where Fado is sung is also very important because it is the main
element that dictates how Fado will be perceived. Often Fado houses surround Fado
performances with special paraphernalia and rituals to attract more tourists. The lyrics
and music in such concerts are more cheerful and energetic to leave a positive impres-
sion. According to Participant A, the "O Povo" venue where she regularly performs is
special because there, she can be herself and sing a repertoire that is not necessarily
considered standard for concerts for tourists (Participant A, personal communication,
September 15, 2020). It's often sadder and more melancholic, which most accurately
captures the emotions in Fado. As Participant A explained tourist faced Fado is nor-
mally ‘happy or funny,” and it doesn’t show the depth of Fado that allows people to
experience the ‘love and pain’ of the Fado’s emotion (Participant A, personal commu-
nication, September 15, 2020). That is, it creates an opportunity for the singers to con-
vey emotion through their own approach instead of singing the classic Fado songs for

tourists.
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The existence of such places where singers and musicians can express them-
selves gives hope that tourists can experience real Fado that expresses both joyful
and sad emotions. The "O Povo" place is unusual and unique in allowing young Fado
singers to participate in the Fado genre. Many places will enable them to do this. One
of them is ‘Tasca de Chico’. This bar is an unusual stage where listeners try to find real
Fado among the unstoppable stream of Fado concerts for tourists (Gray, 2011). During
a personal conversation with the owner of this Fado house, | learned that this is where
newcomers to Fado can come and learn and then become professionals.

The ability to sing Fado differently and still not be a professional, thanks to the
influence of tourism and the emergence of many Fado houses, is a symbol that Fado
traditions change over time, which is natural for this genre if looking at history. Accord-
ing to Participant A, this is a good part; however, for Fado to remain real, it is important
to respect the old generation of Fado (Participant A, personal communication, Sep-
tember 15, 2020). However, respecting the old tradition becomes more and more dif-
ficult as touristification turns the absorption of Fado by tourists into an uncontrollable
phenomenon.

Since Fado has been recognized internationally and gained wide popularity
among tourists, it reflects what is going on in Portuguese society and society as a
whole. People no longer allow themselves to feel the sadness that is Fado’s central
theme. Therefore, tourists visiting Lisbon tend to consume a beautiful cultural scene
rather than the current reality. Because of the high demand for an idealized picture of
Fado, residents present tourists with this simplified and idealized idea of the genre
without trying to show it in its real form. Thus, two realities collide, the tourist reality
and the reality of local culture expressed in Fado. However, as a result of this collision,
there is no real interchange because of the lack of balance between quantity and qual-
ity of Fado performances; it is often perceived superficially, which narrows its value
and message. As a result, there are many risks that Fado can lose its essence because
its main listeners, the tourists themselves, devalue the genre without noticing it. More
precisely, the demand for the genre devalues it. As a result, this process becomes
uncontrollable and false perceptions emerge, artificially created to sustain this interest.
Fado, for example, is often perceived by tourists as music to be listened to while in
Portugal. However, not all tourists know how this music should be felt and heard. That
is why there is also a risk that Fado singers will no longer try to convey the emotion

hidden in Fado if this activity becomes routine or if they feel that tourists do not know
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how to be open to experiencing this emotion. Fado will then become a kind of artificial
performance that does not make sense and does not make the audience participate in

the process.
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6. Fado’s loss of identity and locale

According to Aaron Fox (Fox, 2004), musical art practices can play an important
role in the interaction between place, memory, social, and political life. A place is a
memory sealed in physical objects at a certain location. However, these physical ob-
jects are formed by events that create this memory. These events represent the polit-
ical and social life that characterizes society in a particular place. Everything that hap-
pens in society is reflected in the place where it happens. Therefore, particular soci-
ety’s art practices characteristic can considerably impact the site where they are prac-
ticed. This kind of interconnection between these elements creates a unique combina-
tion that leads to the physical component being formed naturally and, in its way, to-
gether with the art practice.

Due to its role in the social and political life in Lisbon, Fado music has its place
in the memory of this city, which is expressed in its urban fabric. Born in close connec-
tion with the city’s atmosphere, it is a reflection of the urban moods imprinted in the
urban picture of Lisbon. Nowadays, Fado exists at every corner and can be heard
everywhere in Lisbon. If to walk through the narrow streets of such neighborhoods as
Alfama or Bairro Alto in the evening, one can hear Fado from almost every restaurant.
Near nearly every establishment, one will also encounter a person who will urge to go

inside his restaurant because Fado’s performance is about to begin.

Lisbon, at such moments, is like an improvised stage where one performance
begins while the previous one is still in progress. Once, | listened to the Fado concert
at a place called ‘A Baiuca’ in the neighborhood of Alfama, and to my surprise, | could
not stop listening to Fado even during the pauses between the performances because
during it, people sang Fado outside in the terrasse of the adjacent establishment called
‘Sédo Miguel Grandes Cantorias.” The music from these two restaurants was played in
turns so that the two concerts would not overlap each other, and listeners could enjoy
the clear sounds of the voice and guitars. During my research fieldwork, | learned that
these two restaurants had to adjust to one another due to their close location to keep
the business alive. ‘A Baiuca’ restaurant is different now than it was in the past. It is
located at the intersection of two narrow streets, and each side has a large door looking
at one of these streets. In the past, Fado always took place behind closed doors, but
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nowadays, they are always wide open. People passing by unwittingly become partici-
pants in Fado concerts; that is, there is no intimacy in the form that was in the past.

This situation is a consequence that is caused by many factors. After the Por-
tuguese economic crisis, the government had to open Lisbon for tourism and rehabili-
tation programs to save the national economy widely. As a result of these rehabilitation
programs, such neighborhoods as Alfama, Bairro Alto, and Mouraria have been sub-
ject to gentrification processes that have provoked uncontrolled touristification (Daly et
al., 2020). It happened because gentrification changes the ‘social fabric of neighbor-
hoods’ by adapting urban businesses to meet the needs of tourists rather than the local
population (Romero-Frias et al. 2020). Due to the popularity of Fado music among
tourists, Fado houses became these urban businesses. As one of the respondents
said:

Fado houses were always like small restaurants with a small owner that liked
Fado and maybe sings or maybe plays an instrument and [pause], and Fado
was evolved around that around the familiar kind of concept. Right, there are
big companies that own Fado houses and that run Fado houses like they were

grocery shops (Participant D, personal communication, September 17, 2020).

Touristification, mercilessly erasing in its path the establishments that grew up
around the demands of residents, creates more and more Fado houses that crowd the
colossal space of central Lisbon. Most tourist faced Fado establishments perform poor-
quality Fado concerts for tourists nowadays because it has become a routine. This is
also aided by the fact that Fado houses are often overcrowded due to the owners'
desire to take as many orders as possible to make money. As a result, Fado places
nowadays appear in the urban environment of Lisbon mostly uncontrollably. Moreover,
with the influx of tourism, many special places for local people are ruthlessly erased
and replaced by Fado restaurants that cater to the tourists’ physical and social needs.
For example, an old café in the center of Lisbon that was once a gathering place for
residents on Sunday mornings for coffee and newspaper discussions can be trans-
formed into a Fado restaurant for tourists. In this case, the café that had become a

favorite of the locals is the embodiment of their attachment and belonging to the place.
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It is not just a meeting place but an atmosphere they have created that is associated
with their culture and identity. Thus, gentrification caused by the popularity of the Fado
genre among tourists does not necessarily displace the physical location of the local
population but deprives them of their attachment to places that once served them as
places for expressing their identity.

Before the heyday of tourism, Fado existed behind closed doors. Therefore, it
was not easy to get to the Fado performance. As one of the interviewed respondents
said:

You needed to know somebody that knows somebody's friend to get to the res-
taurant. You know, when [pause] when you want to know how to [pause] how
to get in Bairro Alto, you go, you can walk to the river. And before it was closed,
you had to knock on the door and tell: ‘Ummm, can | come in?" And then you
would hear a response like: ‘Who are you? So, who are you? Are you going to
eat here and going to be?” And Fado was very closed [pause], it was very
closed. Yeah, because all the restaurants are like that (Participant B, personal

communication, September 17, 2020).

That is, Fado was something secret in an intimate setting and utterly inaccessi-
ble to ordinary passersby. Today Fado is highly exposed because it has become a
theatrical performance for tourists. All the tourist oriented Fado houses want to attract
as many as possible visitors. The difference between the past and the present situation
is that nowadays, the process of making money from Fado is not controlled, unlike at
the beginning of the tourism industry (Participant C, personal communication, Septem-
ber 15, 2020). In the middle of the 20th century, the local population realized that Fado
concerts could bring money.

Moreover, the government had a cultural program that aimed to open Fado for
tourists in 1950. From then on, Fado houses began to focus little by little on foreign
listeners and create the atmosphere of traditional Portugal by placing various scener-
ies associated with Fado in the interior (Nery, 2004). It became common practice when
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Fado houses have many attributes related to Portuguese culture in their interiors: pho-
tos of old Lisbon and Portuguese singers, artificial cobblestone floors, and various
Fado accessories to create a traditional atmosphere. All these served to create a nice
picture of traditionality to attract more and more people. As one of the respondents
highlighted:

...tourists were always a big part of this ‘machine.” But, you know, it was
more controlled. Nowadays, it's completely out of control. And, you know, the
owner of Fado houses [pause] They care about making money. (Participant D,

personal communication, September 17, 2020).

One could say that these factors created tourist oriented Fado that represents
a layer superimposed on the Lisbon urban space that coexists in parallel with ‘real’
Fado, which does not depend on tourists. One of the observations after a tourist Fado
concert in the place ‘A Baiuca’ mentioned above helped to reflect on this point of view.
The two wide doors that faced both streets were widely opened during the performance
so that curious passersby could look inside, and groups of tourists sitting inside en-
joyed the Fado concert. Unfortunately, there were no free tables inside, so | had to
watch what was happening outside. There was a feeling of intimacy and closeness,
but the singers seemed like museum exhibits being watched by astonished onlookers.
It was a different feeling of intimacy that was not described in any written source about
Fado. At the same time, the performance itself was incredibly beautiful, but the sense
of connection to the singers was exceptional because now it required closeness. The
narrow streets, the atmosphere of the urban space around, and the people talking loud
outside of the restaurant created a special feeling where | could still seem to me per-
ceive the ‘real’ Fado. After talking to the fadistas and telling them about my research,
| was invited to a non-commercial Fado concert right after.

After a short walk through the narrow streets of Alfama, we came out to the
walls of the catholic Saint Stephen Church. A square with a view of Lisbon surrounded
the church wall where we stopped.

The long wall height, tall trees, and the night's darkness made it feel like an
enclosed and intimate space. We sat on the cement curb attached to the wall. There
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was incredible silence and tranquility around us as the show began. The Fado was
sung by the same people who had been there a few hours before, but something had
changed. They were no longer enclosed in the box of what was allowed to be shown
to the tourists. Suddenly they had a character and a special way of singing. Suddenly
their voice began to express a palette of emotions, and suddenly, they seemed like
vulnerable emotional beings who felt and expressed those feelings through the music
of Fado. The contrast with what | had seen before was so great that | thought | was
listening to a dry parody of Fado in a café.

After a while, a few more people came and joined us. At first, | thought these
people were spectators. However, after they sang Fado, | realized they were real fadis-
tas. At one point, it seemed as if they were collectively exchanging their emotions by
singing Fado. A fadista listening to another fadista turns into a spectator at that mo-
ment, and then they swap roles. It was a conversation where everyone could feel vul-
nerable to express their emotions and still be heard and understood. | realized at that
moment that | was part of an exceptional event that embodied the need of the Portu-
guese to express their emotions through the language of Fado. This Fado represented
the feelings of the performers.

Both experiences seemed to be so different, but there was something that
united them. It was this invisible connection that Fado created with the urban environ-
ment while expressing the emotion of Saudade. The walls of the church, the trees, the
streetlamps, and the darkness of the night all around seemed to create a special at-
mosphere. The city created that very intimate space that is so necessary for Fado.

Another day, | walked through the narrow streets of the Bairro Alto neighbor-
hood, aiming to have dinner in a restaurant with a Fado performance | hadn’t been to
yet. After a few minutes, a waiter on the street invited me to a small restaurant. The
restaurant was tiny, with a room with dim light, a space for the musician, and a couple
of tables. Two musicians playing Portuguese guitar and acoustic guitar took their
places and kindly asked the audience to keep silent during the show, saying that this
is a tradition of Fado. However, some guests did not pay attention to this request,
behaving as if the Fado concert was just a background pleasant noise accompanying
their dinner. Despite this, there were a couple of moments where | felt connected to
the magic of Fado. But those who talked loud during it brought me back to reality every

three minutes.
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Another time, while listening to Fado on the terrace of one of the Fado restau-
rants, | could not properly hear the music because the waiter was constantly inviting
passers-by to sit at the table, while a couple of people sitting between the musicians
and me had a very loud discussion.

Cultural practices demand a certain understanding; for a person who does not
belong to a certain culture, it can be challenging to get the essence of it. Fado has
become incredibly popular among tourists, so residents simply do not have the re-
source to explain what Fado is. It became the way of earning money, the way of sur-
viving. There should be a different way of introducing tourists to Fado through the ses-
sions where they will be explained the history and the idea of Fado. But this is compli-
cated nowadays because Fado’s performance has become a huge business that does
not necessarily demands quality concerts. For Fado to reach such a level when it is
presented to tourists in a more quality way, it is necessary that it ceases to be such a
popular way of earning money.

It can be concluded that the situation in a society where tourism plays such an
important role is a modern period of time, like all the historical periods of the existence
of Fado. This period of time is very challenging for Fado, as, for example, the period

of the regime was for it as well.

Fado for tourists, in turn, has become a phantom with no development but only
serves the purpose of satisfying their needs. Tourism froze Fado with all the special
attributes that accompany the picture of traditional Portugal for tourists. Thus, tourists
oriented Fado does not serve the purpose of expressing Portuguese identity because
it's a part of the mechanism that sells the image of Portuguese culture. This artificial
image is directly reflected in the physical space of Lisbon. That is why Fado music is
one of the reasons that cause the loss by the local population of their feeling of be-
longing to their identity and the space around them. As a result, the identity of the urban
population is no longer tied to a place, so there is no connection between Fado and
identity. Fado becomes an artifact from the past that is presented as a cultural reality
to tourists. As a result, Fado is perceived by tourists superficially and not in its entirety.

The touristification of central Lisbon has deprived tourists of the opportunity to
explore real Fado by depriving the Portuguese of the chance to introduce Fado to tour-

ists. It is a vicious circle that remains unbroken because the urban and cultural picture
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of the Fado genre for tourists is dictated by the demand for it among tourists. That is,

this demand destroys the possibility for tourists to experience Fado.
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7. Fado scene for tourists in Alfama

7.1 Tourism, authenticity, and Fado in Alfama

The neighborhood of Alfama is the oldest in Lisbon, located between the S&o
Jorge Castle and the Tagus River. It is the only area in Lisbon that did not suffer sig-
nificant damage from the Earthquake in 1755, which is why Alfama could keep its char-
acter and medieval atmosphere.

The area’s history, culture, and urban fabric are closely linked to the period of
Arab domination in the country. In Arabic, Alfama means “hot water” or “springs.” That
is because this area was known for its therapeutic hot springs, with temperatures
above 20 degrees in the past. People used this water for public baths for decades;
however, more than 40 years ago, this practice and the hot springs were completely
abandoned (Ramalho et al., 2020).

The architectural image that the neighborhood is famous for appeared during
the reign of the Moors. They build famous narrow streets to protect the houses from
the heat and to use it as a defense mechanism. At that time, the territory of Lisbon was
limited by the boundaries of the district of Alfama; however, later, it spread to the West
side.

Between the 11t and 13" centuries, Portugal was liberated from the Muslim
Moors, which led to the change of the social construct of Alfama. Poor people and
fishermen began to fill the area, which forever changed its appearance. However, dur-
ing the discovery of the New World, Alfama was able to regain some of its lost splendor.
In 1775, a terrible earthquake happened, which caused the severe destruction of Lis-
bon and the displacement of the aristocracy from Alfama to find suitable conditions for
living in the already rebuilt areas of the city. In the 20" century, new, timely projects to
redevelop the urban fabric of the area were introduced; they were never applied,
though, so their appearance has remained the same to this day as it was in the past.
However, during the 1980s, it was very dangerous to be in this neighborhood because
it was considered very troublesome (M. Ca, personal communication, November 18,
2022). In the later years, Alfama was revitalized and started becoming very popular
among tourists. Moreover, because the architecture of this neighborhood was well pre-
served, Alfama began to be associated with ‘traditional Portuguese culture’ (Castela,
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2018). Both narrow streets that look like colorful labyrinths made of cobblestones with
picturesque architecture create a special atmosphere that tourists are eager to expe-
rience. However, not only architecture is a critical component of the whole touristic
experience in Alfama. The urban environment became so popular due to the tendency
amongst modern tourists to perceive experience rather than museum exponents or
architectural objects. Tourists began to blend into the background, eager to feel the life
of the local people and learn about their way of life (Van der Borg, 2022). At a closer
look, this was caused by a complex process of gentrification and touristification as the
urban environment of the cities nowadays has great importance for the development
of cultural tourism.

This happened because of the fast development of the short-term rental sector
in this historic neighborhood which caused a huge number of historical buildings to be
occupied by tourists (Sequera & Nofre, 2020). Moreover, in 1986, Lisbon City Council
created Alfama’s Urban Intervention Office (Gabinete Tecnico Local de Alfama) and
started the rehabilitation program in the neighborhood to preserve its cultural heritage.
One of this program’s directions was tourism development (Sequera & Nofre, 2019).
The government has begun to encourage tourists to visit this area, and as a result, a
lot of local people lost their connection to the urban environment of the neighborhood
(Daly, 2020). Moreover, Alfama has the most significant number of Airbnb apart-
ments(Sequera & Nofre, 2020). This, and many other factors, caused a particular phe-
nomenon called terramotourism — a tourism earthquake that is compared to the Great
Earthquake in the year 1755. Still, this time, the damage is caused by touristification
(Terramotourism, 2016). Like an earthquake, the phenomenon caused global devas-
tation in the city, but not on a physical level. For example, due to terramotourism in
Alfama, a general shift to tourist services caused the creation of a specific urban envi-
ronment focused on disseminating cultural practices among tourists, such as, for ex-
ample, Fado restaurants and bars (Jorge et al., 2018). There are countless bars and
restaurants dedicated to Fado in this area of the city caused by the desire of tourists
to experience this cultural practice through urban, cultural, and identity components.
That is, it's crucial for the whole experience to be in the space, which is associated
with tradition, and to feel the atmosphere of the urban environment.
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Restaurants, in general, have a crucial importance for developing the tourism
business because these types of establishments do offer an experience (Dhora & Di-
onizi, 2014). As a rule, the most important part of this experience is food, which can be
a big inspiration for the tourist trip (Hall, 2005). Unfortunately, many Fado houses in
Alfama offer a fixed menu to enjoy Fado music. In general, almost all Fado establish-
ments in Alfama offer dinner for tourists. The dinner itself is already a touristic experi-
ence, but while listening to Fado in a specially decorated space, the experience can
become much more valuable (see Figure 1). In fact, Fado restaurants are not just
places to eat; without food, they would probably never become so popular among tour-
ists.

Figure 1

Advertisement for a Fado restaurant in Alfama
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The popularity of this type of touristic activity in Alfama and its occupation of the
urban environment can also be explained by the fact that tourism is a huge source of
power, where authenticity became a ‘tool of power’ (Zukin, 2010). Tourism can bring a
significant income for those who invest in it; that is, those who have more money have
the power to implement new beginnings into the urban and social life of the district.
Alfama has become one of the most attractive destinations for international and local
real estate investors (Sequera & Nofre, 2020). As a result, the monetization of this
cultural practice created a vast amount of Fado establishments, which often replaced
the old local ones.

Replacement of the local places by Fado restaurants creates a picture of the
urban environment being developed and modern, where newcomers introduce their
sense of authenticity; however, authenticity has a lot to do with the social life of the
locals, their belongings to the origins and not only with the appearance of the urban
environment (Zukin, 2010). It is important to note that tourists nowadays are often se-
duced by appearances, and they tend to associate authenticity with them. In other
words, in this case, something becomes authentic when it is determined as such by
the observer. Therefore, the urban image can make a massive impression on tourists
as well as Fado restaurants that look traditional and are often associated with the times
when Fado was sung in the closed tavernas on the narrow cozy streets of the neigh-
borhood. Moreover, specific decorations and interiors also play an essential role here.
These factors create a sort of simulation of the authentic area, a well-established
mechanism where authenticity is its primary ‘tool.’

During my field trip to Alfama, namely, to the area with the most concentration
of Fado establishments in the neighborhood, | visited 26 of these establishments (see
Table 4) and created a GIS map that reflects their location (see Figure 2) where all
them are divided into two groups according to their age (Esri, 2023). Many of these
Fado establishments have appeared relatively recently and have been simple restau-
rants, bars, or grocery shops in the past (see Figure 3).

Interestingly, most of these Fado places are located in an area with narrow me-
dieval streets and a charming atmosphere. Dean MacCannel compared this mecha-
nism to a ‘living museum,’ In his book ‘Staged Authenticity’ he introduces seven stages
for a tourist to enter a social situation, based on the theory of Erving Goffman about
life being a social performance that includes the participants performing in the three
different spaces ‘front stage,’” ‘back stage,” and ‘off stage.” According to the author,
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people who take part in the ‘front stage’ know that they are observed and behave ac-
cording to the expectations of the audience, where the physical appearance of the
‘stage’ also plays an important role. People who belong to the ‘back stage’ are free
from any expectations dictated by the ‘front stage.” They behave according to their true
self, and the ‘stage’ appearance is not that important (MacCannell D., 1973). The

seven stages introduced by MacCannel are presented in Table 3.

Figure 2
Print Screen of the GIS map of the Fado houses in Alfama
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Age of Fado houses in Alfama
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According to my observations, most of the Fado establishments belong to the
‘second stage’ because they are decorated to attract tourists and provide a genuine
experience to create an atmosphere. The interior typically consists of numerous pho-
tographs of famous Fado singers and musicians hanging on the walls, and paintings
that reflect the Fado theme (Figure 4).

Table 3

The concept of Stages by MacCannell (MacCannell D, 1973).

First stage Social space tourists ‘attempt to overcome or get behind

Second stage | A touristic front stage that has been ‘cosmetically’ decorated to ap-
pear atmospheric

Third stage It's well organized to look like a ‘back region,” where tourists can
observe the simulation.

Fourth stage | The Back stage that is open to outsiders

Fifth stage The Back stage is prepared for a visit by tourists

Six stage The Back region, which ‘motivates touristic consciousness.’ In
other words, it's the space that enables the tourists to enter the
setting and not only observe.

Moreover, many Fado establishments have different sceneries that also relate
to Fado and can belong to other historical realities of Fado’s existence. For example,
in one of the Fado houses, the floor is traditionally tiled and has a Fado theme, while
the ceiling is decorated with decorative elements that resemble the details of the old
ships. Such details give the impression that tourists are participating in a theatrical
performance that is supposed to transport them into the spirit of the past. However,
they have no access to the ‘back stage’ as the performance is set up.

In some places, the Fado performance begins shortly after the official opening
of the institution, after all the guests have already been served, and take place literally
behind closed doors. In this case, closed doors create a feeling of intimacy, and the
silence in the room due to the closed space does not allow guests to create noise,
thereby violating this intimacy.
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Figure 4

Example of scenery in a Fado house

Moreover, new guests cannot enter during the performance and disturb the at-
mosphere. The concerts have fifteen-to-thirty-minute breaks, allowing attendees to so-
cialize and dine. As a rule, regular visitors to such establishments are tourists and
Portuguese people. In such establishments, they give back to the past, when Fado
could only be heard behind closed doors.

In some other establishments, Fado is also presented between short breaks, and
visitors are served only during the break; however, the concerts are not held behind
closed doors so that any curious passer-by can watch the concert. This destroys the
atmosphere of intimacy, but the connection between performers and listeners can still

be present.
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Table 4

Fado Houses in Alfama

19-763-960

Name Age The past of this place Fado shows
‘Taska do 12 years old A bar The practice of ‘Fado Vadio’ means
Chico’ that everyone can come and sing
Fado.
Fado is performed behind closed
doors.
‘Parreirinha Since 1939 - The establishment has three perma-
de Alfama’ nent singers, two musicians, and a
fixed menu.
‘Taverna del  Since 1960 Sailors burnt charcoal The Fado show is divided into a few
Ray’ here in the past sessions with short breaks.
‘Taska do Ten years old A church was here be- The family-run restaurant where
Jaime’ fore the earthquake, then everybody can come and sing
a tavern. (‘Fado Vadio’); however, the estab-
lishment also has permanent musi-
cians. Clients are asked to respect
the Fado show.
‘Esquina de 30 years old Sailors burnt charcoal in  Fifteen-minute fado concerts with
Alfama’ the past; then, it was an-  food breaks
other Fado place.
‘Restorante 25 years old People used to carve During Fado performances, tourists
porta de Al- meat here in the past are asked not to make noise
fama’
‘Restorante 19 years old They assume that before  Fado is sung mostly outside, while
de Sao Ra- there was a Synagogue  tourists can be quite loud and not
fael’ respectful.
‘Coragao de 40 years old A tavern was here be- Fado Vadio is present, but there are
Alfama’ fore. fixed musicians; Fado is sung with
the small breaks
‘Alfama Grill’  For 20 years - Fado is sung at the entrance.
here, another ‘Here is not a Fado house’ — | was
Fado establish- told.
ment. ‘Alfama
Grill’ has been
here for one
year.
‘Lucindas’ One year old A restaurant was here in  Fado is sung mostly outside.
the past
‘Sao Miguel Five years old This used to be a collec- Fado is sung inside and at the door,
Grandes tion point for imported which is why the people on the ter-
Cantorias’ goods. race can also hear it
‘Sao Miguel Since 1945 There was a Roman Fifteen-minute fado concerts with
D’Alfama’ street. Then it was a pub, food breaks. The establishment has
then a restaurant, and permanent singers and musicians.
then this Fado place.
People used to burn
charcoal in the distant
past here.
‘A Baiuca’ 25 years old A restaurant was here in  The establishment has permanent
the past. musicians, and Fado is sung from
the door and inside.
‘Arcaz Velho’ Sevenyearsold There was a Padaria (a Fado is sung with the deemed light,

bakery) in the 11t-12t

and there is no service during the
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‘Mesa de
Frages’

‘Associagao
do Fado
Casto’

‘Canto de Po-
eta’

‘Casa De Lin-
hares’
‘Duetos da
Se’

‘Bohemia Lx’

‘Clube de
Fado’

‘Pateo de Al-
fama’

‘Estaca Zero’

‘Adega dos
Fadistos’

‘O corridos’

‘O Fama de
Alfama’

16 years old

Since 2018

This place
opened the year
after the pan-
demic

12-15 years old
Since 2020

Seven years old

37 years old

Since 2007

Seven years old

14 years old

Since 2019

Five years old

century. A bar was here
in the recent past.

Here was a church be-
fore.

A grocery shop and
many other things were
here in the recent past.

A restaurant was here
before

A restaurant was here in
the recent past.

A shisha bar was here in
the past

A bar was here before

A factory to make mat-
tresses used to be here
in the past.

After that, the first cin-
ema with sound in Lis-
bon was here.

A restaurant used to be
here in the past.

Mini Mercado used to be
here in the past

An antique store and a
bookstore used to be
here before

A bank used to be here
before

show. There are little breaks during
the show.

Fado is performed behind closed
doors. This establishment focuses
not only on tourists but also locals.

Fado is explained before the perfor-
mance

This establishment specializes not
only in tourists but also in local peo-

ple.

This establishment has permanent
musicians and singers. Fifteen-mi-
nute fado concerts with food breaks
This establishment has permanent
musicians and singers. Singers tell
about the history of Fado before the
concert.

Visitors are asked to be silent dur-
ing the concert.

There are fifteen-minute Fado con-
certs with food breaks.
Fifteen-minute Fado concerts with
food breaks.

Three performances during the
dinner. There is no service during
the performances.

Folk dancers can accompany Fado
shows. Visitors are asked to be si-
lent during the concert.

"Fado Vadio" is practiced here.
Family run business.

This place does not have official
opening and closing hours.

After all the Fado places are closed,
musicians come here to sing behind
closed doors.

The lights are put down when the
music starts, and there are breaks
when the food is served.

The owners told me that they want
to make a good Fado here.

The staff times the Fado so that
there is an interlude between three
sets of music when one can dine
and carry-on conversation, allowing
the guests to concentrate on the
Fado when the performers are on
stage.

54



Mariia Mariniak 19-763-960

In certain establishments, Fado is performed outside, near the veranda of the
establishment. In this case, intimacy is complicated to create, as the audience often
dines and communicates loudly, perceiving Fado as music in the background. In one
of these establishments, | watched how a couple of people sitting literally a meter away
from singing musicians had a loud conversation and paid attention to the performance.
This attitude distracted me from immersing myself in Fado music and did not allow
other visitors to feel its essence.

The desire of Fado establishments to have as many visitors as possible made
Fado ‘open’ and not behind closed doors. It became an obstacle to creating an intimate
bond between Fado performers and listeners. These consequences of touristification
are present in the modern reality of Fado.

Interestingly, due to the close relationship between Fado and the city, the city
walls began to act as a special element in creating the intimate atmosphere of Fado.
However, this is only possible outside of the tourist ‘spectacle.” During my field trips, |
participated in two local gatherings of the fadistas. For example, once | was invited to
an outdoor meeting next to the catholic Saint Stephen Church in the Alfama neighbor-
hood. This church is a special place for Fado singers, and some Fado songs are ded-

icated to it, such as “Igreja De Santo Estévao” (Mauricio, n.d.).

Igreja De Santo Estévao

Na igreja de Santo Estévao [In the Church of St Stephen
Junto ao cruzeiro do adro Near the cross of the entry yard
Houve em tempos guitarradas There were once guitar concerts
Nao ha pincéis que descrevam No brushes can paint

Aquele soberbo quadro That superb picture

Dessas noites bem passadas Of these nights long ago

Mal que batiam trindades Despite the ringing of the trinities
Reunia a fadistagem Fado singers used to meet

No adro da santa igreja In the entry of the Holy Church
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Fadistas, quantas saudades Singers, so much yearning
Da velha camaradagem For the old camaraderie

Que ja nao ha quem a veja That no one ever sees now
Santo Estévao, padroeiro St Stephen, patron

Desse recanto de Alfama In this corner of Alfama

Faz o milagre sagrado Perform your sacred miracle
Que voltem ao teu cruzeiro That they return to your cross
Esses fadistas de fama These singers of renown
Que sabem cantar o Fado That know how to sing Fado]

These Fado lyrics describe the church where the fadistas used to gather and
the content implies that these were intimate and special meetings dedicated to Fado.
Nowadays, musicians’ gatherings in the city shows that Fado still connects to Lisbon,
where tourism is not a part of it.

Another time, | was invited to a gathering of musicians and singers after the
average concert for tourists in one of the Fado houses. All of them were rushing to
gather for a jamming Fado session among friends. | took the address and arrived at
one of the narrow streets of the Alfama district. Many more singers and musicians were
drinking beer and talking on the street. They just finished their concerts for tourists and
gathered to continue the evening. After a while, we moved to another narrow road that
was embraced by the walls of the beautiful Alfama buildings. Some people sat on the
floor, some stood next to the walls, while one of the guitarists took a garbage bin,
turned it over to use it as a bench, sat on it, and a singer sat next to him. Immediately
there was complete silence. The Fado began. It was a magic moment, where it felt
like all the people were connected through the music born in the guitar strings and the
singer’s voice. All the people suddenly allowed themselves to be vulnerable together.
After a moment, it was interrupted by the angry neighbor who shouted at us and asked
us to stop. Then we moved to an adjacent park and continued to listen and feel the

music.
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As one of the participants of this jam told me, “You don't listen to Fado by ears;
you listen to it by your soul. Do not search for the answers, search for the truth. The
truth you will feel, but not listen. Never listen to Fado; feel Fado.” These words came
directly to my heart and explained to me the magic that was happening around me.
These people gathered to create a moment where they could feel, be sensitive, and
reflect on their feelings. It felt like they needed to do that because this is what makes
them alive — the emotion. Fado seemed to be a perfect way for them to express their
emotions and let themselves feel them. The same person also said, ‘Fado lives in each
of us in different ways; it's about losses and love, and the feeling is different for each
person. Creating moments like this is Fado’s magic to help people connect and be
vulnerable together.’

Fado for tourists can lack an opportunity to provide with these feelings because
it has certain limits, such as the fact that Fado is performed in Fado houses at dinner,
tourists do not always respect the silence during the performances, and so on. How-
ever, this creates an opportunity for them to perceive traditional Portuguese music in
their way. Many times, even though many tourists did not follow the rules at the con-
certs, | could see sadness or longing in their eyes when listening to Fado music. Un-
fortunately, we live in a world where everything is quick, there is a lot of information,
and it's very complicated for many people to explore things deeply.

However, during the touristic Fado concerts in Alfama, tourists believe that they
perceive an authentic experience as if they were transported into the past because of
the atmosphere created by the architecture of Alfama, which plays a vital role in creat-
ing this impression. From this point of view, it is fair to say that the architecture of the
Alfama neighborhood represents something that lies beyond all the levels. This histor-
ical and unique area has become tourism’s ‘playing field.” Against its background, Fado
establishments look as if they have moved here from the past. At the same time, nu-
merous tourist sources promote the idea that Fado originated in this area in one of the
taverns, which excites the imagination of tourists. They want to have this unique expe-
rience of being in such a historical place because it also, in the words of MacCannell,
‘motivates touristic consciousness’ (MacCannell D., 1973). This happens since the city
and Fado are deeply connected, where one cannot exist without the other. In other
words, they represent one whole because the city is part of Fado and Fado is part of
the city.
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There was a tendency during spontaneous Fado gatherings of the musicians:
for them, the place where to have a Fado jam does not matter too much (even though
they gather at historical places quite often); what matters is that these people create a
space where the silence and intimacy of the moment are automatic, as they represent
the very concept of Fado. Thus, even though tourism has changed the essence of
Fado places in the city, making them touristy and superficial, non-touristic Fado is cre-
ating places that are not physically attached to certain places in the city but are shaped
primarily by the musicians' desire to express emotions through Fado. That is where
true Fado’s expression exists, but on an emotional level first. The important point is
that this emotional level would be out of reach without Fado still happening in Lisbon.
Whether in the old church where the musicians met in the past, or an alley, sitting on
overturned trash cans, it happens in the atmosphere of the city, which is part of Fado.
Tourism has absorbed the physical component of the city, so the attachment of Fado
to specific places in the city has become less intense; however, this attachment is still
there on a much deeper level.

Attending spontaneous gatherings of the fadistas helped me to sense how sing-
ers and musicians perform Fado among themselves, compare it to their performances
for tourists, and conclude that Fado is witnessing a very challenging reality, where
touristification acts as an obstacle to its development. Moreover, although that tourism
has erased the development of the natural physical print of Fado in the network of city,
this genre continues to be intimately connected to Lisbon on a deeper, emotional level.
Furthermore, the fact that people for whom Fado is part of their soul come together
and express their emotions through Fado suggests that despite difficult times, Fado is

alive and will remain to be such.
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8. Conclusion

| have argued throughout this work that Fado’s perceptions of Lisbon nowadays
have become inferior due to touristification. Namely, they have become inferior be-
cause the practice of Fado has become an imaginary stage that serves the needs of
tourism. In particular, | demonstrated that uncontrolled tourism led to the commercial-
ization of Fado establishments, which in turn not only blocked the perception of Fado
but also began to destroy the belonging of cultural identity to the physical component
of the city, which is an inevitable consequence since Fado, and Lisbon are closely
connected.

| explored the essence of this connection by learning more about the history of
Fado in Lisbon. For instance, during its early period, Fado was performed mainly by
sailors and prostitutes in brothels and tavernas. This period is considered one of the
most significant because it set many characteristics of the genre that continue to define
Fado to this day. Later, the genre started to spread to the higher layers of society; that
is, the tradition of Fado began to change because the new historical reality had differ-
ent representatives with different lives and experiences. Fado became more entertain-
ing and moved from the tavernas to the theaters. After the ‘Estado Novo’ emergence,
Fado’s lyrics fell under censorship, and the genre was used as a propaganda tool. As
a result, Fado houses started to appear as a physical manifestation of censorship.
Since then, Fado was mainly performed in these establishments and lost its improvised
character. After regime’s fall, Fado became very unpopular amongst the Portuguese
people; however, after a certain period, it could regain its place in the people’s hearts.
Since Fado has always been a part of the different historical realities, it has been
shaped by them in one form or another. In other words, Fado has collected specific
characteristics from different time periods of its existence.

Since no written sources that could help us determine when and how Fado ap-
peared in Lisbon, the findings of this paper show what is authentic about Fado and
what the perception of this musical genre should be based on. Based on the data ob-
tained from the semi-structured interviews, | could identify the features associated with
‘real’ and authentic Fado by the musicians, fadistas, and singers that perform Fado in
Lisbon. The analysis leads to the important conclusions:

1. Firstly, to be authentic, Fado should transmit emotion to the listener.
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2. Secondly, to identify what is authentic about Fado, it is important to define
the ‘source,’ that is, the historical reality of Fado.
3. Lastly, Fado is considered authentic when there is a connection between

generations.

However, according to the findings in this paper, the first requirement is the most
crucial because to achieve an authentic Fado experience, the listeners should feel the
emotion carried by Fado. This can be explained by the fact that flowing through time,
Fado absorbs different social circumstances, and by ‘processing’ them, it produces
emotion, which is the most important attribute of this musical genre. That is, Fado
should be performed under certain conditions that could create an opportunity for feel-
ing to be transmitted. For instance, to transmit emotion, the listeners must stay silent
during the concert and respect the performers. Importantly, our results provide evi-
dence that it's challenging to maintain these conditions in the modern realities of tour-
istification.

Moreover, during this research, it was determined that these conditions repre-
sent the heritage of the generations. Since, due to over tourism, no good tribute is paid
to this heritage, there is no ‘soul’ for Fado listeners to fully perceive this musical genre
and for the Fado performers to achieve a certain connection with them. Thus, taking
the past as its central theme, the all-consuming tourism machine has turned Fado into
an imaginary practice presented in the imaginary scene.

As a result, the city, as a part of Fado, became the foundation of this scene.
This conclusion was made based on data obtained during a more detailed study of the
relationship between the city and Fado in the Alfama region. However, as a result of
the fieldwork in this neighborhood, it was concluded that Fado continues to develop
amongst Portuguese people beyond the pale of an imaginary touristic platform. Local
gatherings, full of emotion and intimacy, continue to take place. During these practices,
there is a clear link between Fado and Lisbon; city walls are beginning to act as an
important attribute for creating special conditions for transmitting of emotions. At the
same time, the connection between the city and Fado, in this case, does not cease to
exist because it moves from the physical level to the non-physical. However, it's crucial
that Fado still happens in Lisbon and transmits emotion. Thus, the physical component
begins to be expressed through the emotional one.
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Thus, it can be concluded that even though touristification has created an im-
aginary Fado reality based on the collective image of the past, Fado that does not
depend on tourism continues to exist. However, Fado aimed at tourists continues to
live and involves many of the Fado performances. Conclusions made in this research
indicate that uncontrolled tourism in Lisbon destroys Fado’s perception. Thus, it's es-
sential to reconsider the general consumption system of cultural practices both from
the side of the tourism system and from the side of people who are willing to perceive
other cultures.

Future research on this topic might extend the explanations of the modern real-
ity of Fado to determine the characteristics of Fado without tourism being involved.

Further studies should investigate Fado practices not made for tourists and per-
formed amongst people for whom Fado is a passion and hobby. These findings might
help determine what can be done to ensure that unique practices like Fado can be

presented with a better quality for tourists.

61



Mariia Mariniak 19-763-960

References

Almeida, P. T. De. (2006). Ruling the empire: the Portuguese colonial office (1820s-
1926). Revista de Histéria Das Ideias, 27, 137-169.
https://doi.org/10.14195/2183-8925 27 5

Alves, A. (1989) Arabesco: da Musica Arabe e da Musica Portuguesa. Lisbon:
Assirio e Alvim, 1989.

Blomm Consulting (2019), Portugal City Brand Ranking 2015, Municipios de Portu-
gal. https://www.bloom- consulting.com/pdf/rankings/Bloom_Consult-
ing_City_Brand_Ranking_Portugal.pdf

Borocz, J., & Sarkar, M. (2012). Colonialism. Encyclopedia of Global Studies, 229—
234. https://doi.org/10.4135/9781452218557.n75

Botta, G. (2008). Urban creativity and popular music in Europe since the 1970s:
representation, materiality, and branding. Creative urban milieus: historical per-
spectives on culture, economy, and the city. 285-308. https://www.aca-
demia.edu/13041127/_Urban_Creativity_and_Popular_Music_in_Eu-
rope_since_the 1970ies_in_Creative Cultural_Milieus Eds Hess-
ler M_and_Zimmermann_C_Frankfurt_and_New_York_Campus_Ver-
lag_and_Chicago_Chicago_University Press_285 308

Braga, Teodfilo. Historia da Poesia Popular Portuguesa. Lisbon: Manuel Gomes,
1905. https://pt.wikisource.org/wiki/Galeria:Historia_da_poesia_popular_portu-
gueza_(1867).pdf

Brito, J. (1994). Fado: Vozes e Sombras. Electa, 1995

Castela, A. (2018). Impacts of Tourism in an Urban Community: The Case of Al-

fama. Athens Journal of Tourism, 5 (2), 133-148. doi.org/10.30958/ajt.5-2-4

62



Mariia Mariniak 19-763-960

Cocola-Gant, A., Gago, A., & Jover, J. (2020). Tourism, Gentrification and Neigh-
bourhood Change: An Analytical Framework— Reflections from Southern Euro-
pean Cities. The Overtourism Debate, 121-135. https://doi.org/10.1108/978-1-
83867-487-820201009

Cornwell, J. (2016). Mariza, interview: If | don’t feel it, | can’t sing it,
https://www.standard.co.uk/culture/music/mariza-interview-if-i-don-t-feel-it-i-can-t-
sing-it-a3201236.htm|

Daly, P., Dias, A. L., & Patuleia, M. (2020). The Impacts of Tourism on Cultural
Identity on Lisbon Historic Neighbourhoods. Journal of Ethnic and Cultural Stud-
ies, 8(1), 1, 121-135. https://doi.org/10.29333/ejecs/516

Dhora, R., & Dionizi, B. (2014). The Role of the Restaurant Sector in Promoting the
Local Cuisine. The Case of Shkodra City. Academic Journal of Interdisciplinary
Studies. https://doi.org/10.5901/ajis.2014.v3n2p327

Dutton, D. (2003). Authenticity in art. The Oxford handbook of aesthetics, 258-274.
https://doi.org/10.1093/oxfordhb/9780199279456.003.0014

Elliott, R. (2010). Fado and the Place of Longing: Loss, Memory and the City (1st
ed.). Routledge. https://doi.org/10.4324/9781315094175

Esri. "Fado Houses in Alfama" [basemap]. Scale Not Given. "Fado Houses in Al-
fama". January 24, 2023. https://uzh.maps.arcgis.com/apps/instant/basic/in-
dex.html?appid=b6dfdd2104ef42558a8f6c5677c4108c

Feldman-Bianco, B. (2001). Colonialism as a continuing project: The Portuguese
experience, 8:4, 477-482, https://doi.org/10.1080/1070289x.2001.9962705

Felix, J. (2015) Folk or Fake: The Notion of Authenticity in Portuguese Fado. Mas-

ter’'s Thesis. The University of Leeds

63



Mariia Mariniak 19-763-960

Fernandes, J. A. (2011). Area-based initiatives and urban dynamics. The case of
the Porto city center. Urban Research and Practice, 4(3), 285-307.
https://doi.org/10.1080/17535069.2011.616747

Fox, A. (2004) Real Country: Music and Language in Working-Class Culture.
Durham, NC: Duke University Press. https://doi.org/10.1215/9780822385998

Gatzweiler, F. W., Baumdller, H., Husmann, C., & von Braun, J. (2011). Marginality:
Addressing the Root Causes of Extreme Poverty. SSRN Electronic Journal.
https://doi.org/10.2139/ssrn.2235654

Glass, R. (1964) London: Aspects of Change. Londres: Macgibbon & Kee, Centre
for Urban Studies, 1964. https://hakka3.files.wordpress.com/2017/11/glass-as-
pects-of-change.pdf

Gotham, K. F. (2005). Tourism gentrification: The case of New Orleans' Vieux Carre
(French Quarter). Urban Studies, 42(7), 1099-1121.
https://doi.org/10.1080/00420980500120881

Gray, L. (2013). Fado Resounding: Affective Politics and Urban Life. Durham; Lon-
don: Duke University Press. https://doi.org/10.2307/j.ctv1220kv9

Gray, L. (2011) Fado's City. Anthropology and Humanism 36(2), 141-163.
https://doi.org/10.1111/anhu.2011.36.issue-2

Gray, L. (2007). Memories of Empire, Mythologies of the Soul: Fado Performance
and the Shaping of Saudade, Ethnomusicology, Vol. 51, N. 1, 106-130.
https://doi.org/10.2307/20174504

Hall, C. (2005). Gastronomic tourism. Comparing food and wine tourism experi-
ences. Niche Tourism, 73—88. https://doi.org/10.1016/b978-0-7506-6133-

1.50014-7

64



Mariia Mariniak 19-763-960

Holloway, Geoff. (2019). Liminality, Fado and Tourism.
https://doi.org/10.13140/RG.2.2.10723.48164.

Holton, K. (2006). Fado Historiography: Old Myths and New Frontiers," Portuguese
Cultural Studies. https://scholarworks.umass.edu/cgi/viewcontent.cgi?arti-
cle=1023&context=p

Jansen-Verbeke, M. (2009). The territoriality paradigm in cultural tourism.
Turyzm/Tourism, 19(1-2), 25-31. https://doi.org/10.2478/v10106-009-0003-z

Jorge, M. do R., Fernandes, J., Pereira, P., Urbano, C., Seixas, J., & Baptista, L. V.
(2018). Mudar de casa em Lisboa: perfis socioeconémicos da recente mobi-
lidade residencial. Cadernos Metrépole, 20(41), 123—-149.
https://doi.org/10.1590/2236-9996.2018-4106

JUCU. (2018). Urban Identities in Music Geographies: A Continental-Scale Ap-
proach. Territorial Identity and Development, 3/2, 5-17.
https://doi.org/10.23740/tid220181

Kang-tsung Chang. (2008). Introduction to Geographic Information Systems.
https://www.researchgate.net/publication/220695383_Introduction_to_Geo-
graphic_Information_Systems

Kawulich, B. B. (2005). Participant Observation as a Data Collection Method. Forum
Qualitative Sozialforschung / Forum: Qualitative Social Research, 6(2).
https://doi.org/10.17169/fqs-6.2.466

Kroeber, A. & Parsons, T. (1958) The Concepts of Culture and of Social System.In:
American Sociological Review 23, pp. 582-583.

Layton, R., & Wallace, G. (2006). Is culture a commodity? In the Ethics of Archaeol-
ogy: Philosophical Perspectives on Archaeological Practice, Cambridge Univer-

sity Press, 46—68 https://doi.org/10.1017/CB0O9780511817656.004

65



Mariia Mariniak 19-763-960

Lehman, D. W., O’Connor, K., Kovacs, B., & Newman, G. E. (2019). Authenticity.
Academy of Management Annals, 13(1), 1-92. https://doi.org/10.5465/an-
nals.2017.0047

Lehtovuori, P. (2010). Experience and conflict: The production of urban space.
Farnham, UK: Ashgate. https://doi.org/10.4324/9781315255682

Lewis, J. (2007) Tainted love. The Guardian. https://www.theguardian.com/mu-
sic/2007/apr/27 /worldmusic

Lila Ellen Gray. (2013). Fado Resounding. Duke University Press. https://www.aca-
demia.edu/5426761/Fado_Resounding_Affective_Politics_and_Urban_Life

Lum, C.-H. (2009). An Historical Perspective on the Chinese Americans in Ameri-
can Music Education. Update: Applications of Research in Music Education,
27(2), 27-37. https://doi.org/10.1177/8755123308330047

Mauricio, F. (n.d.) Igreja De Santo Estévao [Lyrics]. https://lyricstrans-
late.com/en/igreja-de-santo-est%C3%AAv%C3%A30o-church-st-stephen.html

MacCannell, D. (1973). Staged Authenticity: Arrangements of Social Space in Tour-
ist Settings. American Journal of Sociology, 79(3), 589-603.
http://www.jstor.org/stable/2776259

Martins, M. (2015). The tourist imagery, the destination image and the brand image.
Journal of Tourism and Hospitality Management, 3(2), 1-22. doi:10.15640/
jthm.v3n2a1

Mashuri, S., Sarib, M., Rasak, A., & Alhabsyi, F. (n.d.). Semi-structured Interview: A
Methodological Reflection on the Development of a Qualitative Research Instru-
ment in Educational Studies Ruslin. 12(1), 22—-29. https://doi.org/10.9790/7388-

1201052229

66



Mariia Mariniak 19-763-960

Mateus, A., Carvalho F. (2005). From Nothing to Creation: experimenting Design
through the ‘soul’ of Fado and the “poetry” of Saudade.’ https://www.aca-
demia.edu/35159653/from_nothing_to_creation_experimenting_de-
sign_through_the_soul_of fado_and_the_poetry_of saudade__

Mendes, L. (2016). Tourism gentrification: touristification as Lisbon’s new urban
frontier of gentrification. Institute of Geography and Spatial Planning — University
of Lisbon. https://www.researchgate.net/publica-
tion/301341221_Mendes_Luis_2016_- _Tourism_gentrification_touristifica-
tion_as_Lisbons_new_urban_frontier_of gentrification_Master_Class_Tour-
ism_Gentrification_and_City Making_Stadslab_e Academia_Cidada_Lis-
boa 16 de A

Mufioz, F. (2010). Urbanalisation: Common Landscapes, Global Places. The Open
Urban Studies Journal, 3(1), 78-88.
https://doi.org/10.2174/1874942901003010078

Muselaers, M. (2017). The impacts of touristification and responses of the local
community. The case of Mouraria (Lisbon). Master thesis. Universiteit Utrecht

National Institute of Statistics, (2019). Tourism Statistics: 2019. Lisbon: INE, 2020.
https: //www.ine.pt/xurl/pub/133574. ISSN 0377-2306. ISBN 978-989-25-0542-8

National Institute of Statistics, (2019). Statistical Yearbook of Portugal: 2019. Lis-
bon: INE, 2020. https: //www.ine.pt/xurl/pub/444301590. ISSN 0871-8741. ISBN
978-989-25-0525-1

Nery, R. (2012). A history of Portuguese Fado, Lisboa: Imprensa Nacional-Casa da

Moeda, 2012

67



Mariia Mariniak 19-763-960

Nielsen, C. S., Soares, A. M., & Pascoa machado, C. (2009). The cultural metaphor
revisited: Exploring dimensions, complexities and paradoxes through the portu-
guese Fado. In International Journal of Cross Cultural Management, 9(3), 289—
308. https://doi.org/10.1177/1470595809346606

O Fado anarquista, (2009), Pimenta Negra, http://pimentanegra.blog-
spot.com/2009 05 19 archive.html

Paiva, D., & Sanchez-Fuarros, |. (2020). The territoriality of atmosphere: Rethinking
affective urbanism through the collateral atmospheres of Lisbon’s tourism. Trans-
actions of the Institute of British Geographers, 46(2), 392—405. Portico.
https://doi.org/10.1111/tran.12425

Peralta, E., & Domingos, N. (2019). Lisbon: Reading the (post-)colonial city from the
nineteenth to the twenty-first century. Urban History, 46(2), 246-265.
Https://doi.org/10.1017/S0963926818000366

Pinto, A. (2011), Contemporary Portugal: Politics, Society and Culture. Columbia
University Press. https://www.researchgate.net/publication/259340183 Contem-
porary_Portugal_Politics_Society_and_Culture

Ramalho, E. C., Marrero-Diaz, R., Leitdo, M., Dias, R., Ramada, A., & Pinto, C.
(2020). Alfama Springs, Lisbon, Portugal: Cultural Geoheritage Throughout the
Centuries. Geoheritage, 12(3). https://doi.org/10.1007/s12371-020-00484-1

Renau, L. (2018) Touristification, Sharing Economies and the New Geography of
Urban Conflicts, Urban Sci. 2018, 2, 104; https://doi.org10.3390/urban-
sci2040104

Romero-Frias, E., & Leontidis, C. (2019). The Impact of Sharing Economy in Herit-
age Neighborhoods in Granada. Advances in Finance, Accounting, and Econom-

ics, 69-96. https://doi.org/10.4018/978-1-5225-9928-9.ch005

68



Mariia Mariniak 19-763-960

Rosal, C. (2018). Silence fado is going to be sang. GIS - Gesture, Image and
Sound - Anthropology Journal, 3(1), 294-300. https://doi.org/10.11606/issn.2525-
3123.gis.2018.143154

Sa, M. (2016). O fado e a construgéo da Lisboa monumental, uma breve
introducao. Antropolitica - Revista Contemporanea De Antropologia, (39).
https://doi.org/10.22409/antropolitica2015.0i39.a41731

Sanchez Fuarros, I. (2017). “Ai, Mouraria!” Music, Tourism, and Urban Renewal in a
Historic Lisbon Neighbourhood. MUSICultures, 43(2). https://jour-
nals.lib.unb.ca/index.php/MC/article/view/25475

Seman, M. (2010). How a music scene functioned as a tool for urban redevelop-
ment: A case study of Omaha’s Slowdown project. City, Culture and Society,
1(4), 207-215. https://doi.org/10.1016/j.ccs.2011.01.001

Sequera, J., & Nofre, J. (2018). Shaken, not stirred: New debates on touristification
and the limits of gentrification. City, 22(5-6), 843-855.
https://doi.org/10.1080/13604813.2018.1548819

Sequera, J., & Nofre, J. (2020). Touristification, transnational gentrification and ur-
ban change in Lisbon: The neighborhood of Alfama. Urban Studies, 57(15),
3169-3189. https://doi.org/10.1177/0042098019883734Shoval, N. (2018). Urban
planning and tourism in European cities. Tourism Geographies, 20, 371-376.
https://doi.org/10.1080/14616688.2018.1457078

Silva, Z. B. (2012). Saudade: A key Portuguese emotion. Emotion Review, 4(2),
203-211. https://doi.org/10.1177/1754073911430727

Stephens, H. M. (1891). The Story of Portugal. G.P. Putnam's sons, T.F. Unwin,
448. https://openlibrary.org/books/OL13527167M/The_story _of Portugal#re-

lated-work-carousel

69



Mariia Mariniak 19-763-960

Terramotourism, (2016). Left Hand Rotation
http://www.lefthandrotation.com/terramotourism/

Thomas, D. R. (2006). A General Inductive Approach for Analyzing Qualitative
Evaluation Data. American Journal of Evaluation, 27(2), 237—-246.
https://doi.org/10.1177/1098214005283748

Tinhorao, J. (1994). Fado: Danca do Brasil, Cantar de Lisboa, O Fim De Um Mito.
Lisbon: Editorial Caminho, 1994

Tong, A., Flemming, K., Mclnnes, E., Oliver, S., & Craig, J. (2012). Enhancing
transparency in reporting the synthesis of qualitative research: ENTREQ. BMC
Medical Research Methodology, 12. https://doi.org/10.1186/1471-2288-12-181

Turismo de Lisboa, (2019) Visitor Activities & Information Survey. https://www.vis-
itisboa.com/en/about-turismo-lisboa/d/258-visitor-activities-information-sur-
vey/showcase

UNESCO (2016), Fado, urban popular song of Portugal - Representative List of the
Intangible Cultural Heritage of Humanity in 2011. http://www.unesco.org/cul-
ture/ich/enl/lists

UNWTO (2012). Annual repost 2012. Madrid: UNWTO

Van der Borg, J. (2022). A Research Agenda for Urban Tourism. In A Research
Agenda for Urban Tourism. Edward Elgar Publishing Ltd.
https://doi.org/10.4337/9781789907407

Vernon, P. (1998). A History of the Portuguese Fado. Aldershot, England, Ashgate.

Viera, E. (1890) Diccionario Musical. Lisbon: Companhia Typographica; 2nd
ed./Lisbon: J.G. Pacini, 1899

Word Sence Dictionary (n.d.) Fadista, In Word Sence Dictionary, https://www.word-

sense.eu/fadista/

70



Mariia Mariniak 19-763-960

Yudice, G. (2004). The Expediency of Culture. https://doi.org/10.2307/.ctv11smt88
Zukin, S. (2010). Naked city: The death and life of authentic urban places. Oxford:

Oxford University Press. https://doi.org/10.1093/0s0/9780195382853.001.0001

71



Mariia Mariniak 19-763-960

Appendix

| Interview Transcript

Interviewer: Mariia Mariniak
Interviewee: Participant D

Date of the interview: 17.09.2020
Place of the interview: Lisbon

Transcriber: Mariia Mariniak
List of Acronyms: M=Mariia Mariniak, D= Participant D

M: Dear Participant D, could you introduce yourself and explain why you started to play? Do
you play Portuguese guitar, right?

D: Yeah, Portuguese guitar. So, my name is [Participant D]. And | am actually 40 years old,
which is too old now, but | started playing the Portuguese guitar when | was around 12
[pause] 11-12 years old. | started to do it through my uncle - my mother's brother who was
like an amateur musician, composer and singer, but not full time, not a professional musi-
cian, part-time usually. He practically played Portuguese guitar in his house. He said: ‘You
know, you have to play this. It's really beautiful’. So, he introduced me to Portuguese guitar,
which | did not like at first very much. But then | got used to it, | started having some lessons
[pause] private lessons with a very good teacher. You know, | have become a little bit in love
with the instrument. And | started playing and [pause] I've been playing all every day, many
hours a day. It became something very important. You know, make a long story short, more
or less [pause] like this.

M: | saw you playing yesterday, it was really good. Are you playing only the “Mesa de Frades?”
D: No [pause] So, I'm a professional musician, I'm like a freelance musician. And | play [pause]
I've been playing with two singers for a long, long time, like more than 15 years now [pause]
[inaudible]. And a male female singer called Antonio [inaudible] So | played with them for a
very long, long time, but | also played with many other singers like [pause], Ana Mora for some
time. | played with [pause] a lot of different singers. Mainly what | do is [pause] | am [pause] |
am[pause] | play with singers. My main [pause] thing that occupies most of my time is [pause]
is doing that, and | also have some projects that are connected with, like instrumental music.
Trio, | have two trios that play and that have no singing, it's strictly instrumental music. | mainly
do [pause] | think my activities related to these two[pause] different ways of playing the guitar:
playing with the singers and playing instrumental music[pause] more or less.

M: So, it's not only Portuguese guitar?
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D: It's only Portuguese. | only play Portuguese guitar.

M: | was yesterday at the Museum of Fado. They have an exhibition there of the Portuguese
guitars. Portuguese guitar is so beautiful.

D: | didn't go yet, but I'm planning to go.

M: So, | would like to ask you one very important question. | am really curious what is real
Fado for you as a musician?

D: Well, that's a very, very complicated question and very complicated because we cannot
know exactly. How Fado was born. We cannot know [pause] we cannot know exactly what
kind of musical influences are in the basis of Fado, we can [pause] you know, we hear it and
we can and we can hear maybe some influences that are there, but we cannot[pause] we
cannot be sure of that[pause] of this you know, they are not there aren't any scientific basis
about the origin of Fado. And throughout the history of Fado [pause] | think right now, nowa-
days, Fado is different from how it is played and the way it is signed is different than it was 50
years ago. Because, you know, it's [pause] it's a different time, people have different experi-
ences. So, it's not played and sung exactly the same way it was 40 or 50 years ago. So, it's
been evolving, there's been [pause] it's not exactly [pause] it's not played exactly the same
way. But, you know, it's something it's [pause] it's something [pause] the music is related
to[pause] to [pause] There are [pause] to the Portuguese emotions. Like | can, | believe | can
speak like this. There are some emotions that are specifically Portuguese, | lived intensely by
the Portuguese people and Fado always is [pause] this is a kind of song that helps to express
that kind of feeling, that kind of emotion. This is [pause] you know [pause] this is [pause]. The
easiest way | can find to describe it, because it's a very complex question. The main connection
for me is with emotion, with the intensity. And that's a very particular kind of emotion
that[pause] that is translated by Fado and there's a very particular kind of intensity that is, that
you can hear on Fado [pause] and it's specific, so maybe | would go [pause]. Fado is a very
typical Portuguese way to transmit emotion.

M: That's a really nice explanation. | also learn Portuguese now and | heard that Fado is an
expression of feeling “Saudade”.

D: Yeah, it's like that, yeah. Which is [pause] which is another difficult word to translate, it's
untranslatable, but it's a Portuguese emotion. So that is a good example of a Portuguese emo-
tion that it's very, very hard to translate it [pause] because the Portuguese [pause] it's not that
other people don't feel it. They also feel it. But the Portuguese feel in a very particular way,
that’s [pause] that's maybe that's the connection with Fado [pause] because we feel it in a very
different particular[pause]lt's our own way of feeling it.

M: You know, my research is about the influence of tourism, globalization on Fado.

D: It's [pause] it's not a very good influence right now.
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M: Yes. So, | want to[pause] | want to research if the authenticity of Fado is changing. From
my impression tourists go to listen to Fado and do it very short, just to tick the box. So, | was
wondering if Fado is still the same. If it's possible in such a short time when the tourists go to
listen to Fado in Lisbon, if they are able to feel the emotion [pause] if they are able to really go
deep into this, because as | understand, when [pause] when a singer sings, she or he is ‘na-
ked’'. How do you think people, not only tourists, nowadays non-Portuguese people or Portu-
guese? People, if they are really able to feel vulnerable, to feel [pause] feel the emotions...
D: I think that's a very good question. But the direction [pause] most of the time, like 90 percent
of the time - no. That's the business that was built around Fado and especially around Fado
houses, Fado houses are very, very important to the tradition of Fado, for the maintaining the
tradition of Fado, preserving the tradition of Fado and the Fado houses are extremely important
for that. And there's just been a process of, uh[pause] of transformation of Fado houses into
companies. Fado houses were always like small restaurants with a small owner that liked Fado
and maybe sings or maybe plays an instrument and[pause] and Fado was evolved around that
around the familiar kind of concept. Right now, there's like there are big companies that own
Fado houses and that run Fado houses like they were grocery shops. So, it's really hard to
find in Lisbon, I'm talking about Lisbon because | don't know how far the houses are outside
of Lisbon, but in Lisbon it's becoming harder and harder to find a place where you can hear
more or less the real thing and where you can connect, where the listener can connect the way
how you are describing [pause] can connect to the people that are singing and playing in a
very intense way. That's [pause] You know, most of the places you go, most of the well-known
places that are working right now in Lisbon, it's like[pause] for tourists. They always play the
same thing. They only sing the same thing. And it's like five minutes you are over. All right.
Let's do it - next group. One group goes out, another group comes in, and it's mostly around
the money. The care that you have to get your needs around Fado of the people that sing,
around the people that play. Finding the right conditions to listen to[pause]that the people lis-
tening to it in the right place. That there is silence and there is the right environment. Most of
the houses don't care about that. We care about, you know, money. So “Mesa de Frades” is
actually a great exception around that because it's a Fado house that puts artistic [pause] that
puts playing and singing above everything else. It's a very special place, but there aren't many.
And it's becoming like a rarity to try to find a place like that. But unfortunately, globalization
and, you know, the number of tourists that come in, they come into this Lisbon every day
[pause] are making it harder to preserve[pause]that spirit. It's[pause] it's[pause] it's hard to
defend the spirit of the music with, you know, all this money involved. And that's [pause] that's
true.
M: In the past, like maybe 20 years ago, because you play from 12, right?
D: | play from 12, yeah.
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M: So long! But before it was, | guess, a bit different?
D: Right. | wasn't[pause] | wasn't immediately a professional until | started playing at 12, but |
became a professional around 21, 22. So | studied for more or less, eight-nine years, then |
became a professional and it was different. You always have the tourists and tourists were
always a big part of this ‘machine’. But, you know, it was more controlled. Nowadays it's com-
pletely out of control. And, you know, the owner of Fado houses [pause]. They care about
making money. It wasn't exactly like that 20 years ago it was better just a little bit. But you
[pause] you can still find nice Fado houses if you look for that, but it's hard.
M: Almost the same question, but how was it in the past, the traditional Fado? So, [pause] how
was it organized? Also, with the dinner or without?
D: The way Fado houses earn money is through having dinner. So, uh, uh, | think that the
dining time was always a big part of the Fado environment. So, people went to a Fado
house[pause] they had dinner and during dinner and after dinner, there were some Fado
[pause] small Fado concerts. And during the day, but the dinner was always very important
because it was basically, the only way that a Fado house earned some money and paid the
singers and musicians and employees. So, it was | think from the beginning, it was always a
big part of [pause] of the whole process. Yes, dining is very important.
M: Maybe a bit out of context question, but | heard that Fado emerged through the city, that
the city influenced it.
D: Yes, it's urban[pause] urban music
M: Could you please tell me a bit more about that? Is it how Portuguese people spend their
leisure time? How did the city exactly influence the emergence of Fado?
D: Well, it has to do with the [pause] with the [pause] a little bit of the history of Portugal. During
the[pause] you know, the final part of the 18th century and the first half of the 19th century,
there were a lot of people coming to the cities from the countryside and all kinds of[pause] all
kinds of people, and especially all kinds of musical influences, because there are many differ-
ent kinds of[pause] musical influences around the country. The northern part of the country
has a specific musical tradition. The central part has another. The South has another. Each
region has its own. So, people came from all around the country to go to Lisbon because in
Lisbon they can live better and more money, have a better life and [pause] in the city, so they
[pause] they came to the city. But they brought a little bit of their musical influences and grad-
ually that's[pause] probably the [pause] this is a theory because it's really hard to demonstrate
it with evidence. It's very difficult [pause] they came to Lisbon with all these different musical
influences. And it became a part of the music. And there are even Fado houses[pause] Many
times we don't play only traditional Fado, we [pause] We play other kinds of music that are
related to Fado that are directly connected with this [pause] richness of the Portuguese music,
especially with the[pause] with the folklore [pause] folklore is a specific kind of popular music
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at this place in Portugal. And you can [pause] you can see that in the way the music is played.
The way the people sing the music right now, and this was all possible because people came
to the cities. So that's one of the big importance of Lisbon as a city [pause] it was the place
where Fado was born. It has to do with this because it was a specific historical period of Por-
tugal that became the center of where people came to work, to live and have a better life to
raise their families in was like the center of all this. And Fado was born in this environment.
So, he was influenced by other kinds of music.

M: And what do you think [pause] that the authenticity of Fado is disappearing? Do you think
what will be in the future [pause] will Fado remain its identity or not?

D: Well, it's a very hard question to answer because, | hope so, and | hope that that will happen.
But it's becoming harder and harder for that to happen because [pause] because it's what is
happening to Fado is happening in society in general. And I'm talking about, you know, the
money [pause] The business is becoming more and more and more important everywhere
around society because you can’t control it anymore. So, a real danger for me is, about looking
at Fado, looking at everything that's related to Fado as a business, as something that's busi-
ness, that is, uh, uh, a livelihood, and that is becoming, uh, a business for a lot of people. So,
if that is [pause] if that continues, | think that would be very dangerous. But I'm not saying that
people that love tradition people that[pause] that, uh, worry about, uh, the tradition of Fado
should not worry also about money because money is important. Of course, that [pause] that's
important. “Mesa de frades” a good example of that is the Fado house[pause] It's a good Fado
house, but it has to make money, so[pause] you have to worry about that, but putting money
in front of everything else, the most important thing is money and everything else is like [pause]
you don't care about that. That's a real danger. So, for me, that's the main danger right now.
M: I think I've covered everything. Thank you very much.

D: You're welcome.
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M: Participant B, could you please introduce yourself?
B: So, my name is [Participant B]. | am playing Portuguese guitar. And | interviewed people
also. So, it's fun, interesting.
M: Yes, it is, because | know so many people already and some of them...
B: | always interview people also, but sometimes people come here, and they tell me: “I want
to talk to you about Portuguese folk music”. No, no, | know nothing about folk! | did folk music
before, but | did mostly African music - pop African music and Brazilian, of course. I'm from
Brazil and | played the Portuguese pop, some classical music, jazz [pause] and now - Fado.
M: OK, so how long do you play Fado?
B: For how long have | been playing Fado? | started playing Fado in 2002 playing the bass,
bass guitar. You know, but just in shows and huge concerts, not, not playing small places.
And | was doing all the other styles of music. So, it was just exploring but not really studying
Fado, in 2002. So, | played bass, the bass guitar, but | had six percent of my gigs where Fado
was mostly not fun. Then much later, | decided to do a masters here in Northern University
in Ethnomusicology, and then | decided to study about Fado because | knew the connections
with people. And then | started to learn the Portuguese guitar. | play guitar, classical guitar,
bass guitar, piano, and | had a Portuguese guitar for many years before, but | didn't play really
the Fado idiom | used to play, like it would play a mandolin or something, just like a Portuguese
guitar, but with the plectrum or with the fingers, but not with the nails, you know. So, | start to
mess around with the Portuguese guitar. But | never played. In my masters | went to the Fado
schools. They just opened a Fado school, in Mouraria, to learn the Portuguese guitar. So, |
stayed there for five months, mostly because | was writing about it and doing research and |
was making little progress with the Portuguese guitar, very little progress. And then some of
some obvious changes, the Portuguese, the Portuguese guitar teacher that changed in one
day, a friend, a fellow musician, came, and he gave him a new official name that | could play
then because he had probably his finger close to my finger. So, then | start to play a little bit
better. And then | went to interview lots of musicians from old Fado musicians. | knew some
old musicians because | used to come with the bass and jam with them here in Alfama [pause]
in Bairro Alto also, but mostly in Alfama. And one of the old musicians had a son — a well-
known viola player and he knew about me and he asked me to help him play for his students.
He had the students on the other side of the river and a class of adults and children. For adults
- Monday night, for children, Friday, and Saturday night. So, he told me: “oh, you're going to
earn nothing, but | will come to pick you up at your place and bring you back. Just bring a
guitar.” And that was the best school for me. | started playing with lots of amateur people
because | first came here in 1990 to Portugal. | got in connection with professional musicians
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mostly. So no, | didn't have experience with amateur musicians. But in Fado there's a lot of
connection between amateur and professional musicians. So, like a couple weeks ago, | had
to play a concert in the [inaudible] and do the site for these students. So, | know lots of amateur
people, and so and then | started to play here and there, and people started to call me. When
you start playing Portuguese guitar, a lot of people want to call you because there are less
musicians who play the Portuguese guitar. It's still the learning curve. It's tough in the begin-
ning. So, it's not a very popular instrument. And even Portuguese musicians, everybody plays
the guitar or the bass or drums. Portuguese guitar is a bit exotic. And also, to have a good
Portuguese guitar, you're going to spend a couple thousand euros. So, | had like a 500 euros
industrial generic guitar. And then after a couple years, | bought a better guitar because |
started to play lots of Portuguese guitar. And this helped me in my research, actually. So, |
finished my master's and then | went to the Ph.D. Yes, I'm in third year and | start to think
because my master was musicology, because it had some social stuff also, but lots of musi-
cology. So, | had the scores. | talked about the songs, the lyrics. | talked[pause] | also talked
about the ideas of history. How did the [pause] how people thought the Fado was a ‘regime
music’ from [inaudible]. And, uh, and | also talk about the impact of world music. So, | didn't
talk about | didn't talk about tourism or about work or precarity work, you know, artistic work.
So, | decided to [pause] since | was already playing the Portuguese guitar, so | started to play
Fado more like 60 percent, now | think 80 percent. So, | decide when | talk about, um, the
work, the practical things, you know. So, there are [pause] There will always be some musi-
cology, how people are and the relations between the guitar and the singer and stuff, but lots
of | have to read about heritage a lot. | have written about reggae heritage, it's ok. | think it's
OK. And now tourism also, so [pause] so, but not the focus. The focus is obviously the work
the musician’s work.
M: It sounds like really interesting research. It's in Portuguese right? I'd like to read it.
B: Of course. So maybe | can send you some stuff. Yeah, but you're doing geography.
M: Yes. Human Geography.
B: Masters?
M: Yes, because | studied tourism before in Russia, but it wasn't my thing. Because | wanted
to know about the cultures. You know, arts as well, because | want to be an artist, so.
B: But you start by researching art.
M: Yeah, yeah. | mean, | draw.
B: | draw [pause] | started drawing too, because[pause] see | came from music. | did um[pause]
Graduation in Brazil and in music. Classical music. And then | did the jazz graduation here.
So, | never, | was not into writing, | was reading a lot but not writing, you know, and in the
master[pause] you know, | learned how to write. | think my Ph.D. helped me to write.
M: Yeah, it's complicated.
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B: Yeah, yeah[pause] And also | told my[pause] | told[pause] once | told my supervisor, | told

her: ‘it's not about becoming an anthropologist. It's bringing anthropology to my music’. And

yes, | do the other way, you know.

M: Yeah. Because it's important to study about such things because[pause]

B: It[pause] it changed me as a musician and composer.

M: So, you started to look from a different perspective?

B: Yeah.

M: So, what is a real Fado for you?

B: What's the real Fado? | don't think there's any real Fado. | think Fado in the 19" century

was the worst music possible for society. | mean, for the elite, you know, it's like if you think

today of the worst music, the worst kind of music, | call the Fado, you know.

M: Really? Why?

B: Yeah. Because it was a minority [pause] prostitutes. You know, it was into this world [pause]

After a while it starts attracting aristocrats. But just because they want to look at the favela,

they want to have a look,

M: So, they were curious?

B: Yeah. Curious. Curious. Yeah, a bit like others. Huxley Brave New World: ‘Oh, let's see how

humble people leave and stuff like that.” And, uh, so | think there's no real Fado.

It's always changing. For instance, | give one of my ideas about itfpause] nowadays real Fado

is Portuguese guitar, classical guitar, and singer. Right?

M: Yes.

B: And[pause] but someday some famous singer in 100 years starts singing with violins and

the Portuguese guitar starts to go away. You never know. You know, everything's it's [pause]

it's a living heritage. So, it's always changing.

M: And that's interesting because | thought that there is a certain kind of a traditional Fado

where musicians open their hearts, the hearts of the listeners, and then they let them feel those

emotions. And if | thought that nowadays, because of consuming Fado, people don't really feel

vulnerable while listening to it, they don't open their soul. You think it's true?

B: No, no, no. | don't think that. No, no, no, there's another [pause] Well, you go into phys-

ics[pause] because | think for people who come to Fado and they're not used to Fado [pause]

it can be Portuguese can be a foreigner. There's one thing that's very important when you're

playing in a place like, in a small place[pause] is that we don't have a [inaudible]. So, for a lot

of people, it's the first time they consume music or see music or feel the harmonic, the strings,

the voice near them so that the spirit of music is very limited for people who are not musicians,

you know. They go to a pub and there's some deejay or so it's not a real thing when they hear

the technology that brings physics. What if you play the guitar for you here on the street if you

want to sound ok, but if | go into a chamber, it sounds much better because of the chamber.
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So, the physics of liberation. So, lots of people that I'm not used to that. There's a singer
[pause] a famous singer. Ana Mora, she says in the interview[pause] nowadays, when we're
recording, you do the guitar, sing a guy's voice line for them, but you are away from the guitar
player. you know, you are in the other[pause] the aquarium, in another chamber and they play
for you. And after a couple of days, you come back to sing the real voice. And then she says:
‘oh, that's terrible. When | can come back, | have to sing, but there's no guitar players. | don't
feel the wind of the strings [pause] or the feeling.” So, it's all here in the years. And she says
terrible. Yeah. So, people are not used to this as well. | do want to bring back the old days, but
| remember | have the boxes like these with amplifiers and you know, at home we have the
sound system.
M: And they played Fado?
B: No, no, not to play Fado [pause] to listen to music. You put the music and everything, the
houses, the whole houses vibrate and nowadays the people listen to the mobile phone, com-
puter, little plastic box. It's, uh, it's physics, it's[pause] | think it had something to do with geog-
raphy, actually. The physics, the placing of the music is very important.
M: And also, | think | thought about it when | started to do this research and | started to talk
to people. | realized that people are scared of expression. People, people [pause] how I'm
going to say it [pause]
B: Its “flat™
M: It's right. Yes, exactly. “Flat” [pause] there is no expressing emotions anymore. And | think
back to the days Fado was more, more emotional maybe.
B: No, | don't think like that. No, no, no, | don't think [pause]. | don't think [pause] | think that
we are a society where people show off a lot of time. You see that on the Internet. Right. And
it depends [pause] a good example for your geography. If you [pause] if you're playing loud
music, playing like a Brazilian music here or rock, you're going to have lots of trouble with the
police. You are going to have trouble with police by playing Fado. But Fado is so[pause] acous-
tic. Acoustic music [pause] even though the noise is slower and people, Fado and the singers
they have they have songs they don't like. They say, oh, when they sing this because for
tourists and even in Fado repertoire [pause] to think you have a mix, it's not old Fado. It's a
mix of lots of styles. They also play one or two Brazilian sometimes[pause] they sing, but when
they say, if there is a song they really like, they really bring the feelings. You know, it's like the
blues. Samba is the feeling. The feeling is always there.
M: Yeah, | heard that if you are an amateur musician, then you can play many songs, many
different songs. But if you are an experienced musician, then for you, you kind of [pause] you
can't sing everything [pause] you really carefully choose which one.
B: It is a good point. That good point. But it's also the reverse [laughing]. When | started
playing professionally, the Portuguese guitar, | went to this teacher, | went to help and
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because people were trying to contact me and to stay fixed in the place and he told me:
‘Don't do that[pause] don't do that because you're learning, you want to be all over the place
and that and then you're going to learn a lot of repertoire, play with different musicians, have
a better view of Fado.’ It's a great thing. | never really fixed too much because now | can kind
of choose. Right. Before the pandemic [pause] pandemic, | had a list of places | would not
play.

M: Why not?

B: Because it's like maybe | didn't like the noise or the treatment or the money or whatever.
So, uh, it's a blacklist. Every musician has his backlist, you know, and sometimes the blacklist,
my backlist is different from somebody else, you know...

M: So, you play in different places [pause]

B: Now after the pandemic, I've been playing a lot in “Baiuca”. And sometimes | do
something else, some things outside also because when it came back from confinement,
confinement, we, uh, we opened in the summer, so in the summer, even flu pandemic, we're
going to be playing mostly for tourists because this, | wrote to my mind, | started to organize
my thesis, and | see[pause] | see the Four Seasons of Fado, because in the summer, even
the tourists, because the Portuguese are not meeting and when they have new wine or casta-
nets. So, the best part of it for me is playing now from now[pause] to December. You're going
to play in the Sintra outside, [inaudible], you know, outside Lisbon and Metro Lisbon [ pause]
for [pause] for the people who really, uh, they love Fado, we call them ‘tifosi’ like the football
team, Italian football team, we say ‘ tifosi * for somebody who is crazy about football. They
travelled the whole city just to see the amateurs.

M: So, when you play for ‘tifosi’ | guess [pause] Is it a different connection with them?

B: Yes, the first thing is everybody understands Portuguese and then there's always a

huge meal. And then we can finish at three in the morning, three thirty or two and it's always
a place [pause] bigger place. It's hard, but it's fun. It's like every guitar player has to
pass[pause] and some professional guitar players don't want to play for these people. Because
it's too much time playing, but it's fun. You know, it's another ambience.

M: When you play for tourists, do you sometimes feel that they don't really appreciate the
music or that they don't really want to do that?

B: Yeah. Yeah. It depends. | don't know about most tourists like [pause] also because of the
acoustic thing, | just talk about the sound and experience [pause] experience, but it depends
on the direction of the house, how they treat people. For instance, in Bairro Alto [pause] | don't
like to play in Bairro Alto in the most places because they just want to bring people in or when

they're there and they like it. Sometimes | imagine some Brazilian people come[pause] four
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people come to Fado and they are respectful, they are silent. But then It's noisy. The employer
in the house is noisy and the people, who care for the house with the cookers know every-
body's noisy. So, they don't care about that [pause] also because before | don't know now but
before the pandemic was so full of people, they just didn't care, you know, especially in Bairro
Alto.

M: Do you think that because of this idea the Fado is changing?

B: It's always changing. It's not like | told you in the 90s, it's always changing. For instance,
the style of playing guitar came from [inaudible]. It's a guitar player from the twenties. Twenty
nine [pause]. But you know him because he was recorded [pause] There were great guitar
players before him, but we don't know them. Just know because we don't have how to listen.
So yeah, Amalia also changed.

M: That's interesting because | didn't think about it changing. | thought that it's fixed.

B: No, no, it's not changing. When [ first came here [pause] | think [pause] the opportunities of
work changed [pause] and the situation of work[pause] | am not saying that's better now, but
that's more exposure for Fado, exposure for everybody, because when they came here for
secrecy, it was [pause] also the restaurants were all closed. You need to know somebody that
knows somebody's friend to get to the restaurant. You know, when[pause] when you want to
know how to [pause] how to get in Bairro Alto, you go, you can walk all the way to the river.
And before it was closed, you had to knock the door and tell:

- “Ummm, can | come in?”

- “Who are you? So who are you? Are going to eat here and going to be?” [Laughing]

And Fado was very closed [pause] it was very closed. Yeah, because all the restaurants are
like that. Not only ‘taska’ is one of them. But nowadays you walk in, there's people eating, and
the windows are huge. You can see the people eating [pause] like in American style [pause]
like in San Francisco. And Fado also change in the whole situation just so it's [pause] it's easier
for you to listen to Fado, to meet people who play Fado [pause] before it was not like that, it
was close.

M: So, it was all closed?

B: It was very, very secretive, very secret. Like everybody was dressed in black, but really tight
and no jeans and no sneakers. No way.

M: You know | was in a place called ‘Povo’.

B: Yeah. Yeah. It's a very modern place. Yeah. It's not the Fado place [laughing]

M: | know, but | was interested to go to different, you know, places to see how it's changing.
So, it was really weird. There was a musician playing, but she was dressed in a very modern
style and then white like sneakers.

B: Yeah. Yeah.
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M: And wearing very modern clothes [pause] and | felt this kind of like[pause] it was a disso-
nance. | wasn't able to feel [pause] she sang really good, but at the same time, it was really
weird, like | think, yeah, probably because we live in the modern world.

B: Yeah. When [pause] when | started to play Fado, | went to places and | was more used to
Fado here in Alfama and Bairro Alto. But | went to places like outside from here[pause] very
modern places where they had Fado and | was like, you cannot be Fado. And | was a bit of a
booze, you know, and like on the beach, people singing Fado on the beach. But so much
exposure. Exposure, | suppose you can say to me today you're going to say, this is for me.
This is the secret recording. Oh, yes. Oh, yeah. Exposure for Fado.

M: Yeah, | will, | will write it down everything and then | will send it to you.

B: OK, yeah. Send the audio - no problem. You don't have to go to work like hell.

M: I'll have to, you know,

B: See my time [pause] it's fine. Maybe 20 minutes.

M: Ok, maybe if we have ten minutes more [pause] | wanted to ask you, like | heard that Lisbon
born Fado [pause], that there is a certain connection between Lisbon - the city, the city life
[pause] and, and Fado, that without Lisbon Fado would emerge [pause] in a way that without
Portuguese identity, Fado wouldn't emerge. That Fado provides you with this feeling of
Saudade that you and...

B: There's a lot of cliche about that stuff. Yeah, yeah, yeah, well, the thing is that Fado in
Lisbon [pause] Fado is [pause] mainly it's not coming back anyway, but it's a witness of the
city [pause] | have[pause] | have an article | did a long time ago in Portuguese, again, | can
send it to you [pause] Fado, is the witness of this city[pause] So it talks with the city, when the
city starts to have electric light [pause] when [pause] associations, Republican associations
start to give education to help the poor and so Fado has permeated the whole Portuguese
Lisbon system, not Portuguese [pause] Lisbon history. So, it's like now to try to make it[pause]
make Fado a national brand, you know, but it's mostly a Lisbon thing now. Now they have
Fado in Algarve [pause] in those hotels [pause] in [inaudible]. And the good fadistas and good
musicians. But it's something very much for Lisbon[pause] to say again, that's Fado changing.
One important thing | could go and study in the future is that the territory, the territory [pause]
territory of Fado, how Fado is pending, because if you remember now, the people playing
Bossa Nova and Samba and Jazz and Rock in Russia, but not playing Fado, probably playing
salsa. Yes, of course.

M: Yeah. It's also interesting with forro because [pause] yeah - because there are so many
now, not many, but few bands already in Russia.

B: You in Europe, all over Europe. This huge festival here. Yeah, yeah, yeah, yeah.
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Yeah. But see, Fado didn't get there for many reasons. Well [inaudible] [pause] he wanted to
get the country closed from the influence. So, they need not going to war against Germany.
So, like Brazil did. And then the Americans bring all the Brazilian music in for many reasons
But [pause] uh, but now you see singers in Japan, in Brazil, in the U.S., all over Europe. Not a
lot. But you can have playing Fado in Switzerland, if | go some my guitar and they're going to
leave, you're going to have gigs. Yeah, interesting. This is changing. So nice to talk to you.
M: You really have been studying this stuff. It's really interesting. And my last question is, do
you think what is going to be with Fado in the future[pause] in relation to a city? Because
Moraria, Alfama these are traditional places for Fado, right? But because of tourism, it's chang-
ing, right? How do you think it's going to be in the future?

B: | can tell you ‘one million dollars’ question. | just told you about the Portuguese. That's a
little bit | told you about the Portuguese guitar, for instance. Yeah, | don't know. There's one
thing | believe is that | grew up playing. | was going to be classical guitar playing, electric guitar
a lot or [inaudible] guitar, because when | first came to Portugal, this was going to be a good
hint for you. When | first came to Portugal in 1990, it was old fashioned Fado because | was
in an old regime. Or they also say [inaudible] [pause] we all played jazz and progressive rock,
and you know, African music or swing you know, - pop African music from Angola, from Cape
Verde. So, everybody's here[pause] “you're Brazilian, and you like Fado? crazy!”, and you
don't go too Fado, my friend's pianist and several people are very right wing, the extreme right
wing, and then playing Fado | discovered that[pause]you have something from LGBT [pause]
You have everything in Fado, modern rock or even jazz, you know, because of the popu-
lar[pause] popular origin of the Fado. So, we have all kinds of people in Fado. And that's I've
been thinking lately that that's you can lose that you can, that Fado can lose that. May lose
that with the way the world is going[pause] what it means nowadays to be an artist or even a
student, because the art to some students, university students are the same vibe[pause] to do
something you enjoy or even to invest in something that you don't see the results of right in
front of you, but you think you're going to bring in rich, create great value for life. It's a thing
that's becoming only for the rich. So, | think in the future, it can be a risk that Fado [pause] we
go to the rich. Only the rich can play on the rich can sing, you know, and the poor are going to
be [pause] put away from five different states gentrification of Fado because it started for poor
people.

M: Thank you very much for a very interesting conversation!

B: Thank you!
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M: So, let's start. Could you please introduce yourself?

A: Yes, my name is [Participant A] and | sing Fado.

M: Participant A, let me tell you about my research. | am very interested how the popularity of
tourism nowadays influenced the authenticity of Fado. | heard that before there were not so
many Fado places and now there are a lot of commercial ones which are changing the idea of
Fado, right?

A: What | feel is, first of all, until some point, we only had a few typical places to go and listen
to some Fado. We used to have a lot of, | don't know the name in English, but we call it Fado
[inaudible] It’s like places where people went just to sing if you are not a Fado singer them, all
these places right now, they commercialized themselves and what | feel actually it's a good
thing, the good thing is we have more people, young people with the opportunity to go in the
circle, because some years ago it was really hard. And we have brilliant voices and brilliant
musicians, especially the musicians, in my opinion. They are really young, and they have an
opportunity to come in. But yes, the thing, the negative point for me - it's not how many spaces
we have now - it's the quality they want to give. But you can feel that in general, like a normal
restaurant even without Fado you know - it's everything like a McDonald’s - everything really
fast. So, they treat the Fado in the same way. And this is a problem because Portuguese
people will always go and listen to some Fado, but it's not like every weekend so it's not about
the money - we cannot do our business using, using in a good way, for the Portuguese cus-
tomers, so what | feel and think what | really don't like and because of that | spent two years,
spent two years not singing Fado at all. It was because | felt that the people, they were buying
Fado just to do like a checklist. And this is horrible, the feeling, the musicians and the singers
they are, it's not because of the voice but because of the feeling that we have are sharing it,
it's horrible. And | remember the last time when | sang Fado two years ago, | was crying. | was
not even able to finish the night, you know. And this is really ugly. It's when you are, | used to

say - imagine when you are showing yourself to some, a lot of people you don't know, and you
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need to be totally naked about your feelings. You are there in front of everybody you don't
know. And they treat you like, am, they don't care. It's just something that — “ok | did, | went to
Portugal, | visited, and | went to listen to some Fado.” This is the only thing which | don't like.
M: You know, when | saw you singing last night, it was very special, because you really ex-
plained to people the idea, the tradition...
A: It's really important because [pause] like non-Portuguese people they don't have to know
what we are doing - they don't know our culture, it's our obligation to tell it, to make them really
be with us when we perform, right. So, it's important - it's not only: “Common, you have to be
in silence”, you know, you just: “Don't say a word” - no, you have to explain why: “You have to
be totally with us, you have to feel it properly.” That is a really important thing and even the
stuff, if you are in a place, and if the stuff is the same way to you, you will not feel it in the
same way, you will just think that someone is asking you to be quiet - no, it's more than that.
M: Participant A, so what is the real Fado for you?
A: So, real Fado for me is, it's a hard question [pause], it's really important when you share
this culture, that you keep the tradition, musically speaking, and for me it's really important
when you cross generations, you know. When you can mix generations between the old people
that used to perform in the beginning and we have, we still have a lot of them. The respect
between the new generation and the real Fado for me is exactly that point when you can feel
the connection between different generations - the past and the present, and the roots, the
roots, is really important when you can feel that it's not only the Portuguese culture - is a mix
with all the past of Portugal and [inaudible] that Portugal had with the colonies, so all of this for
me needs to be present, to feel the real Fado - emotion, honesty. It is not about showing off
[pause] of course you need to know how to sing, but more important than that is to be totally
honest to have the traditional Fado.
M: It's very interesting! So, are the tourists usually aware about the unspoken rules, that you
should not for example, eat when a Fado singer is singing[pause] these rules[pause] they all
come from the past right?
A: Yes.
M: Nowadays, | guess it's changed a bit, right?
A: Because after a while they, we, it was like giving up on these habits, but actually if you go
to a traditional Fado house they will tell you that they will not serve you, so like | was saying
before - if nobody tells you that - you don't know, right. So, you have your plate nearby you -
keep eating because it's cold, but if you go to a traditional Fado house - they will not serve
you at all. They do a really small part of Fado and in these moments it's no eating, no drinking,
no drinking - ok, drinking is fine. No speaking, because of that we do small part, you know to
have time, but | think after a while we will give up on this, because the places they want to do
everything fast to have the next table for more people to seat to have money, you know. So,
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you’'ve been there, you had your food, you had a little bit of Fado, so now you can go, and -
‘next, please’. So, because of those kinds of rules, they won't stay long.
M: Do you think that these unspoken rules and real Fado are changing, in other words does
the authenticity of Fado is changing?
A: Of course, of course. If you are not totally with us at that moment - it's not the same. You
are not giving your full attention about what is happening. And your full respect about what is
happening. Even imagine when [pause] in the past when you went to a place, you would not
even try to peak your phone and to record and take a picture, because you were so connected
with the music that you would just forget about all these things. | guess it's our present now
about everything, about the Fado.
M: Yes. It's totally true. It's all about how people communicate, how people treat things...
A: Yes, we are, and it's another thing that | love in Fado is that we can speak about it in us
poems without being cheesy, you know. This is amazing for me. | love this. Because we are
so afraid, | am not disappointed with human beings, but | understand that we are so hurt. We
are so damaged that we are not able to deal with love, and | am not talking about love with
couples, love between everybody, you know. Because if you smile on the street to someone
it's like — “she is crazy”. No, no “crazy” - if you share some love in the small things it's like
medicine solves most of the, not the biggest problems, but the small ones. And we need to
start exactly like that. For example, in this culture of Fado, you can do it. You know, | have a
problem, not for me it's not a problem, for me it’s, | understand for show business things, | don't
have any “Fados,” | did the other nights when there is something more, it's like happy, or funny
in that case, but | don't have that kind of poems, music, you know, the musicians all the time
are asking me to have one or two or three, because they are talking about the commercial
part, to sell it, you know because people after a while [pause] because they don't know what |
am singing they say: “Hmm seems everything the same”. But | always fight with myself not to
do this, because if we are in a society where we can talk about this kind of thing that is so
important like love and pain, to be happy you need to deal with your pain. So, if you are not
speaking about it you will have a breakdown for sure. Our generation is exactly that, we are
so cold, we are so,
M: Oh, | understand, | don't know this word as well,
A: Everything is so...
M: [pause] on the surface!
A: Exactly! So, we can't go a little bit off that surface. So, I try to do that. When | am singing
Fado | do that all the time. Now | can smile when | talk about it, but | just came back to Fado
this year, after the quarantine, because until this moment, | had two years without singing, |
was trying to deal with that pain. So, it's really important. We have to reach the point, even if
it's just an iceberg point, just go there to melt it.
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M: You are totally right; | have a quote all the time in my mind: “May the whole world know
what is love,” but it's exactly as you said not between couples, just without ego.
A: And it's so present ego and then, so | grew up in a small village and | always lived on a
farm until | was 12. And | remember the day | was 10 years old and | remember the day, you
know when, you know, when you are sleeping and you just wake up from dreaming, from a
dream, and then | realized that everybody and everything changed. | really remember this day,
because | felt that the behaviour of everybody, not because of them, but because of our pro-
gress, was like, it was like a wall [pause] so until my 10 and after my 10, in that place in that
village | really felt that, so after that moment | realized that we had no time to walk side by side
with globalization and we had before that moment it was more about taking care of ourselves,
really taking care of people. And for me it was hard, and | still remember that day and imagine
to our parents our grandparents they were crossing all these kinds of changes. Of course, me
and my brothers are young, of course we will stay with this kind of hurt, not hurt [pause] be-
cause if our parents they had no opportunity to digest everything[pause] neither our grandpar-
ents, so we will deal with all these traumas and the new generations, we did not take care of
all these for so long, so bring everything together it's really hard. We are not allowed to be
weak, we are not allowed to feel, we are not allowed to be sensitive, you are not allowed to
be, if | say to be a woman, it's something which is not good. Because you cannot be a woman
like a concept that we have. And for me it's all wrong.
M: You know, | really see the connection between Russia and Portugal, because of the idea
of being yourself as a woman or as a man, being vulnerable is like, not good in a society.
A: It's horrible. And the way, we all want, we are changing, | feel it, but | am afraid that this
change right now can be something, need to be of course in the beginning superficial, but |
am afraid like we can feel for example with the political party, all the things that were thought
that were in the past are coming back right now, so actually we were there all the time, right.
So, | am afraid that we are superficial, less sensitive, but the insight still has a lot of terrible,
terrible things about racism and feminism. About everything actually, everything is there, still
there. Nobody healed, they just cover it all the time for many years, and this is really, really
bad. So, | am afraid of that part right now, but | feel free at the same time to speak about it and
try to do my part. And Fado helps me with this.
M: You know what | felt, when you felt that in my heart there were a lot of things which | just
covered and while you were singing it all went out, like my heart was just opening and it was
so beautiful. Thank you so much!
A: Thanks, I'm happy, because for me that is my intention to myself, and if | can share that
with someone it's like a way to heal, you know. | am learning slow, but | can do it - | can share
it as well. If | can share that feeling to just one person, it's amazing.
M: Thank you so much, it was really, really great. You know | went yesterday to another
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place just because | was curious. The place is called ‘Tasca do Chico'. There were young
girls singing Fado, and | just didn't feel anything, because | felt that she doesn't have this
pain, this experience,
A: Yes, it's exactly what | was saying in the beginning - they can have, because of that it's
important crossing generations, because imagine me when | grew up, | was really mature, |
thought that | was, but even my body, so | just grew up really fast, so with my 12 | was already,
14 | was already full of pain, because in the small places when you grow up earlier, People
like women, you suffer a lot, So, if you have a young lady with 18 years old or 20 in Lisbon
which was always protected by the parents because they live in the big city, She will know only
the normal things from the teenager right. If you are speaking about love, you are speaking
about growing up and getting old of course she will not have this kind of pain, Thanks to God,
she doesn't know that kind of pain, right. So, she can have a beautiful voice, but miss that part.
M: Exactly, that's why | felt that Fado is a way shaped by tourism, you know there were all
those tourists, sitting there and they really perceived that everything around is just something
to consume, for me, | wasn't able to stay there, | stayed 15 minutes and | ran away because it
was too much.
A: So, on one side | feel really happy about that [pause] the other side makes me sad because
most of these are horrible places, you know the environment, the singers, the musicians, it's
all about consuming you know, or you will find the places where actually the musicians and
the singers are amazing, but still is missing the most important part. | love that place where we
have been - ‘Povo’, because of that, because it's not a Fado place, it's not a traditional house,
it's not, it's just people who decided 10 years ago to have this cultural part, because one of the
owners is a musician and they have 2 houses, they have a place called ‘music box’ older than
‘Povo’ and exactly that, it's a music box because they invite really famous people from Portugal
or from other countries to go there and do some concerts. So, when they opened ‘Povo’ the
intention was bringing this cultural part and bringing Fado singers that were never recorded
and the moment it meant that they were not working at the Fado places, they were not singing
at all, like, | was one of them. So, we had an opportunity to be there for a couple of months like
three, like at my time it was one month. So, and at the end you have an opportunity to record
the song, the managers, they changed a lot of stuff, like every place. | don't know how they
keep having this way to be, even if it's different right now because everything is different, but
they created energy that for me is amazing, because you can be relaxed, you don't need to
have that kind of way that most of the people have in Fado, like being the most respectful thing,
but in the end, they are selling it, so for me it's terrible when | go to a place, but at the end they
are treating the Fado and the customers at the same time as: ‘| want to sell’, ‘Povo’ will prob-
ably not have this kind of respect that Fado circle needs, but for me it is amazing to share this
kind of authenticity, so, in that place | have this opportunity to be myself, and they really treat
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me well, actually | never [pause] not actually in 2013 | had the experience in a Fado house it
was really good, but | understood there was not their fault it was my fault, | am not the kind of
singer who will be ready, prepared or comfortable while performing in a traditional Fado house,
So, the only place where | sing Fado is in ‘Povo’ since 2013. So, this is my place. | feel like I'm
home and | will have different people whom | don't know but | feel confident to be myself and
try to.

M: Yeah, you really have this, you know how to connect, because | immediately felt connected,
you know, it's really beautiful...

A: The manager from the place she says the same, it's always the same with me like, “you
have this thing, | don't know what you do, the people they really feel connected with you.’ It's
not all the time, but | also feel that.

M: You are a great singer, and | am very happy to meet you. Thank you.

A: It's rare after that night to keep in touch with someone you know. It is rare. So, when it
happens to me it's like — “wow”. | did my part, it's really good. It's important, so thanks for
that.

M: Thank you too as well as for having this conversation!

A: You are very welcome!
IV Interview Transcript
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M: Hi, Participant C. So, | would like to tell you more about my research. First, | was really
interested in the history of the countries that were colonies in the past, then | was interested
in what kind of art emerged because of connections between colonizer countries and their
colonies. Then | started reading a lot about it and | found capoeira and then | found Fado,
forro as well, yes, it's really changing a lot now as well, there are so many arts which were
born because of it. They are also changing now because of globalization. | have decided to
conduct research about Fado. That’s why | was very curious to go to Lisbon and to talk to
people and find out whether the authenticity of Fado is really changing. In particular whether

the popularity of tourism changes the idea of Fado itself.
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C: I don't know if it's useful for me to comment on this issue as far as | have collected in my
experience as a musician. Fado is a reality from the 19th century. It became really strong in
the beginning of the 20th century and before we go to the questions just to make more kind of,
Fado was born at the same time with tango and flamenco, the cities created these urban forms,
you know, these forms are also connected to the expansion of tourism and people who are
visiting different places. We believe for example that Fado, there is a strong possibility that it
was born not only in the Portuguese musical tradition, probably, it's a bit African. It might arrive
with this movement of sailors, also the king run away to Brazil when Napoleon invaded Penin-
sula, and this apparently really gave a drive or push to the mixing of musical forms and Fado
is one of them which survived but there were a lot of dances and these kinds of things but
Fado survived only because it's a perfect match with the city. So, it's a bit like tango in Buenos
Aires, | used to explain, but tango is more international then Fado, Tango is really like a brother
of Fado, you know, because the teams, the sea[pause] Fado is pretty much connected to the
river, city...
M: So, do you think that city kind of creates the music?
C: The city created the music, and the music recreated the city, because the city, the
‘Lisboners’ started to see themselves in another way as soon as this practice of writing these
little songs began to appear. It is not my sentence, it's from a college but it's the way how the
city and song reshape together.
M: It's really very interesting.
C: So, it became very identical, like the identity of Lisbon [inaudible] and this symbol has got
into this kind of mass process you know, this mass process is something that is being studied,
the several researchers because what we call music[pauselit's really suffered since the 60s
and 70s. This process of becoming the industry and becoming like something animals in the
z00, to go and visit...
M: Do you mean that tourist s[pause] want to buy it? That they consume it and don't appreciate
the roots and the idea?
C: The tourists, the problem is not tourists, the problem is that the ones who sell Fado to
practice, first they found already in the beginning of the 20th century that they could make
money out of it and then in the 50th they made a lot of money from it. You know, Fado is from
the popular layers of the society. For these people this kind of music became the only way to
have a decent house or decent car[pauselit's a commercial, this is not from now it already was
in the past. And now it has become something[pause] even more consumed because you can
see that Fado is sung to the tourists with not so much quality, you know, it's like the Chinese
things - you sell, and you get a certain amount of money for it. But this is living side by side
with another part of Fado - with non-commercial which is still alive among the young people
by going to learn Portuguese guitar. They are really interested, so it's like two, a good and an
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evil side which are living together.
M: Do you think that tradition of Fado still exists?
C: What we call traditional Fado still exists but in the other forms. We are not anymore com-
posing about the time of the second world war or these kinds of things. It's different but still
pretty much alive, it’s kind of, so it's still alive as a currency of identity. These kinds of popular
neighbourhoods. It's not in ‘Povo’ where you will feel it but in a kind of event for Portuguese,
where you can get a glimpse of this old kind of, old socializing process, to connect old and
young, you know Fado is still pretty much this,
M: You know what | was curious about, | went to the place ‘Tasca de Chico’ and it looked
different then ‘Povo’, because there were so many photos on the walls and the atmosphere
was different, it looked like it was a traditional Fado place. But what is interesting is that there
was a young girl, she was singing, but | wasn't able to feel something. Everything around was
really related to Fado, but | didn't feel this ‘emotion’, because it was not there. And in ‘Povo’,
even though it doesn't look like a Fado place, but | really felt it, | was so much into that, so are
there other places where the atmosphere and the experience are at the same level? Or is it
something rare now in Lisbon?
C: It depends on the place, also on the surrounding, on a lot of factors. You can see really
great deep things happening in ‘Tasca de Chico’. You can also go to ‘Povo’ and see something
completely different. It's not easy for the true Fado people to gather at the ‘Tasca de Chico’.
It's difficult because at the moment we have a lot of tourists, but it's true that when you go to
such a place as ‘Povo’ on the street full of nightclubs and discotheques. It's more difficult to
have a true Fado experience. You can get [inaudible].
M: The other question | want to ask you is what is real Fado for you?
C: It's very subjective, but we, the community of Fado, normally it's something with the source,
then you have to define the source [pause] is like today we have some central figures in the
history of Fado, we have a certain type of sound. You define the source, and you have sources
which are more or less common, but each of them has their own heroes. We have some names
that define a bit what is the true and non-commercial Fado. And then when you define the
source you can define what is modern and what is a bit old. It's a bit difficult to draw the lines,
but we definitely, some are... are very commercial, but if you go a bit ahead, we have a place
like ‘Mesa de Frades’ which is still a very sacred place for Fado. There are other places that
have a reputation of making less concessions for the commercial things. Normally there is a
guy behind - the figure who controls the quality of these kinds of things...
M: Are also locals going to these kinds of places?
C: For example, ‘Mesa de Frades’ is definitely the place where the Fado people gather. In
‘Tasca de chico’ sometimes. Sometimes there are groups of Portuguese people there and you
know that they are musicians or singers, but if it's a very touristic atmosphere full of tourists
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and you have no space for sitting and you can see that guys want to make lots of money, so
they take lots of orders. It's more difficult for such groups to be there. It's a very tribal thing and
if you are not Portuguese you have to know Portuguese to be accepted, to be initiated [pause]
you are going deep into these circles and then if you are lucky [pause] if you are good, you
can really go to the real places, non-commercial places, there are singers who make these
gatherings. Flamenco is very much the same. It's kind of, you have to be introduced.

M: I didn't know that it's such a tribal thing,

C: Did you see the movie 'God father'?

M: | think so.

C: This is an old movie, but this is like that [pause] with less depth, in the south of Italy, and
now we have this in Lisbon. At the same time, | will explain to you what is the true Fado, we
also live in an era where Fado is opening. We have foreigners singing Fado, who are trying to
sing professionally.

M: Foreigners?

C: Foreigners, yes. | am talking not about curious guys who love Fado and visit Lisbon. | am
talking about the people who live here and really trying to make the career as the Fado singers
and try to get into this, it's very difficult. Because you have to speak very well Portuguese.
Another thing you have to understand about Fado - is very connected to the language, like
flamenco. In Fado you have to really, It's a bit like hip hop. You have to be very clear, because
these are text messages they used to send before the era of radio. At the same time, you have
these foreigners, who really sing well, | know one American guy from New York and a Serbian
girl, people who are more or less accepted by the Fado community. We have a Japanese girl
singing very well too[pause] and you should go after these people to understand, because they
are from the outside, not Portuguese, who suffered a lot to go through all the barriers, all the
obstacles to get into this, and | told you about [x], he is Brazilian who plays Portuguese guitar
who went through this process, | will give you his contact after the interview, he is the guy from
the university who decided to research Fado. And also, Participant A is a very special person
who is not originally a Fado singer, but she was accepted and sings it a lot now in ‘Povo’.

M: Yes, this morning | had an interview with her already. Last evening when | listened to you
performing together it was really intense for me because it was my first time listening to Fado.
So, | felt | have to talk to you both.

C: So, the mission is accomplished.

M: Yes! It was really good! Thank you so much.

C: This is great. Because this is how it should be. The energy beyond the words should be
passed. So Fado survived.

M: Even though it was not a traditional Fado place, | think the most important thing is this

message, to open the hearts of the people and connect to them.
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C: In the end it's not the atmosphere, the place must be small. Then you don't have to have
pictures on the walls, it's just the intimacy which is created there. And this is difficult sometimes.
If you have more questions to ask in the future, | am around at ‘Povo’ quite often, by the way.
M: Thank you so much!

C: And you are in the mood for this, when you are back to Lisbon we can continue to talk,
because this is a long conversation.

M: You are right. So, | have only a couple of questions left. Do you think Fado would be popular
without tourism?

C: I think it's the contrary. Tourism got there because of Fado. Of course, the fact of the cheap
flights, of course it played a part here. Everybody can go everywhere. Fado is getting interna-
tional.

M: Do you think that tourism shapes Fado?

C: Yes, Fado is superficial and quicker.

M: Like Participant A said that it's like in McDonalds.

C: Exactly.

M: Yes, so the last question is how do you see the evolution of Fado in the city? Will there be
more places that offer Fado?

C: Now with the Covid | think the number will stabilize, for example, in the 2011 Fado became
a world heritage. In the 2013 Lisbon became like the hit, the amount of Fado places raised
from 30 to 100. But this process is slowing down and stabilizing since like 2018 as the curve
of tourism is also becoming stable.

M: as | read the most popular Fado districts are Alfama and Moraria.

C: Also, Bairro Alto. There are a lot of Fado places there.

M: But now there is Fado everywhere right?

C: Mainly downtown. Outside there are restaurants which make Fado from time to time [pause]
You have to understand that it's a very old city, a very special place. The river is huge, it's like
the seariver. You have to see that we had this dictatorship [pause] we had colonies, it's terrible,
it was an ideology[pause] people believed in certain ideas. The country was very poor and this
poverty kept Fado. If you walk around you still can see this poverty, which kept the nature of
these popular neighbourhoods. | am already a mixed product, “metis,” because | fell in love
with Fado and then | began to play. The inner circle is a be ethnic in the Portuguese sense.
M: All right, thank you very much for the conversation with me!

C: You are very welcome.
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