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For Emily




You are now about to witness the
strength of street knowledge.

—DR.DRE, 1988




THE PIRATE’S DILEMMA





INTRO

Enter the Lollipop
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“Meter Pop” street installation by Mark Jenkins—Independence Avenue, Washington, D.C., January 15, 2006

© Mark Jenkins

Imagine you’re in your car, rolling down Independence Avenue in Washington, D.C. It’s a cold, crisp January morning. You flick on the radio and rotate through the FM crackle until a song you like hacks its way through the static. You twist the tuner until you’re locked in and the track floats from the speakers in clear stereo, filling the vehicle.

But not for long. Moments later, at the light, an SUV lurches to a stop beside you, blasting bass-heavy hip-hop beats. Your music instantly splinters as the low-end frequencies of the superior neighboring system rattle your windows. You glare at the guy reclining in the driver’s seat, but his cap is pulled too low over his face to catch his eye, and the sunlight is catching on the expensive-looking watch on his left arm, stretched across the steering wheel. As the bass reverberates through the traffic, he nods in time with a stuttering snare drum. Gravelly lyrics make their way out into the winter air.

This guy, it strikes you, could be hip-hop’s modern-day poster child. He exudes swagger, confidence, and aspiration. The penchant for heavyweight cars and luxury jewelry is obvious, yet the sound track suggests a deep-seated connection to the street and the perceived realities of poverty. He looks like an extra from a P. Diddy video, but he could be a college student, crack dealer, or quantum physicist. There is no way of telling.

He could be from any number of social or ethnic backgrounds. This guy is one of a hundred million people in the United States alone under hip-hop’s influence, enchanted by one of the largest cultural movements on our planet today. To many, he represents the sum total of youth culture’s progress.

But you’re too busy admiring his watch and glaring at his obnoxious speakers to check your mirrors. If you had, you might have noticed that the future of youth culture is actually pulling up behind you.



What you did notice is your radio, which has just cut out. You lean forward and adjust the tuner. Nothing. In the SUV next to you, the radio has gone silent, too. You look across to see hip-hop’s poster child banging his dashboard; he looks as frustrated as you are. You check the sunroof—the skies are clear, no aliens jamming your signal. Nothing in your rearview mirror either, except some kid in a Prius with a blank expression.

Of course, you can’t see the iPod connected to a modified iTrip on his passenger seat. It’s even less likely that you’d guess he’s using these devices to broadcast silence across the entire FM band, transmitting tranquillity pirate-style in the thirty-foot radius around his car.

The unassuming face in the Prius is the latest in a long line of youth culture revolutionaries, a band of radio pirates who have manipulated media for decades. They founded Hollywood, reinvented many forms of broadcasting, and helped win the Cold War. While changing the face of media around the world, the guy in the Prius, like his many predecessors, has gone almost completely unnoticed by mainstream society.

The light turns green and you pull away, still puzzled about what just happened. You head straight on. As the SUV and the Prius hang a right onto Ninth Street toward the Southwest Freeway, your radio suddenly comes back to life. A few minutes later, you’ve almost forgotten the incident as you park farther down the avenue. But as you fumble for change for the meter, you are about to have an even stranger encounter with youth culture.

Instead of the parking meter you use every day, a four-foot-high lemon-yellow lollipop is sticking out of the ground, basking unapologetically in the morning sunshine. Did you accidentally park on the set of Hansel & Gretel?



On closer inspection, it becomes clear you didn’t. The parking meter has been remixed into a piece of countercultural candy, its sugary facade made entirely of bright yellow Scotch tape. It is the calling card of another group of society’s unsung heroes—a group of pirates who manipulate public space rather than the public airwaves. The lollipop is one of the many hallmarks of an invisible army who started a revolution with pens and spray cans. They have affected advertising, fashion, film, and design, among other industries. They have established billion-dollar brands, focused the media spotlight on controversial political issues, and changed the way we think about the world around us.

On our airwaves, in our public spaces, and through the new layers of digital information that envelop us, pirates are changing the way we use information, and in fact, the very nature of our economic system. From radio pirates to graffiti artists to open-source culture to the remix, the ideas behind youth cultures have evolved into powerful forces that are changing the world.

For the last sixty years, capitalism has run a pretty tight ship in the West. But in increasing numbers, pirates are hacking into the hull and holes are starting to appear. Privately owned property, ideas, and privileges are leaking out into the public domain beyond anyone’s control.

Pirates are rocking the boat. As a result people, corporations, and governments across the planet are facing a new dilemma—the Pirate’s Dilemma: How should we react to the changing conditions on our ship? Are pirates here to scupper us, or save us? Are they a threat to be battled, or innovators we should compete with and learn from? To compete or not to compete—that is the question—perhaps the most important economic and cultural question of the twenty-first century.

A man at the intersection between youth culture and innovation named John Perry Barlow, the cofounder of the Electronic Frontier Foundation and former lyricist for the Grateful Dead, summarized the problem in 2003:


Throughout the time I’ve been groping around cyberspace, an immense, unsolved conundrum has remained at the root of nearly every legal, ethical, governmental, and social vexation to be found in the Virtual World. I refer to the problem of digitized property. The enigma is this: If our property can be infinitely reproduced and instantaneously distributed all over the planet without cost, without our knowledge, without its even leaving our possession, how can we protect it? How are we going to get paid for the work we do with our minds? And, if we can’t get paid, what will assure the continued creation and distribution of such work?

Since we don’t have a solution to what is a profoundly new kind of challenge, and are apparently unable to delay the galloping digitization of everything not obstinately physical, we are sailing into the future on a sinking ship.



This is the story of how pirates might save this sinking ship. Often pirates are the first to feel the winds of change blowing. The answer to the Pirate’s Dilemma lies in the stories of pirates sailing into waters uncharted by society and the markets, spaces where traditional rules don’t apply. The answers lie in the history of youth culture.

For more than sixty years, teenage rebels have been doing things differently and working out new ways to share information, intellectual property, and public space. Behind youth movements familiar to us are radical ideas about how we can compete, collaborate, and coexist in an environment where old assumptions about how we treat information do not hold.

The Pirate’s Dilemma will chart the rise of these radical ideas—ideas that started with individual mavericks conducting crazy social experiments which eventually enter everything, influencing business, politics, and many other areas.

For the first time, the dots between our collective future and youth culture’s checkered past will be connected, illustrating how a handful of seemingly random absurdities inspired some of our most important innovations. Right under our noses, the ripple effects of youth culture have been changing the way we live and work. But much of the time these effects have gone unnoticed.

Soon enough, though, everyone will notice. The Pirate’s Dilemma is not just facing those who deal in digital information—it’s escaping into the real world, too. As we shall see, new technologies could make it just as easy for us all to download physical products the way we download music, and we can already jam information being broadcast with a narrowcast signal of our own, signals that collectively have the power to overthrow presidents.

The Information Age has hit puberty and is experiencing growing pains. By remembering our own teenage years we can piece together the best way to ease this transition, searching out and understanding successful business models that entered society from the edges, many directly from youth cultures.

We rebel through youth movements because we recognize that things don’t always work the way they should. They are a way of communicating alternatives without inciting bloody revolutions, a way to reorganize systems from the inside, which isn’t easy to do. As rebel economist E. F. Schumacher observed of the damaging effects of the systems that govern us: “to deny them would be too obviously absurd, and to acknowledge them would condemn the central preoccupation of modern society as a crime against humanity.” But as teenagers most of us aren’t reading Schumacher. Instead we protest with youth culture, social experiments—informal studies in the art of doing things differently that have given us good music, bad haircuts, and new ways to operate.

The little-known eureka moments in youth culture documented in this book are rare and priceless. The big bang happens when a strange new idea suddenly makes sense to a handful of people, who then transmit it to others. Experiencing one is like a revelation, a glimpse into the future.

When we see superstars and brands emerge from these scenes years later, it becomes clear to us all what these radical ideas that start small can mushroom into. The story of youth culture’s commercial success has been reenacted many times, performed by a variety of players against the backdrop of different genres across the globe. Rappers such as 50 Cent can make $50 million a year without even releasing a record; a graffiti artist such as Marc Ecko can develop his tag into a multinational brand worth more than $1 billion. “Today the most disruptive voices are no longer the artists’ voices being piped over the corporate airwaves,” Ecko told Royal magazine in 2006. “It’s the voice of the pirate, the pirate has become the producer. The indy-punk ‘f the man’ message is no longer a hook in a song. It’s scary. It’s hungry. It’s Godzilla. He’s knocking on the door uninvited, ready for dessert.”

And these new Godzillas aren’t just graffiti artists or multimillion-dollar MCs. The face under Godzilla’s rubbery mask could be yours. I call this problem the “Pirate’s Dilemma” and not the “Pirate Dilemma,” because there is no difference between us and them. Illegal pirates, legitimate companies, and law-abiding citizens are now all in the same space, working out how to share and control information in new ways. The Pirate’s Dilemma is not just about how we compete against pirates, and how we treat them, it’s also about how we can become better by recognizing the pirate within ourselves.



How did we get here? What do the new conditions shaping our ship mean, and what do they tell us about where we are going next? To answer these questions, I’ve pulled together the work of leading academics, historians, innovators, and visionaries from a wide variety of disciplines, whose ideas and insights are illustrated with a cast of characters that includes such icons as Andy Warhol, the Ramones, Madonna, Pharrell, and 50 Cent. I’ve drawn on my own experiences growing up as a pirate DJ in London, at the flash point of emerging scenes, and my professional life immersed in the mainstream music, media, and advertising industries.

I’ve met with and interviewed legendary musicians, artists, entrepreneurs, and DJs who have changed things for the rest of us, often without us knowing. From hip-hop moguls such as Russell Simmons to media mavericks such as Wikipedia founder Jimmy Wales, I’ll tell the story of a world ruled by the Pirate’s Dilemma with the assistance of some of our best-known change agents.

But I’ll also be introducing you to some extraordinary people who are telling their stories for the first time. You’ll meet the nun who helped invent dance music, and learn how the ideas she promoted in a children’s home in the 1940s are transforming the free market as we know it. You’ll meet the three high school kids who remixed Nazis into Smurfs in the 1980s, and changed the future of the video game industry as a result.

We’ll meet the professor who can tell us what will happen to Nike when it becomes possible for kids to download sneakers. We’ll see how the hippie movement was responsible for the birth of the personal computer. We’ll find out what graffiti artists, fashion designers, and French chefs can teach us about the future of copyright, and uncover how a male model, messing around with disco records in New York in the 1970s, changed the way Boeing designs airplanes. But before we do, we need to understand the thinking behind the business model that gave rise to the Pirate’s Dilemma. This is a new version of the old system I refer to as “Punk Capitalism.”



“This is Punk Capitalism,” Bono proudly announced to the world, as a torrent of camera flashes ricocheted off his trademark tinted glasses at an October 2006 press conference. The rock star philanthropist was in Los Angeles to launch the Product Red campaign, backed by a phalanx of CEOs from companies such as Nike, American Express, Gap, Apple, Armani, and Motorola, all of whom had signed on to create a range of products whose profits are used to help fight AIDS in Africa.

But ten years before Bono’s press conference, three Canadian punk rockers, who we’ll hear from shortly, had been using the term to sum up their philosophy long before Product Red—a philosophy they used to grow a fanzine into a multimillion-dollar media empire.

I use the term Punk Capitalism to describe the new set of market conditions governing society. It’s a society where piracy, as the cochair at Disney recently put it, is “just another business model.” A society where the remix is changing the way production and consumption are structured, rendering the nineteenth-century copyright laws we use obsolete. A world where advertising no longer works quite the way it did. It’s a place where open-source ways of working are generating a wealth of new public goods, niche markets, knowledge, and resources—free tools for the rest of us to build both commercial and noncommercial ventures. It’s a place where creativity is our most valuable resource. It’s a marketplace where things we used to pay for are free, and things that used to be free have to be paid for. It’s a world where altruism is as powerful as competition, inhabited by a new breed of social entrepreneurs, a creative resistance who make money by putting as much emphasis on truly making a difference as they do on turning a profit.

The philosophies that underpin Punk Capitalism took shape in the roots of punk rock. But as we shall now see, the story of Punk Capitalism actually begins in the roots of a hairstyle, created in the 1960s by a runaway teenager from Kentucky—a hairstyle that would change the world.








CHAPTER 1

Punk Capitalism

From D.I.Y. to Downloading Sneakers
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Illustration by Art Jaz

“I’d noticed that hair mattered.”

He’s sitting across from me in the back of a café. You wouldn’t think that hair mattered to look at him. His dark brown hair falls around his thick-rimmed glasses down to his jaw, casually framing his face. He has that relaxed, just-got-out-of-bed look. Not the on-purpose kind media types have, but as though he actually might have. It doesn’t look as though he’s given hair much thought at all, but the man I am talking with had one of the most important haircuts of the twentieth century.

This is Richard Meyers: writer, poet, artist, and former front man of bands the Neon Boys, Television, and the Voidoids. He is better known as Richard Hell, and the angular hairstyle and cut-up clothing he pioneered in the early 1970s would come to define a movement better known as punk.

Not far from where we’re sitting on New York’s Lower East Side was the club CBGB, where Hell’s early performances inspired punk’s first generation. A runaway from Kentucky, he arrived in the city an aspiring writer, affected by beat poets and writers such as Jack Kerouac and Allen Ginsberg, but quickly realized he could make a more powerful statement with music. “Part of what I liked about music was all these other means for communication,” Hell told me. “In rock ’n’ roll it’s always been important how you looked. How you looked said something. And it was usually something about rejecting convention and the nine-to-five, and any kind of control, but you could get really elaborate with how you used the way you looked to communicate stuff. You’re always being interviewed, your album covers, your live shows, it was so broad, the areas for getting your message across. I wanted to use all of them.”

And use them he did. Inspired in part by the rebellious French poets Rimbaud and Artaud, who had sported spiky hair in the early nineteenth century, Hell chopped his mane into a short, aggressive style as a way of rejecting the hippie movement and the big-hair glamour of stadium rock. He looked at the Beatles’ bowl haircuts and asked himself, what are they really saying? “Well,” he explains, “they really say five-year-old kid. So I thought, ‘What was my generation’s haircut like when we were five years old?’ Where I grew up, the most popular haircut was called the ‘Butch.’ Short all the way around, and you’d maybe wax up the front of it. But of course being kids, we wouldn’t get to the barber that often, and we wouldn’t keep it neat, it would just be kind of raggedy…. I wanted it to be do-it-yourself. I wanted it to not be something you’d go to the barber for.”

Richard fused the Beatles, the “Butch,” and two radical nineteenth-century French bohemians into his new do-it-yourself hairstyle, and hell literally broke loose. In 1974 Television took to the stage at CBGB on Sunday nights. Hell wore clothes slashed as aggressively as his hair, held together with safety pins and emblazoned with slogans such as PLEASE KILL ME. “It was a rejection of having who you are imposed on you by corporations who were gonna profit from making you feel insecure about how you look,” he says. “I’ve just always been really skeptical and suspicious and resentful of people who try to sell you stuff by intimidating you.”

Hell’s statements were a full-frontal assault on the senses, burning his ideas into the minds of his audience, who at the time happened to be some of the most influential people in New York City, and in pop culture period. After Television’s success, CBGB (which stood for “Country Blue-Grass Blues”) switched to a punk rock–only format every night, becoming a creative hotbed for artists and bands such as the Ramones, Patti Smith, Talking Heads, and Debbie Harry, all of whom cut their teeth on its stage. Malcolm McLaren, then manager of another influential group, the New York Dolls, was so stimulated by Hell’s look he took it back to London and used it to create a new band: the Sex Pistols.

Punk exploded.



Thirty years after it first shook the world, punk is in a museum. A few miles uptown from where Hell and I are sitting, the Metropolitan Museum of Art is holding a punk exhibition sponsored by multinational luxury goods brand Burberry. Tourists are studying early British punk clothes—made by now world-famous fashion designers such as Vivienne Westwood—and listening to a podcast commentary by the world-famous Sex Pistol Jonny Rotten.

Punk is dead.

But Hell survived. Instead of becoming a parody of his former self, he moved on. He remains on the Lower East Side, under the mainstream’s radar, but credible in many other circles, now the successful poet and published writer he always aspired to be. This new attitude, career, and his current, less threatening hairstyle are all part of a strategy. “The interesting thing is to not remain the same,” he muses. “To me that’s what’s boring; I don’t really care to see fifty-year-old people going around in punk leather jackets. The point is to stay unclassifiable. Then they don’t own you.”

When the hairstyle lost its meaning, Hell lost the hairstyle. But his statement and the do-it-yourself ideal he promoted affected the world. Today it is the driving force behind a new generation of D.I.Y. entrepreneurs who are raising hell once again. Disruptive new D.I.Y. technologies are causing unprecedented creative destruction. The history of punk offers us valuable insights into how this new world works. Punk was an angry outburst, a reaction to mass culture, but it offered new ideas about how mass culture could be replaced with a more personalized, less centralized worldview.

Punk has survived in many incarnations musically—it became new wave, influenced hip-hop, and conceived grunge and the notion of indie bands. But more important, its independent spirit also spurred a do-it-yourself revolution. D.I.Y. encourages us to reject authority and hierarchy, advocating that we can and should produce as much as we consume. Since punk, this idea has been quietly changing the very fabric of our economic system, replacing outdated ideas with the twenty-first-century upgrades of Punk Capitalism.

Suddenly like at a punk gig, today everybody is getting smashed together in a much more turbulent, concentrated environment that is constantly changing. There are fewer conventional “jobs,” and increasingly complex relationships between those consuming and those producing. And changes in manufacturing mean soon all of us could have the means to create literally anything ourselves, from the comfort of our own homes.

As we shall now see, the possibilities of D.I.Y. are reaching new heights. Like a roomful of teenagers with green hair throwing bottles at one another, this new world can look frightening. But once you get it, it’s obvious it’s a better place to be. The end of top-down mass culture is creating opportunities and freedoms for us all.

Hell used the past to create a hairstyle that shaped the perspective of a generation. Generations since have grown up using ingenuity and creativity to do the things punk always promoted: tearing down hegemonies and hierarchies, starting over, and improving the way we operate as a society.

Hell is right. Hair mattered.

Long live punk.

“Where everything went wrong in the world. Previously.”

When punk was born, polite society didn’t think it was right about anything. Initially, punks were seen as threats, menaces, scum. “What is punk music? It’s disgusting, degrading, ghastly, sleazy, prurient, voyeuristic, and nauseating. Most of these groups would be vastly improved by sudden death,” remarked a member of the Greater London Council in 1976. But when Joe Strummer, lead singer of the legendary punk band the Clash passed away in 2002, the BBC described punks as “pioneers who kicked down musical and social barriers, making anything seem possible.”

So what changed? Why does history remember them fondly? Because the punks had a point. Established ideas and outdated dogma create limitations. Limitations suck. As the Sex Pistols lead singer, Jonny Rotten, said in the documentary The Filth and the Fury, “All our first rehearsals were a nightmare. It would be constantly ‘You know you gotta learn to sing’ and it’s a Why? Says who? Why are you accepting all these, like, boundaries? That’s where everything went wrong in the world. Previously.”

Youth cultures often embody some previously invisible, unacknowledged feeling in society and give it an identity. They are reactions or responses to other factors, and once a critical mass of people endorse such movements, they take on lives of their own. “I think it was in fact, inevitable in history,” says Hell. “Western culture got homogenized and corporatized to an extent where it was inevitable that would come into existence a stratum under the radar, where people who saw the stupidity and boredom of the mass culture started doing things themselves and for each other, and opposing the standards and values of the false, mass way of doing things…. I don’t think it was someone’s brilliant idea, it just followed from the way things had become.”

The urge to rebel and express oneself is clearly many moons older than punk, but its angry, loud, minimal sound concentrated this feeling and sent shock waves through society, demonstrating to a generation disenchanted with rock ’n’ roll that once again, anything was possible. “We thought pop stars came from outer space and we couldn’t do it,” says Paul Cook in Punk by Colegrave and Sullivan. This is no surprise; at the time most aging rockers were hanging out in Monaco with supermodels (in fact, many still are) and had no idea about the predicament of Britain’s underclass. But Cook soon found out he was wrong. He was the drummer for the Sex Pistols.

The Pistols, and punk, empowered ordinary people. Not only did they encourage others to start making music, but also to design their own clothes, start fanzines, and set up gigs, demonstrations, record stores, and record labels. As Hebdige points out in Subculture: The Meaning of Style, the punk fanzine Sniffin’ Glue “contained perhaps the single most inspired item of propaganda produced by the subculture—the definitive statement of punk’s do-it-yourself philosophy—a diagram showing three finger positions on the neck of a guitar over the caption:

“Here’s one chord, here’s two more, now form your own band.”


In the 1970s punk was youth culture. In Britain it was a reaction to mass unemployment, boredom, and the lack of opportunity many young people saw in their future. Today we live in a world where doing-it-yourself doesn’t seem that radical at all. We accept that anyone is capable of becoming a change agent.

Punk is the place where our story begins, because all the ideas in this book are underpinned by the punk perspective and the D.I.Y. philosophy it championed. The do-it-yourself movement of more than thirty years ago offered some suggestions as to how mass culture could be brought down. Today the ideas and technologies empowering us are underpinned by D.I.Y., and mass culture is beginning to falter.

Hurricane Punk

Economist Joseph Schumpeter once said economic development requires “gales of creative destruction.” Punk was a category five hurricane.

This hurricane had been brewing since the nineteenth century at least, through a number of countercultural movements that sought to subvert the status quo. Realism, Impressionism, Dadaism, and surrealism all helped forge the spirit of punk, encouraging artists to break the rules and ignore traditions. But it was a gang of drunks from Paris’s Left Bank who had the clearest idea where Hurricane Punk was heading.

The Situationists were a small group of radical artists who, during the 1950s and ’60s, promoted their anarchic, antiestablishment worldview through art, film, graffiti, writing prose, and any other way they could think of. Their legacy includes not only a huge influence on punk, but also every modern form of activism, pop culture, and even the corporate marketing they despised. Their specialty was détournement, the act of taking an existing message, subverting its meaning, and turning it into a new one, as a way of rendering the original statement obsolete.*

Many movements that followed amplified these ideas, such as the beat poets and the Expressionists, but it was Andy Warhol above all others who became obsessed with subverting mass culture. And where better to subvert mass production than at a factory.

Manufacturing Meaning

Warhol churned out his silk screens, lithographs, and films between 1963 and 1968, mimicking mass culture by producing art in the same way.

Warhol also began managing his own band, the Velvet Underground, who encouraged people to question traditional forms of entertainment, placing the avant-garde movement firmly in the context of pop music. Another band that hung out at the Factory was a cross-dressing street gang, the New York Dolls, who also promoted the D.I.Y. ethic and would have a huge influence on the Ramones, the Clash, and many others.

After the Factory, Hell and the Neon Boys hit the Lower East Side. The Ramones, Blondie, and many other incredibly influential musicians followed soon after, playing for larger and larger audiences. These bands became the foundation of New York punk, inspiring the bohemians of the Bowery, not to mention a British guy named Malcolm McLaren.

McLaren was an art school dropout who ran the clothing shop Let It Rock on King’s Road in London with his then girlfriend, the designer Vivienne Westwood. He was visiting New York in 1974 when he first saw Richard Hell and realized the potential of punk. McLaren wanted to strengthen the connection Hell had made to the Situationist movement, and as The Rough Guide to Rock tells it, “he saw the link between French anarchist theory and New York trash, and then turned it into hype for art’s sake.” After briefly managing the New York Dolls, he returned to London in May 1975 infused with these new ideas. The birth of British punk wasn’t far behind him.

Pistol-Whipped

McLaren and Westwood rebranded their King’s Road store with a new name, SEX, swapping the tired rock ’n’ roll gear they previously peddled for more subversive S and M attire and Hell-inspired cut-up pieces. From the revitalized shop, McLaren began rounding up some of the more promising musicians who hung out there (although as legend has it, Jonny Rotten was recruited simply because he was wearing a Pink Floyd T-shirt, on top of which he had scrawled “I HATE”).

The moment the Pistols came onstage was the moment punk became a political and ideological monster. Suddenly even fans who couldn’t play an instrument were imbued with D.I.Y. confidence, because being able to play properly no longer mattered. “In England, it all erupted from the Sex Pistols,” says Hell, not bitter that they totally jacked his swagger. “So it was all really consistent. Everybody was so outraged on one side—the adults, and turned on by them—the kids, so it was huge news. We in New York knew how much of that had come from New York via Malcolm, the Ramones, and the Dolls. But it hadn’t been this consistent wave of activity, publicity, and hysteria until the Sex Pistols and all these other bands suddenly appeared…. I don’t think they got lucky, they were spectacular, no question about that. They sounded great.”

Their first single, “Anarchy in the U.K.,” said it all. In three intense years, they were signed and dropped by three major labels. They made more headlines than records, but the one album they did produce, Never Mind the Bollocks, released by a young entrepreneur named Richard Branson, is one of the most important in rock ’n’ roll history. Their single “God Save the Queen” was so offensive, when it hit number one in the British charts, the spot was left blank in many newspaper and magazine listings. Glen Matlock left the band in 1977 and was replaced by Sid Vicious, punk’s most famous martyr. As their popularity grew, so did the national hatred of punk fueled by the press. Mass hysteria took hold of the entire country, with gigs ending in complete chaos, sometimes riots. They demanded anarchy, and they got it. Soon they themselves spun out of control.

The Pistols famously split in San Francisco in January 1978. “Ever get the feeling you’ve been cheated?” Rotten bitterly asked the crowd. Overtaken and consumed by their own image, the Pistols lost their grip. In a final, tragic blow, Sid Vicious died of a heroin overdose shortly after the breakup. Punk’s first wave was too fast to live and too young to die.



Despite the short-lived nature of this subversive shake-up, Hurricane Punk was one of the most powerful youth cultures the world ever endured, leaving a deluge of sounds, scenes, and movements in its path. The innovative ideas that traveled through the prism of punk illuminated every subculture that followed, wiping the slate clean of perceived limitations and introducing a range of new possibilities. Punk presented us with a new perspective, a perspective we can apply virtually anywhere.

All the World’s a Stage (and It Just Got Rushed)

Fifty years ago the world operated like a conventional rock concert. Some of it still does, and many of us still view it that way. Picture yourself in the crowd at such a concert. The producers, bosses, and owners are the rock stars above, generating the goods, services, salaries, and content we the fans consume from below the inaccessible stage, singing along obediently with our lighters in the air.

Very occasionally a lucky fan is pulled up onstage to give the rest of us something to aspire to, but only very occasionally. You can see that the stage is surrounded by barriers to entry and mean-looking roadies, stopping us from climbing up. These barriers might be a lack of skills or technology; they could be financial. But often they’re made of nothing more than our own perception of what’s possible. The mean-looking roadies are the doubts society creates that tell us it’ll never work, managing our ambitions, keeping our aspirations in check. Looking around the stadium, you see the thousands of others who would also like to get up on that stage, and it’s painfully clear you’re just another face in the crowd without a chance.

Under punk, the concept of a gig totally changed. Punk despised the one-way flow of information typically found at a rock show. At punk shows the band and the fans occupy the same space, as equals. There is no hierarchy. Everyone is part of the performance. Instead of worshiping a big-hair rock idol from the cheap seats at the back of the stadium, fans now found themselves crammed into smaller venues interacting with the band, shoving and pushing them like other fans. You got to chuck as many beer bottles at the band as they did at you; everyone was allowed to spit on everyone else; and at the end of the performance you all smashed stuff up together. It was often a violent hate/hate relationship, but it was fair.

Our world today is starting to look a lot more like a punk gig (okay, maybe with slightly less spitting). The barriers to entry are being kicked down, and this new breed of fans-turned-performers, including you, is rushing the world stage. Technology is cheap; information is everywhere; and the roadies are gone (who takes advice from roadies anyway?). The only thing left to do is to stop defining ourselves by the old hierarchy and run up onstage.

Think about something you have always wanted to do but haven’t. You probably didn’t do it for a good reason; maybe you didn’t know how, couldn’t afford it, or didn’t think you could get your foot in the door. But with the wealth of information now available to us, we can easily find out how to give most things a try, for the price of access to a computer. And in fact, the less formal knowledge we have of an area, the better we may be at discovering new ways to innovate within it.

In his book The Medici Effect, innovation guru Frans Johansson asserts exactly that, putting forward the idea that our knowledge about an area can make us put up “associative barriers,” or stifling assumptions we make can subconsciously influence us to do things a certain way. “Although chains of associations have huge benefits,” he argues, “they also carry costs. They inhibit our ability to think broadly. We do not question assumptions as readily, we jump to conclusions faster and create barriers to alternate ways of thinking about a particular situation.”

None of the punk bands could play very well to begin with (many never learned to play well at all), but they thought broadly about the possibilities of a band. Hell and the Pistols brought fresh ideas they had picked up from other places.

We don’t always need to learn everything there is to know; the basics and our own experience and imagination can create far better results. It can make more sense to learn one chord, then maybe just two more.

Then form your own band.

Punk instilled these ideas in its fans from an early age; it is a great metaphor for a huge cultural shift taking place today. So it should come as no surprise that some of the punks who grew up under its influence are the entrepreneurs making this shift happen.

Punk Capitalists

Worldwide there are still many underground incarnations of the punk movement. But punk has also produced a number of movements and companies that work inside the system as much as outside. Gavin McInnes, Shane Smith, and Suroosh Alvi are three old punks who run such a business.

Shane and Gavin grew up in Ottawa listening to punk bands such as the Dead Kennedys and the Subhumans, heavily influenced by the possibilities of D.I.Y. They had to be, according to Smith, because “there were probably like eight punks in the city.” They formed several bands from age thirteen, with eloquent names such as “Leather Ass Butt Fuck” and began putting on their own shows. “It wasn’t like, oh, well we’ll wait ’til the band comes,” Smith recalls. “It was, we’ll set up our own band, learn how to play, learn how to do it, find the pub to play in, and steal the beer to sell. To do whatever it takes, no matter what.”

They did pretty well in Ottawa, until a disagreement with the management at a local punk club led them to leave town. After touring with a couple of bands, they found themselves in Montreal in 1994, where they met Suroosh Alvi. Suroosh had recently come out of rehab and had started a free magazine called the Voice of Montreal to keep himself occupied in a bid to stay clean. After he met Gavin and Shane, the title became VICE, and the magazine was run the same way as their bands, with an editorial policy just as colorful, violent, and controversial.

“When you start doing music for just you and your buddies, you don’t care,” Smith tells me. “You do it for you and a couple of your friends, and if some other people come then great, but you don’t really give a shit, right? It’s the same doing the mag. We don’t do the mag for like an audience, it’s not like ‘what demographic are we gonna go for?’ ‘Should we put extreme sports in there?’ Cos we don’t actually care. We put in whatever we think is interesting.”

VICE became famous for their often shocking and seemingly tasteless content. Examples range from the “Dos & Don’ts” fashion section, famous for its scathing yet hilarious evaluations of anyone unfortunate enough to be snapped by a VICE photographer, to beauty articles with titles such as “cum vs. moisturizer,” reports on the urban foxhunting scene, and exposés on why it’s getting harder for old folks to smoke crack in hospitals.* “We’re not like Details or GQ where we have to do one certain kind of thing,” explains Smith. “That definitely comes out of the old punk thing of we’re just gonna play this small thing for ourselves and if it gets big, fine, but if it doesn’t, it doesn’t.”

More than a decade later, VICE magazine is published in fourteen countries and counting, described by BusinessWeek as “the funniest print publication in the world…the Martha Stewart of the cheap drugs and sex set.” The VICE empire now includes a successful record label, film company, TV channel, a London pub/gig venue, and several book and merchandise deals. Operating like a punk band has turned VICE into a multimillion-dollar brand. So it’s also become one of punk’s archenemies: a multinational corporation.

From the Situationists to punk, style has long served as a weapon of the disenfranchised, and style magazines such as VICE have carried on that tradition, turning this subversive practice into a business plan. Like all successful youth cultures, punk has been co-opted by the establishment.

VICE is today a very credible franchise, used by many mainstream advertisers such as Nike, Levi’s, and Absolut vodka. The Sex Pistols reunited for a tour in 1996 (original bassist, Glen Matlock, replaced the late Sid Vicious). “We have found a common cause, and it’s your money,” remarked Jonny Rotten. In 2004, Rotten starred in another credible franchise used by many mainstream advertisers, the U.K. reality show I’m a Celebrity, Get Me Out of Here!

Ever get the feeling you’ve been cheated?

Image Is Nothing

Despite their ideals, many old punks are kept in business by corporate advertisers, doing the very thing they once rebelled against. Advertising is a gargantuan, multibillion-dollar industry. We are exposed to more than three thousand advertising messages a day. Much of the time, we don’t even realize it. The Situationist notion of making art indistinguishable from everyday life is now known as branding.

Punk spoke out against commercialization venomously,* but this unwittingly gave the enemy valuable new ammunition. When something becomes cool, it is more or less instantly consumed by the mainstream, and punk was no different. “I remember in 1977 seeing ripped-up clothes in Macy’s windows,” recalls Richard Hell. Punk was trying to give people a sense of purpose and freedom from capitalism. So capitalism responded by selling us punk, and mass-produced Ramones T-shirts for the whole family are now sold in shopping malls across the world.

Antiestablishment slogans became the hallmark of big businesses interested in promoting themselves by supposedly empowering us with the D.I.Y. ethic. “Image Is Nothing,” says Sprite as it defiantly sells fizzy drinks. “Go Create,” Sony urges us. “Don’t Be Evil,” Google advises. “Have It Your Way,” cries Burger King. “Just Do It,” bellows Nike. Apple tells the hoards that gather every time it opens a new store to “Think Different,” holding D.I.Y. seminars for Mac users, teaching them how to get the most out of punk-branded music software such as GarageBand. “It’s hard to spend your life working for peace, justice and a society rich with opportunities for all” wrote Lee Gomes in The Wall Street Journal. “It’s pretty easy, though, to buy a computer and tell yourself that by doing so, you’re somehow still helping to fight that good fight. Good deeds become equated with good shopping.”

Purpose Is Everything

The values youth cultures promote often end up as empty gestures in corporate graveyards. Since capitalism emerged, culture has been rebelling against it and figuring out ways to improve it. For more than a hundred years, capitalists have been marketing youth culture back to people, attaching cultural significance to goods and services through advertising.

What is interesting is what else is happening; punk capitalists are starting to use the free-market system to their advantage, and are turning the tables by selling real issues back to us through the things we consume.

The fact that VICE has become a minimultinational conglomerate isn’t a problem for cofounder Shane Smith, who argues that although they “sold out,” their success has actually given them the freedom to be more subversive. “When we started out we were really idealistic, and we had a mission, we hated the baby boomers and we wanted to be anti-status quo and all this stuff. But the business of running a magazine, I mean most of my favorite magazines went out of business. It’s really difficult. The creative side is one thing but the business side is quite another.

“We started to be in competition with bigger magazines. We were growing and doing different shit…concerned about building a brand and money and stuff. [But] now we have money in the bank we’re like fuck it, we can do what we want to do and all of a sudden we’re getting a lot more political.” VICE has in recent years traded basic punk shock tactics to cover genuinely shocking and important stories, stories that often don’t get relayed to VICE’s young hip audience. When they published “The Special Issue” in 2005, edited by a team of people with various disabilities, featuring articles such as “The Totally Retarded Use of the Word Retard,” critics feared they would overstep the line. Instead, the issue received praise for the heartwarming and original way it portrayed one of society’s most marginalized groups of people. When Shane Smith and VICE contributing editor Jamie-James Medina traveled to Darfur in 2006 to shoot an extreme travel guide to Sudan, the documentary they came back with* was one of the first in the Western media to explicitly make the link between the actions of Western and Asian oil companies that operate in Sudan, and the genocide that has killed hundreds of thousands of people there and displaced millions more.

“In America there is no anti-status quo media,” says Smith. “It’s all the same four big companies, and they’re all afraid of losing Budweiser so it’s just like, there’s no voice. The Daily Show with Jon Stewart is the most watched ‘news’ program by people under thirty-five and it’s a spoof comedy show. There is a huge market out there of disenfranchised kids, and we do these political things which aren’t Republican or Democrat, but more like how a punk would look at things, which is more like ‘This is absurd. It’s not right, left, center, whatever, it’s just fucked.’”

The future belongs to a new breed of change agents—punk capitalists putting purpose next to profit. Abstract economic constructs have long told us that we are governed by nothing but self-interest, but reality has consistently proved this notion wrong.

These new ventures “leave the competition scratching their heads because they don’t really aim to compete in the first place,” wrote Richard Siklos in The New York Times in 2006. “They would certainly like to cover their costs and maybe make a buck or two, but really, they’re not in it for the money. By purely commercial measures, they are illogical. If your name were, say, Rupert or Sumner, they would represent a kind of terror that might keep you up at night: death by smiley face.”

Andy Warhol once said, “Good business is the best art.” And punk capitalists are proving it by creating some masterpieces in factories of their own. Another teenager born in Montreal who grew up at the same time as the punks from VICE is Dov Charney, founder of clothing label American Apparel. Charney began hustling T-shirts while he was at school, and dropped out of Tufts to start his D.I.Y. garment business in 1989. He has grown his considerable aptitude for the fashion business into a hip brand, with fifty-three outlets and counting in five countries. The company’s Manhattan store generates $1,800 worth of sales per square foot per year according to Charney, seven times the industry average. This seems unusual given that American Apparel sells only plain, logo-free clothes such as T-shirts and track suits that don’t look particularly different to other plain T-shirts and track suits. What their fans buy into is the company’s message.

Like Warhol, Charney manufactures meaning. All the garments American Apparel produces are sweatshop-free, manufactured in a factory in downtown Los Angeles that is now the single largest clothing manufacturing plant in the United States. American Apparel’s forty-five hundred employees earn an average of $13 an hour, and receive benefits such as paid time leave, health insurance, subsidized lunches, bus passes, free bicycles, and free parking. The company also pursues progressive environmental policies: more than 20 percent of the cotton it uses is organic (plans are under way to get this figure up to 80 percent), and fabric scraps are recycled; 20 percent of the power the factory uses comes from solar panels on the roof.

It sounds idealistic, but companies such as American Apparel are far from flakey. Punk capitalists realize they have to compete on every level, not just ethically. “It is this system that allows us to stay competitive while paying the highest wages in the garment industry” reads American Apparel’s mission statement. “Because we don’t outsource to local or developing-nation sweatshops (or to ad agencies, for that matter) the entire process is time-efficient, and we can respond faster to market demand…. Not to suggest that we are more ethical than the next business. We’re just out to try something different, to make a buck, to bring people the clothes they love, to be human, and have a good time in the process.” The good times at American Apparel are reflected in the company’s ads depicting hot young employees winning “unofficial wet T-shirt competitions,” not to mention a bootylicious bottom line of $250 million per year and counting.

American Apparel may be the modern-day version of McLaren and Westwood’s shop SEX. Not just because of the company’s ’70s porn-flick-obsessed branding and advertising campaigns, or the fact that Charney has been known to walk around the factory in nothing but his sweatshop-free underwear and encourages “freedom of expression” at work (or because of the very public relationships Mr. Charney has conducted with some of his female employees, something he has been criticized for), but also because of the subversive message the company pushes on the rest of the garment industry. By refusing to use sweatshop labor and producing all their products in the United States, American Apparel is making a statement to the rest of the fashion world about what is possible without using sweatshops.

Brands and products with a purpose are finally writing checks with their mouths that their wallets can cash. And because more people are being persuaded by these products, their checks are pretty good. Some other examples include the global market for fair-trade products, which increased in 2005 alone by 37 percent, and hybrid car sales, which doubled between January 2005 and January 2006 in the United States, while the rest of the car market stuttered off the starting grid, growing at just 3 percent.

We have absorbed so much spin and misleading advertising that we are slowly becoming immune to it (something we shall discuss more in chapter 4). Punk capitalists have responded to this by selling us both substance and style. Shane Smith of VICE agrees. “Punk was about not taking it, not believing what you see on TV or in the newspapers, and I think that definitely carried over, because people get their news from the Internet and don’t believe any of the major networks. I don’t know if it’s necessarily anarchy, but it’s definitely thinking for yourself.”

Creative Destruction

Punk amplified the idea that nothing else mattered apart from the will to do it yourself. “We wanted to be amateurs,” Jonny Rotten once said. Technology is helping the D.I.Y. mentality realize its full potential. On every continent, amateurs are now armed with easily (and sometimes freely) accessible state-of-the-art hardware and software, not to mention the open, global distribution channel that is the Internet. Doing it yourself has never been easier.

Jobs are radically changing because of this shift in the way the labor force is operating, and the idea of the work/life balance is being replaced by a new discussion on what work and life as separate entities actually means. A 2004 study for the U.S. Department of Labor on the future of work predicted, “Employees will work in more decentralized, specialized firms, and employer-employee relationships will become less standardized and more individualized…. We can expect a shift away from more permanent, lifetime jobs toward less permanent, even nonstandard employment relationships (e.g., self-employment).”

The exponential growth of self-employment isn’t just about sticking it to the man on a global scale. It reflects a deeper change in our attitudes. Those of us with full-time jobs are becoming increasingly dissatisfied. In a survey carried out in the United States by the private research group the Conference Board in 2007, more than half of the respondents said they disliked their current jobs. In a similar survey conducted by the group twenty years ago in 1987, less than 40 percent of the respondents made this claim. Apparently even money isn’t doing it for us as much as it used to, either. In 1989, 58 percent of the U.K. population claimed they were happy, but this figure had fallen to 45 percent by 2003, despite a 60 percent increase in average incomes.

In his book The Rise of the Creative Class, Richard Florida argues that across the West, we are being driven by creativity above all else. “We strive to work more independently and find it much harder to cope with incompetent managers and bullying bosses…. Whereas the lifestyle of the previous organizational age emphasized conformity, the new lifestyle favors individuality, self-statement, acceptance of difference and the desire for rich multidimensional experiences.”

There is a misconception that all the changes we are experiencing as a society are the result of new technologies, but as Florida and others see it, the real changes are profoundly cultural. As we shift to a D.I.Y. culture that runs on creativity, the implications could be as profound as when society shifted from farming to manufacturing. Managers and CEOs are fast being usurped as the creative emerges as society’s new rainmaker. “The creative individual is no longer viewed as an iconoclast,” says Florida. “He—or she—is the new mainstream.”

The New Mass Production

The punk ideal may be at long last getting close to subverting the rat race altogether. It’s just as well that we are finding new ways to work, because the industries supplying the jobs are changing just as quickly.

Punks found their D.I.Y. inspiration in the beat poets of the ’50s and ’60s who found innovative ways to produce their literature. “The people that mattered to me in the world that I was operating in were all about doing it yourself,” remembers Hell of the writers who influenced him. “They completely bypassed the establishment of outlets and manufacturers. They were coming from that tradition of making it new, keeping stuff fresh. You could write the book one day and publish it the next.”

The printing presses and bookstores that allowed beat poets and punks to express themselves have evolved into new print-on-demand trade book ventures such as Xlibris, which prints more than seven thousand books a year and distributes them to major bookstores. Other print-on-demand companies, such as Lulu, take this idea even further, giving you the option to publish and distribute music, movies, and pictures, as well as the tens of thousands of books it publishes each month. Meanwhile the life expectancy of a blockbuster has halved in the past decade, according to a study done by Lulu. “The blockbuster novel is heading the way of the mayfly,” announced Lulu’s CEO, Bob Young. “The publishing revolution is nigh…. It’s part of a cultural shift.”

D.I.Y. is altering the traditional frameworks of many industries; this has already happened in music, movies, and video games. Anything and everything else could be next. As a result, many companies are now basing their entire operation around punk capitalists, pandering to their every need with ever more advanced technology.

It seems that ownership of the means of production—the backbone of capitalism—is falling into the hands of the masses. But soon the notion of “owning” the means of production may itself be redundant.

3-D.I.Y.

Anything that can be transmitted electronically and downloaded is being affected by the ever-increasing flurry of D.I.Y. activity. Because of downloading, the media and entertainment industries are becoming very different beasts. But the final frontier for punk capitalists, and possibly the final nail in the coffin for mass production, may be just around the corner. The Internet has changed the game for anything that could be transmitted electronically. Now it has the material world in its crosshairs, too. Soon we may be doing the manufacturing ourselves.

Thanks to a new breed of punks rocking lab coats rather than spiky hair, D.I.Y. is today more of a threat to the establishment than ever. Forget printing on demand, Adrian Bowyer and his team of engineers based at the University of Bath, in England, are embarking on what may be D.I.Y.’s ultimate power move.

Bowyer dreamed of taking apart the machine from a young age, dismantling washing machines and TVs in his room and building explosive devices large enough to take out cars. “I learnt that the only way to learn about anything is to break it thoughtfully, then to make it work again,” he told me. Bowyer always had a problem with the way machines work, and imagined how they could be different. “I have been convinced that engineering has been making things wrongly since the industrial revolution…. The production methods used by biological organisms are so much more efficient and elegant. Specifically, biological organisms both self-assemble and self-reproduce, but no current engineering products do.”

For twenty years, Bowyer has being applying Darwin’s theory of evolution to engineering, creating design software that evolves “in the same way plants and animals grow.” But it wasn’t until he discovered something called 3-D printing that he truly awakened his inner punk.

3-D printing might sound like science fiction, but it is already here. In the same way an ordinary printer precisely sprays ink onto paper, a 3-D printer the size of a photocopier can spray powdered metals, ceramics, and other materials, fusing them together in layers to create actual 3-D objects.

Companies such as Adidas, BMW, Timberland, and Sony are already using 3-D printers to produce prototypes of new products in-house. 3-D printing helps keep new concepts under wraps, not to mention making the entire design process more efficient and responsive. “They are extremely useful in a research environment,” explains Bowyer. “Whenever any of us needs to make a machine for an experiment we just design the parts in a CAD [computer-aided design] system; one of the 3-D printers then makes the parts automatically, and we put them together. A process that used to take months now takes a day or two.”

Most 3-D printers are still pretty cumbersome, as are their price tags. But the technology is developing at speeds not unlike that of the PC. In the not too distant future, the 3-D printer could be a welcome addition to homes and offices around the world.

If this happens—or rather, when this happens—there will no longer be any boundaries left between producer and consumer. The only thing left will be the creativity and ingenuity of the design itself. A world where anything and everything could be printed out at home is a world full of questions. What would happen to Nike when kids start printing out Air Jordans at the rate at which they illegally download music? Will your new ride be printed down at the showroom? Would Christmas morning be ruined if the printer jammed and nobody’s presents were printed?

D.I.Y. is about becoming more independent. The more independent we become as a society, the more industries become decentralized. Indeed, we may reach a point where there is no “industry” left at all, in its place many vibrant local markets producing value, but not controlled exclusively by big players. This is already happening to the music industry, and it’s starting to happen with anything that can be transmitted electronically. But soon this may also happen in the world of physical goods. “We have reached a point in history where our most advanced technology is dirt cheap,” Bowyer continues. “I want to make it an order of magnitude cheaper yet so that poor people can exploit rich people’s toys to raise themselves up.” If we learn to copy everything like we did with MP3 files, the fate of the music industry may have been the canary in the coal mine, an omen for the end of mass production as we know it.

Like any technology still in it prototype stage, the RepRap may not live up to its creator’s expectations, but the implications are pretty insane. 3-D printers could mean the end of the world’s current manufacturing system and the beginning of a new, localized process where individuals have as much control over production as they do over consumption. This would, as Bowyer explains, “allow the world’s poorest people easily to put a foot on the first rung of the manufacturing ladder that has made the rest of us rich.”

When it started, D.I.Y. was chords printed in fanzines that allowed you to form your own band. Soon it could be designs transmitted electronically that will allow us not just to download sneakers, but also to design and build anything we want, including a better, more efficient world.

Here’s One Idea, Here’s Two More…Now Form Your Own Future

The punk perspective is a subversive mind-set we can all use, especially now that we have equally subversive technologies. Punk didn’t take old assumptions for granted, and didn’t assume self-interest was the only thing that motivates us, the way neoclassical economics does. It found new ways of doing things as a result.

Punk Capitalists are creating change using three separate ideas that came directly from the philosophy of punk rock:


	
1. Do It Yourself

     Punk refused to take its cues from the mass market, and created a vibrant cultural movement as a result. Now a critical mass of punk capitalists is removing the associative barriers that held them back. They are working for themselves, setting up businesses, and finding ways to produce as much as they consume, laying the foundations for a wealth of new markets and business models. D.I.Y. is changing our labor markets, and creativity is becoming our most valuable currency.

	
2. Resist Authority

     Punk resisted authority and saw anarchy as the path to a brighter future. Punk capitalists are resisting authority, too—by leveraging new D.I.Y. technologies and the power of individuals connecting and working together as equals. This twin engine of the new economy is creating new ways all of us can live and work, leaving old systems for dust. Technology + Democracy = Punk Capitalism.

	
3. Combine Altruism with Self-Interest

     Punk had high ideals—it looked aggressive and scary, but through its angry critique of society and subversion of it, it sought to change the world for the better. Punk capitalists are using the same techniques, subverting a world full of empty corporate gestures, manufacturing businesses and products with meanings that attempt to inject substance back into style. Punk injected altruism into entrepreneurship, a motivator of people long overlooked by neoclassical economics. Not only that, punk made the idea of putting purpose before profit seem cool to an entire generation. It manufactured new meaning in an area where it was really needed.



Everywhere we look, the traces of these three ideas can be seen in the things we consume. The corporate world that punk rejected mimics it, talking the antiestablishment talk. But this is no longer working as well as it once did, and instead new generations of punk capitalists are making a mark by walking the purpose-driven walk.

The ideas punk amplified are reaching fever pitch. Today we can see the aftereffects of punk everywhere if we look hard enough. But this short, sharp, violent jab at society could have been forgotten entirely had it not been for another group of radicals, illegally broadcasting the D.I.Y. message. As music historian Clinton Heylin suggests in Bootleg: The Secret History of the Other Recording Industry, “It could be argued that the influence and impact of the original punk bands lingered on only because their music was bootlegged.” Punk changed the world, but none of it would have been possible without a little help from another dedicated group of innovators: pirates.
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