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ABSTRACT 

 

 

 Technologically mediated listening has changed the way in which music is heard 

as well as the way in which musical communities are constructed. Communities are no 

longer necessarily tied to place, and in the case of virtual communities, musicians can 

create a sense of community and a sense of place through their interactions. Some virtual 

communities of musicians – specifically those that specialize in electronic music – are 

ideally situated in cyberspace; what a producer of electronic music hears in his or her 

headphones when composing music is exactly what the audience hears after downloading 

or streaming it.  The music remains in a digital format from its conception to its 

reception.   

 In a Brazilian virtual community of electronic musicians called EnergyBR.net, 

fans, DJs, and producers exchange ideas about music, creating a feedback loop. In 

EnergyBR.net, this cyber-feedback loop shapes musical creation as well as a sense of 

place and community. 
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I. INTRODUCTION 

  

 Technologically mediated listening has profoundly changed the way in which 

music is heard as well as the way in which musical communities are constructed and how 

they function. Communities of musicians need not have face-to-face interactions in the 

world of digital audio recordings and computer-mediated communication. Some kinds of 

musical communities are better served by live, face-to-face settings; the meeting of an 

orchestra would be more productive if all members were physically present at the same 

location.  However, there are also communities of musicians – specifically those that 

make, disseminate, and discuss electronic music – that are ideally situated in cyberspace 

in what internet scholar Howard Rheingold calls virtual communities (1993). 

 Many producers and fans of electronic music are discovering the suitability of the 

Internet for their musical interactions, especially in the case of trance music, a kind of 

electronic dance music that grew out of house music in the late 1980s with influences 

from European dance music and the American rave scene. Numerous trance-related sites 

now exist online. On these trance-related sites producers are able to create, compile, and 

modify original music on their personal computers and then distribute those sounds in 

exactly the format in which they were initially conceived.  In other words, what a 

producer of electronic music hears in his headphones when composing music is exactly 

what his audience hears after downloading or streaming it.  There is no performer to 

interpret the music and no audio recording equipment to modify or mediate the format of 

the music or the way in which it is heard. Rather, the music remains in a digital format 

from its conception to its reception.  Here, the concert hall, where the performer and 
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listener occupy the same space, is transferred to an online space, as well as the spaces 

from where Internet is accessed, including bedrooms, offices, and coffee shops. Thus, 

electronic music in a virtual community of musicians challenges the very idea of “live 

music” and the relationship between composers, performers, and listeners.  Furthermore, 

it illustrates the reconfiguration of place in the modern, urban, fractured world in which 

physical proximity is no longer central to community.  Nonetheless, the idea of place and 

metaphors of physicality are still present and extremely relevant in virtual settings (e.g., 

home page and Web site).  

 In a virtual community, a network of individuals that gather online to exchange 

ideas about a common interest, text-based dialogue is the primary form of interaction 

between members, and relationships are built and maintained through these interactions. 

In EnergyBR.net, a virtual community of Brazilian trance-techno producers and fans, 

members exchange original pieces of music, critique those pieces, and share opinions 

about well-known trance musicians. They also plan trance-related events in the non-

virtual world and discuss their community as it relates to the larger community of 

Brazilian musicians as well as the international trance community. The part of the site in 

which audio files are downloaded and reviewed, which I will refer to as the site’s “virtual 

venue,” is central to the process of community building and the development of new 

music.  The “virtual venue” allows users to interact in the space where they hear new 

music, generating an online creative feedback loop (which I call a cyber-feedback loop) 

between musical creators and consumers. Using the Web site EnergyBR.net as the unit of 

investigation, I will demonstrate that the theoretical concept of a cyber-feedback loop 

simultaneously shapes musical creation as well as a sense of place and community.  
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Methodology 

 

To understand and analyze the role of place in a musical virtual community, I 

must initially establish two central premises. First, a virtual community can be analyzed 

as a community. Second, the content of the interactions within the site can be treated as if 

they were part of a dialogue (that is, dialogic), despite the reality that some conversations 

within the site’s forum are posted over a several month period. 

 

Linguistic anthropologist Edward Sapir wrote: 

 

While we often speak of society as though it were a static structure 

defined by tradition, it is, in the more intimate sense, nothing of the kind, 

but a highly intricate network of partial or complete understandings 

between the members of organizational units of every degree of size and 

complexity. . . . It is only apparently a static sum of social institutions; 

actually it is being reanimated or creatively reaffirmed from day to day by 

particular acts of a communicative nature (Sapir, 1949: 104). 

 

 Sapir’s description of a linguistic community could be applied to describe the 

nature of community and interactions in a virtual environment. As will be shown in this 

investigation, the networks between the members of Energy BR, their dialogue, and the 

site itself create a community that: (1) educates Brazilians about trance music and 

musical expectations; (2) generates interest in trance music thereby inspiring new DJs 
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and producers and  providing them with a workshop for creating new music; (3) promotes 

the music of the community in Brazil and abroad, creating awareness of  new Brazilian 

trance producers and DJs; and (4) eventually marks their music as Brazilian, 

international, and cosmopolitan. This process is facilitated through the site’s “virtual 

venue,” which generates a cyber-feedback loop in which listeners and musical creators 

interact, producing a community identity that is then maintained through the site and the 

members’ face-to-face interactions.  

 To show this, I will systematically analyze Energy BR through three areas of 

investigative focus – (1) place, through the site’s formal structure, (2) social networks, 

which serve as the community’s informal structure, and (3) action, to understand the way 

in which music is created and promoted within the site. Throughout this analysis, I will 

use methodological tools from various disciplines. To analyze the site’s structure, I will 

use concepts of mapping analogous to those from the field of geography. For an analysis 

of the interpersonal networks, I will use social network analysis from the social sciences. 

To dissect the actions and interactions of community members, I will use discourse 

analysis from linguistic anthropology. Though none of these techniques concern music 

specifically, they will reveal a great deal about the nature of online musicking, 

Christopher Small’s principle that music is an activity rather than merely an object of 

sound (1998). Musicking, as an analytical concept that includes non-performers as 

essential to all musical activity, will be central to this study.  
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Literature Review 

 

 The study of music and its relationship to place seems to have always been central 

to ethnomusicology, from the German Kulterkreis school of mapping musical practices 

within circles to Alan Lomax’s cantometrics project in which he looked for musical 

universals. In his seminal work, The Study of Ethnomusicology: Thirty-one Issues and 

Concepts, Bruno Nettl begins his chapter on music and geography by declaring, 

“Throughout most of the history of ethnomusicology, the most important factor in 

providing information has been ‘location, location, location’” (2005: 320). Nettl worries, 

though, that with advancements in technology, “culminating (so far) in the Internet and 

cell phones, which means that communication is instantaneous and the location of 

communicators or recipients of information may be known to neither, talking about an 

abstract and ephemeral phenomenon such as music in geographic terms loses much of its 

significance” (320).   

Indeed, with the speed of current technology and the ability for listeners to access 

music from nearly anywhere in the world, music seems to be quickly losing its 

attachment to both community and place.  This dilemma is neither new nor unique to the 

Internet, however.  Since the beginning of sound recording, and even arguably since the 

beginning of musical notation, music has become reified, portable and transferable.  

Musicologist Mark Katz explains, “when music is recorded and replayed, it is removed 

from its original setting, losing its unique spatial and temporal identity” (2004: 14).  The 

Internet has only increased the rate at which sound recordings have been distributed and 

has widened accessibility for listeners.    
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 In 1963, professor of city planning Melvin Webber discussed the impact of 

urbanism and technology on community in his article, “Order in Diversity: Community 

without Propinquity.” Because “human interaction rather than land is seen as the fruitful 

focus of attention,” Webber argued, community need not be based on geographical 

proximity (1963: 25).   Webber saw technology as an asset that would build strong 

communities based on interest: 

  

Access to information and ideas has […] been extended to larger and 

larger percentages of the population, and this has been greatly abetted by 

the increasing ease of communication and transportation, across space, 

bringing books, periodicals, lectures, music, and personal observation to 

more and more people. As the individual’s interests develop, he is better 

able to find others who share these interests and with whom he can 

associate. The communities with which he associates and to which he 

“belongs” are no longer the communities of place to which his ancestors 

were restricted” (29). 

  

 While Alan Lomax’s concern of a “cultural grey-out” suggests that mobility and 

technology will lead to assimilation, dissolution, and eventual homogenization of cultural 

manifestations, Webber argues that communication technologies will preserve culture 

through “interest communities” despite the disintegration of  “place communities” and 

the attractive availability of new resources.  People will maintain their personal interests, 

he suggests, and thus seek out others for interaction. These two opinions appear to be 
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opposing: at one extreme, complete cultural grey-out, at the other, intensified yet disperse 

culture-based communities.  However, both of these scenarios can exist simultaneously.  

A community like Energy BR can be made of self-selecting members, enabling distant 

and dissimilar individuals to belong to a community that not only preserves but also 

enriches a musical culture, as Webber imagined.  At the same time, its Brazilian members 

could easily be losing interest in regional culture in favor of predominantly European and 

American electronic music.  

Howard Rheingold, author of the book “The Virtual Community,” defines virtual 

communities as “social aggregations that emerge from the Net when enough people carry 

on those public discussions long enough, with sufficient human feeling, to form webs of 

personal relationships in cyberspace” (1993: 1). Rheingold imagined the Internet as a 

place that would allow like-minded individuals to seek one another out for a wide range 

of uses, from counseling to online game playing.   

In his book Imagined Communities, historian Benedict Anderson discusses 

nation-building and the role of the imagination in creating a sense of community and a 

belief in the nation: “the members of even the smallest nation will never know most of 

their fellow-members, meet them, or even hear of them, yet in the minds of each lives the 

image of their communion” (1983: 6). Imagination plays a key role in the process of 

community building and the understanding of place in a virtual community.  Members 

must similarly believe that they are interacting with real people in a real place with a 

common purpose.   

Professor of literature Dave Healy warns how a virtual community, the “middle 

landscape on the electronic frontier,” is “not only elusive, it is also fragile” (Healy 1996: 
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66). René Lysloff, ethnomusicologist and author of an ethnography of a scene of online 

composers who create a form of electronic music known as MOD music, similarly 

discusses the elusive nature of virtual communities, comparing them to ghost towns in 

which “human presence there is rarely synchronized temporally and never spatially” 

(2003: 24). “Its inhabitants,” he continues, “exist as disembodied nomadic identities with 

no simultaneity of presence, only a collective solitude” (24).   

Lysloff’s ethnography provides a detailed look at the process of composition and 

interaction in a music-based virtual community.  The MOD scene provides composers 

and programmers a place to create, or track, new music produced by manipulating 

digitally recorded audio samples and then trade recordings in exchange of peer review.  

Lysloff’s work is thorough and includes a discussion of place in the MOD community. 

Metaphors of place, journey, and physicality are frequently used in the discussion of 

virtual communities, as Lysloff notes:  “We go to sites, we visit webpages, we surf or 

cruise the Internet, we travel the information highway to certain homepages, and so on”. 

Such metaphors are necessary for understanding the Internet. As Lysloff emphatically 

states, “the Internet is all about place” (40).  

 Unlike Lylsoff’s work, however, this research will focus on the nature of 

community identity and musical creation and will analyze the interplay between concepts 

of locality and community.  Moreover, unlike Lysloff’s MOD scene, whose “sense of 

place is defined specifically in terms of the Internet rather than the real world” (40), 

Energy BR defines itself in relation to the real world, while situated on the Internet.  This 

study of Energy BR will provide an understanding of how musicians who play an 
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important role in the “real world” trance scene in Brazil as deejays at clubs and parties 

use the virtual world as an incubator for their community and sense of musical identity.   

 

A Brief History of Trance Music 

 

 Trance music, though considered a sub-genre of Chicago’s house music from the 

1980s, is most often associated with Europe and European DJs. Specific geographical 

locations are responsible for the development of trance music. Parties in Ibiza in the 

Balearic Islands, raves in Chicago, Detroit and London, and beach gatherings in Goa, 

India all played a part in trance’s history. However, trance primarily evolved from 

German techno, specifically a style known as Teutonic beats from Berlin and Frankfurt. 

(Peel, 2007) 

 Trance, nonetheless, has at least fifteen recognized sub-genres, all with different 

histories, most of which evolved from various kinds of European electronic dance music. 

In London, house music transformed into a genre known as ambient house music, where 

DJs would play mellower electronic and sampled music in what were known as “chill 

out” rooms in London clubs. Will Fulford-Jones describes the pastiche of random 

musical samples in ambient music as “a 1980s pop culture version of musique concrète.” 

From there, ambient house traveled to the Balearic Islands in the Mediterranean Sea off 

the coast of Spain in the early 1990s where it combined with another off-shoot of house 

music known as acid house. The resulting style, heard predominantly on the island of 

Ibiza, became known as Balearic beats and eventually evolved into one of the more 

popular forms of trance music in the late 1990s. 
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 Ethnomusicologist Timothy Taylor characterizes trance music as a dance genre 

with a typical tempo of 140 beats per minute and the frequent use of a drone that 

generally complements the melody in a way that contributes to the emotional effect of the 

song. He describes trance music as having a flexible form in which “most tracks build, 

melodies change, and there are always a few moments when the beat drops out [...], 

which makes the listeners/dancers feel as though they are on the edge of an abyss, only to 

be rescued at the last possible moment by the return of the beat” (Taylor, 2001: 193).  

Unsurprisingly, trance music is intended to induce a sort of trance on its listeners; this is 

done through the persistence of the beat, the drone, and the journey presumably guided 

by evolving, swelling melodies. Certainly at raves and clubs, drugs such as Ecstasy as 

well as lighting and a collective atmosphere can contribute to the listener’s hypnotic state, 

but within Energy BR, the music itself is intended to have this effect.   

 According to the site’s “info” page, Energy BR began as a way to connect 

Brazilian trance musicians and fans to the world of European trance. DJ Jack, the site’s 

founder, sees Energy BR, in part, as an educational tool to familiarize Brazilian DJs with 

what DJ Jack considers “true trance” (“verdadeiro trance”). He writes: 

 

Bearing in mind the fact that European trance and its variants were, in 

some form, forgotten by DJs of the current national electronic scene, 

Energy BR was born to fill this lacuna.1   

 

                                                
1 These (and all others) are my translations from the original Portuguese. 
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Tendo em vista o fato de que o trance europeu e suas vertentes foram, de 

certa forma,esquecidos pelos DJs da atual cena eletrônica nacional, o 

Energy BR nasceu para preencher essa lacuna.  

 

 The site, formed in 2002, claims to be the “largest nucleus of European trance in 

Latin America” (“o maior núcleo de trance europeu da América Latina”).  By 

familiarizing Brazilian musicians with European trance, DJ Jack hopes to improve the 

quality of Brazilian trance music and to legitimize it through association with “true 

trance,” as opposed to, perhaps, American or Brazilian forms.  Brazil – as well as the rest 

of the New World – has looked to Europe for inspiration and legitimacy in the arts 

throughout much of its post-colonial history.  Brazilian composer Carlos Gomes toured 

his opera O Guarany – often described as Italianistic – through Europe beginning in 1870 

to give his work further credibility not only in Europe, but among the Brazilian opera-

going elite.  Geraldo Mártires Coelho explains, “To triumph in Europe and be recognized 

as an exponent of a European artistic language corresponded with the developed ideals of 

the Brazilian literate elites during the slavery era in the second half of the 1800s” 

(“Triunfar na Europa e ser reconhecido como expoente de uma linguagem artística 

européia era corresponder à idealização desenvolvida pelas elites letradas do Brasil 

escravista da segunda metade do Oitocentos”) (Coelho, 1996: 30). Those late-nineteenth 

century ideals are still relevant today to the musical culture of Brazil’s trance scene. 

 According to the Web site, Energy BR’s community also includes the 

involvement of DJs that DJ Jack calls “the principal names of the national (Brazilian) 

scene” (“os principais nomes da cena nacional”). The community, he hopes, “provides 
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an incentive for the production of national music” (“incentiva a produção musical 

nacional”). Like the operas of Gomes, which were uniquely Brazilian because of their 

topics and libretti, among other elements, but stylistically connected to Italy and 

recognized throughout the rest of Europe, the music of Energy BR attempts to represent 

Brazil while gaining both influence and recognition from Europe. 

 While Energy BR considers itself to be the largest community of trance 

enthusiasts in Latin America, it is certainly not the only such community. Until October 

of 2006, a rival community known as Trance Brasil (www.trancebrasil.com) made a 

similar claim until it shut down for maintenance. Now Trance Brasil’s homepage directs 

visitors to its community on Orkut, a social networking site, which allegedly has 4,500 

trance-loving members. However, searches on Orkut show no such results or even a 

community by that name, though a community called Brasil Trance, created in November 

of 2006 with 91 members, does turn up. Dave Healy was certainly right in warning about 

the elusive and fragile nature of virtual communities (1996: 66). Still, virtual 

communities are no more transient than face-to-face communities. All communities – 

even nations – are temporary, often porous, and may even dissolve. Assuming that the 

Orkut group Brasil Trance is a reincarnation of the former community, the case of 

TranceBrasil.com shows that individuals can maintain their sense of identity and even 

their social networks despite the lack of a place – including a Web site – to house their 

community, which calls to mind the concept of diaspora. However, I am in no way 

making the claim that Energy BR is a diasporic community – all but one of its members 

are Brazilian and live within Brazil. These identities are maintained through a connection 

to a shared sense of property, in this case a musical repertory that may eventually become 
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canonic. The Brasil Trance community now has another site in addition to their Orkut 

page, dicasdanoite.com.br, though the site has no community forum component – only 

agendas, reviews, galleries, and links. Another community, in-trance (www.in-

trance.net), also claims to be the “largest portal dedicated to trance in Brazil” (“o maior 

portal dedicado ao Trance no Brasil”), although this site is down for maintenance, as 

well. Presumably, members will maintain their affiliation to the community and will 

return to the site when (or if) the site goes back online. 

 Other similar communities exist throughout Latin America and the rest of the 

world. Argentina’s Club Trance Cordoba (www.clubtrancecba.tk), for example, has a 

forum with 72 members and its own Web radio.  Trancenation.com, with no clear 

national affiliation, considers itself a global resource, “dedicated to all the trance fans in 

the world.” Similarly, trance.nu avoids a national identity, calling itself the “biggest 

trance community on earth.” Trance Tribe (www.trancetribe.com) is an Australian trance 

community with members who identify as “Trancetribers” both inside and outside their 

virtual community. Isratrance.com is an Israeli trance community primarily devoted to 

Goa or psychedelic trance. While trance is rooted in so many specific locations, it is 

internationally popular and often marked with regional flavor.  In a 1998 article from the 

New York Times, Simon Reynolds called trance “the Esperanto of electronic dance 

music” and “the most popular rave sound in the world.”  

 In Energy BR, trance music is given a Brazilian flavor that in part develops from 

the exchange of ideas among members. The cyber-feedback loop facilitates the creation 

of the community’s music and necessitates, as well as relies, on the interactions between 

members, their sense of community identity, and the various components of the Web site.  
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II. PLACE: FORMAL STRUCTURE 

 
 
 The formal structure of Energy BR acts as a vehicle for the creation and 

promotion of its members’ music.  It also provides users with direct connections to the 

European and international trance scenes as well as the face-to-face trance scene in 

Brazil, which mostly takes place in clubs and raves in the cities of São Paulo and Bélem. 

An analysis of the site’s structure can show how and where musical creation, promotion, 

and other forms of musicking occur within the community, as well as identify the places 

where the community defines itself through problem solving, planning, and socializing. 

This kind of analysis is much like a study of the layout of a concert hall, rock venue, or 

school of music, which can provide insight into the role of music within that place. For 

example, you could learn about the behavior of musicians, audience members, and others 

involved in music making by knowing if a certain place is intended for listening, dancing, 

and so on.  

Also, an analysis and a map of the layout of www.energybr.net helps to create an 

image of how the place looks and works. In understanding how one room may lead to 

another, or how a page may serve as a room for listening to trance music, a cognitive 

visualization of place can emerge.  In this sense, a site map – shown here as an 

organizational diagram that maps the site’s important links – functions much like a 

labeled blueprint of a house.  Not only does it locate the various rooms in relation to one 

another, it also identifies what occurs within each room.   

Figure 1 is a site map of Energy BR. At the top of the map sits energybr.net, the 

site’s homepage.  Directly below that are the nine fixed (that is, unchanging) links from 
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the homepage: info, articles front page, reviews, contato (contact), forum, entrevistas 

(interviews), agenda, news, and links. These nine pages, which can be thought of as 

distinct rooms within the site, serve three general purposes: (1) a home for the 

community, which includes a musical workshop as well as community meeting place, 

where community rules and norms are created; (2) links to off-site services, including 

record labels and Web radios – tools that members might need – as well as links to other 

similar sites, and (3) a magazine, which functions as both a promotional tool and a 

feedback device for the community as a whole.   

The community’s home resides in its forum, which is divided into two main 

discussion categories: geral (general) and música (music), separating topics that deal 

primarily with the community, its identity, its activities, and its members, from topics that 

deal more exclusively with music (as reified sound).  The geral section includes an 

agenda, in which members announce gigs and upcoming parties, a sub-section called 

Energy BR, in which members can introduce themselves and establish community rules, 

and a sub-section called OTs e Conversinhos (off-topic discussions and little 

conversations), where members socialize and continue discussions about community 

values. The geral section also includes a sub-section called cena (scene), in which 

members talk about the successes of Energy BR DJs and producers by discussing albums 

released by those musicians and moments when well-known European DJs played 

original tracks or remixes by Energy BR producers; many of these sets are also posted in 

this sub-section, making this part of the site’s “virtual venue.”  
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FIGURE 1: SITE MAP 
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The majority of the “virtual venue,” however, resides in the forum’s música 

section, which is split into two sub-sections: trance and DJs e Live PAs, the former 

discussing individual trance tracks and displaying the work of producers, and the latter 

discussing and providing the complete sets of Energy BR DJs. Because the “virtual 

venue” is located within a forum as opposed to a Web radio, listeners are able to offer 

DJs and producers feedback about the music they hear. Throughout the entire forum, fans 

and musicians interact with one another, and though these interactions are not necessarily 

always about music, specifically, they reinforce the relationships, which serve a creative 

purpose within the “virtual venue” by means of a creative cyber-feedback loop. 

The links page provides links to sites that are run independently from Energy BR, 

but are still valuable to the community.  These links include trance record labels, DJ 

homepages, and Web radios that specialize in trance music and where many Energy BR 

DJs and producers play their works. They also connect Energy BR members to rest of the 

trance world, creating a distinction between Energy BR and other similar communities. 

There are links to Brazilian trance communities, including in-trance.net, links to Brazilian 

electronic music communities, including rraurl.com, and links to international trance 

communities, including trance.nu. By giving members these connections, Energy BR 

reinforces the notion that its members belong to a unique community – one where 

members are specifically interested in trance (as opposed to other forms of electronic 

music) and are specifically Brazilian.  

These sorts of distinctions are important to make and reinforce in a virtual 

community, since virtual communities exist in cyberspace and outside of any specific 

geographic location. Energy BR is made Brazilian by more than just its mostly-Brazilian 
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membership. It is also made Brazilian by the persistent reminders throughout the site of 

what it is as well as what it is not. For example, the community is not European, it does 

not promote psy trance, etc. By following the links to the parceiro sites, as they are called 

on Energy BR, members can quickly learn who they are not. 

 The remainder of Energy BR functions as a dynamic magazine in which the 

community promotes itself. The homepage, called “notícias,” meaning “news,” provides 

news headlines about the music, musicians, and activities of Energy BR as well as 

photos.  It also includes links to all other parts of the site, serving as a table of contents 

for the site. However, the majority of the links on the page (33 of 53 links) connect 

directly to individual news articles. 

 The top articles all relate to the works of Energy BR members.  “Flávio Grifo nas 

lojas” (Flávio Grifo in the stores), “Fabio Stein faz seu debut em Londres” (Fabio Stein 

makes his debut in London), and “Danny Oliveira lança seu novo single, incluindo 

remixes de DJ Jack e Fabio Stein” (Danny Oliveira releases his new single, including 

remixes by DJ Jack and Fabio Stein) were the site’s top three headlines on February 24, 

2007 and all discuss active Energy BR members.  The articles highlight professional 

achievements for these DJs, bringing attention to the success of members of Energy BR 

while also advertising their new works.   

 Links to interviews, reviews, and events are also available directly from the 

homepage, which also concern the professional lives of Energy BR members as well as 

trance DJs and happenings that would be of interest to a Brazilian trance fan base. These 

articles and reviews encourage members to meet at face-to-face events by making them 

aware of the trance community outside the virtual world.   
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 Energy BR also makes attempts to create an environment that mimics face-to-face 

communities.  Members are required to create a simple profile (Figure 2), which includes 

basic information such as their screen name (or alias), real name, geographical location, 

e-mail address, date of birth, and an optional photo, though very few of the members 

choose to display theirs.  Each profile also reflects membership data, including the date in 

which the member joined the community, the number of comments that member posted 

to the forum, and the date of their last visit to the site, among other statistics.   

 

FIGURE 2: SAMPLE PROFILE2 

 

                                                
2 Some information has been blurred to protect the member’s privacy. 
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 Though Energy BR is more interactive than a magazine, the clarification must be 

made that it is not a social networking site like MySpace.com or Facebook.com.  

Although I use the analytical tool known as social network analysis in this research, the 

term “social networking site” has come to refer specifically to a Web site in which 

members join, create a personal profile site, and then link their site to the sites of their 

friends, creating a social network. Energy BR members are similarly asked to create a 

profile when joining, however the profiles are basic and cannot link to the profiles of 

other members. Here, the profiles are merely informative, and the interactions on the site 

occur in public forums rather than via personal pages.  

 By storing profiles of each of the site’s members, members are able to discover 

the “reality” of the individuals with whom they interact.  Interacting with someone’s 

words alone could leave the impression that the interaction is somehow “virtual.” 

However, by providing contact information, even an email address, users can be held 

accountable for their comments. Trust is crucial in the process of sharing and critiquing 

new music in the “virtual venue”; it is the lubricant that promotes interaction as well as 

the accountability that allows advice to be taken. 

 All components of the site serve the cyber-feedback loop in one way or another. 

The interactions held in the forum create a sense of familiarity and solidarity among 

members, which are further strengthened by the trust upheld through the users’ profiles. 

Links to other sites help members by providing them with tools for producing music and 

information for learning about trance music, as well as introducing members to other 

trance and musical communities, strengthening the sense of Energy BR identity. 

Familiarity, solidarity, and trust, along with a strong sense of Brazilian and community 
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identity – all of which are fostered within rooms of the Web site – facilitate the creation 

of new, identifiably Brazilian trance music via the cyber-feedback loop within the 

“virtual venue.” The rest of the site, then, promotes this new music through articles, 

reviews, and interviews, as well as face-to-face events in which DJs can play their works 

and the works of other Energy BR producers while fans can dance and experience the 

music.  
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III. COMMUNITY: INFORMAL NETWORKS 

 

While Energy BR’s site provides a space where individuals can form relationships 

as well as generate and promote new music, the community is only able to successfully 

function as a result of the strength of the social networks between its members. The 

network itself is the engine behind Energy BR’s feedback loop. The feedback loop, 

which relies on familiarity, solidarity, and trust between members, also requires 

competence among those presenting music and those commenting on it, and varying 

levels of status, ensuring that the more knowledgeable members, or at least those that 

better represent the community, have a greater influence on musical production. These 

factors are all created and supported by the social networks that exist between the 

community’s members. 

Communications scholar Nessim Watson believes that “we should begin thinking 

of community as a product not of shared space, but of shared relationships among 

people” (1997: 120). The theories of Tönnies, Webber, and Anderson all suggest that 

interactions and beliefs create the sense of community in Energy BR.  An analysis of 

these relationships can show who holds what position within the community, which 

members are essential to the growth of the community, and so on.  Moreover, because 

Energy BR is a community in flux, in which members may join and leave the community 

at will, a study of the site’s members and their participation shows who the loyal, active 

members are and what they do to be influential within the community, either as producers 

and DJs or as fans. 
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 Energy BR currently has 388 registered members, who, with the exception of 

myself, are Brazilian and live in Brazil according to their profiles. Only sixty members 

are active, though, having posted one or more comments to the site’s forum. Only 

nineteen members have posted ten or more comments. Most of the site’s members, such 

as myself, are considered “lurkers” in Web lingo, people who read the posts and 

discussions of other members without actually participating in the community. The 

majority of Energy BR activity takes place passively, through reading and listening and 

without any real interaction. However, the site’s most active members remain a tightly 

knit clique. They were among the first to join Energy BR, and they attend and organize 

many of the live functions, most of which take place in the cities of São Paulo, in Brazil’s 

Southeast, and Belém, a northern city that lies at the mouth of the Amazon River. 

Members of the core group also live in these two cities, with the majority in São Paulo, 

including DJ Jack, Fabio Stein, Danny Oliveira, Isabella K, and Nati, and the others, 

including Márcio Passos, DJ Salheb, and DJ Bubty, in Belém.  

 Despite the geographic distance between these two cities, as well as the others 

where Energy BR members live including Porto Alegre, Rio Grande do Sul in the South 

and São Luís, Maranhão in the Northeast, members remain friends with one another 

inside and outside www.energybr.net. Their communications and friendships on 

MySpace.com, a social networking site, show the cohesiveness of their social network 

and their sense of Energy BR identity; many of them even mention their affiliation with 

Energy BR on their Myspace profiles.  
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Social Networks 

 Figure 3 is a social network graph of a section of the forum called “Energy BR.”  

It shows all members who interacted in that section of the forum between November 22, 

2005, when the first comment was posted to this section, and December 9, 2006, when 

the last comment was posted before the graph’s creation.  The graph also reflects the 

number of times that any member communicated with any other member in the forum. If 

a single user posted more than one comment to the same discussion, their participation in 

that discussion was counted only once (the software I used, visone, only allowed for the 

measurement of binary relationships rather than relationship strength)3.  Also, I linked all 

members that participated in the same discussion, regardless of when they posted their 

comment or who they were specifically addressing, assuming they would all read the 

discussion thread after contributing their thoughts. The network graph shows a visual 

representation of the links between forum participants.  Each box containing a member’s 

alias or “handle” (e.g. “trance is all” or “ISABELLA K”) is called a node.  Each line 

connecting the nodes is called a link.  In this particular radial graph, I measured for 

betweenness centrality, a concept used by network analysts in sociology and business, 

among other fields, to identify “key-players” in the community by showing the degree to 

which an individual is connected to all other individuals in the network. Each 

discussion/forum topic is represented on the graph by a uniquely colored link. The circles 

on the graph represent degrees in percentages of betweenness. The innermost circle 

represents someone with a betweenness centrality of 100%, and the outermost circle 
                                                
3 I selected this software because it was recommended to me and was also compatible 
with my Mac. However, visone, developed in Germany and available as shareware on the 
Internet, is limited in its ability to measure link strength. Nonetheless, more sophisticated 
software would not have shown significantly different results.  
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represents someone with a betweenness centrality of 30% -- that individual would be 

connected to 30% of the community’s members. 

 DJ Jack lies in the very center of the graph.  Jack is, unsurprisingly, the site’s 

founder and moderator. As a key-player, interacting frequently with all other forum 

participants, Jack plays a primary role in the distribution of information, trend setting, 

and the attitudes of the community.  From a business standpoint, Jack is wise in doing 

this; he is also a well-known Brazilian DJ and appears to be using the site to build a 

strong fan base.  

 DJ Bubty, who, unlike DJ Jack, is not a site moderator or a professional employee 

of the site, is another key-player in the community. Though he has yet to interact with all 

of those that participate in the forum, like Jack, the graph shows that he is known by most 

of those involved in this part of the forum. 

 In the site’s “virtual venue,” those dispensing opinions with higher status – higher 

betweenness, as well – have a greater influence. Opinions given by prominent DJs or 

active members carry a certain authority that helps the community form a common 

aesthetic and develop its own canon. Through social network analysis, this process can be 

observed and tracked, graphically reflecting the way in which musical canons and group 

aesthetics are developed in a virtual community. 
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FIGURE 3: SOCIAL NETWORK GRAPH 

 

   

 Musicologist Katherine Bergeron writes that a musical canon “implies a type of 

social control – a control that inevitably extends to larger social bodies as individual 

players learn not only to monitor themselves but to keep an eye (and an ear) on others” 

(1992: 3).  In Energy BR, forums about music allow the community to monitor the 

acceptable tastes of members, and key players are able to approve or disapprove of 

certain forms of music, reinforcing Energy BR’s musical sensibility. In one example, DJ 

Bubty mocked the genre of psy trance (from psychedelic trance, related to Goa trance 



 

 

32 
 

 
 

from India) over a squabble at a club in São Paulo, showing the way in which the 

community’s disapproval of psy trance is passed down. In another example, which will 

later be discussed in more detail, Fabio Stein subtly insults DJ Marosan’s set, pointing 

out that his set was anomalous to the community’s canon. Since Stein posted his 

comment, Marosan has yet to post more music to the forum. The network graph provides 

further evidence of the influence of certain individuals within the community. 

 While the actual process of canon development can best be traced through an 

examination of the content of individual discussions and the repetition of names of 

specific artists, albums, and tracks, this social network graph shows a visual 

representation of the process.  It becomes easy to see who the trendsetters are and 

therefore easy to see how Jack’s musical suggestions are recognized by a larger group of 

individuals, as opposed to those of, say, Marcio Passos. Marcio Passos must rely on his 

connections within the community to have any influence, and is, for example, only able 

to influence or reach Trance Man through his interactions with krew, nati, Jack, and 

Fabio Stein.  The idea of “six degrees of separation” is widespread in our popular culture. 

A social network graph shows exactly how those six or fewer degrees occur between the 

members of the community.  

 According to the network graph, DJ Jack, DJ Bubty, nati, Fabio Stein, and krew 

are the most active and most connected members within this portion of the site. The site’s 

own statistics show similar results: Fabio Stein has posted 142 comments to the forum; 

Jack, 133; djbubty, 108; krew, 97; and nati, 79. Interestingly, the number of interactions 

is not necessarily correlated with betweenness. Members could be connected to a larger 

portion of the community through fewer interactions by participating only in those 
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conversations that are interesting or relevant to a larger group of individuals. This 

explains why Jack is connected to more members than Fabio Stein, even though Stein has 

a larger total number of posts.  

 

Informal Structures 

 Energy BR’s forum provides a place for members to become friends with one 

another. Even though most interactions are specifically about music, members also talk 

about their plans for the community, address community related concerns, and essentially 

make small talk in conversations about their current listening habits. Energy BR also 

frequently provides activities for members, allowing them to interact and further their 

sense of community outside the virtual world.  Members can become acquainted online, 

meet at “real-life” events and parties, and then maintain their friendships in the forum. 

Oftentimes, the “real” interactions and the virtual interactions are able to intersect.   

 In a forum post from djbubty, Bubty provides a link to a review of a party known 

as TUNTZ in the city of Belém in which many Energy BR members, including DJ Jack 

and DJ Bubty, spun records and partied.  Under the link to the review, DJ Bubty offers a 

link to You Tube, a site in which small video files can be stored and streamed by anyone, 

showing a 2 minute 18 second video clip of DJ Jack onstage at TUNTZ. Bubty then 

comments, “for you to feel what we live for here!! enjoy!” (“pra vcs sentirem oq agente 

viveu por aki!! enjoy!”).  DJ Bubty not only highlights face-to-face interactions by 

showing them in film and describing them in text, but also offers a review of the event 

and provides members with an opportunity to continue their dialogue about their 

interactions or their desires to have been in attendance. For the new members of Energy 
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BR or the site’s many lurkers, DJ Bubty gives a taste of why he and other core members 

love trance music and are so involved in the community.   

 Members not only use the site to share experiences with one another, but also to 

create a set of community values, rules, and norms. By discussing problems encountered 

by the community, community members are able to establish expectations for the future, 

allowing the community to perform in a predictable and acceptable way. This, then, 

promotes and reinforces the sense of trust between members.  

 One of three active female members, Nati, posted a topic on “Drugs in the 

electronic scene,” (“Drogas na cena eletrônica”). She provided links to two articles, one 

that talks about the relationship between marijuana use and Rastafarianism, as dread 

locks and other trappings of Rastafari identity have become more widespread in São 

Paulo, and one containing the official decree of a São Paulo Municipal “Day of 

Electronic Music,” calling electronic music a sign of modernity and “one of the newest 

and most important cultural manifestations of the city.”4 The connection that she draws 

between the São Paulo Day of Electronic Music and drug use among the Rastafari is only 

implied; Nati presumably suggests that drugs have a meaningful place in some musical 

communities, and officially no place in the trance community. She comments that the 

Rastafari article “at least doesn’t say bullshit like others” (“Bacaninha a reportagem... 

pelo menos não falou merda como muitos por aí”) – it truthfully portrayed the relevance 

of drugs in a musical community without merely demonizing the subject.  

 Her post received several positive responses, including one from DJ Jack that 

warned, “drugs will always exist in any cultural form” (“As drogas sempre existiram, em 

                                                
4 http://www.soninha.com.br/v2/entryprojetossoninha_375.php 
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qualquer meio cultural”). PlasticSoul agreed, saying, “i’m with jack, all music has its 

drugs, some groups more exposed, others less... but for me music is already my drug” 

(“to com o jack, toda música tem suas drogas, alguns grupos mais expostos, outros 

menos... mas pra mim a música jah eh minha droga”). *Lady Nati* wrote, in agreement 

with PlasticSoul, “assino em baixo,” meaning, “I’ll sign below.”   While none of these 

comments explicitly condemn drug use within the trance community, they seem to agree 

on the idea that drugs, though often associated with trance music, are not part of their 

musical lives.   

 Another forum conversation dealt with a specific problem encountered by the 

Energy BR community at a nightclub in São Paulo. Three Energy BR members were 

invited to DJ at a club known as Club A. The event was advertised through EnergyBR.net 

as well as other sites. But when Fabio Stein, Energy BR’s first DJ of the night, was 

finishing his set, the club’s owner arrived and asked Stein to step down so that he could 

take over as the DJ for the remainder of the night. This created a huge controversy among 

Energy BR members that were at Club A that night, in part because they showed up 

hoping to hear Energy BR DJs, but also because the club owner played a genre of trance 

known as psy trance, which is disliked by a number of Energy BR members.  

 Fabio Stein posted a long message in the forum addressing the issue, accusing 

Club A of having a “lack of professionalism, a lack of respect, and poor manners” 

(“Falta de profissionalismo, falta de respeito e má-educação”).  He also called on 

Energy BR members to boycott the club, announcing that Energy BR would never again 

work with Club A.  The forum provided a way for the community to have some sort of 

recourse against the club.  One member, a DJ, shared his disappointment since he had 
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hoped to DJ at the club in the future, calling this a “complete lack of responsibility,” 

(“completa falta de responsabilidade”). A few members suggested that Stein was weak 

in his response and should have refused the owners demands. Others called the owner “a 

clown” (“palhaço”). Three members commented on the owner’s choice of musical 

genres, poking fun at psy trance, suggesting that the problem had as much to do with the 

owner’s poor taste as his poor manners.  DJ Bubty wrote, “sure... psy is the misfortune of 

the world!!!!”  (“pois é... psy é a desgraça do mundo.!!!!”).  

 This forum debate over the community’s dilemma at Club A also illustrates the 

way in which the community resides in multiple spaces. Clearly, their sense of 

membership to Energy BR was central in their conflict at Club A. They saw their 

gathering that night as an Energy BR activity. As soon as the Energy BR DJs were asked 

to step down from the DJ booth, Energy BR – and not just those three DJs – was 

essentially ejected from the club. This example also highlights the fact that, although 

Energy BR exists in the “real” world as well as the virtual world, the Web site functions 

as the community’s home. They have no dance floor or club to call their own, and no 

other place to gather and resolve conflicts, create social rules, and define their identity. 

 

Discourse 

 Sociologist Pierre Bourdieu wrote, “The sense of the value of one’s own linguistic 

products is a fundamental dimension of the sense of knowing the place which one 

occupies in the social space” (1991: 82). Discourse analysis, unlike content analysis from 

political science, analyzes not the frequency of word use, but rather the way in which 

language creates meaning for the community. The way in which speakers – or in this 
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case, writers – censor or assert themselves can show the role that they play within the 

community.  

 While social network analysis can graphically show the relationships between 

individuals, many aspects of their status are obscured. The particular social network 

graph used in this study is limited in that it reveals only how connected and central 

individuals are to one another and how the community is held together. Moreover, it only 

reflects a segment of the community. An additional analysis of language, however, can 

enrich the findings of the social network graph by giving a more detailed and nuanced 

understanding of the relationships between individuals within the community. It can also 

reveal senses of identity and the way in which members of Energy BR see themselves as 

integral parts of the community, as Brazilian, as worldly, or as outsiders in this 

community or the trance community in general. This is revealed through analysis of 

specific examples of discourse below. 

 

EXAMPLE 1 

Sexta-feira, Nov 25 2005, 08:51 

Fabio Stein: Qual é a sua vertente de trance favorita?  

...e respectivo DJ?  

Pra mim é o tech-trance q, na minha humilde opinião, é a vertente mais completa 

atualmente. Ela tem toda a viajera e euforia do trance, tem energia, é a q menos segue 

formulas (tirando aquele snare, mas parece q as coisas estão mudando) e, na boa, ela 

tem um efeito absurdo em qualquer pista... seja grande como pequena!  

Aproveito e digo q Marcel Woods é o meu DJ favorito nessa vertente... super eclético, 
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groove do começo ao fim, momentos melódicos, darks, atmosféricos e pesados... foda!  

É uma caixinha de surpresas! Do jeito q eu gosto!  

Sem contar q como produtor ele lança só disco foda! 

 

 Friday, Nov 25, 2005, 8:51 am 

1 Fabio Stein: What’s your favorite type of trance? ... and its respective DJ? 

2 For me, it’s tech-trance, which in my humble opinion, is the most complete type  

3  at the moment.  It has all the sense of journey and euphoria of trance, it has  

4 energy, and at least it follows formulas (removing that snare, though it seems that 

5 things are changing) and it has an absurd effect on any dance floor... be it big or  

6 little! 

7 I’ll take the opportunity to say that Marcel Woods is my favorite DJ in this  

8 variety... he’s super eclectic, groovy from the beginning to the end, with melodic, 

9 dark, atmospheric, and heavy moments.... fuck! It’s a little box of surprises!  

10 That’s the way I like it!  

11 It’s needless to say that as a producer he releases only badass CDs.   

 

Fabio Stein, who initiated the discussion, is a well-known Brazilian DJ and a site 

moderator, and his opinion is valued within the community; the site’s members 

frequently discuss his work and he writes a large number of the site’s reviews and 

articles. The social network graph also shows him as a key player. His use of language 

reveals his position in the community as well: he talks about trance authoritatively; he 
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knows about standard trance forms and the expectations of listeners and dancers, and in a 

show of modesty, he calls his opinion “humble.”  

By talking about his favorite DJs and genres, he is beginning a conversation in 

which he and his work could potentially be praised. He explains to the members of 

Energy BR, knowing that all have access to this forum, that he values trance music for its 

aesthetic qualities (with a “sense of journey” and “energy”), its psychological effect 

(causing “euphoria”), its formal structure and adherence to conventions (following a 

formula without “that snare” [snare drum-like sound] typical of other trance music), and 

its impact on dancers (having “an absurd effect on any dance floor”).   

 

EXAMPLE 2 

 

Sexta-feira Nov 25 2005, 09:13 

krew: Olha eu nao sei se gosto mais de hard ou de tech, as vezes é um as vezes eh 

outro.... respectivo dj acredito que o eddie halliwell pos ele junta os dois do jeito q eu 

gosto, cabeçudo 

 

 Friday, November 25, 2005, 9:13 am 

1 krew: Look I don’t know if I prefer hard or tech, but sometimes it’s one and  

2 sometimes it’s the other..... 

3 In respect to DJs, I think that Eddie Halliwell since he combines the two in a way 

4 that I like, it’s really heady (it messes with your head?) 
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DJ krew, in EXAMPLE 2, line one, shows his more marginal position within the 

community. As a DJ, he wants to show that he’s knowledgeable. But in conversation with 

Fabio Stein, he shows a possible sign of insecurity: he lists two favorite genres, one of 

which was Stein’s favorite. The network graph also shows that he is less connected to the 

community than Fabio Stein. Krew seems to value the psychological effect of trance 

above other aspects, claiming that he prefers DJ Eddie Halliwell because his music is 

“cabeçudo,” literally meaning “big-headed,” but probably meaning “heady” or that it has 

an effect on your mind.  

 

EXAMPLE 3 

 

Sexta-feira Nov 25 2005, 09:20 

Jack: Bom, eu gosto de tudo um pouco...hehehehehhe...não consigo gostar mais ou 

menos de 1 ou 2.  

Por isso meu voto pra DJ vai para o Randy Katana e o Simple, pois são djs bem 

ecléticos!   

 

 Friday, November 25, 2005, 9:20 am 

1 Jack: Well, I like a little of everything...hehehehehehe...I don’t follow the habit of 

2 liking one more than the other. 

3 For my vote for the DJ I go with Randy Katana and Simple, since they’re really  

4 eclectic DJs. 
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Jack’s response is the most diplomatic, saying that he likes “a little of everything” 

and prefers eclectic DJs, because as a DJ as well as the most influential member of the 

site, he seems to feel the need to remain open minded.  He does directly say that he 

values eclecticism in the work of DJs; that they should remain open minded about music 

in the way that he is.  DJ Simple, who he lists as one of his favorites, has collaborated 

with him as a producer.  

  To many members of the community, Energy BR identity represents Brazilian 

trance identity, and thus reflects their role within the context of international trance. 

Members often mention a desire for a vibrant trance community and a unique, 

internationally recognized Brazilian trance sound.  

 It is worth noting that all foreign trance sites mentioned in this thesis are written 

in English and have forums in which conversations are held in English. Even a site from 

Norway and one from Argentina are available in their native languages in addition to 

English. Both global trance sites mentioned earlier are also English-language 

communities. While not all trance sites are in English, a large number of them are. 

However, Energy BR is written almost entirely in Portuguese, and the forum takes place 

in Portuguese. English words do appear, as in the link to a “Review Front Page,” but 

English is only found in a few links and seldom appears in the forum. When it does, it is 

in the context of quotes or references, or as a way of marking an individual’s sense of 

connection to the larger trance world. Nati, who otherwise only writes in Portuguese, 

leaves the quote “Why does it hurt when my heart misses the beat?” at the bottom of her 

forum posts, probably referring to a lyric from the song, “Dr. Mabuse,” by German 

synthpop group Propaganda. She does this, presumably, not merely to express her 
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enjoyment of the song or appreciation of the lyrics, but to indicate her worldliness and 

knowledge of German electronic music. But these few exceptions aside, the Portuguese 

language plays a role in marking Energy BR as specifically Brazilian.  

 On November 23, 2005, DJ Jack asked members, “Well, since we’re at the end of 

2005, I’d like to know what you hope to see in 2006 in trance?“ (“Bom, como já estamos 

no final de 2005, gostaria de saber o que vcs esperam de 2006 no trance?”). Though the 

conversation ultimately became a heated debate about drug use in the trance scene, it 

began as a list of desires, most of which have much to do with the establishment of a 

unique and internationally appreciated Brazilian trance scene.   Krew wrote, “here in 

Brazil I trust in an evolution of the national scene,” (“aki no brasil confio numa evolução 

da scena nacional”). DJ Jack agreed, saying that he’s “certain that our space will be 

bigger, we’ll have more recognition, etc” (“Eu acredito que 2006 será de consolidação 

como disse o Bubty, tenho certeza de que nosso espaço será maior, teremos mais 

reconhecimento, etc.”).   Explaining the necessity to support the Brazilian trance, 

Thiago_Leonardo wrote, “It’s not bringing foreigners to parties for playboys5 that will get 

the trance scene recognition. First, we have to value what comes from home”(“Não é 

trazendo gringos com festas para playboys [...] que vai fazer a cena trance ter 

reconhecimento. Primeiro têm que dar valor com o que é da casa!”). Fabio Stein extends 

Thiago_Leonardo’s request for a smaller foreign presence and a greater Brazilian 

presence at trance parties, asserting that “parties with foreigners are becoming an absurd 

banality” (“festas com gringos estão caindo numa banalização absurda”).  Many of 

these posts conflate national identity, at least in terms of trance music, with Energy BR 
                                                
5 Playboy is a Brazilian slang term for a “wealthy, white male youth,” according to 
linguistic anthropologist Jennifer Roth-Gordon, forthcoming.  
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identity, reinforcing the belief that the music produced by Energy BR is representative of 

Brazil and Brazilian trance. 

 The social network – shown here through a social network graph and an analysis 

of the members’ language – creates and reinforces all necessary elements for the creation 

of music through the feedback loop. The network itself drives the production of music, 

with fans like Nati actively supporting those DJs in the center of the graph, and DJs like 

Fabio Stein using his relatively central position to reinforce community standards. The 

workings of the network also promote trust and congeniality between members through 

the development of accepted rules and expectations that, in turn, promote musical 

creation, sharing, and criticism. Lastly, community desires and values suggest a strong 

sense of Brazilian and community identity, allowing for a sense of collaboration and 

ownership and a feeling that the musical output of the community is unique to this 

network in particular.  
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IV. ACTION: MUSICAL CREATION AND TRANSMISSION 

 

 The acts of listening to music and producing or DJing new music and sharing it 

through the site are interactive. Community members can instantaneously comment on 

the musical works that they hear, making themselves a target audience for DJs and 

producers who can tailor their music to fit the community’s expectations. Because these 

interactions contribute to the status and level of involvement of members, DJs and 

producers create music that will be approved of by those with power in the community – 

not just other DJs and producers, but any of those members with higher centrality and 

higher status. These interactions and this process is the cyber-feedback loop, allowing for 

the creation of music that can ultimately be representative of the community. 

 Although listening to and discussing new music is a key component of Energy BR 

activity, the site itself does not provide a Web radio explicitly for streaming – listening 

live on the Internet – or downloading music.  Rather, members are provided with two 

alternative modes of listening to music in the “música” section of the forum: they can 

either follow links from within the “trance” subheading to other sites that support the 

work of Energy BR DJs or they can download music provided by members in the forum, 

mostly in the “DJs e Live PAs” section. Despite the lack of a Web radio on the site itself, 

the forum’s “música” section does provide a “virtual venue” in which members leave a 

great deal of evidence showing the importance of listening to their involvement in the 

Energy BR community.   

 On December 22, 2005, DJ Jack wrote, “My new podcast was on air at rraul, this 

time dedicated 100% to national [Brazilian] productions” (“Entrou no ar o meu novo 
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podcast no rraurl, dessa vez dedicado 100% á produções nacionais”), and then provided 

a link for listeners to download his podcast, a media file that can be downloaded to a 

computer or portable music player such as an iPod. RRAUL (www.rraul.com) is a 

Brazilian Web site that identifies itself as an “electronic zine” dedicated to the Brazilian 

rave scene and electronic music.  It functions much like Energy BR, but with a broader 

scope, as well as its own audio player and podcast library.  Energy BR, because of its 

limited focus and relatively small membership, makes use of sites like www.rraul.com 

that can store large media files to supplement its own community’s needs.  

 Energy BR DJs also often list their own “track lists” along with a link for 

members to download the sets (collections of songs played consecutively with no break 

between tracks) directly from the forum. DJs also commonly try to engage listeners in 

dialogue about the music, perhaps fishing for compliments, or genuinely looking for 

advice. But the request for suggestions makes the act of listening an interactive one, 

where the listeners’ opinions appear to be valued by the musician, potentially allowing 

for a creative feedback loop between listener and producer or DJ. 

 In an article about the rise of early radio, Timothy Taylor wrote about how the 

radio, which was “thought to have conquered both space and time,” brought live 

performances into the homes of listeners, thereby “blurring the distinction between public 

and private” (2005: 259). The interactions surrounding listening on the Internet in Energy 

BR take this kind of intimacy one step further by bringing the listeners back to the 

musicians; while listeners are able to hear live music in their own homes, DJs and 

producers are able to interact directly with listeners, also from their homes. For listeners, 

reading the words of a DJ who describes his music and asks for advice before they hear 
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the music creates a sense of intimacy and privacy. Conversely, these private interactions 

between musicians and listeners are displayed on the site publicly, turning a private 

listening experience into a public discussion.  

 Linguistic anthropologist Susan Gal writes that “the public/private dichotomy is 

ideological, that its application and invocation are interest-laden and positioned” (2005: 

25). While Gal is specifically referring to notions of public and private in two different 

political contexts – democratic U.S. and communist Eastern Europe – the idea that this 

dichotomy represents a positioned ideology can be applied to Energy BR. In this case, the 

act of listening in Energy BR represents a musical ideology in which every member of 

the community has free, equal access to music and where musical creators value the 

opinions of listeners. This contrasts with popular music, in which musicians are only able 

to gauge audience reaction through record sales, and possibly fan mail, but these 

interactions are rarely direct and reciprocal. Certainly, not all opinions in Energy BR are 

valued equally, as shown through the social network and discourse analyses. Still, the 

community wholly encourages the involvement of community members in the forum and 

at live events, giving all members equal access to the music and allowing listeners to 

participate in the compositional process. This equal access and open participation is 

encouraged by the simultaneously public and private use of space, where all members can 

experience music privately but have an equal opportunity within the forum to share their 

opinions publicly. 

 Figure 4 shows a post from the forum on March 5, 2007 in which member and DJ 

carlossalheb (known as DJ Salheb) wrote, “Guys, here’s a set that I did on the fifteenth of 

the past month, and this is more or less the line-up that I’d played here in Belém, I hope 
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that you like it” (“Pessoal, ai vai um set que fiz no ultimo dia 15, essa é mais ou menos a 

linha que tenho tocado aqui em Belém, espero que vcs gostem”).  Below the track list, 

carlossalheb wrote, “Have fun, criticism, suggestions, and compliments will be welcome” 

(“Divirtam-se, críticas, sugestões e elogios serão muito bem vindos”). Members have yet 

to comment on DJ Salheb’s work, but to hear his music, all listeners need to do is click 

on one of the links that Salheb provides.  

 

FIGURE 4: SAMPLE TRACK LIST 

 

 

 In his only post to Energy BR’s forum, DJ Marosan posted a link on September 

17, 2006 to one of his sets, which he called (in English) “Melody for Your Dreams.” 

Marosan opened his post by asking, “Is this there some formula to cause emotion in 
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someone with a sonorous stimulus?” (“Existe alguma fórmula para causar emoção em 

alguem com um estímulo sonoro?”) This, of course, poses a larger musicological and 

neuroscience-related question, bringing to mind the work of Gilbert Rouget and Judith 

Becker, who study the relationship between ecstatic experience and music, and Leonard 

B. Meyer, whose book, Emotion and Meaning in Music, deals with the psychological 

aspects of musical communication.  But, as its name implies, trance music really is all 

about causing an altered state of consciousness, at least to some degree, in listeners. The 

emotional and psychological effect of the music is mentioned throughout the site and 

throughout the discourse of trance music. Marosan wrote, “for me music is extremely 

personal” (“pra mim a música é extremamente pessoal”) and that “one day I was able to 

register this emotion” (“Um dia desses consegui registrar essa emoção”), referring to his 

experience as a DJ creating “Melody for Your Dreams.”  

 Fabio Stein responded to the post, mentioning Marosan’s “super eclectic taste” 

(“um gosto super eclético”), saying, “This set came as a surprise to me, considering the 

amount that he dedicated to the breakbeat” (“Esse set veio como surpresa pra mim, 

considerando o quanto ele tem se dedicado no breakbeat.”).  A breakbeat, in electronic 

music, strays from the steady pulse expected from most dance music and emphasizes 

syncopation and polyrhythms.  Perhaps Stein’s comment, informing Marosan of the way 

in which his music was atypical for Energy BR, deterred Marosan from posting more of 

his work.  Presumably, Marosan was unsuccessful in eliciting an emotional response like 

his own from listeners.  

 Nonetheless, the feedback that he was given by Fabio Stein, one of the 

community’s best-respected DJs, shows the breakdown of the public/private dichotomy. 
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Marosan admitted to revealing his personal emotions by putting his music on display. 

Stein then commented on the music publicly, addressing the community instead of 

Marosan in his response by describing Marosan’s musical taste and referring to him in 

the third person. The blurred lines between public and private facilitate the feedback loop 

between listeners and DJs by giving musicians the sense that they can privately and 

intimately share their work, but on a large, public scale to get recognition, and by giving 

listeners the sense that they can privately experience the music and still share their 

opinions publicly.  

 Energy BR’s “virtual venue” and its feedback loop allow the site to function as a 

kind of workshop. Producers are able to post tracks and encourage listeners to give 

feedback. DJs ask for suggestions about what tracks should be included in their sets. Fans 

are able to ask for recommendations about what songs they should be listening to, what 

artists they should know, and what albums they should buy.  

 In his book, “You Better Work!”: Underground Dance Music in New York City, 

ethnomusicologist Kai Fikentscher argues that a DJ, though generally considered merely 

“a person who operates a turntable” (2000: 35), should rather be thought of  as a skilled 

musician, with two turntables and a mixer as his or her instrument.  With techniques like 

“slip-cuing,” “cuts,” and “overlays,” DJs are able to artistically seam one track into the 

next while maintaining “simultaneous control of tempo, volume, and balance of timbres 

and textures” (37).   The DJ’s skill also lies in his or her knowledge of music: 

programming the music for a set should “consider the overall duration of a night of 

uninterrupted music . . . with its slow and gradual increase of energy at the beginning, the 

pacing toward one or several peaks that find their ultimate release in the last record” (41).  
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The idea of energy peaks is a common theme in Energy BR– even the site’s name refers 

to the feeling of energy created by the music. While DJs need to rely on their own skill 

for the actual act of mixing a set, they can look to others for suggestions on how to 

artistically and effectively program their set, which is at the center of the compositional 

and artistic (as opposed to skill related) aspects of DJing. In Fikentscher’s article, “The 

Disc Jockey as Composer, or How I Became a Composing DJ,” he explains: 

 

A DJ begins with fixed musical texts (compositions) and alters them in 

multiple ways, creating his or her unique performance (the mix) by 

undoing or ''de-composing'' finished compositions (in most cases, 

recordings not of one but of many performances mixed together to sound 

as one) (1999: 94).  

 

 Energy BR members, who have an interest in and knowledge of the repertoire, are 

qualified to help DJs in the art of programming. Also, if a DJ’s goal is to make his or her 

listeners experience the kind of trance and emotion that DJ Marosan experienced as a DJ, 

the kind of energy peaks discussed by Fikentscher, advice from those that will listen to 

the music will clearly increase the chance that they will connect with it. 

 On December 12, 2005, DJ Jack announced that he would be hosting a Christmas 

special on PureDJ, a Webradio station, featuring the best tracks of 2005 (Figure 5). Jack 

then asked members to give their suggestions for what he should play on the show, 

saying that he would make his set list based on the suggestions, though warned that there 

would not be time to play everything. Several members gave their opinions, listing 
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diverse tracks including some by DJ Jack and Fabio Stein. Nati suggested ten tracks, two 

of which were produced by Energy BR members: Metomorfose, produced by DJ Jack and 

Fabio Stein, and Define It, produced by Flávio Grifo. She also included two remixes by 

DJ Simple, who has collaborated with DJs Jack and Stein, Johan Gielen, a well-known 

producer and DJ from Belgium, and a remix by Dutch DJ Sander van Doorn.  

  Nati’s suggestions allow DJ Jack to create a set that he may have otherwise 

avoided; by listing music that Jack produced in her list of the best tracks of 2005, Jack 

can unpretentiously play his own music in a “best of” set and make his name part of the 

community’s canon.  

FIGURE 5: WEBRADIO ANNOUNCEMENT 
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 Because listeners are able to comment on DJ sets and newly produced works, DJs 

and producers are easily able take the advice of their fans, either by editing their work or 

creating new work to reflect the desires of their community.  It becomes important for the 

Energy BR community to see DJ Jack and Fabio Stein gain international success since 

they also represent their community. Conversely, DJ Jack and Fabio Stein have a 

responsibility to their community to maintain their connection to Energy BR despite their 

success.  Tracks like DJ Jack’s recently popular, “Made in Brazil,” which begins with a 

samba bateria (pure polyrhythmic percussion), help fulfill Jack’s desire to create a 

Brazilian trance sound and connect his music to his community.  “Made in Brazil” is now 

apparently popular among foreign DJs, including DJ Choose from Denmark, Suzy Solar 

from Miami, and Joop from Holland, bringing international attention to the Brazilian 

trance sound; on his MySpace profile, Jack mentions that these DJs have shown an 

interest in this particular track.  

 DJ Jack and Fabio Stein also collaborated in producing a track, “Energy BR 

Anthem,” which is popular among Energy BR members (it is often mentioned in the 

site’s forum), but was mastered by DJ Simple from Switzerland.  Many fans of trance 

often describe the trance sound as “anthemic.” The word “anthemic” in this case refers to 

an emic use common to pop music, as opposed to the typical musicological definition 

that refers to strophic, homophonic hymnody.  In Urban Dictionary, 

www.urbandictionary.com, a user-generated dictionary in which users vote for the most 

accurate definition of a word, the word “anthemic,” in reference to punk music, is used to 

describe music with “plentiful singalongs and a tight, melodic, and often heavy rhythm 

section” (sic).  Another site, www.moodbook.com, with a lengthy definition of trance 
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music, calls anthemic trance music “emotional and uplifting.” The title of the song 

therefore suggests that in addition to having uplifting, sing-a-long qualities, it functions 

as an anthem for the community (referring to national anthems), giving them a song for 

which they can feel a sense of group pride and solidarity. 

 While there is no clear evidence that producers take explicit advice from Energy 

BR members in their production of new music, there is evidence that producers clearly do 

produce music with their fans in mind and with hopes to meet the community’s musical 

expectations. There is also evidence of DJs taking direct advice for their set lists, 

allowing community members help program sets. Thus, the cyber-feedback loop, which 

allows for instant appraisal of new works from listeners followed by responses (either 

textual or musical) from DJs and producers, influences the creation of music, generating 

music specifically created for this community and its desires, expectations, and values. 
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V. CONCLUSION 

 

 This project began as an attempt to map a virtual community of musicians to 

prove that place can be relevant in a non-geographic community. However, my study of 

the relationship between place and community in a virtual environment – specifically one 

in which music is created and played – reveals a powerful kind of musical collaboration 

linked to a new interactive way of listening to music and a direct method for consuming 

music. All of these activities are enabled by the speed of the Internet and the direct public 

interactions between users. Furthermore, the site’s location in cyberspace with no fixed 

geographic center allows those few trance-loving Brazilians, scattered around the 

country, to find peers and collaborate musically.  This is exactly the kind of interest-

based community imagined in the 1960s by city planner Melvin Webber.  

 Energy BR also shows that while this community could have been purely a 

cybercommunity (i.e. existing only on the Internet, as do some of the trance communities 

that consider themselves global entities), Energy BR instead actively grounds itself. It 

does so by promoting parties in the Brazilian cities in which many of its members live. 

These geographically located activities reinforce a shared sense of national pride and 

identity. As with non-virtual, place-based trance communities, such as those centered on 

the island of Ibiza and the Indian state of Goa, national or location-related affiliation 

remains an essential component of its identity. While the virtual location of Energy BR 

permits members to instantaneously interact with people from cities on opposite ends of 

the country – São Paulo and Bélem could hardly be farther apart and still be in Brazil – it 

also challenges the notion that the community is somehow actually Brazilian, since users 
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from places like Tucson, Arizona are permitted to join this community (though non-

Brazilians do not seem to join the site, perhaps because the Portuguese language acts as a 

barrier). Since the site’s location on the Internet cannot link it exclusively to Brazil, the 

members must construct the Brazilian identity in a way that situates it in the context of 

international trance. One way they do this is by creating trance music that they consider 

to be distinctly Brazilian.  

 The discussion above has shown how a cyber-feedback loop shapes a site, its 

community, and their kind of music. The cyber-feedback loop embodied in Energy BR’s 

compositional process structures the Web site: it provides forums to create trust-based 

relationships that allow a feedback loop to work successfully; it provides information and 

resources, musical examples, and other links to other communities as models and points 

of comparison. Furthermore, it provides a venue for the promotion of the work created 

within the community.  

 Similarly, this compositional process structures the social networks that constitute 

the community. The interactions in the virtual venue create varying levels of status, 

which then feed back into the work process, giving certain members authority to 

determine and reproduce their musical values. It is also within the networks where 

participants develop trust and solidarity, allowing them to give and take advice. The 

community’s social network is, as previously stated, the engine that drives the feedback 

loop.  

 Lastly, the feedback loop influences musical output, ensuring that producers and 

DJs create music that appeals to the community’s values and adheres to their standards. It 
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also encourages and allows for more active collaboration, in which the advice and 

opinions of listeners are sought and then incorporated into musical sound.  

 The music of Energy BR is only beginning to sound and look specifically 

Brazilian. However, this musical outcome is only one of the actual products of the virtual 

community. While in popular music value is placed on the individual success and image 

of superstars, and in Western art music value is placed on the great composers, the 

example of Energy BR shows a musical culture that values the collaborative work of a 

community. This work is made possible by Internet technologies, countering concerns 

that communication technologies could lead to the dissolution of musical culture. 

Moreover, the case of Energy BR suggests that a virtual community can provide a place 

for like-minded individuals who live in the modern, fractured world to interact creatively 

from distant locations in a way that still allows them to hold on to their sense of grounded 

national identity.  
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