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Greetings Reader

Following the success of Issue 1, The Emergency Broadcast System are delighted to 
welcome you to Issue 2 of

DUCK & COVER

This months magazine is moulded from the ashes of Postmodernism’s funeral pyre and 
includes remnant discussions and charred discourse about SPACE

Many thanks go to this months contributors (or coffin bearers) and Thanks also to you, 
for reading.

Jim & Katy

e m e r g e n c y m a i l s y s t e m @ g o o g l e m a i l . c o m

for more information on the Emergency Broadcast System, DUCK & COVER and their 
many activities please visit

http://emergencyblogsystem.wordpress.com

Thank You
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Some thoughts about space…

Do you plug in your ipod to entertain yourself in all and any of those in-between spaces, 
on the bus... as you walk...while you wait... anywhere that always seems to need a musical 
accompaniment to make it a bearable or better more enjoyable space and place to be in... ? 

Yet as we plug IN to our ideal soundscape we should remember that we plug OUT of or 
actual space… we become the wandering detached of ‘privatised empowerment’ creating a 
new unique perfect space to exist within.

After all, sound, like sight ‘’is largely a ‘proximity’ sense’’ it tells us all about our 
environment without us needing to ask the question … where am I? … or think about the 
answer (holding Duck and Cover, in a hallway / in a studio / on the bus) Sound is just as 
informative and powerful in creating our understanding of space as sight is… we just rely 
on sight so heavily we forget what sound is up to gurgling away in the background…

So when we plug IN we cut off a proportion of our link to our actual space and sense of 
place within the world... Sight and sound are by far the most dominant senses informing 
our understanding of the world around us, so you could almost imagine that we cut in half 
our connection with ‘place’. 

With the ipod, we inhabit two different spaces simultaneously yet each completely.

A new sense of space is created for our heads via our ipods, one that exists within your 
head yet at the same time in as an invisible bubble positioned perfectly around you... that 
is just yours. Your musicians become within touching distance, yet not really there. The 
bubble housing them is big enough to fit them all in and of ideal acoustics, not too large to 
allow echo or reverberation of your music, and not to small to feel confined and squashed 
in next to your full symphony orchestra or your drum kit, bass, lead guitar and singer... 
and what a wonderful place to choose to inhabit… because you can choose exactly what 
that place is!

As Adorno believed - the walkman or ipod is so successful because the music creates an 
‘accompanied solitude’ or ‘wee-ness’ within an ‘increasingly privatized [western] world’ or 
an allusion of a space we inhabit rather than the actual one where we stand alone...

Put it into perspective and imagine… if we swapped around the dynamic … that instead of 
unplugging our ears and using our eyes to guide us…we did the opposite… we relied on our 
ears to hold us firm within reality and lead us through those in between places. Imagine 
that our understanding of sound was like our understanding of vision -clear enough to tell 
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us where we are and when we reach our destination, clear enough to explain our space to 
us – so that we can un plug our eyes and travel off to other visual spaces and places… an 
ipod for the eyes… a portable simulation that fitted over your eyes like glasses, that you 
could mentally inhabit totally, while allowing your ears to guide you physically through 
actual space…

How we choose to define our space, place and location, or accept what that space is around 
us… is curious… when else do we plug in or out and change our shape of our space…? And 
do we always realize when we are inhabiting actual space or a contrived space…?

Lisa  Hall
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Threepio

Sean Ashton

   You flit subversively
   in and out of the main narrative
   like Charles Hawtree,
   squeezing the Rebellion’s busy elbow.

   Forced again to endure
   warp speed’s swashbuckling heterosexuality,
   you throw your arms up,
   disgusted by Solo
   and his crude, pussy-hunting agenda. 

   In your dreams
   you cruise the loading bays of the Death Star
   looking for juvenile units from the Dagobah System,
   your capacitors thrumming with lust
   at the newer, less experienced models.

   But the Empire’s position on the matter
   is well-known––his Lord Sith’s own hardware
   screened daily for faggot microchips. 
   You have sided with his enemy by default
   and no one understands you;
   despite your skills as a linguist,
   frankness evades you.
    
   You gesticulate stiffly in the margins,
   as if trying to tell us something:
   Master Luke! Master Luke!
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Solitary Confinement

G.T. Bouquet

One door
No handle
One bed

No blanket
One strip light
Never dimmed
2 meals a day

No human contact.

2 metres by
2.5 metres by

3 metres
150 floor tiles

947 days of my life.

MY SPACE.
These walls are my final frontier.
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Victoria Foster
Carrier Pigeon Series no.1  2009
(apropriated envelope) paper, glue.
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Locality - place and space in hip-hop

The sound of popular music and its geographical origins are often seen as very interconnected 
and have been seen as reliant on each other by academics – the Mississippi Delta blues 
(Hamilton, 2007), the ‘Canterbury sound’ of the late 1960s (Bennett, 2004), the Chicago 
blues (Grazian, 2004) the Bristol trip-hop sound of the 1990s (Wall, 2003) and many more. 
There is a sense of collective identity formation that occurs when such labels are utilised 
and it is clear that the sound and timbre of a music produced from a given local setting often 
imposes collectively defined meanings and significance about that space (Bennett, 2004: 3). 
Territory is another important factor here and this plays out constantly in hip-hop culture, 
from East coast / West coast rivalry (Quinn, 2005: 69), to the ghetto being seen as the 
testing ground for the rappers to perfect their knowledge and skills (Forman, 2000). 

This sense of territory can be seen in other elements of hip-hop, not merely the musical 
variant, as the culture incorporates many diverse art forms, including graffiti which is 
significant here. The notion of ‘tagging’, the placement of an artist’s personalised signature 
on such things as walls and subway trains is important when thinking about space and 
place. This tradition has been seen to be a marker of territory (Rose, 1994: 22) and can 
therefore illustrate the importance of locality on other strains of the hip-hop culture as 
opposed to just music alone. The placement of art on transportation is interesting as the 
art-form then becomes mobile, allowing others, in varying geographical locations, to see and 
‘appreciate’ the art.  

This sense of space and place allows for a greater sense of identification between artist and 
audience on the local scale, yet in a globalised music industry this ownership of the place 
itself may not be seen as so important to the audience as the recognisable sounds that each 
area produces. 

Rivera (2003) states that throughout its history, rap music has “…manifested…different 
approaches to and articulations of blackness…” (: 80). The early days of hip hop were 
concerned with celebratory aspects, lyrics were often either not incorporated in the very 
early years or contained word play as opposed to specific messages (Perkins, 1996). The 
hip –hop scene developed in its early years around performance as opposed to recording 
and, as Dimitriadis (1996) suggests the lyrical emphasis was on engaging the crowd in the 
live arena as opposed to “…delivering clearly composed narrative ‘messages’…” (: 184).  The 
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eventual use of lyrics would become important “…as a community-wide means of addressing 
and negotiating the extreme socio-economic circumstances which characterised everyday 
life in the Bronx…” (Bennett, 2001: 89). This is an important aspect, the locality of the 
artists and the manner in which they utilise their geographical location to represent their 
message more concisely and clearly. This notion of space and place has, it may be suggested, 
been used by many artists in order to stamp some form of authenticity on their work. Rose 
(1994) suggests that the central urban influence for hip-hop is the ‘postindustrial city’ while 
Forman (2000) states that “…in the music and lyrics, the city is an audible presence…” (: 
66). This theme of place can be illustrated by the spoken opening line from the NWA album 
“Straight Outta Compton” (1988, Priority Records) which states that “you are about to 
witness the strength of street knowledge”, wherein the word street is synonymous and 
interchangeable with the idea of the city and connotes to the recurring iconography of 
gangsta rap – the decaying inner city, the ghetto.

The history of hip hop is littered with such instances of individual artists or groups laying 
claim to some degree of authenticity, or belittling an ‘opponents’ claim to the same, as a 
result of the geographical location from which they came and, in some cases, still live. Rose 
(1994) states that “…rappers’ emphasis on posses and neighbourhoods has brought the 
ghetto back into the public consciousness. It satisfies poor young black people’s profound 
need to have their territories acknowledged, recognised and celebrated…” 
(: 11). The argument can be placed, however, that although this may well have been the 
case for the period from which Rose’s writing originates, there is some credence to be 
given to the idea that this portrayal has been altered and exaggerated somewhat as a 
result of the co-optation of the culture by mass media conglomerates whose interests may 
not be to represent the lived experience of the black diaspora as much as it is to sell such 
representations to a white audience. 

An example of the use of the neighbourhood as a marker of identity can be heard on the Wu-
Tang Clan track “Soul Power (Black Jungle)” from the 2001 album “Iron Flag” (Loud / Epic 
Records). The close of this track features guest vocalist Flavor Flav from Public Enemy in 
‘conversation’ with the Wu’s Method Man recounting areas of New York where his extended 
family can be found while the beats of the track play on. When he realises that there is a 
degree of connection between his family and certain members of the Wu-Tang Clan, the bond 
between them in the ‘narrative’ of the track seems to grow. This may be a typical example 
of different people finding that they have, in fact, something in common, though this whole 
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scenario is, of course, played out in front of a microphone in the sound booth of the Wu-Tang 
Clan’s recording studio, The 36 Chambers. The attempt has clearly been made, however, to 
infer some degree of authenticity to this conversation, using the end of the record, where in 
a more traditional sense of popular music production a fade-out may occur. The audience is 
invited in to eavesdrop on a conversation, linking these hip-hop practitioners, and a sense 
of accidental observation seems upon the listener as information about familial location is 
given by both parties. One could suggest that a degree of construction and contrivance is 
apparent here, yet the underlying trait is that the producers of the mediated text feel the 
need to incorporate such elements into their recording. This realisation reinforces, and 
even amplifies, the importance that geographical location has on the genre.  

Neal (2004) delves into the hip-hop East coast/West coast “Civil War” in the mid 1990s – a 
‘conflict’ that McPhaul (2005) implies was exaggerated by the media in order to illustrate 
the false idea of the destructive nature of the African American personality. Neal (2004) 
discusses how the opposing factions used authenticity as a currency in an attempt to 
establish a form of dominance over their ‘enemy’. This “Civil War” would eventually lead 
to the deaths of both Tupac Shakur and Christopher “The Notorious B.I.G.” Wallace, two 
hugely successful rap performers of the mid-1990s (in terms of record sales) and who were 
significant (in terms of their East/West coast affiliations).

“…at the core of the East coast versus West coast conflict was a fundamental belief that 
the experiences of those on one coast marked them as more authentic – more gangsta, 
more ghetto, more hardcore – than those on the other. In other words, one ‘hood was 
deemed more authentically hip-hop, and by extension, more authentically black, than 
the other…” (Neal, 2004: 58)

McLeod (1999) suggests that the notion of authenticity within hip-hop culture is as a reaction 
to the threat of assimilation of the cultural practice by the larger, mainstream culture. The 
conceptual apparatus of semantic dimensions is utilised to highlight the culture’s use of 
authenticity and the importance thereof.
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Semantic dimension            real                   fake_____
Social-psychological trends  staying true to yourself following mass 
Racial                black          
white
Political-economic   the underground     commercial
Gender-sexual              hard          soft
Social locational          the street     the suburbs
Cultural         the old school                    the mainstream

(McLeod, 1999: 139)

As can be seen, within the social locational scale the distinction falls between ‘the street’ and 
‘the suburb’. The successful and authentic hip-hop artist, in order to address the concerns 
of the audience, must come from the streets. The political-economic was highlighted by 
Solomon (2005) in his ethnographic study of hip-hop culture in Turkey, and he notes the 
significance placed on the word ‘yeralti’ by the hip-hop community there, a word which 
translates as underground. He states that “…this pervasive spatial metaphor encapsulates 
local notions of identity and authenticity…” (: 4). One could assume therefore, that the 
semantic dimensions apparatus as devised by McLeod has, in line with hip-hop, become 
utilised and appropriated by populations globally.

The notion of place is significant within rap music but so, too, is space in terms of time. A 
recurring theme of many recorded rap songs is to identify the year in which the recording 
was made. Examples include the line “2002 – represent the Wu” from the aforementioned 
“Soul Power (Black Jungle)” by Wu-Tang Clan, “It’s about to be the year 2000” by Missy 
Elliottt on “Beat Biters”, “’92, uh, one year later, b-side premier take me out with fader” 
on “DWYCK” by Gang Starr and “This is how we chill in ’93 til…” from Souls of Mischief on 
the track “93 Till Infinity”. The sense of authenticity can be derived from these arguably 
in reference to the notion of MC battle raps wherein information may be delivered that is 
relevant to that exact moment in time or geographical location and this tradition has passed 
over to the recorded and commodified variant of the culture. This technique, of placing 
temporal prominence and significance to a recorded track can not only be seen as a way 
of making the track more authentic at the time of release but maybe results in the track 
becoming more superfluous with the passage of time. 

Todd Dedman
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Reactions to a sculpture study by Dan Gough

This sketch by Dan Gough depicts a sculpture by Brancusi, a detail of Maiastra (1912). 
Maiastra is a polished brass sculpture representing a plasticised bird.
What is interesting in Gough’s study of the work however is not directly related to the form 
and shape of the object itself but of the forms of the surrounding gallery reflected in its 
surface.

The corridor of elongated figures become reflexive echoes of the sculpture itself and also 
causes us to reconsider the gallery space. The paintings that line the wall attempt to order 
the drawing with some suggestion of perspective, it is a little warped but there is a clear 
line that will eventually approach a vanishing point. The figures however do not occupy 
the space according to those rules. It is unclear where in the room they stand. They seem, 
through their elastic representation, to be transient, ghost images of objects in constant 
flux. It is only the figure outside of the reflection, the boy who sits somewhere beyond the 
sculpture, on the right, who appears to be solid. He is in a stasis, transfixed by an unseen 
artwork out of our sight. But at some point even he would have been caught within this 
sculpture’s gaze. Perhaps, was Dan Gough to be drawing at a different time, he would have 
sketched the boys face.

What does the sculpture see when it looks at the gallery? How does it consider us? What 
does it think as it sees us, fleeting and inconstant? In a day Brancusi’s Maiastra, ‘Chief’ 
sculpture witnesses the passing of hundreds of people. He reflects their moving, where in 
the gaping space between paintings they walk and stand. And he records where they do not. 
Why do we use the space in this way? The gallery is a space for consideration and looking. 
Yet this reflection seems to show only movement and therefore a lack of consideration. It 
makes the individual appear somewhat insignificant, next to the enduring eternity of the 
paintings hung on the wall.

The sculpture exaggerates the limbs of the figures, especially the legs. Legs are the natural 
human means of propulsion. The humans in this sketch are all constantly moving, advancing 
to some unknown place. Moving forward in the human race. The paintings on the walls are 
recordings of where we’ve been before, and remain unchanging. Except occasionally one 
may cause us to stop, to get caught in its moment with it for a while. What is that boy 
looking at?

Jim Lockey
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The Road

In the 18th year of the Emperor Kwammu, an Edict of the Council of State ordered that paved roads were 
to be built throughout the land for the exclusive use of the Heavenly Sovereign.

“...The width of each road shall be exactly two ken. No bend on any route shall have a radius 
of curvature sharper than nine ken, and should any gradient exceed one in five, the way must 
be stepped. 

The surface of the road shall be elevated at least one and a quarter ken above the adjacent 
terrain, with a ditch on each side of the embankment one ken deep, except where the road is 
built into a hillside. 

Construction materials are to be determined by locality, but stone blocks two shoku square, 
set on a bed of five grades of gravel, shall be preferred, unless the stone is too soft, too brittle, 
or not available in sufficient quantity. Alternative permitted materials may include split oak or 
cedarwood, but not bamboo. Clay, sand and other soft or dusty surfaces are forbidden. 

In general, roads shall be designed with a camber rising two shoku at the apex so that 
rainwater is thrown off the surface, but the camber shall be increased to three shoku on the 
islands of Kyūshū and Sado, in Echigo Province, and in other districts where rainfall is heavy 
and frequent...”

The Emperor was not habituated to travel, and neither he nor his predecessors had ventured more than a 
few ri from the capital for several reigns past. The purpose of the roads was thus not clear to the officials 
whose duty it was to promulgate the edict. Could His Imperial Majesty really wish to travel to Noto, or the 
farthest parts of Ōsumi, across mountain ridges which offered no shade for many ri and windswept hillsides 
where shelter could not be found? Might the Emperor’s intention be to improve military communications, 
the officials wondered? This seemed unlikely, because the edict specifically excluded all travellers other 
than the Emperor and his retinue, and because the roads were far too narrow. Fully equipped infantrymen 
could barely negotiate such a road three abreast, and would be confined to single file if the traffic was in 
both directions. For a similar reason, it was difficult to imagine how even the Imperial entourage could be 
squeezed onto such a narrow path, or how adequate armed protection could be provided in the less orderly 
regions.

Of course the officials in Heian did not discuss their doubts openly. It would have been unseemly, not to say 
treasonable, to question an Imperial edict. However, through hints and gestures, the careful deployment 
of an archaism in conversation, the quizzical lift of a painted eyebrow, each knew that his private opinion 
was also a common one.

***
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The Southern Park of the Imperial Palace in Heian-kyō contained a broad, perfectly circular lake, so 
crammed with waterlilies that no open water could be seen. Sometimes it would please the Emperor to 
take a trip upon the lake in an ornate punt. As he gazed from beneath a silken canopy, he would watch the 
flawless carpet part before him, then close again behind the boat when it had passed. On one such voyage, 
the following thought had struck him: that even on so large a lake, the entire arrangement of lilies floating 
there must be subtly changed by the passage of his boat, each position the vessel momentarily occupied 
on its progress giving rise to a slightly different order amongst the bobbing white flowers. He wondered if 
this effect, perhaps infinitesimally dissipated, could yet extend to the very rim of the lake; by the time he 
and his courtiers were settled in the tea pavilion on the opposite bank, would the whole floral complex have 
restored itself, or be imperceptibly but permanently altered? Would everything be quite as it was before? It 
was well known in the Imperial court that the Emperor had once been diverted by these thoughts, because 
he had written them down in a poem.

***

In the Great Land of Many Islands, every edict issued by the Government had its fleeting effect on the 
lives of the Imperial subjects. Even the most minor measure would be felt in the remotest corners of the 
realm - for a while. Yet, in the end, nothing changed; people got on with their daily business despite the 
efforts of the state. In the face of this intractable order of things, the officials charged with executing the 
Edict Concerning Paved Roads reasoned thus: what was the point of impoverishing merchants, fighting 
landowners, angering local headmen and starving peasants just to carry out a decree which seemed to 
have no purpose and would be deeply unpopular? Soon there was a tacit understanding in the ranks of the 
bureaucracy that, while the Edict would be carried out without question, it was only one of the many tasks 
of Government, and would have to compete for the finite resources of the Imperial Treasury alongside the 
pressing needs of the forthcoming military expedition against the Emishi, the promulgation of the new 
code of court etiquette, and the cataloguing of the mosses in the palace gardens.

By the time of the reign of Nimmyō, a paved road, two ken in width, had been completed between Kagoshima 
and Kaseda in Satsuma Province, for the exclusive use of the Emperor. It was the only metalled road on 
Kyūshū, for Satsuma was 150 ri from Heian, and sparsely populated. When the court officials commenced 
building the Emperor’s roads, they had decided to start at this most remote southerly point, and work 
inwards, towards the home provinces. In this way, they were able truthfully to claim both that the project 
was underway, and that roads were being built even in the extreme south. By the time the road had 
reached Kagoshima, attention at the Palace had wandered elsewhere. In the absence of further orders 
or funds, the master road builders drifted back to the capital, and ten thousand conscripted peasants 
returned gratefully to their rice paddies.

***
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Akira is a sweeper on the Emperor’s road between Kagoshima and Kaseda. Forty-two sweepers were 
once employed on the road, one for each half ri, but in recent years wages have been paid erratically, 
and now only five sweepers remain. Each sweeper’s task is to traverse the entire length of the road, 
from Kagoshima to Kaseda and back again, sweeping the pristine surface of leaves and debris, removing 
obstacles, and reporting any repairs that may need to be carried out to the Commissioner for the Road of 
Eternal Returning in Dazaifu. The Emperor’s court has never journeyed this way, so Akira and his four 
colleagues are now the only travellers. It is forbidden on pain of death for anyone else to make use of the 
road, but the inhabitants of Kaseda in any case prefer the hill path to Kagoshima, whilst the citizens of 
Kagoshima have no reason ever to go to Kaseda.

Akira, walking backwards and sweeping as he goes, makes his slow, four-week progress down the road 
that he has travelled for twenty-eight years as a loyal servant of the Emperor. When he brushes the kerb, 
the scent released from roadside herbs fills his nostrils. By the various aromas of mint, thyme, and pine 
needles he could navigate the road blindfold and never be lost. Sometimes in the dawn mist, or as dusk 
falls, a deer or a badger crossing into the cover of trees will glimpse Akira. A tanuki may pause and stare 
quizzically at this receding scarecrow for a moment before ambling off. 

As the noon sun beats down, and only lizards and snakes venture onto the highway, Akira takes time off 
from his official duties to wander in the cool shade of the forest. He crushes a pine cone under his foot, 
and a small bird is startled. It takes off in a low twisting flight between the trees. A doe, hitherto oblivious 
to Akira’s presence, is alerted by the bird and bounds into the undergrowth. For a few moments there is 
an invisible commotion and the air is filled with alarm calls. Then the forest subsides back into its midday 
silence. Yet nothing now is quite as it was before.

Julian Rowe
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INTERNAL MEMO SYSTEM

Dear Sir / Madam,

Post-Modernism is dead.

The death of Post-Modernism affects everyone in the organisation and 
we should each be aware that grief affects us all differently. Due care and 
attention should be paid during this difficult time.

Regards,

Jim & Katy.

P.S. Please display this letter in a prominent area of your office cubical 
or studio. Or pass on this letter to others it may concern so that we 
might all be consciously aware, prepared and ready to usher in the new 
king when it arrives.
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DUCK & COVER MAGAZINE
&

The Emergency Broadcast System Podcast

WANT YOU! 

The Emergency Brodcast System invites you to get involved and submizzle 
yer shizzle. Be you a writer, an illustrator, an artist, a musician or film-

maker, we want what you got.

SEND YOUR SUBMISSIONS

emergencymailsystem@googlemail.com

Also email us your comments and feedback, and we will read the best ones 
out on the podcast. 

Next month’s theme will be VIOLENCE and we are accepting submissions 
for this up until 20th March. Future themes include The Absurd Issue, 

The Dead Issue & The Food Issue. We welcome early submissions, articles, 
proposals, comments and questions for these. 

lots of love 

The Emergency Broadcast System
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