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A B S T R A C T
Community radio and hip-hop constitute
sociopolitical agency in the (sub)urban,
working-class neighborhoods of São Paulo.
Practitioners and performers have defined
themselves, in part, by their success in “conquering
space” and, in turn, have created a productive
public sphere. Members of both groups consistently
describe what they do as public exchange, a viable
and visible option on the part of the disenfranchised
to engage in a Habermasian ideal sphere of civic
agency. In this article, I argue that it is this
epistemology of knowledge as exchange coupled
with a sociogeographical presence that make
hip-hop and community radio provocative to local
residents and periodically irritating to state
authorities. [Brazil, community radio, hip-hop, space,
discourse]

Once again, here we are with another artist, Counter Current [Con-
trafluxo]. And, we’ll start out talking about this new recording. [But be-
fore that] . . . What do y’all have to say? Hey out there. Let me hear from
you.

—Zeca, DJ at the Internet radio station Radioboomshot.com,
from the archive of December 3, 20071

The greatest danger of community radio is in the citizenship that it con-
veys to the listener. [It] promotes role switching: the listener, the citi-
zen becomes the speaker and the local big shots . . . [go] from speakers to
listeners.

—Nivaldo Manzano, “Escândulo no ar”

M
y fieldwork from the mid-1990s to the mid-2000s with hip-
hop performers in São Paulo, Brazil, took me occasionally into
community radio. However, I was slow to focus on the signif-
icance of rádio comunitária until May of 2006, when the Fed-
eral Police, under orders from federal judge Dr. Hélio Egydio

de Matos Nogueira and as requested by the National Agency of Telecom-
munications (ANATEL), arrested station managers and confiscated all the
equipment of Rádio Heliópolis, the main community radio station in one
of the city’s shantytowns, the second largest such development in South
America, with 125,000 residents. Federal agencies cited complaints that
the station’s frequency signal had been interrupting a nearby commercial
signal. This led officials to discover that Rádio Heliópolis had never been
issued a formal broadcast license with an accompanying registered radio
frequency.

I soon learned that Rádio Heliópolis was just one of thousands of re-
cently shut-down radio stations. In August of 2007, after dozens of pub-
lic protest demonstrations and legal injunctions, ANATEL registered Rádio
Heliópolis officially and, on May 20, 2008, issued the appropriate license,
making the station the first and only “legal” community radio station in
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the São Paulo metro area.2 I visited the radio station the
subsequent week and spoke with Claudia, a longtime DJ.
She took pride in stating, “For many of us here, the radio
never really shut down; it just wasn’t on the air.”

In this article, I evaluate the intersections between hip-
hop and community radio in São Paulo as a productive pub-
lic sphere. I argue that the theoretical and pragmatic point
the two forms hold in common is an emphasis on spatial
occupation. Participants in both consistently describe what
they do as public exchange, a viable and visible option on
the part of the disenfranchised to engage in a Habermasian
ideal sphere of civic agency (see Habermas 1991). It is this
epistemology of knowledge as exchange, coupled with a so-
ciogeographical presence, that makes hip-hop and commu-
nity radio provocative to local residents and periodically ir-
ritating to state authorities.

In general, scholars have not discussed spatiality as es-
sential to the efficacy of popular culture and media in iden-
tity formation and political subjectivity. To address this gap,
I formulate my argument in two interactive parts. First, I
posit that, through a careful braiding of the cultural histo-
ries of hip-hop and community radio, one can productively
interpret Brazilian urbanism and urbanization. In short,
these cultural forms provide insight into the meaning and
development of city spaces. However, as the opening vi-
gnette demonstrates, the roots and routes of popular cul-
ture are often polemical, because they potentially disrupt
certain social paradigms regarding information access and
control. Second, and consequently, my analysis also sug-
gests that spatiality, in its material and discursive articula-
tions, can be integral to a more general assessment of the
political significance of popular cultures. Through ethno-
graphic study, I conclude that the spatiality of hip-hop and
radio, that is, a qualitative, ubiquitous set of relationships
between these cultural forms and units of place, is essential
to the social significance of these forms. Historically, these
relationships have been overtly political and produced state
violence. This is the current reality in urban Brazil.

Brazil offers an interesting case in which to investigate
cultural citizenship because of its “disjunction” between a
solid, democratic political process with sound legal struc-
ture and a regular pattern of social exclusion involving ubiq-
uitous, egregious acts of violence (Holston and Caldeira
1999). Within such a context of extreme inequality, hip-hop
and community radio have come to represent significant
forms of marginality, an increasingly sentient mode of pop-
ular expression.

Hip-hop and community radio, often glossed as “pi-
rate” or “illegal” radio by mainstream media, demand at-
tention because they are among the few institutions of cul-
tural production and political agency that are accessible to
the majority of working-class people and are distinctively
grounded in the physical space of everyday life. In the fol-
lowing, I interpret the histories of hip-hop and radio in São

Paulo in juxtaposition. I then analyze both cultural prac-
tices through the categories of space and “information” us-
ing the ethnographic case of Rádio Alerta as my empirical
data source.

Emergence of hip-hop in Brazil

Hip-hop is a globally recognized and locally performed
genre of popular culture that consists of the following so-
called elements: rap, or emcee; disc jockey, or DJ; graffiti;
and street dance (usually referred to in terms of the prac-
titioners, B-boys or B-girls). In Brazil and elsewhere, local
activists also embrace a “fifth element,” a code of universal
understanding and existential knowledge, as defined by the
South Bronx, New York, hip-hop pioneer Afrika Bambaataa.
Taken overall, hip-hop ranges from a specific technique of
sound engineering and improvised rhyming to a philosoph-
ical orientation of identity and spirituality; therefore, many
insiders and outsiders refer to hip-hop as a “culture,” an “at-
titude,” a “generation,” and a way of life.3

The emergence of hip-hop and community radio in
Brazil took place in response to a particular political mo-
ment and historical structure of social agency in Latin
America. This background is important to my analysis not
only as context to the past but also as a frame for un-
derstanding the curious polemics surrounding community
media in one of the supposedly strongest democracies in
the Americas. Throughout Latin America, critics have re-
ferred to the decade of the 1980s as the “lost decade,” which
followed a “boom” of speculative, capitalist ventures during
the 1970s. As the rollercoaster ride of hyperbolic promises,
iterated by military junta leaders and technocrats, came to
a halt, many in the middle and working classes realized that
they were back at the starting line.4 They had made no vis-
ible gains individually or collectively in social status and
had witnessed a weakening of social infrastructure in terms
of education, local employment, municipal services, and
so on. By the mid-1980s, a convergence of interests across
much of Latin America led to a broad movement to reestab-
lish representative democracy at all levels of government
and diminish military control on civic life. It was precisely
during this period of “opening” (abertura) that large swaths
of newly invigorated citizens, mostly youth, established lo-
cal hip-hop and community radio.

In São Paulo, Brazil’s largest metropolitan area, with
approximately 19 million people, hip-hop emerged in the
mid-1980s as an extension of two areas of cultural ac-
tivity: B-boy and B-girl street-dance crews’ public perfor-
mances and rapper nightclub-entertainment contests. The
history of hip-hop’s connection with the public sphere can
be traced through the B-boy crews, whereas the trajectory of
rap commercialization is historically tied to nightclub con-
tests. It is the ethos of “public culture” and “information
exchange,” originally articulated by the B-boys and B-girls,
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that many hip-hoppers developed into a common thread
between contemporary hip-hop and community radio.

B-boy crews drew attention because of their occupa-
tions of public spaces and strong sense of group orga-
nization. Throughout the 1980s and 1990s, thousands of
teenagers, the majority of whom were male, working-class
suburban (periferia) residents of African descent who had
little formal education, organized themselves into groups
called “posses.” Through the experience of participating in
posses, hip-hoppers exploited new political openings and
learned, among other things, how to negotiate with state
representatives so that they could organize events, hold col-
lective meetings in public buildings, and occasionally work
in state-sponsored public work projects. In short, these
young people learned how to engage in a type of what Sonia
Álvarez, Evelina Dagnino, and Arturo Escobar (1998) have
defined as “cultural politics”—the use of public spaces and
“social movement networks or webs” to articulate experi-
ences of social inequality as legitimate fields of artistic ex-
pression and political change.

Braided histories of radio and hip-hop

In step with many around the world, Brazilians articulated
the radio with modernity as a convergence of technology
and industry with the purpose of producing a collective
and, usually in the early days, national imagination. Histo-
rian Bryan McCann has expertly interpreted the formation
of radio technology, Brazilian popular tastes, and national
sentiment. McCann (2004) explains that the consolidation
of national radio as manifested in Rádio Nacional was less
an overt project hatched by populist dictator Getúlio Var-
gas during the 1930s than an organic development of com-
mercialization (products and burgeoning numbers of pop
singers), shrewdly co-opted by Vargas’s corporatist govern-
mental strategy in 1940.

Be that as it may, the legacy of Rádio Nacional and
of the media conglomerate Globo, which emerged in the
1960s, is one of monopoly. For example, similar to the recent
actions by the Federal Communications Commission in the
United States, Brazilian laws do not prohibit multimedia
corporate buyouts in single markets, thus allowing Globo,
for instance, to own radio, TV, and newspapers in the city
of Rio de Janeiro. Such media control has been extremely
influential in political events, as seen in the rise of Brazil’s
first postdictatorship president, Fernando Collor (1990–92),
whose family has ties to multimedia ownership throughout
the Northeast region of the country.

In his work on Uruguayan radio during the 1990s,
Gustavo Remedi observed that the battle over radio con-
trol is about the “importance of democratizing the access
to the means of cultural production for the construction
and maintenance of truly democratic societies and poli-
ties” (2004:513, emphasis added; cf. Urla 1997:284–285).

The paradigmatic background of singularity with regard to
media formats and access speaks to a general trend in Latin
American conceptions of the “popular” and “mass culture.”
The intimate relationship between political cronyism and
popular culture framed the relationship of democratic “ac-
cess” in most if not all Latin American countries during the
20th century.5 For media critic Mart́ın-Barbero (1993:165),
the only significant shift in popular media has been one of
political control, specifically from the model of “national ra-
dio” within an Andersonian “imagined community” in the
1930s, 1940s, and 1950s to one of economic influence within
the processes of privatization and consumerism starting in
the 1960s (Mart́ın-Barbero 1993:165). In the case of Brazil,
as mentioned above, the project of Rádio Nacional served
as a transition between or hybrid of the political and the
economic.

It is precisely the structure of monopoly and co-
optation that many activists and scholars hoped would
change as political transformations took place during the
late 1980s and early 1990s throughout Latin America.6 The
idea of representational democracy and a new constitu-
tion were positive signs for those interested in develop-
ing democratic spheres of communication. However, as
Brazilian scholars have shown, coronelismo eletrônico (elec-
tronic cronyism) has continued into the “democratic era,”7

starting immediately with José Sarney, who, in 1986, while
serving as interim president after Tancredo Neves’s sudden
death, granted dozens of transmission licenses to radio and
television companies directly related to federal and state-
level politicians (cf. Remedi 2004:520–521).

Despite this continuation of “business as usual” within
telecommunications, there was undeniably a sense of op-
portunity at the grassroots level. It is not a coincidence that
hip-hoppers in the late 1980s and early 1990s in Brazil be-
gan to find or, more locally expressed, to “conquer” more
“space” (conquistar espaço) in the public sphere. Continu-
ity of ideological thought and, in this case, political caution,
moved through networks of kinship and social institutions.
It is in the former that one can place the “consciousness”
of Parteum, the younger brother of nationally recognized
rap artist and longtime hip-hop activist Rappin’ Hood. His
statement to me during a conversation in 2007 echoes the
sentiments of many hip-hoppers as they critically advo-
cate community radio: “What has irritated us the most is
a dissatisfaction with conventional radio . . . it’s an inherited
force from the past . . . But, in a certain way, we end up en-
tangled in the corrupted formulas they created during the
dictatorship.”

Historically, in Brazil, one of the most important fo-
rums of hip-hop distribution has been the radio station.
During the 1990s, large-wattage FM radio stations such
as FM 105, Transcontinental, and Joven Pan established a
touch-and-go relationship with rap music. A wide range
of personalities occupied the airwaves with the newest in
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“international” rap and rhythm and blues. They included
rappers such as Ice Blue (Racionais MCs) and Rappin’
Hood, nightclub entrepreneurs such as Natanael Valença
(Kaskatas sound crew), hip-hop producers such as Milton
Salles (radio station owner and early producer of Racionais
MCs), and popular activists such as Paulo Brown (Black
Movement participant; one-time Yo! MTV Raps VJ; emcee
for various baile blacks, discussed below; and frequent in-
terpreter for prominent U.S. rappers in Brazil, such as Ice-T
in 1996 and Public Enemy in 1991). They played songs from
the United States and, occasionally, from Jamaica, England,
and France in addition to the hottest jams from São Paulo’s
own rap scene. The radio emcees did their part in trafficking
information about upcoming shows, debates, and exposi-
tions and periodically opened up the phone lines to discuss
current events within the local and international scenes.

However, the relationship between São Paulo main-
stream radio and hip-hop has been inconsistent. There are
two main reasons for this. First, according to virtually every
rapper I spoke with, all of these radio stations participate
in the infamous practice of jabaculé or jabá—the Brazilian
version of payola, or bribes to radio DJs and powerful in-
dustry players (McCann 2004:233). During the early years of
this century, the jabá ranged from 1,000 to 2,000 reais ($500
to $1,000). According to Negro Chic, veteran hip-hopper
and community radio activist, for 10,000 reais, one can start
his or her own low-wattage radio station (see also Nunes
2004:68). The jabá system simply precludes any sort of
meaningful inclusion of hip-hoppers in commercial radio,
as, for the most part, they cannot afford such an entrance
fee. Second, and most important to the theoretical under-
pinning of this article, the mainstream radio stations do not
provide locality, a combination of informational content
and philosophical perspective, which still remains central
to São Paulo hip-hop. Much as Andrew Tolson (2006:117)
did in his analysis of “zoo radio” in the United Kingdom, I
discovered that the DJs of mainstream radio in São Paulo
consistently utilize first-person-plural pronouns along with
third-person references to clubs and high-profile districts
to construct an “imaginative geography” and sense of col-
lectivity. Therefore, one receives a constant diet of “we” ref-
erences juxtaposed with a series of city landmarks of tran-
sit, for instance, Paulista Avenue and the metro beltways, as
well as landmarks of nightlife such as Vila Madalena, Pin-
heiros, and Vila Oĺımpia.

Of course, an orientation toward the neighborhood or
community is not in the interest of and makes little com-
mercial sense for major FM radio stations. Their model
is one akin to the legendary Rádio Nacional, which set
a precedent during the 1930s and 1940s for combining
commercial success with broadcasts of primarily nation-
ally recorded music (McCann 2004). The purview of con-
temporary large-wattage radio stations is obviously large;
it includes whole cities, states, and occasionally the nation.

Unlike the United States, where nationally syndicated radio
programs have no problem with hip-hop formats, Brazilian
rap and general hip-hop culture clash with the communica-
tive models of mainstream radio.

In a commercial sense, most rap in Brazil, in stark
contrast to samba, is not national; rather, it is a local,
(sub)urban music embedded in the dynamics of the periph-
ery, or periferia (discussed in detail below). Although the
narratives of conventional samba often relate to the geogra-
phies of the Rio shantytown favelas and the lyrics of ser-
tanejo (popular country) music relate to the rural towns of
the Brazilian countryside, the poetics of spurned romance,
fortune, soccer and rodeo, and drinking sociality facilitate
an expansion of spatial reference within consumer logic.8

Not so with Brazilian rap. For the most part, narratives and
poetics are extremely local and specific to violence, injus-
tice, and urban histories.

For this reason, the “real” Brazilian hip-hop “head”
(fan, performer) tunes into his or her neighborhood com-
munity radio station, and those of more means log into their
favorite local hip-hop websites. In 2006, as the governmen-
tal crackdown became increasingly public, a number of hip-
hop periodicals and other media outlets published articles
whose authors took pride in declaring that over 500 hip-
hop shows were being aired on existing community radio
stations (Oliveira 2006). Beyond the aesthetics of music and
style, many local hip-hoppers and community radio enthu-
siasts share an investment in the radio as a symbol of local-
ity and collectivity.

Working definitions of the rádio comunitária

During the last military dictatorship (1964–85), commu-
nity radio was illegal by definition, according to Law 4.117,
passed on August 27, 1962, and Decree–Law 236, passed in
1967, which offered blanket statements concerning the ille-
gality of any mode of telecommunication without govern-
ment authorization.9 As a rhetorical gesture toward the lift-
ing of censorship, in what in Brazil was called the “abertura”
(the opening), Article 220 of the new constitution of 1988
specifically guarantees that the “manifestation of thought,
creativity, expression and information, in any form, process
or vehicle will not suffer any restriction.” Furthermore, in
Article 5, the constitution assures that “the expression of
artistic, intellectual and scientific activity is free of censor-
ship or license.”

A decade later, the Brazilian state attempted to provide
more detailed regulations regarding community radio. Ac-
cording to Federal Law 9.612, written in February of 1998,
a community radio station is an organization of commu-
nication with limited range and low wattage (maximum
25 watts), and it is nonprofit.10 Furthermore, it is to be a so-
cial institution that serves the local neighborhood. Several
articles in this law explicitly describe the social and cultural
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aims of the officially authorized station. Accordingly, com-
munity radio should represent a democratic space of pub-
lic ideas and offer vocational training in media. The 2001
São Paulo municipal version of the 1998 federal law (Law
145/2001) is similar in its rhetoric, defining community ra-
dio as a “public utility” to provide services of “commu-
nity solidarity and responsibility” (Article 3). Until 1998, the
Brazilian federal government rarely stated an official posi-
tion on community radio beyond the vague rhetoric of the
1988 constitution cited above or the laws of 1962 and 1967.

Shortly after the passage of Law 9.612, Brazilian presi-
dent Fernando Henrique Cardoso (1994–2002) empowered
ANATEL to regulate community radio issues. According to
statistics provided by ANATEL, there are currently 2,800
community radio stations in Brazil, an increase of roughly
70 percent since 2002. In fact, there are slightly more com-
munity radio stations than FM stations.11 In 2004, during his
first term as president, Luiz Ignácio Lula da Silva (“Lula”;
2002–06), announced greater attention to and investment
in what in Brazil is known as the radiodifusão comunitária
(the community distribution of radio) by creating an inter-
ministry task force. These statistics and political attention
appear to be in accordance with the now-established polit-
ical and social paradigm of opening in Brazil, a trend that
Lula himself helped usher in as a labor union leader during
the 1970s and 1980s during his circuitous rise to power.

However, a closer look not only reveals the “disjunc-
tion” of Brazil’s democracy but also bolsters my assertion
that the epistemology of space shared by hip-hop and com-
munity radio is critical in assessing the value of such pop-
ular forms of culture. Here, I mention two points. First,
ANATEL’s statistics hide the fact that although there are now
close to 3,000 registered community radio stations, approx-
imately five thousand such stations have been closed down.
As was the case with Rádio Heliópolis, Federal Police forces
have confiscated all equipment, and managers have been
criminalized as federal felons. Second, as ANATEL has in-
creased its visibility, various mainstream media outlets have
amplified the pejorative term rádio pirata. The term’s bite
derives, in great part, from its power to marginalize the
Other. In fact, pirata in this context is akin to marginal, the
sociogeographical term applied to periphery neighborhood
dwellers and periodically embraced by hard-core São Paulo
hip-hoppers, in that both index crime and illegitimacy.

The historical and political emergence of hip-hop and
community radio exemplifies a form of subaltern agency.
Furthermore, as I have implied in my discussion thus far,
an essential component of these two cultural practices is
space and its quotidian recognition. It is precisely the ar-
ticulation of empirical geography to discursive identity pol-
itics to which I now turn my attention. Local practitioners
express this connection through the key word information.

Listening to community radio, following Deborah Spit-
ulnik’s (2002) analysis of Zambian radio, continues to be

a “social act.” Rádio comunitária in Brazil dates back to
the early 1970s during the height of sociopolitical repres-
sion of the military dictatorship (1964–85).12 Names such
as Radio Paranoid (Rádio Paranóica), Radio Always Free
(Rádio Sempre Livre), Radio Neighborhood Police Patrol
Car (Rádio Patrulha), and Radio Specter (Rádio Spectro)
provide a sense of the times and of humor. The early com-
munity radio stations emerged in smaller cities such as
Vitória in the state of Espı́rito Santo and Sorocaba in the
state of São Paulo, but by the early 1980s, the São Paulo
metro area had become a hotbed of activity, with dozens of
community radio stations, and by the early 1990s, rappers,
along with young evangélicos (devotees of a range of popu-
lar, non-Catholic Christian faiths), had begun to account for
a significant percentage of community radio programming
(Peruzzo 1998:3–4).

Space

Listening to the radio is not only a “social act” but also a
spatialized one, which involves the everyday life of residents
who dwell in the suburban periferia and pride themselves
on being “informed” (informados) and thus able to “ex-
change ideas” (trocar uma ideia).13 The notion of commu-
nity radio as a spatial practice has historically attracted hip-
hoppers, who have consistently been interested in “sound
engineering” as an effort to design meaning.14

My discussion of space and media shares the theoreti-
cal point held by a cadre of media anthropologists, namely,
that media practices reveal the circulation of culture. In the
case of Bolivia (Himpele 2008), such practices may help
one focus on the reclaiming of “indigeneity” as it relates to
the current nation-state and the political practices encour-
aged by the Evo Morales administration. Elsewhere, the fo-
cal point may be diasporic identity formations in the post-
colonial “creole” project made manifest in popular music
(Sieber 2005). Furthermore, as William Mazzarella (2006)
has implicitly argued in his work on advertising and “e-
governance” in contemporary India, media practices are
not simply spatialized in the sense of transmission but me-
diations are also acts of epistemology.15 As human beings,
we reckon ourselves and the world as media. Spatiality not
only functions on the level of a mechanism, that is, circu-
lation, but it also informs the essential nature of the media
practice in the first place.

Obviously, “space,” as a category, is variegated. Al-
though a history of urbanization in São Paulo lies outside of
the scope of this article, I note that São Paulo in its contem-
porary formation is a product of early 20th-century spec-
ulative modernity in the sense of large-scale gambles of
industry involving massive and polemic policies regarding
immigration, migration, technology, culture, and architec-
ture (Sevcenko 1993).
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For some, mostly the wealthy, São Paulo is the bea-
con of modernity in Brazil and rivals Buenos Aires for
the pedestal position in South America’s hierarchy of “civ-
ilization.” The risk taking alluded to above afforded enor-
mous profits for a few, thus catapulting São Paulo by
the 1970s into a leading economic position in Brazil and
South America overall. Such entrepreneurship influenced
the architectural contours of particular neighborhoods and
business centers. The sticking point has always been the so-
ciality attached to the labor force in the construction and
maintenance of such modernity.

Since the 1990s, São Paulo, the city proper, has had neg-
ative population growth due to a proliferation of periph-
eral, or suburban, development. Although some of this has
been in the form of middle-class and elite gated commu-
nities (Caldeira 2000), most of it has taken the shape of
working-class improvised residential formations. In short,
São Paulo demographics have shifted to the margins, as
the gaps of inequality have intensified over the past two
decades. Visually, the expanded metropolitan area resem-
bles a fragmented postmodern art project, with small mon-
eyed fortress communities sprinkled about, mostly in the
southern and western districts, totally surrounded by mas-
sive blocks of working-class cement and brick houses mixed
with impoverished shanties. The sociality of such labor ge-
ographies is encapsulated in the terms periferia (periphery)
and marginal (hoodlum).

Both hip-hop and community radio mediate the perife-
ria, a material place and a contested ideology. In Brazil, the
periferia is a place of autoconstruction,16 state abandon-
ment, and strongly marked social prejudice. Most Brazil-
ians consider the periferia a dangerous place, because it
represents the outlaw backlands within the metropolitan
spaces of modernity and progress (Goldstein 2003; Sheriff
2001). It is the sociogeographical manifestation of the nec-
essary difference for Brazilian bourgeois identity formation.
The dialectics of shoreline culture and countryside tradi-
tion have generated a great deal of what is gingerly nego-
tiated as Brazilian national history (Andrade 1960; Cunha
1957).

Thus, the periferia is, in effect, out of place. Yet, it is
the “point of address,” as rap legend Mano Brown from the
group Racionais MCs (2002), once said, that is unmistakably
the discursive fodder for hip-hop culture. Consequently,
hip-hop in Brazil has emerged as a periphery-centric phe-
nomenon, with the marginal as its greatest protagonist. This
social fact is important, because the concept of “periferia”
needs the locale; it needs the presence of space to have
any traction. Although hip-hoppers have debated and cre-
ated multiple interpretations of the periferia in terms of
race, class, gender, and spirituality, to name a few, virtually
all hip-hoppers agree that if they had elided the periferia,
then they would have erased history and thus a sense of
self.

This philosophical stance has had ramifications for
Brazilian hip-hop as a commercial mediation. Unlike rap
in the United States, United Kingdom, Jamaica, Japan, and
France, Brazilian rap does not sell. This is not because
Brazilians overwhelmingly consume foreign music. Quite
the contrary, according to the Brazilian Association of Music
Producers (ABPD): 77 percent of music bought (officially)
in 2007 was from domestic artists. According to popular rap
artists such as Rappin’ Hood, Parteum, and Thaı́de, the cor-
porate music industry has difficulty seeing any value in lo-
cal rap and local rappers as lucrative spaces for product
placement. There are many reasons for this, but, for the
purposes of my argument in this text, I underline the spe-
cific philosophy embraced by hip-hoppers, who, for the
most part, remain steadfast in their discursive loyalty to the
periferia and sonic loyalty to U.S. or U.S.-influenced pro-
duction practices.

Brazilian rappers are most commercially viable when
they articulate marginality with tragedy. Tragedy, despair,
and unproblematic heroism are favorite tropes for corpo-
rate mediation of the periferia, because they afford a kind
of democratic representation without dislodging the com-
monsense notion that the periphery is dangerous. Whereas
performers of samba, the recognized national music of
Brazil, generally depict tragedy using conventional poetics,
rappers are less elegant. Their insertion of street story rather
than lyric verse and “marginal” slang instead of poetic lan-
guage bothers those interested in artistic orthodoxy. More
interestingly, such discursive structure potentially disrupts
the commercial meaning of tragedy in the urban periphery.
In specific terms, many rappers, as well as graffiti artists,
narrate the periferia in a manner that is both critical of so-
cial structure and guilty of unscrupulous excesses. The fol-
lowing lyrical excerpt from the well-respected group Facção
Central (Main Faction) exemplifies the complex, ambigu-
ous nature of the periphery marginal: “what makes me steal
is to see a can of rice with nothing inside/I am just the con-
sciousness that wraps the yellow tape around you, the effect
of the mayor with his funds secure in Geneva/The blood on
the hills [morro na periferia] is the jet fuel for the insurance
company” (2003).

The “I” in these lyrics refers to the marginal, or hood-
lum, narrator, a force of wisdom concerning homicide and
a result of a violent, corrupt society. Such complexity is cer-
tainly real, but it is difficult to sell outside of the periferia.
Furthermore, the other aspect of samba that generally es-
capes hip-hop is its constructed but heralded “Brazilian”
sound, deriving from its instrumentation, rhythm, and rit-
ual association, that is, its centrality to the performance of
the national celebration of Carnaval (McCann 2004:41–95).
Consigned, whether intentionally or not, to a symbolic lim-
itation in the sphere of commerce, hip-hoppers attempt to
stretch their local knowledge and distinguish themselves as
persons through discourses of “information.”
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Information

Hip-hop in Brazil is part of an overall history of con-
cern with “information” access among marginalized urban
youth (Assef 2004; Pardue 2008). According to São Paulo
DJs, music producers, rappers, and pop music critics, “to
be informed” is a valuable asset that speaks to culture, busi-
ness, history, and ideology. “Information” consists of histor-
ical lineages made manifest in sound samples as well as lyri-
cal, image, and gesture references. When hip-hoppers meet,
they often talk about ideas, styles, and techniques they re-
cently discovered or created while working in the studio,
reading magazines, attending or performing at an event,
watching MTV, listening to the radio, or accessing a web-
site. Hip-hoppers work to stay “informed” so that they can
be on par in such conversations. In Brazil, this sort of knowl-
edge directly relates to their value—an individual is more or
less “real” because he or she knows how to trocar uma idéia
(exchange ideas). As hip-hoppers traffic “information,” they
accrue social value and develop a sense of identity.

Hip-hoppers have located information exchange in
places such as the radio station as they have sought to make
their knowledge part of the public domain. Brazilian scholar
Catarina Tereza Farias de Oliveira intimates as much in her
analysis of community radio in the northeastern city of For-
taleza. Although Oliveira repeatedly states that she was not
interested in the hip-hop “movement” per se, she could not
help but take notice of “so many beginners within hip hop
who constantly stopped by the radio station to sit and pay
attention to the rap lyrics” (2007:242). Oliveira goes on to
remark that despite, at first, not “understanding the con-
text of hip hop, they [these beginners, or iniciantes] came
to the station because they felt more free to chat about the
songs and their own particular ideas about life” (Oliveira
2007:242).

Case of Rádio Alerta: Making territorial claims

I now turn to an examination of the radio station as an
ethnographic site, where the convergence of community ra-
dio and hip-hop, understood as a particular kind of shared
subjectivity, can occur. In the example of Rádio Alerta, in-
terlocutors test their notions of “information” and “space,”
well aware of the structural limitations of law and the so-
cial stigma of periferia. The following ethnographic vignette
demonstrates a transitional moment in the history of São
Paulo hip-hop’s relationship with community radio. The
case of Rádio Alerta exemplifies the discursive power of hip-
hop talk as a class and spatial marker as well as the station’s
initial anxiety concerning state encroachment.

During 2001 and 2002, hip-hop and community ra-
dio were, as DJ Jair described, “comfortably clandestine.”
Jair and his younger sister Márcia navigated the labyrinth
of their neighborhood streets by foot two nights a week

to reach the station, on the second floor of a nondescript
three-floor “office” building. I place quotes around office
simply to signal that this structure was a conventional
concrete building with small standard, sliding windows
equipped with typical metal shutters. It was an “office” be-
cause it was not residential, but there were no commercial
signs of any sort. Rather, it was just another square building
located on a major avenue that traversed the large neigh-
borhoods of Vila Prudente and São Lucas and continued
into Jardim Sapopemba on the southeastern side of São
Paulo, close to the border with the municipalities of São
Caetano and Santo André.

In addition to the ubiquitous leftover scraps of kite ex-
peditions hanging from the power lines, the Rádio Alerta
building displayed a number of graffiti tags of cryptic ter-
ritorial import. Although Jair, along with many Brazilians at
the time, already used a cellular phone, I did not have one
on the evening of my first visit to the station, and my inabil-
ity to phone him turned out to be costly, as I drove around
the avenues of São Lucas and Sapopemba for what seemed
like an hour trying to locate the landmark car mechanic’s
shop flying a supposedly gigantic flag of Palmeiras, a popu-
lar local soccer team. Perhaps because of the team’s embar-
rassing loss at the hands of city rival Corinthians earlier that
week, the flag was not flying that evening. After a few vis-
its, I would become acutely aware of the local topography of
potholes, varying hues of streetlights, and “decorated” pub-
lic telephone “big ears” of Rádio Alerta’s neighborhood.17

After taking advantage of a parking jeitinho, a way around
the rules, recommended to me by Jair, which involved park-
ing my car in a nearby commercial space and subsequently
reattaching the metal chain across its entrance, I jogged up
to the barred door of the building housing the station. After
a buzz and a sharp but quick glance to check for the rare po-
lice fiscal, I entered the stairway up to the second floor and
the Rádio Alerta studio.

The studio consisted of three rooms. The main space
of activity was the console room, which housed pairs of CD
players, turntables, and cassette decks. The room was lined
with post-its and scraps of paper with various messages.
Virtually every surface was covered by notes—a reminder
to mention the radio frequency, the station phone number,
and personal messages to and from DJs. The only surface
not completely covered with text was part of the glass win-
dow looking into the second room, the studio where guest
artists performed live and neighborhood activists discussed
their work with the DJ and with callers. During my visits, I
never witnessed any screening of calls. The third room was
a lobby with a water cooler, a couch, and a couple of folding
chairs. I noticed that, periodically, band posters, gifts from
interviewees, would disappear and be replaced by others.
On each visit, Jair’s sister Márcia and a group of young men,
the day’s featured rap group or the occasional DJ crew and
graffiti artist, greeted me in the lobby.
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Rádio Alerta was not strictly a hip-hop station; DJs
also played evangelical music; country (sertaneja); reg-
gae; samba pagode (a contemporary rhythm and blues–
influenced genre of samba); Northeastern folk music such
as forró, popular among many in the periferia; and some
rock. The DJs selected mostly regional Brazilian and, at
times, even more local rap and evangelical music; they
rarely played nationally and internationally recognized
Brazilian music such as bossa nova or anything from the
post-sixties umbrella category of Música Popular Brasileira,
or MPB (literally, Brazilian Popular Music, pragmatically, a
catch-all term for post–bossa nova pop music). According
to DJ Jair, this selection speaks to the purpose of commu-
nity radio. Jair explained to me, “You know, I like, personally,
some songs by Djavan and Caetano and Gil [famous MPB
artists], but that’s not our role here. Neighborhood folks can
get that anywhere. We’re here to provide an alternative and
to bring the music of our people to the radio.”

Language and space in Rádio Alerta

As rap DJs sonically design their shows, they use the site
of the community radio station to mediate class position.
This is a complicated issue, because the ethnographic data
show that there is hardly a one-to-one correspondence be-
tween class standing and aesthetic tastes (Bennett 2008;
DeNora 2000; Weber 2004). It is not, as Theodor Adorno or
Pierre Bourdieu might have argued, that poor Brazilians,
in this case, enjoy rap, country, forró, and samba pagode
because all of these musical genres emphasize transparent
narratives and pragmatic aesthetic values. Certainly, a de-
sign of transparency (Pardue 2005) does have some reso-
nance in the process of identification and consumption as
it relates to music and class formation; however, I think that
linguistic practices and spatial referencing offer a more ac-
curate reading of class. The following excerpt demonstrates
community radio locality through performances of trans-
parency (content) and speech (style).

Aı́, aı́ um dois . . . é nós

Hey, hey one two/we are here in the hood/[to give you]
access to the flipside [acesso ao avesso]/before I even
begin I have to give shouts out to Deisy and Djalminho
from Vila Alpina and the help [força] they gave so we
could be on the air tonight. They hooked us up with
some wire, copper wire and fixed our antenna. [random
shouts of thanks from people in the lobby as they en-
ter the equipment room] . . . You know, there’s the pos-
itive and then there’s the negative. We have to men-
tion also the unfortunate and unnecessary event in
the plaza [praça] last Saturday night. I live right near
there and many of us saw the ridiculous police beat-
ings going on with our brothers [manos]. I know some
members [manos] of the “East Side Clan” and they
weren’t doing anything but hanging out. So, come on,

you can’t do that now! I’m going to start off tonight’s
show with a cut from rapper and “clan” member Jamu
so we can motivate ourselves to discuss this and other
stuff. We also will have a group from neighboring
Santo André here to tell us about their work. Call us at
6645.9822.

Beyond the content of DJ Jair’s opening text, which ob-
viously indexes the local, it is the performative linguistic
register within Brazilian Portuguese that effectively hits the
target of the interested periphery dweller. Many of the in-
terjections and linguistic connectors Jair employs are com-
monplace in the periphery. Provocative talk using words
such as aı́ (hey), e aı́ (what’s up, hey), mano (brother), é nós
(it’s us), and força (support) are valuable because they insti-
gate subsequent discursive actions.

The common working-class periphery interjection of
aı́ differs from the “standard” use in an essential way. The
conventional use of ai is to mark distance and position, to
point to something or someone “there” in the area of the in-
terlocutor (lá is used to denote “there” outside of the areas
of the speaker and respondent). It is, in short, an example
of deictic language. The word also functions as a connector
between one phrase or idea and another in a narrative. Over
time, periphery dwellers have added a pragmatic mean-
ing to this word, which has no literal meaning but, rather,
requires the interlocutor to respond. I interpret this “hey”
(aı́) as an extension of the first position–distance usage but
with an urgency calling for response and, in this capacity, aı́
functions as “social deixis” (Montgomery 1986).

Hip-hoppers have taken aı́ and made it a quotidian
salutation. Likewise, e aı́ functions as a pragmatic call for
action. DJ Zeca, in one of this article’s opening epigraphs,
also deploys e aı́ (hey) in his web radio broadcast, but the
local punch is missing. Obviously, there is no physical stu-
dio and no such geographical dimensions to his deictics:
Even though both web and community radio DJs occupy
and broadcast their programs from studios, community ra-
dio is more integrated into the neighborhood as a spatial
reference and thus the deictic vector ai carries an empir-
ical force lost in the web radio utterance. In short, I ar-
gue that the “there” in community radio is socially signif-
icant. Again, aı́ and e aı́ are not special vocabulary words
invented by hip-hoppers, nor do DJs Zeca and Jair express
them in a particularly distinctive way. Rather, hip-hoppers
have “trivialized” the pragmatic force of these expressions
in the sense of making them undeniably part of every-
day life. The pragmatic energy comes from local recogni-
tion, but the value is enhanced if DJs are able to couple
the provocative deictics of aı́ with the transparency of local
narratives.

Returning to DJ Jair, his utterances of mano (brother)
and força (strength, support) instigate because they are
terms of fictive kin and action-based solidarity, respectively.
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Interestingly, these expressions index racial and class
formations based on experiences shared by many periph-
ery dwellers. Again, hip-hoppers have popularized their use
(Pardue 2004). Finally, the case of é nós is an expression
of purposefully incorrect Portuguese (third-person singu-
lar é coupled with first-person plural nós). Hip-hoppers use
this phrase, borrowed from the mundo do crı́me (world of
crime), to affirm community, something akin to “we are
in the house” in U.S. hip-hop talk. Because it is so funda-
mentally incorrect according to standard Portuguese, it fre-
quently marks those who use it as working class. Yet the
majority of those who utter this phrase are not ignorant of
the basic rules of verb conjugation or subject–verb accor-
dance; rather, they want to index and foreground a shared
class background.

Furthermore, such common ground has overt spatial
dimensions. For example, gang members operating in pe-
riphery neighborhoods have increasingly utilized é nós in
their salutations and other verbal codes, which literally
demarcate boundaries and territories.18 As Ferdinand de
Saussure once argued in his metatheory of language and
meaning, definition is essentially relational and frequently
oppositional in process. Similarly, media scholars such as
Timothy Taylor (2005:259) have argued that the sociality of
radio related to defining the modern “us,” in his case, 1920s
Americans, always involves the Other. In the case of rádio
comunitária, the Other within the construction of é nós
refers to the middle and upper classes as well as the reg-
ulatory institutions of the state, for example, the police or
ANATEL monitors.

In her study of Basque Free Radio, Jacqueline Urla
(1997) focuses her analysis on language ideology as a tool
in building alternative publics in suburban and semiurban
Spain. There, as in most multilingual, multicultural nation-
states, the choice of language in a public space, such as
radio, is a political act. However, the issue is not simply
whether to provide programming in Basque or Spanish but
whether to create provocative neologisms and creolisms to
draw in listeners and elicit action in what she terms “an
extension of a sphere of intimacy.” Urla’s descriptions of
“irreverent speech,” purposefully mispronounced and mis-
spelled (in program flyers) Spanish–Basque hybrid words,
and informal modes of address by the DJ help demonstrate
her overall point that Basque radio operates according to
an alternative language ideology. As Urla demonstrates, the
discursive nature of community radio can be made man-
ifest not only in text content (Nunes 2004) but also in the
register and tone of spoken language.

In the case of community radio in São Paulo, the talk
of Rádio Alerta elicited collective participation and debate
through the primary structure of DJ Jair’s opening remarks,
later developed during the centerpiece of the interview (en-
trevista), shot through with slang performance. Such dis-
course enables a relatively shared sentiment of class and

locality within a (counter) public concretely scripted in the
space of the radio station, albeit clandestinely.

The community radio station is a collective place, one
that in times past provided a relatively open forum for vis-
its, congregation, and idea exchange. Some, of course, have
framed “radio-as-exchange” in terms of economic trans-
actions and have, for the most part, mimicked the main-
stream media model, thus limiting the democratic possi-
bilities community radio initially offered. Furthermore, the
relatively aggressive regulation by the state has compro-
mised the physical presence of community radio. Despite
the lack of a public logo and commercial veneer, as DJ Jair’s
text and intonation demonstrated on that Saturday night,
community radio and hip-hop can impose, or at least fa-
cilitate, a presence through local knowledge and, in this
manner, constitute the station as an “artistic public sphere”
(Fernandes 2006:3–5).

Conclusions

When I visited São Paulo in May of 2008, I discovered that
Rádio Alerta had closed down its operations some years
earlier. In a phone conversation, DJ Jair explained that he,
along with other DJs, had sent in the licensing paperwork
to ANATEL in late 2004 but still had heard nothing. One af-
ternoon in May of 2005, a fiscal (regulator), accompanied by
two Federal Police officers, knocked on the barred door and
asked to speak to the station managers. This time, there was
no jeito, no way to negotiate a settlement, at least not an
affordable one. The law had held firm. DJ Jair took it per-
sonally and began to list for me the various activities local
hip-hoppers and community radio activists had organized
to expose what they understood to be the “hidden agenda”
of the state.

The role of community radio in society and, more
polemically, state practices of regulation have become in-
creasingly subject to public debate. Most activists, radio op-
erators, artists, and politicians recognize that the topic is
one of democracy in its essence, because the status of com-
munity radio is an indication of the extent to which every-
day citizens have access to media resources and technol-
ogy (Pires and Miceli 1996). In Brazil, the debate is known
as the “democratization of the communication media” and
is often cited in conjunction with alerts regarding the “digi-
tal divide.”19

The present situation of community radio and hip-
hop threatens their essential relationship with their his-
torical bases of identity and reference. For example, can
hip-hop “information” maintain its value for the majority if
linked to fragmented spaces of Internet cafes, lunch-break
computer terminals, and sporadic, individual access?20 I do
not believe so, given most hip-hoppers’ attention to local
knowledge. As the foregoing discussion makes clear, hip-
hoppers mark their success as a movement by citing inroads
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into schools, public parks, nightclubs, avenue murals, and
downtown shopping centers (galerias).

As I make these claims, I realize that the desire to en-
gage with virtual spaces of hip-hop sociality, among other
forms, is significant. Of course, there is pressure and desire
within all forms of popular culture to maintain MySpace ac-
counts and blogosphere participation and therein engage
in various types of social networks. However, I believe that
Brazilian hip-hoppers, if the motivation for collective uplift
and representation of those in the periferia is truly heartfelt,
cannot jump past the neighborhood (quebrada). In my con-
versations with hip-hoppers across the ideological spec-
trum in relation to technology, all agree that the current
moment is one of fragmentation. Some see it as liberating,
allowing one to more easily share ideas and techniques be-
yond the parameters of the quebrada. Others see it as un-
fortunate but necessary in the present milieu of informa-
tion exchange. Still others see it as essentially cancerous and
worry constantly about the death of hip-hop.

In this article, I have explored the dynamic interstices
between hip-hop culture and community radio as spatial-
ized forms of technology, industry, and sociality. The pro-
cesses of identification regarding hip-hop and community
radio come into focus only if one understands rádio co-
munitária not as a conduit but as an epistemology. As hip-
hoppers insist, life’s value is not just about information, in
and of itself, but about information exchange.

The current polemic around community radio in Brazil
not only represents a struggle over media access and certain
freedoms of expression but also illuminates a tacit partner-
ship between two spheres of popular culture. This alliance
between hip-hop and community radio around a politics
of information is undergirded by a shared epistemology of
space. In this text, I have argued that the spatial contours
of radio stations and hip-hop or periphery language, as
kinds of community landmarks, remain fundamental to the
everyday exercise of agency, particularly for working-class
people. From an ethnographic perspective, the dogmatic
tones and texts of hip-hoppers in Brazil regarding issues of
“reality” are not simply performative skeins of bravura but,
in fact, hold a theoretical strand in common with commu-
nity radio activists; namely, that the underprivileged masses
will always need space as an asset in the politics of agency
and democratic representation.

Notes

1. Translations of all excerpts from Brazilian interlocutors from
Portuguese into English are mine unless otherwise noted.

2. See Portal Imprensa 2008, which states that in 2008 there were
117 official requests for “community radio” status; 54 were still
pending, and 62 stations had been denied authorization.

3. Since the publication in 1994 of Tricia Rose’s Black Noise, of-
ten cited as the first full-length scholarly monograph on hip-hop
in English, there has been a remarkably steady level of commen-

tary from a wide range of intellectuals. Since 2001, with the publi-
cation of Tony Mitchell’s edited volume Global Noise, hip-hop lit-
erature has expanded its purview geographically and theoretically.
Although there are certain divergences between U.S. and non-U.S.
hip-hop scholars in terms of political and intellectual agendas, vir-
tually all authors uphold the cultural value of hip-hop as its greatest
power.

4. I borrow the rollercoaster metaphor from the field of eco-
nomics. In particular, a number of historians and economists have
used it to depict the trajectory of “savage capitalism” during the
20th century in Brazil. For example, see Sevcenko 1993 and Eakin
1998.

5. For example, see Jesus Mart́ın-Barbero’s (1993:168–171) dis-
cussion of the role of radio in Peronismo in Argentina as an ap-
proximation of the state to the popular masses. In particular, it is
significant that Juan Perón elevated radio to the “cultural” level of
other literary forms in a country so enamored of its European liter-
ary pedigree.

6. As Nunes 2004 and Peruzzo 1998 note, loudspeakers (alto-
falantes) were central to what was termed “rádio do povo,” thus
presaging a systematic shift in the idea of agency within “the pop-
ular” (o popular) and “the people” (o povo). In her work on Basque
Free Radio, Jacqueline Urla (1997:288) posits that radio is important
in provoking citizens to see media as an arena of not just spectator-
ship but also participation.

7. See Bayma 2002. In his work with ANATEL statistics, Israel
Bayma concluded that the political party alliance of Fernando Hen-
rique Cardoso, Brazilian president from 1994 to 2002, accounted
for 73.75 percent of the ownership or managing membership of
all the radio stations throughout the country. See also Manzano
1997.

8. For more on samba poetics, see Guillermoprieto 1990, and for
more on sertanejo poetics, see Dent 2005.

9. As an interesting comparison, Uruguay implemented a similar
law and decree–law concerning radio during its 1973–85 dictator-
ship. The regulations of 1978 called for potential grantees of federal
authorization to pass an examination and present “moral creden-
tials” (see Remedi 2004:529).

10. Depending on the topography of the site, the transmitting
distance could be as great as 50 kilometers, but in congested areas
such as the São Paulo peripheries, the reach of low-wattage radio is
normally one or two kilometers.

11. Curiously, ANATEL did not register any statistics for commu-
nity radio until 2001, three years after taking over the task of legal
oversight.

12. According to Nunes 2004 and Peruzzo 1998, experiences in
Europe with low-wattage radio, particularly in Italy after the left-
ist movement of May 1968, as well as the rise of popular education
movements (MEBs) domestically had a great influence on the de-
velopment of community radio in Brazil.

13. See Taylor 2005 and Spitulnik 2002 for ethnographically rich
analyses of the integration of the radio into daily life, in the
United States during the 1920s and in Zambia during the 1990s,
respectively.

14. See Greene 2005 and Pardue 2005 for more on the semiotics
of “sound engineering” and culture as design, respectively.

15. See Mazzarella 2003:37–56 and, more specifically, 2006:476–
477 for a cogent explication of “mediation” as epistemology or, as
he describes it, the process by which “the irreducible particular-
ities of our experience . . . are rendered provisionally commensu-
rable and thus recognizable and communicable in general terms”
(2006:476).

16. Autoconstruction is a common practice in the Brazilian per-
iferia that involves architectural improvisation based on available
resources. See Holston 1991, 2008.
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17. “Big ear,” or orelhão, is the colloquial name given to public
telephone booths in Brazil. It is an iconic reference and one more
accessible public space for various forms of art; hence, my term
decoration.

18. Here I acknowledge the fascinating work of a number of
Brazilian scholars, including Gabriel Feltran, Adalton Marques,
and Paulo Malvasi, who work with members of the “crime world”
in São Paulo. Our collective participation during 2010 in discus-
sion forums held at the Brazilian Center of Analysis and Planning
(CEBRAP) in São Paulo have illuminated vibrant areas of research
into the complex and systematic connections, including sociolin-
guistic ones, between “crime” and urban popular culture.

19. A report published by the Brazilian Institute of Geographic
Statistics (IBGE) in November of 2005 concluded that 68 percent
of Brazilians have never used the Internet and only 9.6 percent
use it on a daily basis (see Universia 2005). Even if one focuses on
the Southeast region of Brazil, which contains the two major ur-
ban centers of technology and hip-hop, namely, São Paulo and Rio
de Janeiro, the digital divide is still stark. According to 2006 statis-
tics produced by the Center of Information Technology and Com-
munication Studies (CETIC), only 24 percent of households pos-
sessed a computer. If one calculates for an approximate range of
household income in the periphery (300–1,000 reais per month),
the figure drops to 8 percent with a mere 3 percent having Internet
access, and, finally, of this 3 percent, approximately 38 percent of
Internet users access the web with some sort of wideband connec-
tion, which is necessary for effective perusal of hip-hop and other
music- and video-sharing websites (CETIC 2006).

20. Data from 2006 show that roughly 25 percent of Brazilian In-
ternet users accessed the web in public places, either at free public
terminals such as those in libraries and other municipally run in-
stitutions (4 percent) and at Internet cafes currently called “LAN
Houses” (21 percent). See CETIC 2006.
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