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“In a colonial situation, you have to be nationalist, you have no choice in the matter. You
have no choice in the matter because of the nature of the colonial struggle. When you get people
in Britain, or in France, or in Belgium, or in Germany, or even in the US, talking about
nationalism and saying that “we need to be internationalist”, the line for those in colonial
situations is basically ‘that’s very f*cking easy for you to say’ ... The so-called Global South roll
their eyes at the Global North ... And that’s why Ireland is out of kilter. Nationalism in the
imperial core is always reactive, always. It is fascist. But you can’t use what happens in the core
to explain what happens in the colonial setup”.

Conor McCabe: “On the Nationalist Necessity”, Turning Earth, 23 Mar. 2025

“I don’t bother with flags. As soon as the flags come out, there’s no way to get around it.
It’s all about nationalism and it kills me ... don’t get me wrong, I came out of a Republican
background. The closer you get to the border, it gets more polaric and fragmented ... When the
flag comes out it’s about one thing, it’s a wolf whistle to the gurriers. When I see anyone coming
up with the flags, it’s like MAGA, it’s nationalism. It’s a zeitgeist of nationalism that’s sinking

1412
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“‘Kneecap? They’re the Wolfe Tones in Tracksuits,” Says Jinx Lennon.” Irish Mirror, 30
Apr. 2025






1. Introduction

As a “carnival of racist inebriation” (“Dreaming of Downfall”, Seymour) swept the UK
and Ireland in the summer of 2024, the border town of Dundalk in Ireland stood out as a short
term success story of community resistance (The Last Mixed Tape). A broad front alliance of
locals from the border of North Louth and South Armagh, bolstered by artists such as the Mary
Wallopers, Just Mustard and Jinx Lennon, effectively repelled anti-immigrant agitation after a
seven-week-long series of standoffs outside a proposed refugee accommodation centre. The
loosely organised far-right agitators were internationally networked, with links to counterparts in
the UK, Europe and the USA. Significant financial support arrived from British-American
internet celebrity Tristan Tate, brother of Andrew Tate, while online encouragement came from
UK activist Tommy Robinson (Gallagher).

For an outsider, the local conflict in Dundalk would have been a confusing spectacle.
Both sides of the standoff faced each other down with Irish tricolours!, while each side referred
to the other as “traitors”. Although those who opposed the proposed refugee centre flew more
Irish flags than their opponents, they were less convincing in their claims to national legitimacy.
As local republican and anti-fascists sang Dominic Behan’s ‘Tear it Down from the Mast™? a
song dedicated to martyrs of the Irish Civil War, the anti-immigrant side, which included
politicians such as Hermann Kelly of the Irish Freedom Party and Dublin City Councillor

Malachy Steenson, responded with a chorus of Leonard Cohen’s ‘Hallelujah’ (after a failed

! The Irish national flag was presented as a gift to Young Irelander Thomas Francis Meagher by a group of French
women sympathetic to Irish nationalism in 1848. The flag symbolises unity between Roman Catholics (symbolised
by the green colour) and Protestants (symbolised by the orange colour). The white in between is generally viewed as
symbolising peace.

2 Dominic Behan was the brother of well known playwright and IRA militant Brendan Behan, and nephew of Peadar
Kearney, the author of the Irish national anthem ‘Amhran na bhFiann’. The lyrics of the song are: “So take it down
from the mast, Irish traitors/ It's the flag we Republicans claim/ It can never belong to Free Staters/ For you've
brought on it nothing but shame.” The lyrics were slightly changed for the occasion, with “Free Staters” becoming
“you fascists”.


https://en.wikipedia.org/wiki/Thomas_Francis_Meagher
https://en.wikipedia.org/wiki/Women_in_France
https://en.wikipedia.org/wiki/Women_in_France
https://en.wikipedia.org/wiki/Roman_Catholic
https://en.wikipedia.org/wiki/Protestant

attempt at singing the lyrics of the national anthem ‘Amhran na bhFiann’)*.

Commentators from the left, such as Richard Seymour or Franco ‘Bifo’ Berardi, have
generally understood far-right ethno-nationalist politics to be directed by overflowing affective
impulses in response to a generalised sense of impotence in the face of the narrow horizons of
late capitalist imagination. Similarly, liberal commentators in America such as Ezra Klein and
Fintan O’Toole have offered pathologising analyses, repeatedly using the lens of “disinhibition”
as an attempt to make sense of both Donald Trump and his electorate, who are “thrilled by his
misogyny, xenophobia, bullying, and mendacity” (O’Toole). On the other hand, Marxist historian
Anton Jager calls for “less mass psychology and more political economy”, arguing that to neglect
economic forces in favour of ideological concerns obscures social reality and inhibits our
prospects of intervention®.

The role of sex and gender plays a significant part in such debates. In Ireland, as in
Germany, the UK and the USA, there is a clear gender divide in relation to political opinion,
widening between those under 30 (Costello). According to a recent survey carried out by
Women's Aid, younger men in Ireland are the most likely age group to hold traditionalist views in
relation to gender, with data suggesting they show “a higher adherence to traditional masculine
roles compared to older age groups” (Conneely). This data illustrates a shift following a series of
progressive reforms on gender and sexuality in Ireland during the 2010s. Furthermore, recent
investigative reporting by The Detail highlights an intersection between violence against women
and anti-immigrant violence in Ireland. Of the 48 individuals arrested in connection with the

Belfast disturbances of August 2024, 23 had prior reports of domestic abuse (The Detail). This

3¢ Amhran na bhFiann’ means “the Soldier’s Song” in English and was written by Peadar Kearney.

* Jiger also adds that widespread unconditional support for genocide in Palestine may have played a role, arguing
that the normalisation of “the ongoing attempt to exterminate a surplus population in Israel and solve the
Paldstinenserfrage once and for all, has given a strong impetus to those wishing to enact anti-Muslim violence here
at home”.



correlation suggests that the underlying drivers of misogyny and xenophobic aggression share a
foundation in violent, reactionary masculinity.

Taking a postcolonial lens of Ireland’s “unfinished revolution”, alongside a psychosocial
framework, this thesis analyses the music and poetry of border artist Jinx Lennon to map the
emergence of the ethno-nationalist far-right in Ireland, working through the layered conditions
that produce it, and questioning how it might be resisted (Rolston and McVeigh). Reactionary
politics in Ireland, unlike in the UK, Germany, or the USA, are not suited to sweeping analyses
in relation to “postcolonial melancholia” or some nostalgia for a putative golden age in the
history of empire (Gilroy). To ‘Make Ireland Great Again’ makes little sense when the island
was colonised for eight hundred years, and by most arguments, remains colonised.

Irish republican politics, which have long been the historical driving force of the Irish
national liberation struggle, have generally been accepted (even by its detractors) as an
overarching answer to the question of Ireland’s status as a European outlier in terms of far-right
representation in government (O’Malley). This analysis remains relevant: areas where
republicanism is a popular force, such as Dundalk and Belfast, have shown measurably greater
resilience against far-right mobilisation than areas such as Dublin or Newtownmountkennedy in
Wicklow. A key element to understanding these differences is the complexities and pitfalls of
both Irish nationalism and republicanism, and the fact that both contain deeply contested national
discourses, with multiple forms of Irishness vying for political hegemony.

Thus, the history and politics of Irish republicanism, which originated in the late 18th
century in response to the American and French revolutions, needs to remain in focus if political
scientists are to analyse the question of why Ireland is yet to produce a discernable far-right

party. This thesis will draw on the politics of Irish republicanism and the legacy of the unfinished



revolution in order to make a literary analysis of representations of masculinities in the music of
border artist Jinx Lennon. While a detailed history of the cause of Ireland is beyond this thesis’s
scope, the history of the border and the partition of the island will be briefly introduced for the
non-Irish reader. The following outline lays the groundwork for understanding partition, the
thesis’s theoretical framework, and why Ireland’s semi-colonial condition ideologically separates
it from the rest of the EU, shaping both the political economy and psyche of the border region’.
This thesis is divided into six chapters. Chapter 1 establishes the historical and political
coordinates of the argument, tracing the unfinished revolution from partition through to the
present, and develops the theoretical framework — drawing on postcolonial theory, Marxist
political economy, masculinities studies and psychoanalysis — through which Lennon’s work
will be read. Chapter 2 situates Lennon within the border region and its particular conditions,
introducing the concepts of mestizaje, dis/inhibition and ressentiment as tools for analysing
border masculinities. These concepts are treated as interpretive tools for understanding how
identity, affect and political agency are formed under the specific conditions of the Irish border.
Chapter 3 turns to Lennon’s work directly, reading his sonic form, vocal performance and
one-chord aesthetics as politically meaningful in themselves, tracing the Border Schizo Cosmic
Folk Sound as a mode of border consciousness and collective address. Chapter 4 analyses the
hegemonic gender order produced by the Celtic Tiger, developing the concept of ‘leprechaun
masculinities’ to describe the comprador performances of Irishness that Lennon consistently
satirises and opposes. Chapter 5 examines Lennon’s representations of those excluded by that
order — border working-class men, their inhibitions and disinhibitions, their relationship to

republicanism, violence and the far-right — drawing heavily on Johanssen’s framework of

3 “For all that it silenced the guns, the deal struck by Tony Blair and Bertie Ahern did not settle the unfinished
business of the 1921 treaty. A large majority in the Republic retain their emotional commitment to national unity”
(Stephens).



dis/inhibition. Chapter 6 analyses Lennon’s overarching artistic project through the lens of
rawness and the unfinished revolution, arguing for the counter-hegemonic potential of his border

art and identifying its limits.

1.1 The Unfinished Revolution: A Brief Historical Overview

According to Aidan Beatty, the writing of Irish history tends to fall into one of two
models: republicanism or revisionism. Republican history writing, generally focusing on the
relationship between Republic and Empire, Ireland’s place in the world-system and the dynamics
between the colonised and the coloniser, “rarely receives more than short shrift in the Irish
academy” (229). Revisionism, which “is often more understanding of British concerns” (229),
remains the exalted model. Thus, the lens of the unfinished revolution offers a fresh political
reading that extends analysis of both Irish republican history and Irish masculinities. As
republicanism remains a distinctive force in the border region, this lens is directly relevant to
Lennon's work (though Lennon himself is often a critic of republicanism). Furthermore, the rise
of the Irish far-right must be understood as a latent will towards national liberation, albeit in a
deeply reactionary form. Recent far-right protests in Dublin during Easter commemorations
indicate a dangerous willingness to claim revolutionary legitimacy®. Limited to the
post-revolutionary period, the following section historicises the stunted national will and the
notion of the unfinished revolution.

In March 1920, David Lloyd George, British Prime Minister and key architect of the
Anglo-Irish Treaty, argued in Westminster:

If you asked the people of Ireland what plan they would accept, by an emphatic majority
they would say: “We want independence and an Irish Republic”. There is absolutely no

® The time of year when the largest republican commemorations, marking the 1916 or Easter Rising, take place.



doubt about that. The elected representatives of Ireland now, by a clear, definite majority,

have declared in favour of independence—of secession.

(Orders of the Day)

Lloyd George was referencing the general election in the UK in 1918, which took place
while Ireland was under British governance. The 1918 UK election in Ireland was the only
democratic mandate to take place in a 32-county electorate in the island’s history. Sinn Féin, the
all-Ireland Republican party, were victorious by a landslide’. According to Rolston and McVeigh,
despite the fact that the 1918 election took place under British rule, it is “the only point at which
we see a democratic expression of the will of the Irish people across the whole colonial story”
(30). Today, the democratic will of the island is ruptured: the United Kingdom continues to
express its will via the Northern Irish statelet®.

While the Irish revolution began as an anti-imperialist liberation struggle against the
backdrop of the First World War, the end result was the foundation of two imperialist regimes —
the Irish Free State, which became part of the British Commonwealth, and Northern Ireland,
which remained part of the United Kingdom. Partition derailed the labour movement, subverted
the aims of the revolution and bolstered sectarian and ethnic tensions (Mac Bhloscaidh; McVeigh

and Rolston; de Bhaldraithe; Greaves). The Free State that did emerge had limited sovereignty;

7 In fact, nationalist parties Sinn Fein and The Irish Parliamentary Party polled 1,211,516 votes or 79.3 percent of the
total votes, while the Unionists polled 271,455 or 17.8 per cent. This decision was reaffirmed in January 1920 at the
Municipal Elections when 95 percent of the townships outside Ulster fell into the hands of the Republicans under a
system of Proportional Representation. Notably, Derry and Lurgan in Ulster were taken from the Unionists, and in
Lisburn, Dungannon, and Cookstown Unionists had a slim majority.

8 According to revolutionary republican Liam Mellows, who was executed by Free State forces in 1923, partition
itself was not a result of “the will of the people”, but rather “the fear of the people”: “During the adjournment I paid
a trip to the country and I found that the people who are in favour of the Treaty are not in favour of the Treaty on its
merits, but are in favour of the Treaty because they fear what is to happen if it be rejected. That is not the will of the
people, that is the fear of the people” (Fleshpots of Empire Speech — Cartlann). The notion of ‘the will of the people’
is directly addressed in Article 3 of the Constitution of Ireland, which states: “It is the firm will of the Irish nation, in
harmony and friendship, to unite all the people who share the territory of the island of Ireland, in all the diversity of
their identities and traditions, recognising that a united Ireland shall be brought about only by peaceful means with
the consent of a majority of the people, democratically expressed, in both jurisdictions in the island” (Bunreacht na
hEireann - Constitution of Ireland, 2020).



Irish currency was pegged to the British pound, members of parliament were required to take an
oath of allegiance to the King, the Irish Free State took responsibility for British debt and land
annuities, and Britain continued to control Irish ports (Rolston and McVeigh). This outcome was
in line with the predictions of James Connolly, socialist and signatory of the 1916 proclamation,
who believed that the imposition of partition would lead to “a carnival of reaction both North and
South, would set back the wheels of progress, would destroy the oncoming unity of the Irish

Labour movement and paralyse all advanced movements™ (451).

1.2 Orange Reaction

The genesis of the statelet of Northern Ireland lies in the plantation of Ulster and the
foundation of the Orange Order in the 1790s’. The Orange Order is a fraternal Protestant order
founded in response to Irish republican organisations which tried to unite ‘Catholic, Protestant
and Dissenter’ in the late 1790s — the most significant of these being the United Irishmen, who
functioned as a tenant and agrarian union. Built as a reactionary force against such universalist
principles, the Orangemen were essentially “union-busters” (Jackson 145). As English historian
T.A. Jackson writes:

The Orange Order became an organised conspiracy of all the most degenerate

reactionaries of every social strata — an instrument whereby the lumpen strata were used

as tools to break up the solidarity engendered by the United Irishmen, and to replace the
struggle for democratic advance by disintegrating it into an embittered war of sect against
sect ... They constituted the first Fascist body known in history.

(Jackson 145)

For Odran de Bhaldraithe, the Orange Order represents “a political ideology and movement that

has as its raison d’étre the denial of Irish self-determination and democracy, which manifests

® The Orange Order was largely founded in reaction to the Irish Republicanism of the late 1790s (influenced by
French Republicanism). The failed Irish Rebellion of 1798, led by republican protestant Wolfe Tone and his United
Irishmen gave rise to the Irish Republican movement. The United Irishmen fought for Irish land rights and
independence from Britain.



itself through various guises, chief among them anti-worker policies” (de Bhaldraithe 12). From
1921, Orangism primed the Northern Irish state to build itself against the Other — the state was
resolutely anti-Catholic, anti-Irish and anti-Republican.

The first years of the 1920s in the North were, in Fearghal Mac Bhloscaidh phrasing,
“baptised in blood” (172). In 1920, Irish Catholics endured pogroms in Belfast — Loyalist mobs
drove 23,000 Catholics from their homes, sectarian murders were commonplace, and 50,000 had
left the state by early 1923. The first decade of governance oversaw cynical gerrymandering and
the abandonment of proportional representation in favour of first-past-the-post. Eamonn McCann
documents the “destruction of local government democracy in areas where Catholic
representatives were in power, the systematic exclusion of Catholics from the civil service and
from sectors of private industry, and the use of state forces and of the law to discourage Catholics
from attempting to change this situation” (239). Thousands of Catholics, and a minority of
Protestant socialists and trade unionists, labelled ‘rotten Prods’, were expelled from the city’s

shipyards and engineering works (Mac Bhloscaidh).

1.3 Free State Reaction

After the Anglo-Irish Treaty of 1921, the formation of the 26-county Irish Free State was
justified by Michael Collins as the freedom to achieve freedom. Collins’ argument that partition
was a stepping-stone towards liberation subverted the secular and anti-imperialist tendencies of
the revolutionary period, enabling the formation of a staunchly Catholic, ‘white dominion’ of the
British Empire. The subsequent Civil War was an anti-imperialist war fought along these terms:

socialists and feminists within the republican movement were resolutely anti-Treaty, and were



defeated by Pro-Treaty forces supplied with British artillery’.

The first Free State government elevated the most reactionary figures of the Irish
revolution. Police commissioner Eoin O’Duffy formed a Mussolini inspired ‘Blueshirt” Army in
the 1930s, fought on the side of Franco in the Spanish Civil War and supported the Axis powers.
Minister for Justice Kevin O’Higgins, who oversaw the execution of seventy-seven former
comrades, wanted to reunify Ireland as a dual monarchy within the British Empire (Tremayne
271), and coined the term “labour irregularism” — asserting that working-class militancy and
labour organisation were psychological problems fuelled by “greed and envy and lust and
drunkenness and irresponsibility” (O’Connor 161). O'Higgins, who referred to himself as one the
most conservative revolutionaries ever, was assassinated by the Irish Republican Army (IRA) in
July 1927.

Within ten years, former Sinn Féin anti-Treatyites formed the Fianna Fail party, joined
the Free State government and won constitutional power. For Rolston and McVeigh, this was the
greatest achievement of the bourgeois counter-revolution — “[i]t managed to construct a
functioning democracy out of a bitter civil war and a dishonest disavowal of republican
principle” (153). While Eamon De Valera’s Fianna Fail entered government on purported
republican ideals, they failed to counter the hegemony of the Catholic Church, made several
concessions to the Irish propertied class and produced a conservative and misogynistic
constitution in 1937. Revolutionary women were effectively erased from history, while Irish
Catholics of the North were abandoned to the sectarian Northern state. Both states, North and

South, were a product of British imperialism. Their existence, as Liam Mellows famously argued

! Cumann na mBan, the women’s republican army, were the first national organisation to reject the Treaty, taking
the anti-Treaty side in the Civil War. They were declared an illegal organisation by the government of the Irish Free
State in 1923 (Ward, 171).


https://en.wikipedia.org/wiki/Irish_Free_State
https://en.wikipedia.org/wiki/Irish_Free_State
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in the Dail in 1923, was not a result of the “will of the people”, but of “the fear of the people”.

This was the rational fear of war and bloodshed at the hands of the British Empire.

1.4 Orange and Free State Reactionism Today

In 2021, Rolston and McVeigh published Anois ar theacht an tSamhraidh: Ireland,
Colonialism and the Unfinished Revolution. ‘Anois ar theacht an tSamhraidh’ means ‘now the
summer is coming’. Rolston and McVeigh argue that “[i]n the context of the specific forces at
play in Ireland in 2020, there is an opportunity for genuine self-determination” [..] “the context is
uniquely propitious — better than it has been since the formation of the two states in 1920. The
British state is deconstructing itself in the context of Brexit. The Northern Ireland state is
profoundly undermined, not least by the demographic transition which is in the process of
removing the unionist majority upon which it was erected” (402). Since then, however, the
dynamics of local and global power have shifted sufficiently that Rolston and McVeigh’s
optimism is less convincing in 2025.

On the 3rd of August 2024, Irish far-right groups (many from the Dublin organisation
“Coolock Says No”) marched together with Northern loyalists in Belfast, carrying out pogroms
against small businesses owned by Arabs (O’Connor). The Unionist majority, who once
sustained hegemony over Irish Catholics through the preservation of a labour aristocracy, are
allying with the Irish far-right of the South in the name of anti-migrant activism.

While imperialist Orange reactionism has long been anti-worker, anti-immigrant,
anti-trade union, anti-Irish language, anti-Gaelic sport and anti-traditional Irish folk music — the
far-right, marching underneath the Irish tricolour in the south, offer similar politics. As former
Gaelic footballer Joe Brolly argued on Newstalk in the aftermath of the Dublin Riots of

November 2023: “no one hates Ireland more than the Irish far-right; they hate bus drivers ...,
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teachers, women, gays, trans, they loathe trans people, politicians, working people, Muslims,
Jews” (Newstalk). In both the North and the South, the politics of fear, resentment and hatred
swell the ranks of the far-right, forming a hostile and chauvinistic lumpenproletariat seeking to
defend marginal privileges with a siege-like mentality. This tendency is consistent with the
ethnonationalist and sectarian practices of the Orange Order in the 1790s and Loyalist

paramilitaries during the Troubles (Ruairc).

1.5 Why the Rise in Fascism? Mass Psychology vs. Political Economy

In Marxist political economy, class is central to understanding the dynamics of any
society, framing analysis of the state, democracy, empire and popular struggle. Class, defined by
the means and products of social production, is constantly remade as patterns of accumulation
change. The bourgeois class, who own factories, land and capital, exist in an exploitative
relationship with workers, whose labour generates more value than they are paid — the surplus
the bourgeoisie extracts as profit. The small number of hands who own this capital follow a
competitive logic, relying on the production of cheap commodities and new technologies which
increase productivity. As Karl Marx writes in Grundrisse, capitalists must constantly expand
their horizons. The drive towards endless accumulation tears down “every spatial barrier to
intercourse, i.e., to exchange, and conquer the whole earth for its market” (539).

For Poulantzas, the nation-state does not lose its importance in globalised capitalism but
takes on a new role, empowering finance and markets while reproducing class divisions globally
and domestically. Poulantzas, who marks a key distinction between the “national bourgeoisie”
and the “comprador bourgeoisie” within a given state, argues that the national bourgeoisie

(typically in colonial or semi-colonial situations), led by its own interests, “is capable of
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adopting, in certain specific conjunctures of the anti-imperialist and national liberation struggle,
class positions which make it part of ‘the people’; it can therefore be brought into a certain type
of alliance with the popular masses” (Poulantzas 71). The comprador bourgeoisie, on the other
hand, are entirely subordinated to foreign capital and are therefore lacking in revolutionary will
or potential, often leaving ‘compradorised’ states lingering in a state of uneven development and
perpetual stasis (Amin).

Conor McCabe observes that the continued dependency of Ireland’s agrarian economy on
Britain after Southern independence produced a compradorised class fraction which thrived
while maintaining the country’s dependent position within the world-system. According to
McCabe, the Irish political class and “the Irish state is best understood as one dominated by, and
shaped towards, the interests of an indigenous middleman, or comprador, class ... It is one that
routes itself through the very structures of the state, and has done so since that state’s formation
in 19227 (SotF, 48). This tendency deepened in the 1950s as Ireland began courting foreign
direct investment, largely from the USA, gradually taking its place as a semi-peripheral rentier
state subservient to the US-led imperial core.

Today, the Irish state is reliant on US multinationals and monopoly technology, is
subservient to the US military industrial complex and is structurally lacking in domestic industry.
The comprador bourgeoisie have turned housing into a speculative asset. The housing sector is
dominated by REITS (Real Estate Investment Trusts) who buy up and hoard residential and
commercial properties, driving up rents and housing costs while repatriating profits overseas
(Hearne).

A lack of housing has produced a deep loss of social and individual agency among

working-class Irish people. For Roisin Kiberd, the housing ‘crisis’ in the South has “been going
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on for so long that it has stopped seeming like a ‘crisis’, implying something sudden, and has
begun to feel more like culture instead” (183). There is an antinomy at play: a decades-long cost
of living crisis is steadily worsening and yet this standardised rate of depression makes what was
dubbed a crisis ten years ago feel like an acceptable normality. There is a sense that nothing is
improving and Ireland is in permanent decay. As our current neoliberal economic system is so
globalised, flowing so homogeneously and lacking in any discernible antagonist; there is a
further sense that there is no outside, no positive mass political project in motion to look towards
for a sense of agency.

Such economic conditions produce profound affective changes. Berardi argues that the
neoliberal-left in the imperial core, notably New Labour or Obama’s Democrats, made hopeful
(albeit vague) promises that were not kept — social inequalities sharply rose, services were
gutted through privatisation and “the hyper-complexity of financial automatisms” became
increasingly difficult for the average person to comprehend (31). After the crash, a deep sense of
impotence and humiliation spread among the working class. In reaction, efforts were made to
“masculini[se] the collective self-perception of the nation” and right-wing populists such as
Nigel Farage and Donald Trump emerged as the ‘avengers of the humiliated people of the West’
(7H".

Berardi’s broad diagnostic analysis, which takes the affective responses of failure,
humiliation and neoliberal decline as a starting point to analyse contemporary fascism, is limited
in the sense that it is unable to account for the particularities of Irish historical context and

political economy. This thesis contends that the partition of Ireland created two reactionary

! Economist Gary Stevenson argues that an upsurge in gym membership (across genders, though gym work is often
coded masculine) amongst young people in Britain is increasingly driven by a downturn in social mobilisation:
“there’s a lack of control, with gym, you have control ... you put your energy into work, you put your energy into
education, and you’re not getting the outcome, because the outcomes are basically determined by who your dad was.

You go to the gym and you work fucking hard everyday, and you’re going to see the results” (Novara Media).
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states, which in turn cemented the island’s class dynamics and its relation to imperialism. As
Daragh Cogley argues in relation to the Southern state’s failure to back up their anti-colonial
rhetoric against Israel with material sanctions, “both Ireland and Israel function as
semi-peripheral rentier states: advanced enough to host tech clusters, weapons industries and
financial flows, but fundamentally subordinate to the U.S.-led core ... They may differ in history
and values, but they are unified in function: serving the architecture of global domination”
(Cogley). Brian O'Boyle and Kieran Allen contend that the Irish Republic is effectively an
onshore tax haven, dependent on foreign direct investment and lacking meaningful sovereignty,
while de Bhaldraithe observes that the Barnett formula leaves the Northern Irish statelet with
virtually no control over its finances. Both populations, North and South, are discontented and
compromised by economies which are unable to deliver meaningful production, unable to
respond to the demands of the climate crisis and unable to provide housing, schooling and
healthcare. In the South, the comprador neoliberalism of Fine Gael and Fianna Fail has left the
door open for transnational chauvinistic forces to merge with reactionary Irish nationalisms'?. In
the North, similar transnational energies are converging with historical practices of Orangeism.
The residue of a will towards a thirty-two-county republic, whether latent or manifest,
remains within the national popular consciousness and drives ‘the unfinished revolution’. As
Rolston and McVeigh argue, progress is contingent on a choice between empire and republic,
between international resistance alongside victims of colonialism or feeble withdrawal into
subservient white dominionship. The contradictions between this popular will and the present

reality of neoliberal Ireland offer the initial lens through which I will analyse the work of Jinx

12 While numerous political commentators, from Blindboy Boatclub (Sarkar) to Lizzie Dearden and Ali Watkins in
the New York Times, have analysed the race riots and pogroms in the North of Ireland through the lens of late
capitalist discontent and the housing crisis, it must be noted that these arson attacks are consistent with events
associated with increased periods of loyalist violence during ‘marching season’ (April to August). To understand
these attacks through the lens of neoliberal decline alone, while avoiding historical consistencies, conceals as much
as it reveals.


https://www.nytimes.com/by/lizzie-dearden
https://www.nytimes.com/by/ali-watkins
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Lennon. Lennon’s work can be read as an attempt to transform the contradictions of Ireland’s
unfinished revolution into a form of counter-hegemonic agency grounded in lived experience.
The chapters that follow trace this dynamic across Lennon’s sonic form, lyrical content, and

representations of gender, situating his work within the historical and political conditions of the

Irish border.
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2. Jinx Lennon and the Border Schizo-Cosmic Fffolk Sound (For The Fuc**d)

Every time I look out my window I feel like I’m in Israel looking down at Palestine
This land is my land, this land is your land, from the top of Kerry, to the top of Derry
Cut the towers down! (Live at the Spirit Store, 2000)"

Jinx Lennon, ‘The Lookout Posts of Forkhill’.
Border Schizo Kid: “It’s a sound that comes from this part of the country, the border area.
Oriel, the lost province of old.”
Cooley Paranoid Prick: “Well, what is that about? What does it do?”
Border Schizo Kid: “There's a magnetism, there's a realism, there's a sort of
schizophrenic aura about the place that makes people think with a dual brain that actually
increases the chance of creating something special and real and fine.”
Cooley Paranoid Prick: “So, what is that about? Are you saying that people just get up
off their backsides and do something? Sure they're doing that the whole world over.”

Jinx Lennon, ‘THE BORDER SCHIZO COSMIC FOLK SOUND MOVIE’
(1:20).

2.1 Jinx Lennon and the Border

Jinx Lennon (1964-) is a songwriter, performer, hospital worker and poet from Dundalk,
County Louth, just south of the border. Lennon currently works as a porter in Dundalk hospital,
and previously as a labourer and factory worker in Dundalk, New York and London. Throughout
Lennon’s youth, Dundalk was an industrial town anchored by the Harp Lager brewery, Carroll’s
cigarette factory, and Clarks shoe factory'®. By the late 20th century, the majority had closed.

As a result of the low-level warfare in the North, “Dundalk took on a little of the tawdry

glamour of a frontier town” during the 1970s and 1980s; many refugees fleeing British violence

13 Interpolation of socialist folk singer Woody Guthrie’s “This Land is Your Land’.
'* The slogan, “Drink the town, smoke the town”, encouraged locals to drink Harp Beer and smoke Carroll’s
cigarettes.
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in the North settled there, while republican militants could operate with more freedom, away
from the direct presence of British forces (Bishop and Mallie 201). The town’s safe houses
hosted political meetings, and the North Louth border served as a critical route for arms
smuggling to active brigades in the North (Mulroe; Harnden).

Discourses framing border communities as inherently lawless or violent have persisted
for decades. Most recently, former Fine Gael politician Alan Dukes asserted in 2022: “Border
people have it in their blood. They are living in communities that have a long history of violence
of different kinds, and they’ll more easily turn to it than anyone else will” (BBC News). While
Dukes' claim is essentialist, the border's material conditions — its jurisdictional ambiguities,
economic marginalisation and legacy of conflict — do structurally amplify tensions.

South Armagh, directly north of Dundalk, was a key area for the Provisional IRA
throughout the Troubles. At one point in the 1980s, British Prime Minister Margaret Thatcher
said: “People in the South come to the North to commit criminal acts and then dash back. That is
what I said to the Americans when the Israelis bombed Tunis. What would you say if Dundalk
were bombed to stop this?” (Collins). While South Armagh earned the nickname ‘Bandit
Country’, Dundalk was often referred to as ‘El Paso’. The area was heavily militarised: border
checkpoints, bombs, IRA sniper units and British watchtowers.

Despite its strong republican presence, Dundalk has notable Anglophilic tendencies. It
remains one of Ireland’s few predominantly Catholic towns where soccer eclipses Gaelic
football, with local self-esteem bound to the fortunes of Dundalk F.C. Due to its proximity to the
border, Dundalk could pick up BBC and ITV. As Lennon said in a 2018 interview, “[b]eing Irish
seemed like a strange anachronism because from an early age, the culture I knew was English

and American. | saw the terrible atrocities beaming through the tube from across the border,
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made more vivid because we had just acquired color” (Nelson). The Manichaean relationships
produced by partition — colonised and coloniser, nationalist and unionist, Free State and British
occupation — define the town's contradictions. This tension creates what Lennon refers to as a

‘schizophrenic energy’ throughout the border region.

2.2 The Celtic Tiger, the Catholic Church and the Peace Process

By 1999, as Lennon began performing as a solo artist, Ireland was undergoing three
shifts: an economic boom (the Celtic Tiger), the end of armed struggle through the peace
process, and the decline of Catholic hegemony. As Orlaith Darling writes, “the ‘Celtic Tiger’
saw something of a musical plateau; as Dublin morphed from an industrial city into a globalized
cosmopolitan center for financial services, its music became increasingly generic against the
richer and more rural folk and traditional offerings” (227). In contrast, Lennon stayed true to a
tradition of Irish folk storytelling, offering a dissenting voice to the neoliberal consensualism and
articulating a working-class consciousness that looked beyond the “wounded attachments” of
historical failure (Brown, 458). Similarly, while he rejected chauvinistic elements of
republicanism, he maintained a radical, autodidactic intellectualism associated with the
tradition'>. While welcoming the waning power of the Catholic Church, Lennon adopted a
preacher-like persona in live performances, using music to spiritually uplift the audience. His
artistic themes engaged directly with postcolonial Irish Catholicism, particularly shame, guilt and

repressed sexuality.

15 As Bethan Johnson writes, “IRA thinkers constructed a vision of masculinity that included a curious mind,
politicised way of viewing the world, and regimented approach to life. It might be called an embodied, radical
intellectualism” ... “it encouraged a particular breed of radical, autodidactic intellectual who lived out his ideology”
(Johnson)
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2.3 Mestizaje

In 1987, Gloria Anzaldia published Borderlands/La Frontera: The New Mestiza, a
semi-autobiographical book with a lasting theoretical legacy in postcolonial identity, gender and
literary studies. Throughout Anzaldta's work, liminality is liberation. The ‘new mestiza’ is an
in-between space, or border consciousness, in which Western binary and essentialist modes of
thought are broken down. The term ‘mestiza’, or ‘mestizaje’, loosely translates to mixture and is
used here in a liberatory sense.

Rolston and McVeigh have applied mestizaje to Irish identity and Irishness. As they write
in [reland, Colonialism and the Unfinished Revolution:

If we are all mestizos or mestizas, we are an amalgam of both settler and native

experience. That is not how people in the North usually approach culture and politics.

Political views often run in families; people vote with remarkable consistency on ethnic

grounds. It is as if the biological accident of being born Protestant or Catholic is the sole

determinant of political identity and action. The recognition of mestizaje can deconstruct
things. If we are all mestizaje, there is the opportunity to explore our mixed

past with a view to deciding where each of us stands at the present time. In particular,

there are decisions to be made by each of us about reclaiming the parts of our past which

support liberation and in particular decolonisation (26).

Such a perspective unsettles fixed notions of national identity and opens space for rethinking
how gender, culture and belonging are negotiated within hybrid and postcolonial contexts.
Recognising Irishness as mestizaje frames identity as inherently composite, a view directly
applicable to gender and embodiment.

This framework finds illustration in Lennon's song ‘Border Lad’, which represents the
border household as a site of unresolved political identities. The song’s central image — “My

grandmother watched the Royal wedding and the Queen’s speech on a Christmas day/ While her

nephews they wore combats/ Shouting ‘get these Airfix'® blaggards out, I don't belong to Ireland,

16 British model airplane company.
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or the damn UK’” — stages this mixed, contested inheritance of mestizaje. The same family
inhabits incompatible political identities: a mother is drawn toward the spectacle of British
imperial culture, while her sons repudiate both post-partition states as illegitimate. As the
following sections will suggest, this in-betweenness is central to understanding Lennon’s art,
shaping both the formal tensions of his music and his broader understanding of border

masculinity.

2.4 Mestizaje and Gender

This framing of Irishness as mestizaje shows that Irishness — in the North, the South and
among the diaspora — is contested, mutable and in constant flux. This view of Irishness does not
align with the imperialist, reactionary, blood and soil ethnic nationalism espoused by Orangeism
or Irish far-right movements. The far-right patriot appeals to an imaginary ordered past as
compensation for the crises of the present. In a fascist utopia, the breadwinning man focuses on
production, while women, lacking political identity and public subjectivity, are confined to
reproduction. This backward-looking myth-making, intertwined with Catholic, Celtic blood and
soil nationalism, is a common feature of Irish far-right iconography and discourse. Following
Anzaldtia, border masculinities tied to mestizaje and in-betweenness are resistant to such
hierarchical binaries.

Debbie Ging argues that young men, increasingly drawn to online misogyny, need
progressive role models and positive political horizons. In this context, reading Lennon’s
depictions of masculinity foregrounds not crisis or decline, but the possibility of alternative,
progressive masculinities emerging from the specific conditions of the Irish border. Such a
reading shifts attention away from reactive or moralising frameworks and towards forms of

agency grounded in lived experience. The pleasure of in-betweenness, or border consciousness,



21

should be viewed as interlinked with progressive masculinities and politics, encouraging
inhabitation of the social, psychic and sexual borderlands'’.

While Lennon’s representations of women fall largely outside the scope of this thesis, the
same psychosocial conditions shape how women perform gender in his work. The song ‘Bertie's
Bodyguard’ makes this legible. The song depicts Lisa Smith, a Dundalk woman, former Irish
Army soldier and bodyguard to Taoiseach Bertie Ahern, who joins ISIS/Daesh and moves to
Northern Syria, where she is eventually imprisoned on her return to Ireland. Leaving home, she
tells her friends:

I want to go with those of strong belief

Like the AK-47 brothers down beneath

Back at home, they just stare at their phones

Shift like sand, and go with the flow

I don’t want to end up like my sisters, going around the pound shops

With a TV in the background, that never stops.
(Lennon, ‘Bertie’s Bodyguard”)

The song argues that blocked agency and the absence of political horizons produce reactionary
politics. Thus, Smith’s radicalisation follows the same logic as the male protagonists this thesis
traces. Women play a significant role in the growth of Irish far-right organisations, and much of
this analysis applies to them. However, Lennon’s border representations centre male experience
as their primary object, and it is through that lens that the reactionary psychosocial dynamics of

blocked agency are most developed in his work.

17 Thus, Lennon can be read as an artist who travels around the country, spreading border consciousness, or what
Lennon calls ‘border energy’. His alter ego, “The Free State Nova” is an exalted performance of a superhero, a
mestizo with no homeland, who serves as a sort of ‘beacon of light’, ‘uplifting’ those who sit outside official
narratives of bourgeois national identity, particularly those who are excluded from an emergent Irish narrative of
social and economic success associated with the Celtic Tiger.
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2.5 Masculinities: Class, Ressentiment and Agency

For both Judith Butler and Klaus Theweleit, masculinity is tied to inhibition. As Butler
writes in The Psychic Life Of Power, “the terror of homosexual desire may lead to a terror of
being construed as feminine, feminized, of no longer being properly a man, of being a ‘failed’
man”, and thus homosexual impulses are repressed (136). Crucially, this repressive inhibition is
itself productive, and repressed homosexuality returns as neuroses, such as melancholia or
ressentiment.

For Butler, Theweleit and Johanssen, ressentiment is deployed as a lens to analyse
reactive political formations on a psychosocial level. In this thesis, I use ressentiment specifically
to describe a form of politically immobilising resentment that emerges when agency is blocked
but not resolved. In Nietzsche’s philosophy, ressentiment denotes the repressed hatred of the
oppressed who, unable to resist their oppressors, enact a moral inversion: the nobles once
deemed ‘good’ are vilified as ‘evil’, while the weakness of the oppressed is sanctified as ‘good’.
In the Genealogy of Morals, Nietzsche argues that such a reactive stance creates a value system
rooted in negativity rather than self-affirmation, replacing creative vitality with a morality of
negation. Building on Nietzsche, Max Scheler developed ressentiment as a psychosocial
framework in the 1910s, identifying its role in producing proto-fascistic sections of German
society who derived pleasure from victimisation and powerlessness, a tendency he argued was
strongest amongst the petty bourgeoisie. For Scheler, ressentiment is always bound to the given
social structure, spreading during periods of social inequality, “[s]ocial ressentiment, at least,
would be slight in a democracy which is not only political, but at the same tends towards equality
of property” (28). Later, Wilhelm Reich and Gilles Deleuze further opened up reactive

ressentiment to leftist interpretations, proposing that emancipatory politics requires transcending
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cycles of resentment through proactive, affirmative politics. In such a framework, Nietzsche’s
Ubermensch is repurposed, not as an authoritarian strongman, but as a figure who overcomes and
sidesteps paranoia and resentment, producing creative energies tied to a shared political horizon.
This movement, from reactive negation toward affirmative, outward-flowing desire, is central to
this thesis.

For J.K. Gibson-Graham, reimagining the affirmative potential of masculine
subjectivities is crucial for political projects of postcapitalist possibility. Unlike Connell’s
dominant strand of masculinities studies, Gibson-Graham analyses masculinity in progressive
motion beyond its present conditions'®. Similarly, this thesis seeks to go beyond descriptive
analyses and to understand the production and development of masculinities as inextricable from
political horizons beyond late capitalist economics.

In their 2006 text, A Postcapitalist Politics, Gibson-Graham develop a political reading of
masculinities via an analysis of two Northern English films, Brassed Off (1996) and The Full
Monty (1997), which depict the need to come to terms with profound losses in rapidly
de-industrialising South Yorkshire. The Full Monty follows unemployed steelworkers in urban
Sheffield who turn towards male stripping. Gibson-Graham read it as a celebrative representation
of a group of men who “heroically abandon their remnant pride in a sublime and spiritual rite of
humiliation”, while their cathartic performances “embrace the disintegration of their (no longer
authorized) male dignity” (10). Brassed Off depicts a colliery brass band struggling for
community survival after the closure of the local pit. Their conclusion is that The Full Monty,
through its embrace of masculine humiliation, “portrays movements that sidestep the paranoia,

melancholia, and moralism of the traditional left”, suggesting that the film offers “a way forward

'8 In fact, Yang argues that within the field of masculinities, “the concept of ‘hegemonic masculinity’ has itself
become ‘hegemonic’ (318).
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(as well as an opening) for a postmodern politics of class” (11). Brassed Off is described as a
film that resists humiliation, epitomising an aggrieved performance of a decaying community,
which they align with Wendy Brown’s conception of ‘left melancholia’"®. For Gibson-Graham,
Brassed Off is ultimately a film which pulls the audience towards “the signature emotions of
modernist class politics” — ressentiment, moralism and righteous outrage (11). Lennon's project
falls dialectically between Gibson-Graham’s two positions. Lennon represents both the
communal resentment and righteous anger of Brassed Off and, simultaneously, embraces
humiliation and a letting-go of wounded attachments as represented in The Full Monty. Yet,
Lennon's resentful affect is a letting go while holding on — a flowing process of proactive
reaction requiring constant repetition.

This tension is captured most fully in ‘You Must Forgive the Cnts’, Lennon's most
popular song. The song depicts a former factory worker remembering work on the assembly line:

I used to work in a factory

It was the worst environment I’ve ever been

Met some of the biggest arseholes that you’ve ever, ever seen

The manager used to treat us like swill, like shit rolling down hill

But somehow you must rise

Somehow you must find strength inside ...

You feel like a non-entity, but somehow you must keep your dignity!

Because you must forgive the cnts®, yeah!

The ones who walk upon you, yeah!

Who walk all over you, yeah!

You really must forgive them, yeah!

I know it’s really hard, yeah!
But if you don’t forgive the cnts, yeah!

¥ Influenced by Walter Benjamin’s idea of left melancholy, Brown understands “left melancholia” as a pathology of
the left in which an “attachment to a past political analysis or identity is stronger than the interest in present
possibilities for mobilization, alliance, or transformation”

2Cnt can be used as a term of endearment in working-class Irish culture; ‘yous are good cunce’ (I like you all a lot),
‘she’s a gas cnt’, (she is a very funny person). It can be used as a filler word to add emphasis to something such as in
‘they’re a stupid cnt’, ‘it’s a pure cnt of a day’, ‘I’m in a cnt of a mood’ or ‘look at this cnt comin’ down the road’
(again, this could be either affectionate or pejorative depending on the tone). “Cnt” is used synonymously with
oppressor in this context (“You Must Forgive the Cnts”). Another example is from the song ‘Pregnancy Test Kits’

(2023): “men are all cunce and they’d drive ya to drink”.
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You’ll never find the peace inside you want, yeah!
(Lennon, “You Must Forgive the Cnts”)

Verbal torrents and the flow of emotion produce a stronger sense of agency; forgiveness becomes
a conscious, flowing internal process, endlessly repeated. The wounded attachments ease, and a
knowledge born of humiliation emerges.

Oppression’s affective residue remains, but the narrator moves beyond the resentment it
produces. While the manager is still described as a “cunt” with “little piggy eyes”, the
performance allows the narrator to let go of resentment as a means to move towards agency. For
Freire, responding to domination aggressively is a way to set limits and reinstate the right to be
treated humanely. This process restores the humanity of the oppressor which was lost in the act
of oppression: “[i]t is—paradoxical though it may seem—precisely in the response of the
oppressed to the violence of their oppressors that a gesture of love may be found” (56). Lennon’s
art can be read as psychic sublimation responding not only to class domination but to national
and colonial oppression. As psychoanalyst Geza Roheim writes, “A neurosis isolates; a
sublimation unites. In a sublimation something new is created - a house, a community, or a tool
and it is created in a group or for the use of a group” (96). For Frantz Fanon, dance and music
liberate an inhibited body, creating a space where a safe, non-violent and imagined revenge can
be performed against the oppressor. As he writes in The Wretched of the Earth: “the
supercharged libido and the stifled aggressiveness spew out volcanically. Symbolic killings,
figurative cavalcades, and imagined multiple murders, everything has to come out. The ill
humors seep out, tumultuous as lava flows” (20).

In the Irish folk tradition, these carnivalesque desires for revenge against the oppressor
are commonplace. From the traditional songs performed by the Dubliners, the Clancy Brothers

or the Mary Wallopers, to the original work of Pogues, republican martyr Bobby Sands or
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contemporary rap group Kneecap, revenge against the British coloniser, the landlord, politicians
or the police are often played out in an artistic context. While critical of real-life republican
violence, Lennon's worldview is consistent with an Irish republican reading of history: the initial
aims of the revolution were aborted, the creation of two compromised states was the culmination

of the struggle, and it is our collective responsibility to move beyond the historical impasse.

2.6 The Far-right, Affect and the Unfinished Revolution

The Irish far-right, in their own reactionary and incoherent way, also show a violent
desire for an unfinished revolution in Ireland. Despite efforts to place themselves within a
lineage of Irish revolutionaries, the exclusion of ‘foreigners’ and ‘wokeness’ from their project
of nationhood is central, as is their loyalty to Western imperialism. As Adam Doyle writes in the
Irish Times, “the culture war decay of Trump-era America has burrowed into Irish society like a
cavity”. Following ‘Bifo’ Berardi’s argument that political paralysis and impotence have fueled a
chauvinistic, nationalistic upsurge, Johanssen argues that “the fantasy of the fascist body
provides men with a toxic form of symbolic power through which they wish to move beyond
apathy” (19). He further contends that an “intertwinement of discourse, fantasy and affect
renders racism, and other forms of discrimination, pleasurable as well as destructive and potent
for racists” (35). The impotent fascist projects their own fantasies of pleasure onto those they
designate as Other, alleging queers or immigrants to be dangerous and lustful. Therein, the
fascist finds a justification for the sadistic destruction of the Other. This brings us to a key

theoretical concept for this thesis: dis/inhibition.
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2.7 The Fight Between Carnival and Lent: Dis/Inhibition

Dis/inhibition is a psychoanalytic concept developed in Jacob Johanssen’s 2022 text
Fantasy, Online Misogyny and the Manosphere: Male Bodies of Dis/inhibition, drawing on
Freud, Elisabeth Young-Bruehl, Klaus Theweleit and Wilhelm Reich. Dis/inhibition’" should be
understood as distinctly psychosocial, i.e., related to both underlying psychic forces and
structural, economic and social forces, and is defined by “contradictions of desire, affective
forces and the push and pull of the unconscious” (4). In this thesis, dis/inhibition is used to
understand how forms of masculine expression in the border region oscillate between repression
and explosive release, producing unstable and often contradictory forms of behaviour, in ways
that are politically consequential.

Johanssen describes dis/inhibition as “a consciously or unconsciously self-selected
restriction of a situation by the individual to avert the affective experience of anxiety or
unpleasure” (44). Inhibition is a socially and culturally installed form of psychic repression, akin
to Freud’s conception of the super-ego, which restricts the ego’s psychic functions, leaving the
psyche “maintained in an energised, charged-up state but never released” (45). The concept of
inhibition is inextricably tied up with its opposite, disinhibition, which represents the unchecked,
free-flowing drives of the id. In other words, in a state of disinhibition, social expectations, or
belief systems are disregarded, often in dangerous excess, and this lack of restraint can have
detrimental consequences for the self, others and/or society as a whole. The concept of
dis/inhibition as advanced by Johanssen, is described as “a split or schizoid state of inhibition
where an individual’s affects but also thoughts, desires and feelings are damned up, clogged up,

held onto — and disinhibition where it all breaks free, erupts from the individual, dams break and

IContinually italicised so as to emphasise its difference to ‘disinhibition’.
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floods gush” (46). Although Johanssen recognises dis/inhibition as a ‘general symptom’ of
contemporary life, he focuses on cases “so severe for some men that they seek to annihilate the
other who they think is responsible for it” (16).

Crucially, a distinction must be drawn between this pathologised fragmentation and the
cyclical harmony of the carnivalesque. Unlike the pathological dis/inhibition described by
Johanssen, the carnivalesque represents a cyclical and socially mediated form of release, rather
than a breakdown of psychic regulation. In Johanssen’s framework, the slash in dis/inhibition
denotes a dangerous schism; it is a failure of the ego to mediate, resulting in a subject who is
simultaneously dammed up and explosively leaking. By contrast, the classical carnival functions
as a socially sanctioned period of licensed disinhibition. In the traditional balance, the chaotic
excess of Carnival is distinct from the rigid asceticism of Lent; the two poles regulate one
another. Johanssen’s dis/inhibited subject, however, inhabits a ‘schizoid’ state where this
rhythmic cycling has broken down.

Breugel’s painting ‘The Fight Between Carnival and Lent’ represents the unchecked
disinhibition of Carnival (impulse, chaos, flesh) confronting the rigid inhibition of Lent (control,
order, the spirit). Crucially, Bruegel does not pick a side; rather, he presents these two poles of
human experience as necessary, cyclical tension. For Attali, under late capitalism, such balance
is lost: “in Carnival’s quarrel with Lent, it is Lent that has taken the upper hand” (81). Music is
no longer valued for its “capacity for creating community and reconciliation”, but
“music-turned-commodity” is “heard, repeated, regimented, framed, and sold”, contributing to
an inhibitive social order. On the Lenten side of the painting, we find what Attali describes as the

“monologue of power”, a state of Silence achieved through a mass produced Network of
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Repetition. Conversely, Attali identifies Carnival as a fundamental subversion that destroys the

Lenten code to herald a new social order.
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3. The Border Schizo Cosmic FFolk Sound: Noise, Rhythm and the Border

“The songs were always made to scare priests and politicians, they weren’t made to sell
Citroéns”.

Andrew Hendy from the Mary Wallopers, Utdipe Cheilteach/ Celtic Utopia, 2025

Having established the historical and theoretical coordinates of Lennon’s world, this
chapter turns to the work itself, reading sonic form, vocal performance, and musical structure as
constitutive of the border consciousness this thesis traces. Drawing on Cleary’s argument that
formal structures embody ideological evaluations of life, the following analysis treats Lennon’s
border art, his duelling voices, his accented delivery and his one-chord-songs as political acts in
their own right. Such a reading takes noise and rhythm as a mode of meaning-making in

themselves, rather than as mere vehicles for Lennon’s lyrics.

3.1 Lennon and His World: The Search for the Unfinished Revolution

Jinx Lennon’s first album, Live at the Spirit Store (2000), begins with a clear address to
the audience. He clarifies: “[b]efore I start off I just want to say something. I just want to say that
if anyone around this town thinks I’m up here trying to take the piss out of people, I just want to
make sure, I just want to make sure that I am not about that at all. I’'m about fucking uplifting
people”. The insistence that caustic and often derisory humour should produce affects of
collective elevation rather than individual ridicule places him within the carnivalesque, a literary
mode Bakhtin identifies in the work of Rabelais, but can equally be identified in the work of

Breughel. For Bakhtin, folk humour and the carnivalesque function in a dialogical process with



31

the community, transcending hierarchical formations while reviving and renewing utopian
energies and positive horizons. His live show often builds upon such carnivalesque elements:
representations of the eccentric, the incorporation of profanity, comic dialogues, improvised
monologues and up-to-date subject matter, often breaking down local and global news stories in
ways that serve to subvert their control over the audience. Unlike a satirist, Lennon’s humour
rarely places itself above the subject of analysis, marking “the suspension of all hierarchical
rank, privileges, norms and prohibition” (10). The utopian character and political horizon of
Lennon’s art is the very same as Bakhtin’s reading of Rabelais — the ascendancy of peace and
labour over war and capital.

Lennon’s carnivalesque humour operates specifically through the medium of music and
song. As Lennon colours outside of the lines of typical genre-formation, listeners would benefit
most not by holding his music in relation to any specific sound but in thinking about how he
creates an affective sonic pathway which depicts his part-rural, part-urban, chiefly working-class
environment, using the medium of the popular or folk song. Beyond that, two musical elements
are central. Firstly, the lyric is generally at the fore of his work, with Lennon citing the
development of hip-hop during his time in New York in the 1980s as a critical influence
(Fhlatharta). Secondly, he seeks to channel a raw intensity of feeling which flows out in an
uninhibited, affirmative free form which is charged with emergent energies and possibilities.
Lennon embodies all three prerequisite characteristics for what Deleuze and Guattari call a
minor-literature, literatures which emerge within the major culture yet simultaneously transcend
it by constructing fresh ideas and new formations of desire (18). Firstly, “the

deterritorialization” of language” (Kafka, 18); Lennon sings in his own ‘deterritorializing’

22 In Deleuze and Guattari, deterritorialization refers to the opening up of new possibilities for desiring-production,
breaking free from fixed structures or boundaries and rethinking said limits.
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border accent, using particular inflections, slang and sentence-formation. As Larry Kirwan writes
in The Irish Echo, “[t]his is not your imitation Dublin 4 intonation that has steamrolled the life
out of Ireland’s unique linguistics. No, it’s an in-your-face culchie sensibility that would
blowtorch the paint off the sacred walls of the Shelbourne Hotel ... you’re not only hearing an
authentic local Irish accent, you’re also clueing into the shrouded psyche of modern Ireland”
(Kirwan). Secondly, “the connection of the individual to a political immediacy” (18): Lennon is
a worker immediately interconnected with the politics of his locality, representing local struggles
and conflicts. Thirdly, “the collective assemblage of enunciation” (18): Lennon attempts to
collectivise an un-enunciated community, or to elevate a repressed border consciousness. While
this border consciousness is distinctly Irish, it deterritorialises the meaning of mainstream,
totalising nationalism by offering dynamic, local and transnational potentialities, thus bringing
multiple nationalisms in productive tension.

Joe Cleary argues in Literature, Partition and the Nation State Culture and Conflict in
Ireland, Israel and Palestine that the border is a material political construct that actively and
continuously shapes the identities and conflicts it is alleged merely to reflect. This suggests
Lennon’s divided inner voice is not merely psychological but historically produced by the
psyche-shaping effects of partition. Drawing on Lukacs and Adorno, Cleary argues literary form
is always social: formal structures embody ideological evaluations of life, shaping perception in
ways that seem unpolitical but are deeply invested (110). Such a perspective lends itself to

readings of ~ow Lennon’s songs are structured.
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3.2 The Border Schizo Cosmic Folk Sound

In 2019, Lennon produced THE BORDER SCHIZO COSMIC FOLK SOUND MOVIE for
the Dundalk Film Festival, a short manifesto inaugurating his self-defined musical genre.
Through its central device of dueling inner voices, the work grapples with fragmented
masculinity, working-class consciousness, and the creative tensions bound up with border life.
These concerns, self-belief versus self-doubt, creation versus stagnation, crystallise Lennon’s
broader interrogation of identity and in-betweenness. The film’s dialogical struggle between two
archetypes, ‘The Border Schizo Kid’ embodying Carnivalesque disinhibition, and ‘Cooley
Paranoid Prick’, embodying Lenten inhibition, encapsulate competing models of masculinity.
The former embodies creative resistance, advocating for art as communal self-representation and
psychic survival, while the latter personifies neoliberal alienation, dismissing uncompensated
artistic labor and fixating on money.

For the Border Schizo Kid (BSK), to be a man one must have faith in themselves, pride
in one’s community, and the desire to be creative: “If you sing in your own accent, that’s even
better, that will make you feel you’ve got self-respect, even though people look at you like
you’ve got two heads” (Lennon 4:02). For the Cooley Paranoid Prick (CPP), being a man means
being a breadwinner: “Two heads? Look at, the only two heads I look at is the coin that helps me
make my pockets a bit fuller when I go into the street to get things” (4:13). This tension,
hardened since the Celtic Tiger, pits masculinity tied to labour and community engagement
against manhood measured by market performance.

Since 2019, Lennon has externalised this inner antagonism in live performances through

a theatrical segment he calls ‘the Contrarian Elect’. Framed as an “anti-ego mechanism”, this
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performative device works against artistic self-importance while sustaining a tension and
in-betweenness (The Journal of Music). These two characters regularly argue on stage®:

BSK: If they want to be uplifted, then the people will be uplifted. I’'m taking them on a
journey.

CPP: Some journey.

BSK: It’s the only journey I can take them on. It’s not the Titanic, it’s not any massive
Steven Spielberg movie. It’s real life, it’s here!

CPP: Don’t get so uptight about it, ’'m only making a remark.

BSK: The time is here for the Border Schizo Cosmic Folk Sound. It’s not a big
concoction. It’s not a big mixture. It’s not a formula. It’s something that’s real and coming
out of my solar plexus now to uplift the people!

CPP: Don’t think you’re Bob Dylan.

BSK: I don’t think I’'m Bob Dylan. I think I’m better than Bob Dylan, because I'm from
the border area!

CPP: The border is not fucking great, is it?

BSK: It’s good if you believe in it! It’s good if you believe in it! Believe in yourself and
stop putting everyone down!

(Jinx Lennon, ‘East Border Energy’, Live at the Spirit Store)

Neither character represents Lennon’s actual self. In tension, they generate a dialectical,

energy-producing conflict.

3.3 Hoo a Yoo?

James Joyce once speculated about what the Irish might have become without colonial
imposition: “Had we been allowed to develop our own civilisation instead of this mock English
one imposed on us, and which has never suited us, think of what an original, interesting
civilisation we might have produced” (qtd. in Kiberd, Ulysses and Us, 33).

This melancholic sense of a fractured or foreclosed cultural development finds expression
in the recorded song ‘Hoo a Yoo’, which performs the division Joyce describes as an obsessive

interrogation of a divided self. The incantatory repetition of “Hoo a Yoo? Hoo a Yoo?” suggests

2 Belfast poet Gear6id Mac Lochlainn uses similar character-driven monologues to address post-conflict PTSD.
(particularly in the volume Criss Cross Mo Chara)
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an endless, obsessive interrogation, resisting resolution. The phonetic rendering of “who are
you” as “hoo a yoo” can be read as a critical act. Rachel Bolle-Debessay, writing on Linton
Kwesi Johnson’s use of Jamaican creole spelling in his music, argues that such phonetic
deformation of standard English constitutes what Glissant calls a “brilliant and aggressive
deformation of a language” by a subversive practitioner of it (48). This choice is consistent with
Lennon’s deterritorialising border accent, it cannot be smoothly assimilated into the Network of
Repetition because it lacks the metropolitan legibility to be perfectly replicated. The re-spelling
makes visible a distance from the colonial standard that the accent alone, in performance, might
naturalise®.

The song itself stages a confrontation between two voices sharing one self. Voice 1 opens
in a prosecutorial register — “Do you understand why you let the two faced bastard take over
you and dictate your life?” — and escalates through impatient moralising to contemptuous
memento mori: “You're not going to live forever, you know”. Voice 2 responds in fragments:
“I'm not sure. I did not realise” and “I’ll try harder”. This contrast is sonic more than it is
semantic. Voice 1’s sentences complete, its rthythm propulsive, its breath fully behind every
word. Voice 2 is halting, arrhythmic, its speech the vocal form of someone for whom adequate
language does not exist.

Voice 2’s misreading of the ego — “I thought the ego was just there to give you a big
head” — locates this psychic drama in a specific cultural history. This is the colonised subject
trained to experience self-regard as vanity, confidence as arrogance, cultural production as
presumption. When Voice 1 corrects him — “No! You need the ego to help you to get out of bed

in the morning, or else you'll cease to exist!” — the exchange enacts what Cleary calls the

21t is worth noting that the Omeath Irish language dialect (north of Dundalk, along the border) was the last
surviving Gaeltacht (Irish-speaking area) in Leinster, dying out in the 1960s.


https://www.google.com/search?q=Gaeltacht&oq=omeath+irish+&gs_lcrp=EgZjaHJvbWUqCAgBEAAYFhgeMgoIABBFGBYYHhg5MggIARAAGBYYHjIICAIQABgWGB4yCAgDEAAYFhgeMg0IBBAAGIYDGIAEGIoFMg0IBRAAGIYDGIAEGIoFMgoIBhAAGIAEGKIEMgoIBxAAGIAEGKIEMgcICBAAGO8F0gEIMzk4NWowajeoAgCwAgA&sourceid=chrome&ie=UTF-8&ved=2ahUKEwjL0uqG9quTAxVZdUEAHXt_EPUQgK4QegQIARAC
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partitionist mentality absorbed into the self: the border subject experiencing its own interiority as
divided jurisdiction, two formations occupying the same territory. ‘Hoo a Yoo’, the Contrarian
Elect, and THE BORDER SCHIZO COSMIC FOLK SOUND MOVIE can therefore be read as
representing necessary preconditions of Lennon’s creative process, dramatising and staging a

‘schizophrenic’ psychic tension rooted in lived experience.

3.4 Noisemakers! Where Are You?

Writing in the early 2000s, Cleary identifies the border's “discursive invisibility” as a
condition sustained by the Republic, Northern Ireland, and Britain: each one has “striven
discursively to occlude the most militarised border in the archipelago” (98). To make noise from
that border, to name it, perform it, repeatedly insist on its existence, is therefore a political act.
Lennon’s 2010 song, ‘NOISEMAKER’, is a demand that the discursively invisible be made
audible. Where ‘Hoo a Yoo’ asks “who are you?” of the colonised subject, ‘NOISEMAKER’
asks “where are you?” of the silent border community, capturing a pervasive sense of impotence
after the 2008 crash.

At this point, Lennon was one of the few artists directly responding to the economic
injustices of the time. Lennon says “noisemakers, where are you?/ I can’t find you anywhere,
where have you hidden yourselves?/ am I here to make noise all alone?”, before repeating the
sentences “Noisemaker!/ Noisemaker!/ Noisemaker!/ come on, show it!/ come on, show it!/
come on, show it! come on, show it! Annoy her, now!/ Annoy him, now!/ Annoy them, now!”.
The song is not asking the audience to listen but to perform, to become noisemakers themselves.

The line “Am I here to make noise all alone?” presupposes another who should be there but is
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not. The song is therefore structured as a call waiting for a response, which means its
polyvocality is incomplete, deferred, dependent on the audience to complete it.

For the Border Schizo Kid, the key role of the artist is to continuously contribute
to “things moving on into a very good era”, whether the times look hopeful or not (2:54). In
2025, (at least in creative, musical terms) such an era has arrived. A wave of young artists, as
captured in the recent film Utdipe Cheilteach/ Celtic Utopia (produced in Sweden), have
produced a pulsating and vibrant music scene along the border, represented by artists such as the
Mary Wallopers, Roéis, Shamrock Showband, Sean McKenna, Negro Impacto, David Keenan,
Baby Nits and Just Mustard. This thriving folk music scene is overtly political, defining itself
against homogenous late capitalist culture and a growing tide of ethnonationalist Irishness
(Landers; Harvey and Lovén). All of these border artists cite Lennon as a major influence®.

The work of French theorists Henri Lefebvre and Jacques Attali is thus useful for
understanding the Border Schizo Folk Sound in relation to a surge in emergent noises, sounds
and rhythms. Attali’s central thesis is that music can be prophetic: it makes audible the “new
world that will gradually become visible” (11). Framed in this way, Lennon’s “Border Schizo
Cosmic Folk Sound” becomes a sonic herald of such a ‘Celtic Utopia’ which, in turn, is bound to
Irish decolonisation and the unfinished revolution. This prophetic quality is further grounded in
Lefebvre’s theory of rhythmanalysis, which posits that for a major social change or revolution to
occur, innovators must intervene by “imprinting a rhythm on an era, be it through force or in an
insinuating manner.” (24), adding, “[i]n the course of a crisis, in a critical situation, a group must
designate itself as an innovator or producer of meaning” (24). In this sense, ‘NOISEMAKER’

does not represent community — it tries to produce, in Lefebvre's terms, “a rhythm on an era”,

%5 That this scene has emerged along the border rather than in Dublin may also be connected to the fact that younger
creatives are increasingly priced out of the capital. See: Orlaith Darling, “Town s Dead”’: Contemporary Irish
Popular Music and Dublin City



38

using only the force of a single chord and a single repeated word. Knowing what we know now,

the song appears a harbinger of the noisy border region that exists today.

3.5 “One Chord is All You Need”

The raw intensity of vocal delivery, the sheer expenditure of energy in Lennon’s
performance, is the qualitative aspect that breaks purely mechanical repetition, giving
‘NOISEMAKER’ its power as a demand. This song can be read against what Attali refers to as
the transition from the Network of Repetition to the Network of Composition. For Attali, the
Network of Repetition is defined by an absence of expenditure, the draining of energy from the
musical act to make it infinitely reproducible, safe, and sellable. The banal pop of the Celtic
Tiger era exemplifies this: music produced for the market, smoothed of irregularity, stripped of
rawness, designed to circulate without friction. For Attali, the sounds of the Network of
Composition are often aggressively simple, conveying raw energy precisely because they refuse
the smoothing logic of Repetition. Lennon’s one-chord songs, often performed live, fit into this
framework.

In Literature and Partition, Cleary argues that popular partition narratives adopt the
“romance-across-the-divide” form precisely because that form finds ways to resolve partition in
the private realm of a romantic relationship, turning a political question into a personal love story
(11). Conversely, Lennon’s one-chord songs refuse resolution. There is no arrival in a one-chord
song, no destination, no melodic or harmonic payoff. What Lennon offers is presence, the full
weight of a body and a voice, standing on a stage with total commitment. As Lennon says: “I’d
prefer to hear someone who can’t play, banging their head against the wall, and giving me an

in-depth look at their lives, or having a crisis of sorts, than having a really good player up there,
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boring the crap out of me” (Guerilla Sounds, 2:29). Lennon’s preference for crisis over
competence finds its fullest theoretical elaboration in a live performance of ‘Emasculated’,
released shortly after the end of the Troubles, at the chronological mid-point of the Celtic Tiger.
The opening speech is worth quoting at length:

Are you feeling emasculated? Anyone here feeling emasculated, like they are in a
straightjacket, walking around this town? If you've ever been to a European country, you
might realise that people walk around like they're sort of set — like they know what
they're after, like they've got confidence in themselves. But if you ever come back here
and see the people driving around in their cars, they're like chameleons. It's like
everyone's emasculated, like a huge cloud or a huge slug is squeezing their necks. There
was a band called the Stooges and a man called Jim Osterberg [Iggy Pop], and it was a
hard hit town like this — Detroit, at the turn of the 70's, when Henry Ford's plant started
getting fucked up and went downhill. And what he used to do was, he got the Mississippi
Delta Blues of the men who were getting all their hands fucked up from working 12
hours a day with their backs broke, and he stood beside these electrical pylons and sort of
heard a sound — it was like a Tibetan monk sound, one sound like a hum, one straight
note, one straight chord — and he pulled it into the Stooges and started getting all these
songs out, one chord songs. The point I am trying to make is that you do not need a
carpenter's apprentice attitude to your guitar. Just because you learned all the chords and
notes doesn't mean you've got soul. You've got soul if you can get up on the stage and
feel what you are saying, and feel it's true, and get it out — even though it's one chord —
because one chord is all you need to believe in yourself. Once you believe it, once you
believe it, that is all that matters, cause your belief will shine through.

Lennon begins with the body. The Dundalk population are walking around town in a restricted
way, the workers are defined by what has been done to their hands and backs®. Using the
framework of Henri Lefebvre, Lennon’s ethnographic observations can be read as
rhythmanalytical insights. He reads the social body through its gait, posture, and mode of
movement: what Lefebvre calls the gestural products of ‘dressage’, the socialised disciplining

and training of the body, born of ritual and repetition (48). Unlike the confident European

walkers, who embody a different dressage, a different training of the body in space and time, the

2% In the song ‘Liferaft’, Lennon writes of himself: “They see the way I move, like Armstrong on the moon/ I see it
in their irises, life’s made a clown of you/ But you must be your own liferaft sometimes/ the biggest weapon you
have is the centre of your mind”.
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border people reveal the arrhythmic effect of a history that has broken the body's connection to
teleological movement. They are “driving around... like chameleons”: camouflaged, never fully
present or comfortable.

For Lefebvre, the body is the primary tool of rhythmanalysis. This is a reversal of the
usual hierarchy: we do not learn rhythm from the external world and then apply it to ourselves;
rather, we discover rhythm within ourselves and use that embodied knowledge to perceive the
rhythms of the world. This “bundle of rhythms” includes not only the heartbeat, respiration, the
circadian cycle, but also the rhythms of affect and intention: the pulse of desire, the tempo of
attention, the wave of emotion (30). When these rhythms are in tune, the body experiences
eurhythmia: a state of “normal (which is to say normed!) everydayness” (25), moving through
the world with ease and coherence.

Following Lefebvre, Lennon does not define emasculation in purely psychological terms,
but through its somatic and rhythmic effects on the body. The emasculated subject is “in a
straightjacket, walking around this town”. The straightjacket is a metaphor for arrhythmia: the
body's natural rhythms (walking, breathing, moving with purpose) are constrained by an external
force, rendering movement stiff, mechanical, and disconnected from intention. Lefebvre defines
arrhythmia as the pathological state where rhythms “break apart, alter and bypass
synchronisation”. In Lennon’s live performance, Dundalk itself becomes a site of collective
arrhythmia, a space where bodies are out of sync with themselves and each other. The image,
“like a huge cloud or a huge slug is squeezing their necks”, renders this arrhythmia in
suffocating, inhibitive terms.

The 2022 song ‘The Dundalk Walk’, featuring local artist Baby Nits, makes this

rhythmanalytical logic explicit in a proactive, uplifting way. Built on a pulsating, repetitive
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electronic beat, the song addresses the body directly: “can you feel it in your arms, in your legs,
in your body, in your toes? Can you feel it outside? Can you feel it inside? like a beanstalk, it's
the Dundalk Walk!”. The beanstalk image, capturing something growing upward from below,
slow and organic rather than imposed from above, rooted in specific ground, shows a decolonial,
grassroots impulse: “if you feel like a man or a woman that can’t stand bullshit, well, welcome to
the borderland!”. Read alongside ‘Emasculated’, the two songs form a dialectical pair: one
diagnosing collective arrhythmia in Dundalk, the other proposing its remedy, not through reason
and argument but through rhythm itself.

Lennon’s uplifting solar plexus songs, generally one chord, are explorations of this
rhythmic dynamic, but with an emphasis on polyrhythmia and eurythmia. The solar plexus is a
dense network of nerves that radiates from the spine to the stomach, liver, pancreas, and other
organs, a point where multiple bodily rhythms intersect and communicate. In Lefebvre's terms, it
is a site of polyrhythmia—a nodal point where a “bundle of rhythms” are gathered and
coordinated (30). When Lennon sings, he invokes this polyrhythmic centre as a source of energy
and agency. The chorus of ‘Solar Plexus’ repeats: “Solar plexus, feel it now, waves coming out
of your chest and mind / solar plexus, deal with it now, we've got to leave this shit behind”
enacting in miniature the dis/inhibition arc from passive suffering to active agency, moving from
“feeling it” to “dealing with it”. In ‘East Border Energy’, Lennon torrentially rants: “I found a
new formula, I found a new genre, to help your solar plexus get to higher places, get you through
the week, at the end of the week, when you’re afraid to speak, get it out of there, right through
the atmosphere, I know I can do it, I know I can uplift you, the name is.. EAST BORDER

ENERGY, THAT’S THE ONLY RECIPE, EAST BORDER ENERGY, SOMETHING GOOD

27 This line implies a warm welcome to the borderland for outsiders. However, the lines “if you’re green, and you
come from a place that’s never known friction inside, and you walk around with a big smug grin like a Cheshire cat,
well someone's going to want to see about that”, imply that border people won’t extend kindness to everyone.
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AND TRUE!”. In ‘Raw Spiel’, he rants: “like raw plutonium in a nuclear plant! [..] pure
rawness, coming out of your solar plexus! RAW! Gotta find it, that pure rawness, can you feel it?
RAW!”. Unlike the throat, gait, or posture, the solar plexus is beyond conscious management,
beyond dressage. To centralise it in one-chord-songs is to emphasise something pre-linguistic,
pre-cognitive, stressing uninterrupted feeling above all else, approaching the flooding, streaming
body as an instrument of its own recovery.

The line “waves coming out of your chest and mind” works within Lefebvre’s
rhythmanalytical framework. For Lefebvre, the wave is a preferred metaphor for rhythm,
opposed to the mechanical tick of a clock, representing the organic, undulating movement of a
living body: “the cyclical is perceived rather favourably: it originates in the cosmos, in the
worldly, in nature. We can all picture the waves of the sea — a nice image, full of meaning — or
sound waves, or circadian or monthly cycles” (86). The one chord sustains the drone beneath
waves of affect and energy, spreading outwards towards the collectivity, safely departing, but

always anchored to a consistent and repeating sonic space.

3.6 Dots-Joiners, Keep it Raw!

Lefebvre uses metaphors of waves to distinguish between Cyclical Time (nature, seasons,
rituals) from Linear Time (bureaucracy, work, monotony, the State). While a one-chord song
anchors affect and emotion, there is no harmonic journey. Such static harmony can also be read
as Linear Time made audible. For a factory worker to play a complex, melodic song would be a
lie, suggesting they inhabit a world where things are changing, resolving, progressing. To play
the one-chord drone is to represent the relentlessness and suffocation of the workday, of social

stagnation, of a stalled project of decolonisation.
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Lukacs’s concept of reification argues that under capitalism, human relations and creative
capacities become ‘thing-like’, frozen, objectified. The one-chord song, paradoxically, is
Lennon’s antidote to reification rather than its symptom. It refuses the objectified, commodified
complexity of learned musicianship, what he calls the “carpenter’s apprentice attitude” to music,
and insists on the subjective, felt truth of expression over technical mastery. The multi-chord,
melodically rich song is the reified cultural form, because it presents a false image of resolution
and progression that the worker’s actual life does not contain. Lukacs argues that the proletariat
is the only class capable of genuine historical self-knowledge, because its position in the
productive process allows it to see the totality of social relations, not just surface appearances.
This totality, however, is not immediately visible. It must be actively constructed through what
Fredric Jameson, developing Lukécs, calls ‘cognitive mapping’ — the practice of situating
oneself within a social whole whose full dimensions exceed any single subject's immediate
experience. Lennon describes this process as “dots-joining”: “This is for the dots-joiners, out
there, putting it all together. We salute you, ‘cause you keep it RAWW?” (‘For the Dots Joiners’).

As a commentator in the 2013 radio documentary notes, “Jinx is prepared to say the hard
things, he is prepared to hold up a mirror image to Irish society” [..] “He makes people class
conscious” (Respect Yourself). Rawness and dots-joining are, for Lennon, the same gesture. The
raw musical forms Attali identifies as the Network of Composition break with the logic of the
highly commodified Network of Repetition, which is constantly seeking to convert all forms of
art into sellable aesthetic objects, therefore smoothing irregularities into consumable forms. The
disinhibited expenditure of energy found in Lennon’s raw performances resists such conversion

because they refuse to become fully object-like. They retain the trace of the living body, the
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constrained neck, the hunched back, an accented voice that cannot be perfectly replicated or
circulated.

The live ‘Emasculated’” monologue is the clearest demonstration of this
‘dots-joining’ practice, insisting on drawing connecting lines across geography, history, and
musical form. The genealogy Lennon traces, from workers with broken backs, through the
humming electrical pylons, into the Stooges, to the borderlands, is a history of rising class
consciousness being transmitted through musical form. Each musical node in that genealogy is,
in Attali’s terms, a Carnival of disinhibition: a moment where the Lenten order of containment

and managed silence is broken by bodies that refuse to stay arrhythmic.



45

4. Energy Vampires: The Celtic Tiger Gender Order and Leprechaun Masculinities

Capital is dead labour, which, vampire-like, lives only by sucking living labour, and lives
the more, the more labour it sucks.

Karl Marx, Capital: A Critique of Political Economy, Vol, 1. (342)
Well I cannot seem to get away from that election stare,
Mr. Stump, the middle aged bread, with the doughy skin sat there,
It’s the same face I’ve seen for 57 miles of telephone pole,
His eyes are saying: “you know, we’re all alike, and we must fulfill our role”
Shimmy-shimmy-yeah! I don’t like it!
Shimmy-shimmy-yeah! I don’t need it!
Shimmy-shimmy-yeah! And there’s anger and I must somehow release it!
We are the whingers! Who owns the sky? We don’t like it, no!
We need a new hero for Western Europe, E-I-E-1-O!

Jinx Lennon, ‘Whingers’, from the album 30 Beacons of Light For A Land Full of
Spite Thugs, Drug Slugs and Energy Vampires, 2003

4.1 Neoliberal Masculinities and the Celtic Tiger Gender Order

The economic boom of the 1990s rapidly transformed Ireland from one of Europe’s
poorest nations into one of its most prosperous. The downside, revealed by the 2008 crash, was
that the boom was sustained by febrile speculation and a massive accumulation of debt. The
result was an EU-IMF bail out for the banks, and the beginning of ‘the austerity years’.

At a superstructural level, the early Celtic Tiger years were characterised by utopian
optimism. This forward-looking energy was stimulated by the peace process in the North, the
decline of the Catholic Church, and the perception that Ireland had taken its seat at the table
alongside the global hegemons of the day. A modernising discourse emerged, necessitating new
models of Irish citizenship and success. As Colin Coulter notes, the principal heroes of this new
narrative were a political and business elite with neoliberal values: market fundamentalism,

deregulation, entrepreneurialism, and hyper-consumerism (12). This shift had a profound
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gendered dimension. Cormac O’Brien argues that the exaltation of this capitalist archetype
actively shifted the gender order, leading to the commodification of masculinity and femininity
along lines prescribed by ‘modernised’ Western consumer societies (23).

Scholars of Irish masculinity chart this period as a decisive transition. Harry Ferguson
notes a move from hegemonic masculinities rooted in rural, nationalist, and Catholic identities
toward performances oriented around ‘fast capitalism’ and global mobility. O’Brien corroborates
this, observing that Irish masculinities shifted “from embodying and enacting post-colonial
concerns of Irishness, nationalism, and national identity, to performing paradigms of masculinity
that are driven and moulded by the political and cultural praxes of neoliberal capitalism” (3).
This new hegemony consolidated itself through exclusion. As Joe Cleary asserts, the Celtic
Tiger’s modernising ideology strategically conflated Catholicism, rural Ireland and
anti-partitionist republicanism into “a malign trinity of recalcitrant traditionalism”, discursively
positioning them as obstacles to progress (74). This produced a starkly bifurcated gendered
landscape. On one hand, the cosmopolitan entrepreneur was valorised as the epitome of
modernity. On the other, men anchored in Cleary's ‘trinity’ were systematically marginalised,
rendered culturally anachronistic, often unable to conform to the new hetero-patriarchal ideal.
The cost of this symbolic and material marginalisation is visible in the social indicators of
peripheral regions. The border counties, with their potent mix of economic deprivation and
republican history, exhibit among the highest suicide rates in the state, with young men

constituting the most vulnerable cohort (Bowers).

4.2 Vamprichauns!

The distortion of GDP data by profit-shifting and accounting tricks led US economist

Paul Krugman to coin the term ‘leprechaun economics’ on Twitter in 2016 (X). Krugman argued
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that GDP was not a useful metric for Ireland, as growth was artificially inflated, detached from
any meaningful representation of the economy. Unsurprisingly, Ireland was disqualified from
The Economist’s annual ranking of the world's richest countries in 2025, its numbers deemed to

be polluted by “tax arbitrage™®

. Rolston and McVeigh argue that Leprechaun economics are “the
economics of a state which panders to economic nationalism but simultaneously does nothing to
support — let alone ‘cherish’ — its people” (189)*. The over-emphasis on skewed GDP data
obscures material relations and manipulates public perception. The government and sections of
the media offer a steady flow of rhetoric celebrating economic achievement, while living
conditions visibly decline.

Lennon's repeated illustration of a ‘Vamprichaun’ on his album covers suggests that a
Gothic logic applies to this American-led FDI model, replacing the Anglo-Irish landlord as the
primary figure of extraction in the Irish narrative. For Eagleton in Heathcliff and the Great
Hunger, Irish Gothic literature — Le Fanu and Stoker in particular — is inseparable from the
material history of dispossession and famine. As Donna Potts notes in her analysis of Lennon’s
work, the image of colonial power devouring the young is in keeping with Jonathan Swift’s ‘A
Modest Proposal’, which satirically proposes feeding Irish children to landlords (125)%.
Lennon's ‘Conquistadors of Gas’, invokes this directly, warning that oil companies “will eat your

young, while they bite you on the ass”. The green-suited leprechaun, bound to a treasure that

appears visible but is structurally inaccessible, adds its own folkloric weight. Thus, Lennon’s

8 Economist Conor McCabe refers to Irish GDP as Ireland’s “greatest work of fiction since Ulysses” (6:41, Reboot
Republic, 2025)

% This is a reference to the 1916 proclamation: “The Republic guarantees religious and civil liberty, equal rights and
equal opportunities to all its citizens, and declares its resolve to pursue the happiness and prosperity of the whole
nation and of all its parts, cherishing all of the children of the nation equally, and oblivious of the differences
carefully fostered by an alien Government, which have divided a minority from the majority in the past”.

3% This is perhaps the only public academic study that deals with Lennon’s work. There is a brief paragraph on
Lennon, in a wider analysis of songs about the Shell to Sea campaign, which opposed a Shell pipeline in the West.
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notion of an Irish ‘Vamprichaun’ combines the gothic, satiric and folkloric registers, making
visible what realist modes struggle to articulate.

In ‘Nothing But a Leprechaun’, the leprechaun becomes an allegory for a compromised
political class, whose performative sovereignty masks subservience to the US-led core. Drawing
upon Krugman, Lennon’s song and Billig’s theory of ‘banal nationalism’, I will use the term
‘Leprechaun masculinities’ to describe masculine performances of Irishness which:

1. Renounce the egalitarian, anti-imperialist aims of Irish republicanism and the reunification of
Ireland.

2. Espouse the neoliberal doctrine of ‘there is no alternative’ (TINA), accepting Ireland's
subordinate position within global capital as immutable.

3. Commodify Irishness as a brand for imperialist capitalism, mobilising national symbols not
for postcolonial solidarity but for integration into the neo-colonial marketplace. For example,
Leo Varadkar’s remark in 2022 that “in my office, a copy of the 1916 Proclamation hangs next to
a copy of Ireland’s first sovereign bond... to remind me that even revolutionaries need revenue
and the confidence of the markets” demonstrates an attempt to convert the radical,
anti-imperialist image of the revolution into a narrative compatible with financial capitalism
(Irish Examiner).

For economist Daragh Cogley, Varadkar’s maneuver is a classic example of what he
refers to as “Ireland’s Double Game”, which he describes as “anti-colonial rhetoric meets
neoliberal imperialism”. For Cogley, Irish politicians readily claim lineage of anti-imperialist
revolutionaries when politically advantageous, yet follow few of their principles in practice®.

Lennon’s ‘Nothing But a Leprechaun’ satirises this double game by mapping it onto a failed

31 As Lennon writes in the song ‘The Gpo’ (largely about the centenary of the 1916 Easter Rising): “see the pictures
of moustached men who lived a century ago, if they saw what our governments are doing right now they’d probably
want to cut their throats”.
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performance of masculine sovereignty. The song’s opening lines indict the state’s complicity
with empire, citing the “diabolical decision” to allow US “planes flying into Shannon to be taken
to torture prisons” during the Iraq War. This policy, Lennon notes, was justified by consensus
that “the country still needs the growth”, leading to the comprador directive: “never ever stand
on the big boys’ auld toes, never rock the boat”. This logic is personified in a grotesquely
feminised portrayal of Irish politicians abroad, who amplify their “cowboy” masculinities at
home, yet abroad, they “turn to little schoolboys, and giggling teenage girls as they lick the
brown star’? of the European Commissioner.” The performative independence of the Irish
political class is thus exposed as a fantasy; upon “crossing the ocean waves”, they are reduced to
“nothing but a leprechaun”. The final line, “you think that you’re free, you’re stalled in seaweed,
you’re nothing but a leprechaun”, captures the inertia of a state caught between myths of
autonomy and the reality of dependency. The “stalled in seaweed” line is doing Gothic work: the
leprechaun politician appears to move freely on the surface while being anchored to something
subterranean and suffocating.

Lennon represents Leprechaun masculinities as vampiric drainers of energy. This
draining is not just psychic but is also tied to the actually existing conditions of Irish capitalism.
The housing crisis, cost-of-living crisis and narrowing social mobility is largely fuelled by
drain-like financial capital accumulation, which generally ‘takes’, rather than ‘makes’, capital.
As Jodi Dean writes, “Holders of capital hoard their assets rather than invest in production” (6).
In the Irish housing crisis, hoarding property is seen as an effective and viable strategy for wealth
accumulation. The halting of housing production is essentially ‘capital going on strike’: a refusal
to produce what is socially necessary in order to increase profitability on existing assets. Such

asset managers and investment funds have been described by Rory Hearne as ‘vampire funds’:

32 Slang for anus.
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“[t]hey are sucking the life from us — our income, work, wages, our life dreams and
possibilities, and feeding off it for their profits and returns to the wealthy investors, billionaires,

pension funds and shareholders™ (233).

4.3 Jinx Lennon and the Celtic Tiger

Jinx Lennon, who was opposed to the Celtic Tiger long before the eventual economic
crash, reacted strongly against banal and business-like performances of Irishness; “I was tired of
listening to insipid singer songwriter types sounding like greenfly on a rose bush waiting for a
German shepherd dog to p*** over them while the world fell to pieces around them”
(Kavanagh). Tellingly, his record label is called ‘Septic Tiger Records’*.

Lennon’s early musical performances were a counter-hegemonic response to the
cosmopolitan transnationalism of Celtic Tiger culture. In tandem with general trends, hegemonic
performances in drama and music began to shift during this period of rapid economic growth,
away from exalted forms of nationalisms of resistance and Catholicism, towards bourgeois
performances of globalised, Western identities tied to a nebulous postcolonial modernity. Irish
songwriters increasingly abandoned their own accents, following global trends toward
non-descript tones rooted in no locality— a sort of vocal equivalent to French anthropologist
Marc Augé’s conceptualisation of ‘supermodernity’ and the proliferation of architectural
‘non-places™**. For Lennon, such vacuous performances are a symptom of the post-Celtic Tiger
Irish perception that “art is for the middle classes, and the football, and the bookies and Netflix is

for the plebs” (7:42; Guerrilla Sounds). Lennon’s decision to sing in his own working-class

accent can be read as a refusal of such a Network of Repetition (Attali).

33 In the song Get the Guards, two entrepreneurs playing golf are described as “septic tiger tanks”.
3 These tendencies within Celtic Tiger songwriting are mocked in Lennon’s song: “A Template for the Modern
Singer-Songwriter Man”.
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It is worth comparing Lennon’s pessimism towards ‘non-places’ with Dublin band U2’s
millennial optimism (Augé). Augé describes non-places as “the ones we inhabit when we are
driving down the motorway, wandering through the supermarket or sitting in an airport lounge
waiting for the next flight to London or Marseille” (96). Non-places are spaces of circulation and
consumption lacking the accumulated meanings of historical places. The cover of U2’s All That
You Can't Leave Behind shows the band in the airport lounge of Charles De Gaulle airport in
France, while its first track, ‘Beautiful Day’, celebrates being “on the road, but you’ve got no
destination”. Lennon’s Know Your Station, Gouger Nation, by contrast, shows Lennon lying on
his side, possibly dead, under a motorway bridge. In a non-place — motorways, airports, retail
parks, offices — people are rendered anonymous, alienated from the place in which they live.
Disconnected from ancestral lands, where meaning was built up over time, non-places feel sterile
and disposable, as violent impositions on the landscape, erasing the past and commodifying lived
experience™®.

‘300 Pianos’ opens: “I took a ride around Monaghan Town, I didn’t like what I
saw/ Big ugly sports shops, like a cluster of warts, in someone’s jaw”. In ‘I Know My Town’,
Lennon describes the M1 motorway outside Dundalk as a “brain tumour”, adding that they
“found Iron Age skeletons as they built the road, they didn’t care, they just pulled on/ The big
arse in the JCB, if you pay that man, he’ll work ‘til dawn”. Here, Lennon connects the material
transformation of the Irish landscape to broader neoliberal development. The worker’s
indifference (“the big arse in the JCB”) and the celebratory globalisation associated with figures
like Bono exemplify the ideological poles sustaining this transformation: pragmatic compliance

and utopian optimism.

33 Sinéad Mercier explores this process in ‘The Men Who Eat Ringforts’, highlighting how the past is swallowed by
infrastructure (2023). The subject is represented in a song by the same name by Kerry artist Junior Brother.
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Lennon’s critique of non-places is sharpened by a specific border sensibility. Where
Augé’s non-place is defined by the absence of accumulated political and historical meaning, the
border’s sense of place was heightened by its political intensity. Its history of violence rendered
it resistant to the commodification of place that defined the Celtic Tiger era. The peace process
slowly eroded that resistance. By 2020, with the housing crisis pricing people out of the capital,
“the tentacles of Dublin” reach Dundalk: “They used to say they kill each other at the border /
now they’re killing each other to get to the border”. Lennon sardonically advises locals to buy
property in North Louth now before “some smart arse advertising executive gives it a snappy

name” (‘North Louth’).

4.3.1 The “Cute Hoor”

The “cute hoor” is an archetypal, hegemonic form of Irish masculine performance
associated—often, though not exclusively—with the political cronyism and corruption of the
Celtic Tiger. Gendered male, it is generally used to describe a savvy and charismatic member of
the Irish comprador class. The word is effectively synonymous with the Irish term
gombeen—historically denoting a money-lender or usurer. As Leah Culhane writes, “He is the
wheeler and dealer, the crafty rogue who can ‘get things done’ with ... the wink-and-elbow
language of masculinity and homosociality. It is a way of doing politics that depends on the
ability to wield power through informal networks of influence, which usually rely upon a
masculinised network. The ability to ‘play the game’ in this way was seen as incompatible with
femininity, presenting politics as a dirty and sometime cut-throat business” (58). The figure of

the cute hoor produces a complex dialectic: on the one hand, he is rewarded, praised and liked
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for his corruption and willingness to break the rules; on the other, as Conor McCabe writes, he
has become ““a shorthand for all the ills and evils of the Irish business class” (Rabble). Thus, the
term can be used both pejoratively and affectionately. For McCabe, the cute hoor is not a result
of socialised lawlessness developed under colonial occupation, but rather a direct product of the
Irish Free State’s economic history. Victorious in the Civil War, McCabe argues that the
comprador bourgeoisie, embodied by the rankrenter and the cattle grazier, set about the task of
“carving the Irish State in their image” (Rabble).

While there are few direct representations of hegemonic ‘cute-hoorism’ in Lennon’s
canon, Lennon's recent song “The Snakes Are Still Here, Saint Patrick” uses the figure in
relation to incompletion and paralysis felt in the ‘post-revolutionary’ Republic of Ireland*®.
Invoking St. Patrick, Lennon reconfigures Ireland’s patron saint as a witness to the persistence of
cronyism among its comprador politicians: “the real bad crooks, they wore a suit and tie/ and
they smile like Ginger and Fred Astaire/ the snakes are still here, Saint Patrick/ can’t you see
them slithering through the grass?/ and their eyes are still slits, and they think they’re magic/
you’ve got to clip their wings, and clip them real fast” (Lennon, “The Snakes Are Still Here,
Saint Patrick”). In this song, the snake (famously driven out of Ireland by St. Patrick according
to legend) becomes a metaphor for the enduring corruption and self-interest of Ireland’s political
elite. In a 2019 interview, Lennon presents his view on such structural dependencies in

contemporary Irish politics:

The Irish government are mostly all landlords and they enable banks and the big foreign
vulture fund organizations to evict the vulnerable, and yet they use the 1916 event to
elevate their role in history and the historical significance of it all. I do not see Ireland as

3¢ In the song ‘Ah Sure Look’, Lennon describes a South Dublin politician as: “Smug face, Edmund Hillary at the
top of Mount Everest”. As most of Lennon’s songs are set in the border, such figures tend to serve as a hegemonic
ideal who influence others. For example, in the song ‘Trying To Fit In’, Lennon refers to local accents becoming
more and more like accents from South Dublin (the wealthiest part of Ireland): “why do the lads sound like they’re
from Donnybrook?”.
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a sovereign nation when CIA special rendition flights have been moving through the
Shannon since 9/11. I do not see it as a sovereign nation while our own banking system
and Europe piss in our faces and basically do what they like with the approval of our own
government. The Easter Rising feels so long ago to me (Nelson).

4.3.2 The Lovely Man

‘The Lovely Man’ depicts a form of neoliberal post-Celtic Tiger masculinity which
permeates the workplace. The song describes a hospital worker who is gradually pushed out by a
younger colleague. The younger colleague deploys a sort of ‘cute hoorish’ attitude to work by
‘skiving off” to do odd jobs for co-workers. He builds social capital and confidently climbs up
the career ladder, taking pleasure in usurping his workmate: “smirking at you like he’s in the
super-highway, you’re in the slow-lane”. The younger man pays particular attention to women in
the workplace, behaviour which quickly gives him a reputation as “a lovely man, from a lovely
family”. His attentions are not focused on the job itself, but influencing others: “Here is the M.O.
of the Lovely Man: I did a job for you, pet/ I looked after you, pet/ I saw the man for you, pet/ I
did a plan for you, pet/ I sold the van for you, pet/ I took the cat to the vet!”. Meanwhile, the
older worker, who operates out of an outmoded form of class solidarity: “when he came to the
job, I showed him the ropes/ who to look out for, how to cope”, is eventually left surplus to
requirements: “He’s a little prick that took my job, smiling for at me for two years as he licked
the hole of some manager slob. Ten years later he’s a health and safety man, he’s a union man,
tongue stuck up every back that he can”. As Theodor Adorno argues in Minima Moralia,
subjective class membership frays rapidly after a state is integrated into the imperial core and its
economy develops. Suddenly, “[m]embership of the elite seems attainable to everyone. One only
waits to be co-opted” [..] “That anyone could do as much has not brought their demise but the

possibility that anyone can be appointed. Preference goes to those who fit in most exactly” (194).
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In Lennon’s ‘Septic Tiger’, the growth of a professional managerial class with distinct class
interests plays an ideological role. In terms of masculinities, emergent careerist masculinity
reigns supreme, while forms of masculinity rooted in class or national solidarity are
marginalised.

This analysis finds a further example in ‘Bubble Electrician’, which transposes this
adaptive masculinity into the entrepreneurial sphere. Here, the electrician leverages masculine
charisma not just for career advancement, but to inflate his profit margin, contributing to a
culture of overcharging within a wider speculative construction bubble. The ‘Bubble Electrician’
embodies a hyper-entrepreneurial form of masculinity, using charm and calculated
self-presentation to extract surplus from clients: “Houdini! Smiling in the front, while he’s
coming in the back way/ Filling you with praise, making you shine like the Reverend Hayes/
making you swoon, soon you’ll feel like you’re wired to the moon/ but the moon’s got a dark
side too/ and that dark side is coming for you”. Shaped by an increasingly entrepreneurial
national culture, the self-commodifying electrician feigns stupidity and puts on weight to best
sell his labour power:

“You think the electrician is stupid, just because he has an extra layer of subcutaneous
tissue on his chin, but you know that he has carefully nurtured it, so you will look at him, like
he’s a bit stupid, but his eyes are like two sultanas beneath a fruitcake, you might miss the
intelligence going on beneath the surface, as his mind is like an isosceles triangle, spinning out,
working out, all the ways he can make your pockets a little bit lighter”. Here, the entrepreneurial
electrician sells his own abjection as a service, his very corpulence becoming a profitable asset.

Yet the economic environment that rewards such strategies is inherently speculative and
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unstable: the construction bubble he participates in is ultimately unsustainable, culminating in

the line, “bye bye now, the bubble has burst.”

4.3.3 “The Self-Indulgence Gene”

For Lennon, the exaltation of individualism during the Celtic Tiger is described as ‘The
Self Indulgence Gene’ in a track of the same name. The economic boom, which created a
nouveau riche stratum of property developers, financiers, and tech-sector entrepreneurs, led to
distinct consumption patterns marking their emergent class status. Living in newly built homes,
they “stand above, behind gated walls/ looking down at those with purgatory faces/ as if they
were protozoa moving under a glass slide, very slowly”. This behaviour finds its fullest
expression in ‘Fire-place-itis’, a song about a couple in their 30s, addicted to consumer society:

Young couple in their 30s

Both are speculators, both are thrifty

Buy a villa in Malaga

And things are going really nifty

But back in the pub

All they talk about is mortgages and golf clubs
Their eyes are shiny

But no!

They're not happy, no

Granny used to keep pigs in the backyard

In the town long ago when she was poor

Now her granddaughter's got an Afghan hound haircut
Sometimes drives a 4x4

When she's drunk Afghan hair woman says "the scum on the dole
They pay for it with our taxes

Those trash, those so-and-sos"

Afghan hair woman says to her husband:
“Get up you lazy bastard

My mother said you'd never come to anything
We've gotta go to the church of furniture

To worship but not to pray

Talk about Connemara Marble

Big black yellow sofas
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Ikea, Atlantic Home Stores
I need a Jacuzzi, I need your finger on the Uzi”

Itis-itis-hey

Itis-itis-ho

Fireplace-itis hey

Hungry, hungry, in the soul.

(Lennon, ‘Fireplace-itis”)

The song illustrates the redirection of desire in Celtic Tiger Ireland. While this opening
up of desire produces a utopian sense of an emergent freedom, the new avenues for escape are
ultimately hollow: “their eyes are shiny/ But, no, they’re not happy” ... “Fireplace-itis hey/
Hungry, hungry, in the soul”.

Consumerism takes on a spiritual quality, occupying spaces vacated by religion, as shown
when the speculator couple visit a homeware store described by Lennon as “the church of
furniture”. Collectivity has broken down. This newly bourgeois couple, who lack the
transgenerational wealth of the traditional bourgeoisie, look down on the classes they recently
usurped. They espouse an aggressive drive to succeed, while militaristic imagery— “I need a
Jacuzzi, I need your finger on the Uzi” — represents their disinhibited desire for ever-flowing
streams of money.

In ‘Not Bad People’, Lennon and his wife Sophie Coyle perform as a couple objecting to
new housing in their area (presumably assigned to either Mincéiri or refugees):

We don’t wanna hear them, we don’t wanna see them

We don’t wanna look at them, we don’t wanna be them

We don’t wanna meet them, and we don’t want to feed them

But we’re not bad people, we just want to keep our freedom! ... we’re all normal, and we
want our freedom®”.

37 An interpolation of lyrics from the song ‘The Red Telephone’ by American psychedelic folk band Love.



58

The stress on normalcy reflects not only an emergent white-collar individualism but hegemonic
masculinity and femininity in the age of self. The husband is pressured by his wife to oppose
new homes in their area: “Why didn’t you speak up for yourself? Do you want these people
living next door to you? No? Well then, shut your mouth”. Her aggressive, self-interested
assertion of property protection positions his silence as a failure of entrepreneurial masculinity.
This imperative is, as Lennon demonstrates, a pervasive cultural logic. It reframes social
relations through a lens of transaction and competition, where hegemonic masculinity is
measured by the capacity for assertive, even aggressive, self-advancement, and hegemonic
femininity is co-opted by neoliberal discourses into enforcing these market-driven values within
the domestic sphere. As Debbie Ging writes: “the fact that it is now a compliment to be termed a
desperate housewife, a yummy mummy or a domestic goddess is yet again testament to the
power of cultural rhetoric in influencing and legitimating significant socio-economic trends” (77,
62). Thus, bourgeois ideology masquerading as ‘normalcy’ becomes a disciplinary force,
ensuring adherence to new gendered and individualistic imperatives.

This self-first tendency pervades Lennon’s representations of Celtic Tiger Ireland. In
‘Shop Thy Neighbour’, Lennon performs as a worker who supports Taoiseach Leo Varadkar’s
infamous 2017 campaign which ran on the slogan “Welfare cheats, cheat us all”:

I’m an awful gambler, sold my wedding ring

But the world around me, still has shiny things

So I got this little number, but I had to sell my soul

It’s a feeling of satisfaction, snitching on people on the dole

Margarine hands out leaflets for the pizza place

Shop Thy Neighbour!

‘Is this the dole office? I have a tip for you today!’
Shop Thy Neighbour!.
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In ‘Traffic Mafia’, a petty ticket inspector described as an “ex-army man in blue”,
disproportionately punishes minor deviations of the law. In ‘Big Protest Day’, public dissent is
shown to have descended into a nebulous and moralising subculture: “‘it’s great to be doing this
and hanging out here all together. What is this protest about anyway? Oh, cluster bombs? Well,
isn’t that nice ... This is my fifth protest this year!’”. In ‘The Wheel Will Turn Again’, a
character described as a “lizard” with a “gluten free panini and a pterodactyl face” talks
condescendingly to an unemployed woman. In ‘S.U.F.Y Hospitals’*®, Lennon skewers Celtic
Tiger governance, celebrating bland new shopping centres while accessible social services
degrade:

Minister, he was a clag, he was always in the local rag

There was a rally at the local hospital, he wouldn’t rally around the flag

It wasn’t like opening up a retail park, so he wasn’t there, the prick

In other words, ‘scumbags use the general - me, I use the private clinic!’

In ‘Big Black Gates’, Lennon depicts politicians blasé¢ reactions to the rise of the
anti-immigrant far-right:

Down below in the sewers, the people who felt hard done by were looking for someone

else to blame

So they found a load of poor Ukrainians and started banging the windows

‘Come out and we’ll break your skull! Go back home, we’re full’

Meanwhile, up in the hills, the minister says; ‘will I open a bottle of chianti for the

penne?’

Critically, the minister drinking chianti doesn’t fear the swelling racist lumpenproletariat
scapegoating migrants, but feels secure now that mass anger is being directed elsewhere.

Lennon extends this spatial logic of elite insulation in ‘Get the Guards’. The song’s

setting, a golf course, represents a privatised terrain of Celtic Tiger sociability: “You had to play

golf to be part of the Septic Tiger”. On the course itself, “Two Septic Tiger tanks, both wearing

38 Stand Up For Your Hospitals
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suits” exchange envelopes. One figure presents the other a pink envelope with the assurance: “I
hope everything is to your liking inside there. Me personally, I think the pictures of the
eight-year-old boy are quite fetching”. The casual pivot to “by the way, how's the wife? Is she
well?”, shows domestic respectability and child abuse passing through an identical
conversational register. The chorus of the song, which repeats “Get the Guards! Get the
Guards!”, begins with a caveat: “I’ll tell you now, they’ll laugh at ya!”*. This fictionalised,
satirical vignette, representing the impunity of rich men, appears less hyperbolic in light of the
ongoing Jeffrey Epstein affair, where circuits of elite sociability have been shown to
accommodate the systematic abuse of young women alongside banal performances of

professional and social life.

4.4 Bourgeois Irish Nationalism: Leprechaun Masculinities

For Declan Kiberd, the Celtic Tiger’s “frantic new consumerism was at once an
unprecedented form of ‘monetary nationalism’ and a denial of the national past” (After Ireland,
329). SiniSa Malesevi¢ challenges the assumption that Irish nationalism declined in the Republic
following the Celtic Tiger and the peace process, arguing that this perception is a myth. In fact,
“support for the statement that one is very proud or quite proud of being Irish has increased from
89 to 98 per cent” from 1983 to 2005 (19). For MaleSevic, a major driver was the “banal
habituality” of 21st century Irishness: a discursive pattern tied to the contemporary, cosmopolitan
Western national identities (19). Such performances include flag-waving, Irish dancing, rugby,
football, apolitical traditional music, “glorification of Irish successes in the global music and film
industry” and drinking Guinness or whiskey (20). Unlike traditional republican forms, which

carried anti-colonial and egalitarian commitments, this bourgeois nationalism seeks safe

% The guards, or Gardai, are the Irish police force.
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expressions compatible with Ireland's integration into European and global capitalism.

For Lennon, this tendency indicates a nationality that has lost its pride: “a land where
people will only stand up for a soccer match result, because they know deep inside their hearts
they’ve got no self worth” (‘Nothing But a Leprechaun’). As Marx argues in The German
Ideology, “the ideas of the ruling class are in every epoch the ruling ideas” (186). Banal
nationalism, for Lennon, is such an ideology: deployed when politically advantageous, it diverts
attention from those the republic has abandoned—victims of institutional and clerical abuse, the
homeless, and Irish people in the North. Where republican struggle sought collective
empowerment, leprechaun masculinities seek the empowerment of the self.

This ideological function depends upon a ‘banal nationalism’. For Michael Billig, banal
nationalism is generated by “a complex dialectic of remembering and forgetting” (46). In the
Irish context, leprechaun masculinities require the repression of what is discomforting: colonial
violence, the violence of the state's creation, the institutional violence of church and state, the
abandonment of women, and the neglect of Northern nationalists. While these legacies are
forgotten, mundane performances of Irishness are exalted.

Lennon captures this dynamic in ‘Big Black Gates, where commemorations of
revolutionaries have become mechanisms of distraction, diverting attention away from social
problems:

The country’s gone to the dogs, what will we do?

Families come first, that’s me and you!

Look it, sign a few forms, do the usual, same old, same old ... throw a few dates at

people

1913, 1916, 1919. 1921, 1931, yeah! ...

What have we got coming up? Oh! Michael Collins’ anniversary, bit of patriotism! big

shiny eyes for six months!
(Lennon, ‘Big Black Gates’)
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The list of dates are years of significance in the Irish revolutionary period, yet Lennon presents
them as a litany emptied of content. For Lennon, this leprechaun-like Irishness is “like Pavlov’s
dog, the government know ... eyes will light up and they’ll [the Irish public] want to celebrate it”
(The Irish Music Industry Podcast).

In ‘Pay the Household Charge’, Lennon sardonically extends this critique to the austerity
years, where new tax measures were presented as matter of patriotic duty:

Go little paddy, wave your little flaggy, yeah

Go on little paddy, support your little football team

Go little paddy and paint the tricolour on your face

If you had any heart, you’d be out there wrecking the place

Shouting out that this country is really a disgrace

Go on little paddy, pay your little household charge.

(Lennon, ‘Pay the Household Charge’)
Efforts by political elites to coerce the public into bearing the costs of government
mismanagement were largely successful, yet they induced dire social effects: poverty,
homelessness, and increased suicide rates. In ‘No Homeless People in Drogheda’, Lennon
satirically embodies the leprechaun masculinity he critiques, performing a character in wilful
denial of the homelessness crisis:

There’s a girl with a plastic cup, Outside St. Lawrence’s Gate

With a blanket, she’s there all day

I hear she’s an actress, just doing a re-enactment of life back in the workhouse days!

‘What are you talking about? What are you on about? Can I not see with my own eyes?

... Whoever’s telling you there's homeless people in Drogheda, they're schizoid, neurotic,

paranoid!

There’s no homeless people in Drogheda, don’t mind the ones lying on the ground

They’re just waiting along till the next bus comes, and take them up to Dundalk town’

(Lennon, ‘No Homeless People in Drogheda’)
The homeless woman is there, visibly present, yet the character’s commitment to the

performance of leprechaun masculinity requires a disavowal of her suffering. In this moment, the

dialectic of remembering and forgetting is played out: the past is only remembered when it is
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deemed to be politically useful, in this case, to forget the present. The workhouse, a site of deep

historical trauma associated with the An Gorta Mor, is summoned only to be aestheticised®.

4.5 The End of the Celtic Tiger: “We All Partied”

The Celtic Tiger brought about a re-ordering of collective and individual desire in the
course of its evolution — it dissolved older value systems, often rooted in ideals tied to the unity
of the local community, the Catholic Church and Irish republicanism. While new opportunities to
escape a libidinally inhibitive order were created, its dominant ideologies redirected desire
toward serving hegemonic interests, namely international capital. As Debbie Ging argues,
“neoliberals, unlike conservatives, understand only too well that reactionary interventions
are not required to get reactionary results” (77, 78). The dominant messages of the culture
industry and mass media worked to ensure that harmful tropes about class, gender and sexuality
were tied to discourses of free choice, individual empowerment and societal progress. Excessive
expenditure was encouraged by the banks, who lent €342 billion in 2007, “more than twice the
size of the Irish economy and was far higher than the €166 billion they held in deposits”
(Austerity Ireland, Allen and O’Boyle). This reckless economic disinhibition, which fuelled the
Celtic Tiger, was bolstered by the exaltation of certain forms of Irish masculinity.

After the 2008 crash, the comprador bourgeoisie’s corruption and mismanagement were
framed as collective disinhibition. Famously, finance minister Brian Lenihan said in 2010: “I
accept the failures in the political system. I accept that I have to take responsibility as a member
of the governing party during that period for what happened. But, let’s be fair about it, we all

partied” (Murray). As Scully and Free argue, this move typified a trend in Irish media to frame

40 Referencing the Great Hunger of the 1840’s, from which Ireland’s population (formerly 8.2 million people), has
never recovered.
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the crash as the Irish having merely “lost the run of themselves” (309). This failure was expected
to be felt on a national level. The argument drew on a civilising discourse: the Irish people
simply lacked the collective discipline and maturity to handle being a wealthy nation.

Yet, this sort of disciplinary discursive manoeuvre, pushing blame onto the subject rather
than the state’s political economy, is typical in the post-colonial context, symptomatic of Fanon’s
arguments on internalised subservience to empire. As Debbie Ging argued in 2009, this new
‘post-party’ guilt-ridden discursive pattern shaped masculinities in novel ways, fueling
discourses of individual discipline, inhibition and control during subsequent austerity years. The
result was a relentless promotion of self-help discourse that, through tragic paradox, further
reinforced the entrepreneurial neoliberal subject produced by the Celtic Tiger. A violent increase
in suicide followed, with the largest rise among young rural working class men (Garcia). As
Cronin writes: “The relentless individualisation and psychologisation of responses to the suicide
crisis in Ireland offer a disturbing parallel to the entrepreneurialist ideology” (142). The standard
response ignored the social causes of the suicide crisis and instead pushed responsibility onto the
individual: “The corporate, individualising, ‘mental health’ strategies proposed as part of the
means to combat suicide too often partake of the same structural violence that puts an end to so
many lives on the island of Ireland with its unyielding emphasis on the entrepreneurial
management of self” (146). Crucially, this discursive turn indicated a nation unwilling to directly
confront its failures. It was not the excessive spending habits of sections of the working class that
upended the Irish economy, but the economic system itself, run by a comprador bourgeoisie
made up of entrepreneurs, politicians, bankers and property developers (McCabe; O’Boyle,
Allen). Lennon’s representations of leprechaun masculinities trace the performative

contradictions of such actors, who deploy sanitised historical memory and socially harmful
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individualistic discourses that evade the material legacies of economic, institutional, and colonial

violence.
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5. Friends of the Ice-Cream Machine: Dis/inhibition in the work of Jinx Lennon

See the power, in their eyes
When they see you’re immobilised.

Jinx Lennon, Live from Glasgow, 2024
All the big boys
All the Berties
All the envelopes, yeah they hurt me
I was 12 when the das started killing themselves all around me
And it was normal
Building houses
That stay empty even now, yeah

And no one says it out loud, but I know it can be better if we hound it ...

CMAT, ‘EURO-COUNTRY", 2025

Chapter 4 established a hegemonic national gender order, analysing a section of Irish
society for whom the revolution is largely finished. For the entrepreneur, comprador class and
postcolonial bourgeoisie, the Celtic Tiger was not a period of national shame, but a societal
model to be sustained and repeated. Within a decade of the crash, the Celtic Tiger was rebranded,
without irony, as the Celtic Phoenix. This chapter examines Lennon’s depictions of Ireland that
do not fit the dominant Celtic Tiger narratives of widespread progress and modernisation. All of
these representations are located in the border region, and largely take place in the town of

Dundalk.

5.1 Rough Kids

For Gloria Anzalduaa, the border is a product of Western thought, designed to emphasise
differences and enforce binary thinking. The lived binary between ‘us and them’ is bound up

with border life. This dynamic reflects Frantz Fanon’s analysis in Black Skin, White Masks,
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where he argues that colonialism distorts familial and cultural identity, forcing the colonised to
internalise the oppressor’s values. The border child, like Fanon’s colonised subject, grows up in a
schizophrenic reality—caught between indigenous identity and imposed colonial culture. Therein
lies a complex, often unconscious nexus of otherness relating to identity and inheritance.
Alternating social narratives are internalised, resentments and hatreds are directed not only at
external otherness, but also at ‘the other’ within. Yet this is a feature of the same ‘schizo’ space
which Lennon believes renders a unique, creative, and liberatory imagination.

Lennon’s ‘Rough Kids’ unfolds against the early 1970s, a period of profound temporal
and political rupture for the island. The song refracts the disorienting shifts of the Troubles, as
well as Ireland and the UK’s simultaneous EEC entry—a moment crystallising the contradictions
of postcolonial modernity. Drawing on Fredric Jameson’s framework of the national allegory, the
song can be read as a counterpoint to the stalled emancipatory promises of the era, offering not a
redemption but a stark reflection of neocolonial Ireland’s fragmented condition. By this time,
following the economic liberalization policies initiated in the 1950s, the Irish Free State was
already transitioning toward the corporate tax model (Allen and O’Boyle; McCabe). Under Sean
Lemass, the South began courting international investors through strategic tax incentives. Both
McCann and Greaves argue that, by 1969, Southern Ireland’s economy lacked meaningful
autonomy; foreign finance capital could operate through what they characterise as neo-colonial
mechanisms. This structural dependence, Conor McCabe argues, coincided with the ascendancy
of a distinct class of Irish entrepreneurs—speculative builders and financiers—who came to
dominate economic activity. McCabe identifies these figures as a new generation of the Irish
“comprador class” whose interests aligned with, rather than challenged, external capital (59).

‘Rough Kids’ depicts a boy seeking to navigate and perform masculinity through
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childhood play. With no coherent local mode of expression accessible, the narrator moves
insecurely within imperial value systems. Red brick houses built by King Edward “for the
soldiers coming back for World War One” and the new “American factory [which] made parts
for the big rocket ships” are described with shining eyes of youthful wonder, while the song
references three British pop groups of the early 1970s, The Rubettes, Slade and Bay City Rollers.
Crucially, the narrator is motivated by fantasies to emulate the strong frontier masculinity
depicted in American popular culture by imitating a paragon of global hegemonic masculinity,
‘Wild West’ hero John Wayne. The protagonist and his brother wear full cowboy suits and “silly
Stenson Hat[s]”, bringing fantasies of starring in an American Western to life: “[t]he yellow
grass reminded me of the start of the Gunfight at the O.K. Corral™*'. The cowboy suit forms for
the young boy what Wilhelm Reich calls “body armour”, a sense of an outer ego that feels
protected, so long as it moves successfully within a prescribed and ordered system of
masculinity. Soon after, this “body armour” is shattered. Local ‘rough kids’ (who narratively
function as the ‘barbaric’ Indians to the ‘civilised’ cowboys) arrive on a nearby hill with “eyes
like penknives”. The young cowboy, unable to respond to their impending violence, is
confronted by the fear of body dissolution; “I was amazed, I was afraid, they were gonna turn us
into Red Lemonade™*. By the end of the song, his warm and secure male fantasies of (innocent
and childish) omnipotence lie in tatters, exposing the vulnerability beneath the performative
armor. The boy’s failure to embody hegemonic frontier masculinity culminates in maternal
intervention: “We stood behind her like little ducks, she was like a little bull and she shouted up:
‘Come down here, immediately!’/ At the rough kids on the railway bridge, their shoulders

sighed, got the booty out of the bag/ How could I call myself a Wild West Hero, if my mother’s

4 American Cowboy film from 1957
“2 A drink made by TK: Red lemonade is a soft drink sold in Ireland and regarded as distinctively Irish.


https://en.wikipedia.org/wiki/Soft_drink
https://en.wikipedia.org/wiki/Ireland
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standing up for me?!”. This moment doubly undermines the boy’s masculine fantasy: his
mother's protective action further negates his imagined identity.

As Fanon argues, children’s games function as sites of collective catharsis, channelling
youthful aggression through scripted narratives (BS, WM). Yet these narratives often reproduce
colonial paradigms—‘“written by white men for white children”—in which racialised figures
(“the Wolf, the Devil, the Wicked Genie, Evil the Savage are always represented by Blacks or
Indians”) serve as foils for white heroism (146). The colonised child, Fanon notes, inevitably
internalises these myths: identifying with the white “good guys”, he “becomes an explorer, an
adventurer ... in danger of being eaten by the wicked Negroes” despite the implicit alienation
this entails (146). The boy in ‘Rough Kids’ exemplifies this paradox. His embrace of the “Wild
West Hero” persona—a fantasy crafted by and for the settler-colonial imagination—treveals how
thoroughly he has absorbed the oppressor’s cultural logic. Yet his failure to perform this
borrowed masculinity (when confronted by local “rough kids” and maternal protection) lays bare
its fundamental instability. The song thus mirrors Fanon’s central contention: colonial identities
are fractured, their promises of power inseparable from the violence of their origins.

Read as national allegory, ‘Rough Kids’ traces the disintegration of a performative
Southern Irish masculinity rooted in myths of postcolonial sovereignty and heroism, while
foreshadowing the rise of a new hegemonic masculinity—one shaped by the compradorisation of
the Irish political class and state’s economic subordination to foreign capital. This emergent
masculinity reflects not resistance but adaptation: a renegotiation of masculinities shaped with,
rather than against, colonial structures. As McCann observes, the Irish bourgeoisie grew
increasingly confident in their vision of a peaceful transition to liberal capitalism—completing

the revolution on moderate terms. These bourgeois visionaries of the early 1960s dreamed of a
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federal Ireland unifying both jurisdictions under continued British economic dominance. As
McCann wryly notes: “It was not to work out like that. There is more to Irish politics than
economics and reason” (261). This optimistic bourgeois project, cultivated during the Lemass
era, proved short-lived. The outbreak of sectarian violence following the burning of Bombay
Street in August 1969, coupled with the Southern state’s failure to protect Northern Catholics,
laid bare the Republic’s passivity toward British imperialism. Rather than achieving unification
through economic convergence, the conflict persisted for thirty years, during which the Southern
state progressively distanced itself politically and emotionally from the Irish in the North.

To continue this national allegory, the young boy might be read as emblematic of the
neocolonial Irish state as a polity developing economically and culturally under imperial
patronage. Thus, the song’s gendered crisis allegorises performative Irish sovereignty. Just as the
boy’s ‘body armour’ fails under threat, Ireland’s national ‘character armor’ was broken down by
its failure to protect abandoned Northerners. The mask of heroic postcolonial Irishness
disintegrated under emerging contradictions: while the Irish in the North faced brutal violence at
the hands of the British, the Southern state was primarily occupied with “completing the transfer
of the sovereignty won in 1922 to the EEC” (Crotty, 246). The rough kids, conversely, could be
read as representing those resisting neocolonial modernity’s false promises. With their “eyes like
penknives”, they articulate the era’s political discontent.

Lennon’s song ‘Belfast 71°, set in the same era as ‘Rough Kids’, describes Dundalk’s
ambivalent reaction to Northern refugees during the Troubles:

Strangers rarely welcomed in, with Northern accents high

To many the sound of their voice was just a war cry

And everything was fine ‘til they asked for something else

We told them ‘you’re just refugees, will you catch on to yourselves?’

And everything was fine ‘til they asked for something more
Then all at once you heard the sighs and the wind began to blow



71

In Mayo, Kerry, Connaught, tanks filled the screens each night

But it seemed so far away, reality did not bite

‘Aw, why are we watching this again, I find it much too tough

Will you put on the John Wayne cowboy now? I feel this is too rough.’

The song reflects the Southern state’s difficulty confronting the return of repressed
historical traumas—civil war legacies and unresolved revolutionary aspirations. Lennon frames
this as a crisis “too rough” for Southern society to meaningfully address; for many, it was easier
to reify the British border and accept the imperialist order than to recognise that North/South
differences were merely a product of the border itself.

Taken chronologically, beginning with ‘Rough Kids’ (set in the early 1970s), Lennon's
work consistently examines those marginalised by Ireland’s bourgeois society. ‘Rough Kids’
concludes by fast forwarding to the lives of the ‘rough kids’ in the present day, suggesting their
formation into an alienated lumpenproletariat devoid of collective purpose: “Where are they
now? Many of them are gone, the rest look damned. You see them round town, young daughters

pushing prams/ No one gave a damn anyway, man”.*

5.2 The Unfinished Revolution and Melancholia

For Jacob Johanssen, feelings of disempowerment, disintegration and impotence are a
key to understanding the rise of the contemporary far-right. Johanssen examines how the tension
between body armour and disintegration produces bodies “structured by states of dis/inhibition:
apathy and toxic symbolic power, contradictions of desire, affective forces and the push and pull

of the unconscious” (29). Within this framework, perceived threats from women, migrants, and

4 The song can be read as the inverse of a scene in the recent Belfast film Kneecap, where the IRA father figure,
played by Michael Fassbender, tells his son: “I want you to sit down tonight, and watch an American Western on the
telly. But, here’s the thing. I want you to watch it from the Indians’ point of view” (Peppiatt, Kneecap). This
conscious rejection of internalised colonial frameworks, a necessary step in forging self-determining postcolonial
identity, remains notably absent in ‘Rough Kids’.
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leftist groups expose the fragility of these subjects’ ego structures. This preoccupation with
destroying the other is bound up with the fear of one’s own dissolution. Johanssen further
observes that these “fantasies and actions in themselves bring a sadistic joy to those who believe
in and act upon them”, breaking free from their own sense of impotence (35). This sense of
agency, produced by fantasies of destruction, is central to the ethno-nationalist far-right, which
promises its adherents a mythical past where society was once ‘great’.

In Ireland, a colonised nation without a ‘golden age’ of order and empire, the affective
genealogy of Irish disempowerment has distinctive characteristics. Maebh Long’s analysis of
Kevin Barry’s City of Bohane examines this through melancholic attachment to colonial history
and unresolved revolutionary aspirations. The fictional city of Bohane is described as “drugging
itself with opium, alcohol, sex and murder to alleviate the pain of failed mourning” (82).
Drawing on Butler and Freud, Long argues that failed mourning fuses with maintaining the
heteronormative masculine ego “to the point of inhibition in the subject”, leading to states of
dis/inhibited tension throughout the novel (90). In Barry’s Bohane, “[m]elancholy and mania,
depression and euphoria oscillate ..., with the final outcome of both a sadomasochistic violence”
(90). Barry’s setting, described by Long as “an aggressively masculine culture in a deeply

melancholic society”, bears notable parallels with Lennon’s representations of Dundalk (89).

5.3 Border Lads in Dundalk Town

For Paul Willis, the masculine performances of working-class ‘lads’ in the late 1970s
contained multiple potentialities. On the one hand, they embodied “half-blind, regressive
machismo which [brought] self destructive violence, aggression and division to relationships

within the working class” (151). Conversely, they expressed progressive impulses—in particular,
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rejecting the school system’s competitive, divisive academic hierarchisation of students. In his
1977 study of an all-boys secondary school in the English midlands, Willis notes a dichotomy
between “the lads” and “the ear’oles™* (14). The lads were embroiled in counter-school culture;
they opposed official authority, rejected school formalities, embraced local dialect and prioritised
“having a laff” over obtaining good grades (14). In contrast to the delayed gratification model
embraced by conformist ‘ear’oles’, the lads prioritised immediate pleasures, allowing cigarettes,
alcohol, betting, sports, sex, clothing and music to take a central position in day-to-day life.
According to Willis, the ‘ear’oles’/’lads’ dichotomy fed into career choices based around
white collar/blue collar work. A major factor driving this division was that manual labour was
“associated with the social superiority of masculinity”, while mental labour carried the “social
inferiority of femininity” (148). For Willis, the desire to retain the symbolic power of the
masculine in industrial towns was central to how working class kids got working class jobs. In
the short term, manual labour satisfied many of a young man’s immediate desires; he could
acquire a weekly wage, could remain in the local community and could “be open about his
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desires, his sexual feelings, his liking for ‘booze’” (96). On a physical level, he could work while
on the move, gaining “credentials of skill, dexterity and confidence” intertwined with an image
of the masculine (52).

Industrial capitalism had a particular relationship to certain masculinities, often played
out on the field of desire. To quote a section from Jean-Francois Lyotard’s Libidinal Economy at
length (111):

The English unemployed did not become workers to survive, they — hang on tight and

spit on me — enjoyed the hysterical, masochistic, whatever exhaustion it was of hanging
on in the mines, in the foundries, in the factories, in hell, they enjoyed it, enjoyed the mad

* A term somewhat synonymous with ‘teacher’s pets’. The ear’oles’ tend to embrace authority, and generally limit
their social lives outside of school to focus on school work.
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destruction of their organic body which was indeed imposed upon them, they enjoyed the

decomposition of their personal identity, the identity that the peasant tradition had

constructed for them, enjoyed the dissolution of their families and villages, and enjoyed

the new monstrous anonymity of the suburbs and the pubs in the morning and evening.

While Lyotard is hyperbolic, writing a highly polemical text written after a period of
defeat for French labour, his argument adds complexity to labour relations by suggesting an
unconscious relationship between the masculine desire for (pleasurable) destruction and
capitalism’s progress. Willis suggests that the desire to gain masculine credibility at whatever
cost contains a masochistic-destructive impulse — one that is destructive for workers but hugely
beneficial for capitalism. For Lennon, a destructive desiring-process permeates young men who
feel the homosocial need to establish their masculinity:

You see, there’s a loop inside of the head, the left side of the brain is destructive,

snapping, snarling at you ...

Lad’s uncle went away for a while and somehow, the lad felt he had to go there too, to

prove that he was the hard nut, so that they would accept him

‘Cause of the loop, it’s the loop circle in the head, the left side of the brain

That’s not right, it’s the other side you need to listen to, the right side, that’s where

change lies

But, for now, now you’re stuck.

(Band On An Island, Down to The Riverside w/ Jinx Lennon)
The inhibitions produced by poverty, alienated labour, colonialism and narrow masculine roles
dam thoughts, desires and feelings until a disinhibited release breaks through. The lads’ rejection
of mental labour, the unconscious enjoyment Lyotard identifies in self-destruction, and Lennon’s
‘loop’ of compulsive, self-harming masculinity, can be read as disinhibited expressions forged
within a system that simultaneously depends on masculine physicality. Certain strands of

working-class masculinity are not merely coerced by capitalism, but are actively reproduced

through these self-destructive libidinal and psychic economies.



75

5.4 Trying To Fit In

In Ireland, there is a claustrophobic, deeply homosocial, expectation to perform
masculinity ‘correctly’. Colin Barrett captures these uniform tendencies in his 2022 book
Homesickness: “the thing about boys was that they only had the one haircut. That haircut
changed every couple of years, but whatever it was, they all had it” (22). Similarly, in ‘Trying to
Fit In’, Lennon sings: “There was a guy who came over, a tourist from America. He said:
‘What's the story with all the lads? Why do they all look the same? I thought I was meeting the
same fella again and again’. They are afraid to stand out, in case they get slagged out. They’re all
trying to be individuals, but they’re carbon cut-outs”. In the same song, a character working in a
factory gets his ear pierced to impress a girl, but accidentally gets ‘the wrong’ ear pierced,
leading to accusations about his sexuality, demonstrating the rigid policing of heteronormative
masculine performance: “What’s that in your ear? C’mere, ¢c’mere, are you queer?”

This dynamic finds comic illustration in ‘Soccer Problems’, where four men trapped in an
elevator grow increasingly anxious over the course of twenty minutes, haunted by the possibility
that one of them might be gay. This anxiety dissolves the moment someone raises the previous
night’s bad penalty kick in the football match: “and everything is alright with the world, Venus
goes round the sun”. Lennon's border lads carry that homosocial surveillance with them
everywhere. In ‘Change the Yolk*”, men pressure each other to buy better cars: “they treat
women like cars, and talk about cars like they were women” [..] “Well, I’ve got the same Corolla
since 2003, it does me!/ “yeah, well, that’s ‘cause you’re a loser!/ take stock! a car is like an
extension of your cock!”.

Songs which represent characters who partially break from such chains of

* “Yolk’ is Irish slang for ‘thing’. In this instance, it just means ‘car’.
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heteronormative masculinity, such as ‘The Man Who Loved ABBA’, about an alcoholic boxer
who escapes the war in Belfast to become a homeless refugee in Dundalk, or ‘Star Trek: Next
Generation’, about a drug dealer who can recite every episode of Star Trek, can be read as
charmingly incongruous, their desires spilling outside the boundaries of what their inhibitive
masculinity is supposed to contain.

For Willis, “the essence of being ‘one of the lads’ lies within the group ... [y]ou
cannot generate fun, atmosphere and a social identity yourself” (23). This desiring relationship
took place particularly in the sphere of the sexual: “It was in the sexual realm especially that ‘the
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lads’ felt their superiority over the ‘ear’holes’” (15). Many of Lennon’s border characters fail to
live up to the hegemonic masculine ideal, revealing the fragile performativity underlying
homosocial bonding. In ‘Snakebite’, ‘Boozemask’ and ‘Learn How to Talk to Girls’, young
drunk men try, and fail, to seduce women. In each case, excessive drinking is motivated by
insecurity, fear of women and a desperate homosocial need to appear as “James Bond”, “the
king” (‘Snakebite’), or to “establish my name” (‘Boozemask’). In ‘Snakebite’, the chorus rings:
“I’11 drink five pints of snakebite, it’ll loosen up my tongue, I’ll find a girl for every arm, be the
envy of my chums”. In ‘Learn How to Talk to Girls’, Lennon sings: “Go to her mother’s house
for a first date, wasn’t great/ I need five drinks inside me before I can start to communicate”. In
‘Boozemask’, Lennon takes a darker turn on the same theme;

The duke of alcohol, I thought he’d bring me pleasure

And make me oh so wise, the other ones seemed clever

But on the bus ride home, the trees stood like witches

Standing in the ditches, trying to strangle my neck

And the next week, I’d come back, a glutton for punishment again.

The bus journey home turns grotesque and Gothic, the landscape animated with an

inhibitive shame. The closing line represents a repetition compulsion, showing a drive to re-enact
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suffering rather than resolve it. Reading through Johanssen’s framework, this is dis/inhibition as
a closed loop: the inhibition of Catholic sexual shame producing a disinhibited release in alcohol,
which produces its own shame, which demands repetition. This loop has a specifically Irish
cultural shape. Drinking in Ireland has long functioned as the socially sanctioned release valve
for what the Church and the colonial order suppressed, the pub as the space where the inhibited
body could temporarily come loose from its trained dressage, where desire, aggression and grief
could surface without being named. Wright’s argument that the Irish pub functions as a space
men retreat to when they feel emasculated, seeking re-masculinisation through homosocial
bonding, illuminates such songs. The narrator performs masculinity to a male audience that
might validate him as hegemonic, but fails every time.

A still rawer version of this dynamic appears in ‘Briege is in the Shed’, which stages
male sex initiation as a (deeply misogynistic) collective, homosocial ritual. The song’s opening
frames the encounter: “Briedge is in the shed, don’t make her vexed, wouldn’t you like to learn
about sex?/ Yes, that’s really something I’d really like to know how to do / Good! Briege is
waiting there for you”. The encounter is orchestrated by a third party — “He said: you wait here,
I’'ll go in first” — making clear that Briedge, whose consent and desire is entirely absent, is
passed between the lads in sequence. Waiting outside, the narrator fantasises about
transformation: “I stared at the railway bridge wondering how it would be, would I feel this
magic thing coming over me?”. What follows is collapse. Briedge lies on the dirt floor “staring at
the ceiling, looking mighty bored”. The boy, overwhelmed by the fantasy nearing reality: “I
couldn’t get anything to work, and I walked away ashamed”. While this dis/inhibited shame the

narrator experiences is undoubtedly real, Lennon’s song also captures the indifference to female
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experience that underwrites such rituals. The song thus sits within a broader pattern in Lennon’s
work where the costs of male dis/inhibition are borne by women.

Drawing on Adler’s idea of ‘the masculine protest’, Raewyn Connell describes
working-class ‘protest masculinities’ as collective practices emerging from experiences of
powerlessness, often tied to poverty, violence and childhood trauma. Protest masculinity is
usually asserted through disinhibited arenas: physical violence, sports, cars, excessive drinking
and smoking, petty crime, and transient heterosexual relationships. As a collective practice, there
is a strong expectation to fit in, ‘keep up a front’, and maintain a masculine facade that lays claim
to whatever symbolic power is available.

For Irish National Liberation Army (INLA) member Thomas ‘Ta’ Power, the allure of
masculinity often drew young men into militant republican organisations, a tendency which
Power identified as politically dangerous: “The army was the place to be. In the army the
prospects of power was a tangible force, where the romantic notion of the ‘Freedom Fighter’ was
seen through impressionable eyes and the ranks swelled with new politically ignorant, anti-party
recruits” ... “To be a ‘macho’ man you had to be in the army and have a healthy distaste for the
political party. Not only that, you had to see victory coming about exclusively from the arms
effort; anything else was ‘weakness’, ‘sissy’ and ‘not committed’”. Lennon’s depiction of a local
IRA operative captures such dissonance between romanticised ideals of militant heroism and the
psychological fragmentation wrought by protracted conflict: “across the bridge, I saw your car/
you thought by now, you’d become a star / but now you’re lost, inside your mind, in semtex
city”. This tension mirrors Power’s warnings about the hollow allure of “macho” posturing in
armed struggle, where performative militancy often culminates in impotence and isolation rather

than any move towards liberation. Lennon’s critique aligns with Connell’s analysis: while protest
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masculinities often arise from marginalisation, their reliance on symbolic dominance (e.g.
hyper-aggression, territorial control) can paradoxically perpetuate cycles of disesmpowerment, for
both the individual and wider community. Without grounding in collective solidarity or
transformative politics, such masculinities risk replicating the oppressive structures they

ostensibly oppose.

5.5 Dirty Thoughts

Institutionalised inhibition is confronted in ‘Dirty Thoughts’, which depicts Catholic
sexual education:

The privates drawn on the blackboard, the mechanics of sex

He said: ‘Now boys, never play with yourselves’ ...

The question I ask you, is why were strange old men

Saying these things to young boys of ten?

Fear was the only thing they could spread

Caused us damage, in our young heads.
As Lennon reflects, this repressive pedagogy created irreconcilable tensions: “the priests taught
us sex education, so it was like ‘you can’t be doing that boys,” but then you’d be running around
the fields and all of a sudden there’d be a big explosion. So what the fuck was he talking about?”
(De Barra's Folk Festival Livestream). This dissonance underscores what Lennon describes in
‘Tripe and Drisheen’ as Catholicism’s punitive ethos: “You were never told you were good. You
were told you were an evil sinner. Sex was evil, all of this stuff. There was always more
punishment than anything else”. For Joe Valante, Irish sexual inhibition was bound up in a
symbiotic relationship with Church and State disinhibition, enacted in the very institutions that

sought to neutralise the collective libido: “the corporal punishment administered to children of

industrial schools and the inmates of Magdalen laundries; the long-term forced imprisonment of
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these same populations, with mandatory labor superadded; forced childbirth, even following
rape; the extravagant shaming and ostracism of “wayward” girls; the sexual exploitation of
minors of both sexes; the mistreatment of the offspring of unsanctioned couplings—an entire
Jjouissance of coercion enacted under the sign of moral correction”. The inhibition of libidinal
desires became a disinhibiting erotic activity in itself, acted out sadistically or voyeuristically by
Church members. As Klaus Theweleit writes, “[t]he authority of rulers is implanted into
subjects’ bodies in the form of a lack in overflowing (a prohibition against using what belongs to
you). These subjects have always experienced their lack of social power as a lack of power over
specific areas of their own bodies ... Installing dark territories, sources of terror and anxiety, in
and on people's own bodies and the bodies of those they desired, was evidently the prerequisite
for subjugating them later with an ideological assault” (Male Fantasies: Volume 1: Women
Floods Bodies History) (414). In the Irish context, mapping ‘dark territories’ onto the physical
and intimate self was the foundational mechanism for ensuring social and ideological
conformity.

Lennon’s representations of sexuality frequently emphasise guilt and shame, expressed
through inhibition and disinhibition. ‘Inflatable Bed’ portrays sex as fraught with dissociation,
awkwardness, and shame. The partner’s gaze is averted: “Her eyes were staring past my
shoulder/ Staring at the ceiling”. The sex is: “awkward and so robotic too, like a CPR
demonstration”, while: “Deep inside the one I love on top of the inflatable bed, there are human
small-minded petrol stations” portrays sex as a sort of utilitarian exchange, a mundane
concession to bodily needs. The chorus underscores cyclical shame—desire arises, then is
immediately stifled by fear and disgust: “If I took the toffee from the wrapper, would you take

it?/ If I showed you what was inside my brain tissue, you would probably need to leave the
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room”. The inflatable bed itself is symbolic: temporary, unstable, and doomed to deflate.

Set in a pornshop called Utopia, ‘Pawn of Porn’ describes male customers flooding into the
store to watch televised replays of 9/11, a jarring juxtaposition of late capitalist spectacle. The
chorus rings: “I can’t stop looking at porn, I often found myself on Capel Street at 11 in the
morn’/ I was even there the day the Twin Towers blew up/ I can’t stop looking at porn”. The
corrosive effects of such commodified desire are further literalised in ‘At War with
Pornography’, where “pink flesh imagery” leaves the narrator's “inside antenna” shattered, while
‘City of Styrofoam Cups’ refers to “bibles of pink flesh™, alluding to an intertwinement of sex
and shame in guilt ridden post-Catholic Ireland. Here, the commodification of desire produces a
medium that offers sexual freedom yet generates a more profound inhibition. The “faulty TV
aerial” metaphor captures this malfunctioning of desire: disinhibited consumption leads to
inhibited connection*®. These songs depict characters trapped between Catholic sexual morality
and pseudo-liberation. Lennon’s work thus maps a sexual landscape where disinhibition has

become another form of inhibition.

5.6 The Man of Steel

‘Waiting List for the Fire Brigade’ explores the paradoxical construction of masculinity
through a fantasy of control, where self-discipline and delayed gratification promise not just
social recognition but a total reconfiguration of the self. The unemployed narrator dreams of
becoming a fireman. In his fantasies, the narrator becomes what Theweleit refers to as a ‘man of

steel’: a male figure whose strength lies in his ability to dam chaotic desires in productive,

46 This metaphor is used once more and extended to disinhibited drug use in the song Mojo: “I broke my antennae,
by making lines, smoking head shop gear and talking like a fool. And you saw, you took a dim view, you gave me

the two fingers and said ‘Adieu’”.
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socially sanctioned channels. For Theweleit, this figure is “the ideal man of the conservative
Utopia” (Male Fantasies: Volume 2, 162).

Are you a play with dolls? Or an alpha male?

Have you got it in you to wait 36 months?

Dream of Red Adair*’, don’t be a dunce

Are you on the waiting list for the fire brigade?

Are you chihuahua puppy? Or a manta ray?

Are you a game of Ludo? Or the ace of spades?

(Lennon, ‘Waiting List for the Fire Brigade”)
Everything is binary, each option framed as a stark choice between weakness and power. The
narrator is either an Alpha, or effectively worthless. Absurd examples, like “a manta ray, or “the
ace of spades” suggest that Lennon is satirising the fantasy of the arbitrary masculine ideal*. The
key point is that the daydream promises total change in social and self-recognition and, crucially,
imbues the narrator with a sense that women will find him attractive:

No need to hang out on a Friday night, waiting to buy a quarter

When you get juiced as a fresh recruit, self-pity will hold no water

No need to hang round the Peter Marks*’ windows, for the hairdressing dolly birds

When they see you with your helmet on, there’ll be a queue halfway around the world.

(Lennon, ‘Waiting List for the Fire Brigade”)
The fantasy, while seeking eventual disinhibition, is tied to patient inhibition. The narrator’s
argument is that, if he can delay his own tendency toward instant gratification and disinhibited
behaviour, he will feel like a man again: “Have you got it in you, to wait three weeks?/ Give up
the wacky backy™, stick to wine and beer?” ... “Have you got it in you, to run 36 flights?/ Get
yourself a sun-tan, at 12 at night”... “Have you got it in you, to heal childhood scars?/ Pray to the

standpipe, key and the bars?”. Productivity and self-discipline, quintessential neoliberal values,

are exalted and internalised by the narrator. The register is devotional. To “pray to the standpipe,

47 Famous American firefighter, a hegemonic, hypermasculine figure.

8 Presumably a reference to the song “Ace of Spaces” by English masculine rock band Motérhead.
4 Hair salon in Dundalk.

%0 Marijuana.
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key and the bars” is to transfer the sacrificial logic of Catholicism onto the fireman’s equipment,
replacing the Church's instruments of bodily shame with new sacred objects that promise the
same redemption through suffering and self-denial.

Phallic imagery is tied to the fantasy of becoming a fireman, representing a controlled
disinhibition: both a sense of streaming and a sense of potency alongside a rigid repudiation of
femininity and, as with the cowboy in ‘Rough Kids’, the growth of a functioning body armour.
The feeling of being flooded by self-pity is countered with imagery of a controlled, streaming
force in which desire is given clear direction: “When you get juiced as a fresh recruit, self-pity
will hold no water”. The fantasy of omnipotent masculinity as described in ‘Waiting List for the
Fire Brigade’ is congruent with Theweleit’s idea of the figure of steel, where “instinctual
energies have been smoothly and frictionlessly transformed into functions of his steel body” (Vol.
2; 159). For Theweleit, “the most urgent task of the man of steel is to pursue, to dam in, and to
subdue any force that threatens to transform him back into the horribly disorganized jumble of
flesh, hair, skin, bones, intestines, and feelings that calls itself human—the human being of old”
(160). For the man of steel, the body is sealed off, while the “second armor is the barrel of his
gun or rifle, and it provides the model according to which his own eruptions function” (179).
Likewise, in ‘Waiting List for the Fire Brigade’ the fantasied figure is empowered by his own
mechanised, external streaming: “Have you got it in you, to heal childhood scars?/ Pray to the
standpipe, key and the bars?”. Here, childhood’s open, seeping wounds must be redirected into
narrow, functional and machine-like streaming facilitated by firefighting equipment.

This fantasy of the man of steel, dammed in and machine-like, is rooted in fear and
powerlessness, usually borne of trauma—echoing the “childhood scars” mentioned in ‘Waiting

List For the Fire Brigade’: “The punishments of parents, teachers, masters, the punishment
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hierarchies of young boys and of the military, remind them constantly of the existence of their
periphery (showing them their boundaries), until they “grow” a functioning and controlling body
armor” (164). While Lennon’s narrator doesn’t externalise blame for his emasculation as fascists
do, his fantasy of armored masculinity anticipates Johanssen’s analysis of online incel
communities, where similar fantasies emerge as responses to perceived failure. For Johanssen,
“incels construct their body armour through inhibition, defence mechanisms and fantasies ...
such body armour is then put to work in a disinhibited imaginary struggle with women and
incels’ own male bodies” (107).

The construction of protective male body armour must also be understood within the
context of an ambience of violence that characterised the border during the Troubles. A steady
flow of violence is documented in songs like ‘Border Lad’, ‘There’s Smoke Over Cloughogue
Chapel’ and ‘The Night the Murder Car of Death Came Into Dundalk Town’. A profound
loneliness is captured in ‘Glazed Eye Club’, which portrays Dundalk men as “card carrying
members of the glazed eye club”, moving through chip shops and gyms with vacant stares,
barely acknowledging one another. This theme recurs in ‘Taxi Man Face’, where men sit
passively “like fat neutered cats,” displaying complete indifference to surrounding street
violence, remaining motionless as “statues in a cathedral”. Lennon also connects this
psychological inhibition to the alienation of labour, where the commodification of physical
capacity leads to a profound depletion: “when you get to retirement age, you’re worn out, all
your body juices used up.” This premature erosion manifests even in youth, as he observes:
“look at you, you’re not even 23 and you’ve already got the sour ball blank pupil puppet stupid

quarry stone grey taxi man face!”.
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Imagery relating to confinement and labour is recurring in Lennon’s oeuvre, as in the
song ‘The Clamp Around Your Chest’:

You felt it, going back into work, the clamp around your chest

You were worried about losing your job

But, your red corpuscles and your veins and your arteries

Will come into a ball of cholesterol

And you won’t be worried about your job anymore.

When you’re laying on the ground horizontal”.
Likewise, in ‘Circle of Shit’, Lennon writes: “there were certain individuals in my workplace
that were making me feel squeezed in and emasculated/ Like there was a barnacle on a boat,
something inside me”. A parallel exhaustion of desire emerges in ‘Xanax’, where the inhibitive
effects of benzodiazepine use replace creative, disinhibiting potential: “Lady at the centre
believes in creativity, fill young minds with art and set their heads free / But mothers, fathers,
sisters, brothers, TV all day, palatic’’ / They look like they’re in Malibu, but really they’re on

Xanax”. These representations reflect the psychic conditions of a deflated working class,

overburdened and lacking any belief in positive change™.

5.7 Dis/inhibition

Lennon employs the recurring motif of an ice cream machine in ‘Mojo’ and ‘Friend of
the Ice Cream Machine’ to show dis/inhibition as a form of self-destruction that cannot be

separated from pleasure. The ice cream machine is an unsettling image for this dynamic. Unlike

3! Irish slang word for being intoxicated.

52 Thus, alienated and inhibited, Ireland's trade union movement is characterised by a state of passivity and internal
division, a condition exacerbated by declining membership and diminished member expectations. Consequently, the
movement is marked by a lack of militancy, minimal grassroots activity, and a fundamental schism between
pro-partnership unions and those on the left, leaving it ill-equipped to counter structural forces (Allen and O’Boyle,
128). The Irish trade union movement entered the post-2008 crisis period structurally and ideologically consigned to
defeat. Despite a clear opportunity to break from the malaise of social partnership and mount a radical resistance to
austerity, the movement failed to mobilize effectively. This strategic retreat entrenched a passive stance, conceding
to the prevailing market logic and rendering unions politically inert. Consequently, grassroots mobilizations like
Occupy Dame Street remained peripheral, fostering widespread despair and a rejection of union leadership among
the rank and file (Molyneux). The movement's failure affirmed such societal nihilism and inhibition, an awareness of
systemic issues paired with an institutional inability to address them.
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the image of the fireman’s standpipe, the ice cream machine promises immediate gratification
without delay or effort. The button is simply pressed and pleasure flows. This is in keeping with
Johanssen’s observation that “disinhibition may bring the ultimate, while momentary, sense of
relief”, but the body still remains locked in a harmful loop, the release merely providing
temporary relief without resolving underlying pressure (47). Like the ‘Vamprichaun’ that haunts
the album covers, the ice cream machine is a Gothic figure: it appears to give but secretly drains,
leading its user into a cycle of destruction.

In ‘Friend of the Ice Cream Machine’, a manual worker develops a crack cocaine
addiction and dies: “He was a friend, friend of the ice-cream machine/ Best set of hands, kept the
earth wires free/ But he got stuck into crack and he didn’t come back/ It was such a shame to
see”. In ‘Mojo’, the same logic applies to creative energy itself: “I wasn't treating my mojo
right, it came too easily/ I was milking it out the way you would a personalised ice-cream
machine/ Then I started to piss about, and the next thing I knew/ I couldn’t write a decent song
for a whole year or two! ... Your mojo’s gone, your mojo’s gone, what did you do?/ You drank it
out, you smoked it out, you coked it out too!”. The machine makes pleasure until it cannot,
producing a disinhibited release which cycles back into a deeper inhibition than before.

Lennon explores disinhibition through a dark carnivalesque mode, where absurd local
excesses expose underlying social unrest and tragedy. Many songs, such as ‘Boys of the Blue
Bag Brigade’, ‘The Astronauts of Anne Street’, ‘Scum of Dealgan Town’, ‘Bachelors of Pearse
Park’ or ‘Pregnancy Test Kits’ offer Bruegelian landscapes of a disinhibited Dundalk, while
others locate themselves within the mind of the character. In such storytelling, Lennon is

empathetic: “If you look down on the subject, the song is no good. That was something I was

53 At the funeral, someone in the crowd says: “He was a great fella, wasn’t he?”. The narrator replies, “No, he wasn’t
a great fella. He was a human being with flaws”.
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doing for years, I was standing on a pedestal looking down on the characters, you have to be in
the characters and try to see where they’re going” (The Salvation Show)*. As playwright Enda
Walsh observes, “by the end of an album you’ve been in and out of the houses and been
introduced to a tonne of characters” (Respect Yourself).

Disinhibition takes many forms: alcohol, pornography, drugs, sex, violence, excessive
gossiping, car racing, television, social media and football: “Football, football! / Why do you talk
so much about it? / I know the reason you like it! / Get away from the wife for a few hours, drink
your head off / Football!” (Football, Football). Lennon's representations of disinhibition reach
their most extreme expression in songs depicting violence. The domestic arena is shown as
violent and precarious; intimate partner violence is described in ‘Age 12°, “The Most Dangerous
Place For A Woman is at Home’, ‘Bruised Banana’ and ‘Wine Glass Goggles’, and violence
towards children is referenced in ‘Where Does All the Hate Come From’, ‘Auld Man in Bad
Form’, ‘Get Them Out’ and ‘Pregnancy Test Kits’, while home invasions are described in
‘Balaclava Boys’, ‘Protect Thyself and Home’ and ‘So Frightened’. Suicide appears in ‘Escape
From the Planet of the Apes’, ‘Everyone’s Got a Mental Home Inside Their Heads’, ‘48 Aspirin’,
‘The Kids Will Still Be Singing When You Go’ and ‘Stop Pretending Everything is Fine’, gang
violence is described in songs such as ‘Rap-scallions’, ‘Serve a Drink for My Sister’, ‘Balaclava
Boys’ and ‘Iron Bars’, teenage femicide is represented in ‘My Friend Says’, and clerical abuse in
‘Pink Scrunched Up Thing’.

For Lennon, as in ‘Age 12°, early education is crucial to tackling such disinhibited
behaviour: “How do you stop a young man from taking his own life? Talk to him age 12/ How

do you stop a grown man beating the crap out of his wife? Talk to him age 12 ... Don’t wait until

3 “T am those people. I could be those people, if you like. I really have to be those people. Otherwise it doesn’t
work. It just becomes false. I’d be ashamed of that if I was doing something like that.
https://www.rte.ie/radio/2xm/clips/11738671/
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he’s 21, no longer a soft sponge, head full of rocks, mind like a concrete block, reinforced like
Fort Knox”. Again, such metaphors are congruent with Theweleit’s notion that the ‘armoured’
male develops in childhood: “When you are beaten, left cold, not regularly fed or otherwise
rejected ... You flee inwards from these intense and negative stimuli. The body fills up with fears
that cannot be expressed. This is the anxiety-ridden masculinity principle that I have described.
That’s why these men try to build themselves armour, and that’s why these men always speak in
self-defence. Their primary means of “communication” becomes violence. The self-armour
replaces their ego” (Lovink). It is this exhausted, depleted subject, wrung out by cycles of release
and shame, who becomes attached to the compensatory fantasies of the far-right examined in the

following section.

5.8 Don’t Let the Far-Right B*stards Get You Down®: Misogyny, Impotence and Irish
Proto-Fascism

Jacob Johanssen’s analysis of contemporary far-right movements aligns with Franco
‘Bifo’ Berardi’s assessment of incel culture as a reaction to post-2008 political-economic
stagnation. Both identify ressentiment, a reactive, compensatory form of agency, as central to
far-right recruitment. In Disaster Nationalism, Richard Seymour examines far-right violence as
cathartic, masculinist reactions, forming a cyclical pattern of “collective tightening and release”
(184). He argues that while sadistic aggression may temporarily foster feelings of collective
belonging among isolated individuals, such sadism fails to alleviate underlying tension. Lennon

makes a similar argument in ‘Where Does All the Hate Come From?’, where he sings: “blame

5 “Don’t let the far-right bastards get you down, because they’re just a bunch of clowns/
If you’re lonely you might get sucked in, just to feel part of something/

All the lost souls come together, they think to be big is to be clever/

Get them on their own, they run away, they have nothing new to say”

(‘Don’t Let the Far-Right Bastards Get You Down’)
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him, yeah, yeah, yeah, ‘cause things aren’t going right in your life, yeah, yeah/ Yeah, you need a
scapegoat to look around and point, isn’t that right? Yeah, yeah, yeah” ... “Does it make you feel
happy? No, it doesn’t make you feel happy”. Thus, Lennon represents the far-right as a
movement that perpetuates itself through a ceaseless vortex of violent release and unresolved
tension.

In ‘QAnon’, he traces the trajectory from economic precarity to radicalisation: “Well,
you’re laid off from work, yeah, you start looking at porn/ Eventually the full salute is missing
every morn/ Oh you need to blame someone, a million podcasts in the room/ And self-belief, it’s
like a huge balloon”. This representation captures the fusion of neoliberal social Darwinism with
far-right masculinist culture, a tendency evident in hegemonic figures like Pete Hegseth, Andrew
Tate and Conor McGregor. Debbie Ging contends that online platforms have been pivotal in the
development of such cultures, facilitating the rapid spread of these ideologies and solidifying
collective identity through shared language and perspectives. According to Ging, shared
antagonism toward feminism’s purported gains, and a belief in male subordination, unite the
manosphere’s different groups - MRAs, pickup artists, incels.

‘Celibate Rifle Day’ critiques the misogynistic self-victimisation of incel culture: “Lots
of bile and lots of anger in a cozy atmosphere, the hatred of women ... all around the world in a
million bedrooms, young men sit and howl at the moon, self-pity is the queen round here ... all
you dickheads egging each other on, are no good to me/ I’'m starting to take it very personally”.
Lennon’s usual empathy stops here at incel politics, where understanding gives way to flat
refusal.

‘Man’s Clothes Shop MIGA™® dramatises an encounter between Lennon and a rural

shopkeeper with a calcified far-right worldview. The song traces the shopkeeper’s racism,

6 MIGA = Make Ireland Great Again
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COVID denialism, and Trumpian politics, presenting them as symptoms of a wider pathology.
The shopkeeper’s dismissal of Dundalk — “it’s full of foreigners” — followed by a flat refusal
to visit— “he said he’d rather die” —is the kind of detail Theweleit’s framework helps to
illuminate. The rejection is not based on experience but deliberate avoidance; the fantasy of
neighbouring town Dundalk as a site of contamination must be rigidly preserved against any
contact that might complicate it. The chorus rings: “it’s hard to see when you’re stuck in a cult /
Fear and suspicion, but you can’t give it up / But you can't be seen seeing another point of view /
Or your whole world will crash down upon you”. Lennon doesn’t emerge from the encounter
looking composed. He loses his temper, calls the shopkeeper an arsehole, and reflects afterwards
that he probably should have left sooner. The shopkeeper’s unprompted invocation of Trump
when confronted— “I never even mentioned the cunt”—speaks to what Johanssen identifies as
the far-right subject’s need for a consolidating, strongman figure around whom diffuse anxieties
can organise themselves.

Lennon playfully embodied a similar figure years earlier in ‘Silver Spoon’, written at the
outset of Trump’s first term. The song, narrated by an American Trump voter, opens with a sense
of impotence: “I was feeling like trash, like a pimple on a rash”. When Trump appears on the TV
screen, something shifts — “I was walking around the house feeling like John Wayne / I was
walking up the stairs feeling like a man again”. Trump offers symbolic remasculinisation through
restoration fantasy: “He says: ‘Your jobs, my friends/ Have gone to the Chinamen/ Well, I’1l take
them back again for you”. The fact that Trump “walks like us, and he talks like us” pleases the
working class narrator on both a libidinal level and an economic one. But when that sensation

collides with reality — the jobs don’t return, the narrator’s health insurance collapses’— the

7 “I went to get a healthcheck, this lady said to me: “wait here for a minute, sir”. I waited patiently. She said: “this
health insurance policy has fallen to bits, Maybe the man you voted in, he doesn't give a shit?”.
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identification doesn’t dissolve but hardens into the cult logic depicted in ‘Man’s Clothes Shop
MIGA’.

‘Pints’ offers a more ambivalent portrayal of the far-right, suggesting that for some
adherents, ideological commitment matters less than the desire for community and an antidote
for loneliness—exacerbated by periods of COVID-19-related social isolation. The song’s
protagonist, Micky, joins a far-right group primarily for social connection, parroting reactionary
slogans while remaining politically disengaged:

Micky had no heed for the far-right, he just wanted to go out for a pint

But the far-right was all he could see, every time he went on FB

He went to the meetings, the meetings were a bore

“Make Ireland Great Again”, he’d heard it all before

He couldn’t wait until the end of the night

‘Cause after the meeting, they went out for pints!

Pints, remigration!

Pints, great replacement!

Pints, mass invasion!

Pints, is that right?

Tell me all about it, over a pint!

While this satirical narrative simplifies far-right appeal, it captures something Hannah Arendt
identified in The Origins of Totalitarianism: what prepares people for totalitarian domination is a
loneliness that destroys a person’s ability to distinguish between fact and fiction™,

Johanssen complicates this reading, arguing that many men are drawn to far-right
subcultures not out of naivety or loneliness, but because it fulfills a latent desire for restored
dominance. In the Irish context, rapid social changes, including LGBTQ+ rights gains,

multiculturalism, and gender equality, have coincided with austerity and housing crises, creating

fertile ground for reactionary backlash. Building on Theweleit, the far-right seeks to galvanise a

38 “The preparation has succeeded when people have lost contact with their fellow men as well as the reality around
them; for together with these contacts, men lose the capacity of both experience and thought. The ideal subject of
totalitarian rule is not the convinced Nazi or the convinced Communist, but people for whom the distinction between
fact and fiction (i.e., the reality of experience) and the distinction between true and false (i.e., the standards of
thought) no longer exist” (622).
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disinhibited, reactionary mass, rooted in irrational anxieties about collective dissolution and the
collapse of social distinction. Driven by fantastical fears of a racial and sexual ‘flood’
threatening national purity, the far-right frames its project as the rightful completion of Ireland’s
unfinished revolution, cynically casting immigrants, women, and queer people as obstacles to
national renewal. To quote a disgruntled activist after a far-right rally was defeated in Dundalk in
2024; “how would you have a united Ireland under that level of faggotry?”” (Audio from Dundalk
Protest 20th July 2024).

In a recent interview with Irish state radio, Lennon clarifies that his latest album, 7%e
Hate Agents Leer at the Last Isle of Hope, should not be interpreted solely as a critique of rising
far-right movements, but as equally applicable to internalised hatreds—an idea that resonates
with Deleuze and Guattari’s concept of ‘microfascisms’ (O’Donoghue Martin)*. For Deleuze
and Guattari, microfascisms are subtle, everyday manifestations of reactive power. They exist
not only at the level of the state, but through ordinary behaviours, attitudes and social
interactions. Their work draws on Reich’s insights in The Mass Psychology of Fascism, which
posits that individuals often oscillate between reactionary and revolutionary tendencies.
Lennon’s work aligns with this worldview, arguing that “a lot of folk singers will sing and it's
like “us vs. them’. It’s not ‘us vs. them’ ... Nobody’s a saint. I’'m no saint, and I’1l sing about that
as well” (Guerilla Sounds Interview). His approach proceeds from the understanding that
psychological character generally emerges through social conditioning rather than through innate
disposition, encouraging audiences to examine the origins of harmful behaviours while resisting

reductive, hasty moral judgments where possible.

% In ‘Where Does All the Hate Come From’, Lennon frames such reactionary politics as epidemic: “Where does all
the hate come from, does it germinate just like a spore inside your pores?/ Like a big black bin in the dark crawling
out into the street, infecting others making them all act so ugly?”, echoing Scheler’s argument that “the spiritual
venom of ressentiment is extremely contagious” (48).
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6. Fresh Cream Beneath the Briar: Rawness and Revolution

People need to be inspired. The heroes are mostly in sport in Ireland and that’s what
seems to bring out patriotism these days. In my opinion the patriot is someone who will
address the elephant in the room, who will speak the inconvenient truth. I think the time
will come again that a whole society used to zoning off into Saturn or Netflix with their
Galaxy devices may have to come together to face the impending crisis that is unfolding
before our eyes. Ultimately, I wonder: Will self-sacrifice be something people are still
capable of as a whole when the crux comes?

Lawyers, Guns and Money, 2019

I’ll be dammed if I can hold this flood back.®

Rundale, 2025

6.1 Proud to Be A Nobody From County Louth

As Fanon writes in The Wretched of the Earth, colonial subjects frequently experience
dreams characterised by physical dynamism: “muscular dreams, dreams of action, dreams of
aggressive vitality. [ dream I am jumping, swimming, running, and climbing” (40). These visions
of bodily agency, he suggests, manifest a subconscious resistance to colonial immobilisation.
Fanon theorises that musical and dance practices can transform repressed colonial energies into
collective expressions of liberation, opening spaces for democratic participation and communal
catharsis: “There are no limits—for in reality your purpose in coming together is to allow the
accumulated libido, the hampered aggressivity, to dissolve as in a volcanic eruption. Symbolical
killings, fantastic rides, imaginary mass murders—all must be brought out. The evil humors are
undammed, and flow away with a din as of molten lava” (45). The alternative to progressive

sublimation is potentially deadly. Either muscular tension manifests destructively within the

8 Deliberate pun on ‘dammed’. Taken from artwork in Irish socialist magazine Rundale, 2025.
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community: “one of the ways the colonized subject releases his muscular tension is through the
very real collective self-destruction of ... internecine feuds”, or the subject acquiesces to
domination through fatalistic resignation, “mentally readjust[ing] to acquire the serenity of
stone” (42). The third option, which Fanon may see as the most liberatory, is the decolonising act
of violence against the coloniser. For Lennon, this path is not taken. Instead, his work traces the
redirection of colonial muscular tension into cultural sublimation, transforming inhibited,
armoured bodies into sites of collective disinhibited energy. It is this trajectory, from blocked
colonised body to carnivalesque communal recovery, that the following sections trace.

Across his oeuvre, Lennon engages with militant republicanism primarily through
skepticism and critique. ‘Proud to Be a Nobody From Co. Louth’ offers a critical portrait of
militant republicanism. The narrator depicts a psychologically fractured IRA volunteer—*“lost
inside your mind, in semtex city”—while alluding to an unresolved legacy of violence: “I don’t
know where the bodies are®, or just why the men crucified Omagh®, up here, the hangmen get to
shout real loud.” These lines juxtapose individual dissociation with the collective consequences
of paramilitary actions, underscoring Lennon’s broader skepticism toward romanticised
narratives of armed struggle. In ‘Blind Eye’, a young man is threatened into silence after
witnessing an IRA operation: “he had to be told in no uncertain terms, whatever he said, say
nothing, and say nothing, whatever he said, or next week's sandwiches would be ham, cheese and
Nairac”. The coded warning, typical of macabre local vernacular, invokes the disappearance of
British agent Robert Nairac, a subject represented again in the song ‘Men of Glory’, which leans

into the local myth that his body was disposed of by being fed into a meat grinder. In ‘Chuckie in

%' In reference to ‘the Disappeared’: The border between South Armagh and North Louth has become the traditional
dumping ground for the bodies of men executed by the IRA after confessing to the capital offence of being an
informer. In August 1998, the Omagh bomb, which killed 29 people, was put together in South Armagh by
Provisionals who had defected to the so-called 'Real IRA' (Harnden)

62 Reference to the Omagh Bombing of 1998
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the Mountains’, IRA men attack an illegal rave®. ‘Chuckie Daddies’ condemns those involved in
the murder of policeman Adrian Donohue in 2013, while ‘Iron Bars’ documents the murder of
Paul Quinn, beaten to death on a farm in County Monaghan in 2007, allegedly by former
republicans.

On the other hand, Lennon’s critique coexists with a recognition of republicanism’s
emancipatory elements. In ‘We Don’t See Anything’, which follows a similar theme to ‘Blind
Eye’ yet offers a more celebratory reading of communal silence, the (somewhat ironic) chorus
rings: “We don’t see anything out here/ That’s why why we live a long time/ If we come across
anything, we don’t say anything about it out here”. The verses illustrate tacit co-operation with
illegality, suggesting a liberatory lawlessness along the border, “Man and a dog/ Out hunting on
the edge of the bog/ Hunting for rabbits, sees a bag of rifles, just walks off”, and, “He sees a pack
of drovers, he says: ‘boys, they’re coming, I need an escape’/ The drovers say: ‘go!’, drive the
cattle all over the road/ The customs men are kept for nearly ten minutes, they nearly explode”.
Such good behaviour is rewarded: “If you give a good turn, you’ll get a good turn, you might
even find a nice bag of apples in the van when you return”*.

Lennon's ‘Fresh Cream Beneath the Briar’, inspired by Sergio Leone’s A Fistful of
Dynamite (1971), tells the story of an IRA volunteer fighting alongside Pancho Villa during the

Mexican Revolution (1910-1920):

Pancho Villa raised his head, well I thought that I was dead
As the sun rolled down, like a big ball of fire

% The term “chuckie” is a reference to the republican slogan “tiocfaidh 4r 14”, an Irish-language phrase which
translates as “our day will come”.

64 <A little over two weeks after Thornton's funeral, Corporal lan Armstrong was shot dead from across the border at
Courtbane. Two Ferret armoured vehiclpes had crossed the border into the Republic and were cut off and prevented
from returning back to Northern Ireland by a group of about 150 locals. An IRA unit was duly summoned and
opened fire with a GO2 rifle and Thompson machine-gun, killing Armstrong and wounding another soldier. The
incident, which ended with one of the Ferrets being set alight before it was towed away to Dundalk by gardai, was
one of the first indications that the level of support for the IRA in South Armagh and North Louth was something
out of the ordinary”. (Harden, 58)
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If my enemies find me here, they will kill me I fear

Oh, I must go down beneath the big barbed wire

There’s fresh cream beneath the briars, never die a liar

You must welcome the big thorn that scrapes your side

There’s fresh cream beneath the briars, so hold your rifle higher

There’s fresh cream beneath the briars, prepare to fire

A room full of insurgents, with their faces wan and thin,

But there’s energy beneath the waves of ire,

Many people walk asleep, but the well within is deep

There’s everything you need to quench desire.

(Jinx Lennon, ‘Fresh Cream Beneath the Briar’)

The song reads through Fanon: the “big thorn” of revolutionary violence as a necessary stage of
struggle, while the “well within” suggests a deep reservoir of revolutionary consciousness. Fresh
cream beneath the briars recurs a metaphor Lennon earlier employed in ‘Friend of the Ice Cream
Machine’. Here, it functions dialectically: the briars embody the immediate violence and pain of
struggle, while the cream, lying beneath the briars, represents the deferred but nourishing goal of
liberation (land, justice, sovereignty). This framing avoids romanticisation, aligning with Fanon’s
insistence on anti-colonial violence as a tragic yet transformative force, both creatively
destructive and destructively creative. By embedding these themes in a speculative historical
narrative, Lennon underscores the shared logics of decolonial resistance across contexts,
espousing an internationalist view of liberation.

The unfinished revolution serves as a recurring framework in Lennon’s work, though his
treatment of revolutionary potential remains distinct from conventional narratives of armed
struggle. Rather than valorising violence, his lyrics explore alternative channels for collective
emancipation—particularly through progressive disinhibition. This concept, manifested in
musical and communal practices, suggests a transformative potential in sublimating repressed

energies into cultural and social forms of resistance. Lennon’s approach thus reorients

revolutionary possibilities away from purely militarised paradigms, while remaining attentive to
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the material conditions that necessitate such transformation.

Theweleit identifies a distinct literary tendency, characterised by fluid, desiring energies,
in artists like Hendrix, Neruda, de Beauvoir, and Césaire. This flowing desire stands in stark
contrast to the rigid, armoured expressions typical of fascist texts. Lennon’s lyrics similarly
channel these transformative flows, articulating revolutionary potential through creative
sublimation rather than repressive violence. The absence of such liberatory aesthetics in
authoritarian discourse underscores their political significance: “Flows have no specific object.
The first goal of flowing is simply that it happen (and only later that it seeks something out).
Writers have seldom given names to the streams in and on which desires flow toward unknown
human futures. They are oceans, rivers, springs, surges, or simply waters, the endless movement
of this matter without form” (MF Vol. 1, 268). For Fanon, disinhibited dance is crucial for the
colonised subject: “relaxation takes precisely the form of a muscular orgy in which the most
acute aggressivity and the most impelling violence are canalized, transformed and conjured

away” (WotE, 44).

6.2 Rawness: the Lava and the Water

When Lennon channels raw, uninhibited energy through his music, particularly during
live performances, this dynamic produces something akin to what Romain Rolland called an
“oceanic feeling”—a fleeting sense of boundlessness that dissolves the self into something larger
(qtd. in Freud 2). As noted in Chapter 3, this practice aims not just to critique, but to actively
‘uplift’ audiences, offering fleeting experiences of shared, regenerative vitality that counter the
fragmentation of life under late capitalism. Lennon characterises his live performances as

prioritising this raw, spontaneous expression, describing it as “following the immediate energy of
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the performance before the institutional part of the head moves in to round off sharp edges”
(JINX LENNON, X).

Lennon’s work frequently prioritises performance energy over the complexity of the
music itself. Early tracks like ‘Raw As Rope’ and ‘Emasculated’ demonstrate this through
minimalist one-chord song structures. His approach channels personal struggles into intense,
almost industrial sonic outbursts, where catharsis takes precedence over technical refinement.
This creates a visceral listening experience foregrounding emotional immediacy rather than
melodic sophistication. Lennon characterises his artistic energy as ‘rawness’—a term he employs
in live performances to describe a process of channeling resentment toward collective agency.

Through live performance mantras like “we need rawness, believe in yourself or not!”, or
‘rawness means light!’, he insists on unfiltered emotional expression as both therapeutic and
political (‘Rawness’). Lennon’s work departs from Enlightenment-era ideals of detached male
rationality, favouring a raw performative style that embraces expressions of hatred, misery, and
humiliation alongside joy and humour. His unfiltered verbal outbursts, often laced with insult,
challenge bourgeois constructions of masculinity, particularly the image of the composed,
rational, socially elevated “educated man”. This aligns with Theweleit’s critique in Male
Fantasies, where he argues that such bourgeois performances of “respect”, “obedience”, and
“patriotism” serve as masks for what is, in essence, “arrogant ignorance” (MFE, Vol. 2, 47). For
Theweleit, the refusal to ‘flow as a torrent’ becomes a defining feature of this repressive,
armoured masculine ideal. Lennon’s work, by contrast, reclaims the torrential and unrefined as
acts of both artistic and political defiance.

If Bakhitin’s carnival suspends hierarchical rank and prohibition, rawness extends that

suspension into the body itself. Yet before that emergence can occur, the body must first be
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recognised as clamped, blocked, inhibited. The spoken word poem, ‘The Clamp Around Your
Chest’, performed only once, is Lennon’s most direct representation of mental inhibition. The
clamp is a somatic experience with an apparent cause, immediately bound to labour: “you were
worried about losing your job”. The pressure is reinforced through a grotesque scene of
workplace subordination— “you sat in the boardroom, and the werewolf head turned round and
said: ‘he wanted your job’, and you kept your mouth shut, like a little gerbil, you didn't open
your mouth”. The effects of this pacification and repression soon extends from the workplace
into intimate life: “you and your girlfriend were like two balls of black light going through the
universe, not talking to each other, full of stress, full of stress” [..] “you felt, ‘is there some
welding equipment that can help me to get rid of the clamp around my chest?’”.

The clamp is not only represented in the lyric’s content, but enacted through
performance. Lennon’s vocal delivery begins in a quiet, constrained register, the voice staccato,
with halting rhythms: “In Dublin Airport. At the end of August. You felt it. Going back into
work”. This fragmented delivery, like in the song ‘Hoo A Yoo’, mirrors inhibition itself, where
expression is broken, interrupted and contained.

By the end, Lennon is in full, ranting flow, some of which appears improvised: “AND
THEN YOU REALISED INSIDE, YOU GOTTA SEE YOURSELF, THE CLAMP AROUND
YOUR CHEST, THE CLAMP AROUND YOUR CHEST, ARE YOU BLIND? THE CLAMP
AROUND YOUR CHEST, THE CURE IT’S IN YOUR MIND! GET IT OFF YOU NOW!”.
This shift from fragmentation to raw intensity enacts the movement from inhibition to
disinhibition that the thesis has traced across Lennon’s work. The radio performance finishes

with a whispered “thank you” and a sigh. He softly says: “I had to get it off my chest”®.

% When such pressure is neither expressed nor collectively mediated, it risks erupting in distorted or destructive
forms. As Lennon puts it elsewhere, this process is “sort of like when a sewer pipe begins to burst, and the crap
suddenly begins to pour” (‘Orange Cranes of Greenore”).
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Rawness is the moment at which repression gives way to a proactive
release, where inhibited affects begin to move in an uplifting direction. The examples below,
drawn from Lennon’s lyrics and live improvisations, demonstrate his distinctive interplay of
disinhibited intensity and embodied catharsis, echoing what Deleuze and Guattari metaphorically
describe as the flowing desires of “the lava and the water” (qtd. in Theweleit, ME Vol. 1, 249)%.
Rawness, in this sense, is both physiological and collective: it is felt in the body, but realised in
shared performance.

The following examples illustrate how this operates in performance. Across Lennon’s
work, the body becomes a site of pressure and release: energy builds, circulates and is expelled

2% ¢

through voice, rhythm and gesture. The repeated injunction to “spit it out”, “pour it out

99 <¢

, “get it
out” or “scream it out” frames expression as necessary expulsion rather than controlled
articulation. What emerges is not polished communication, but catharsis — a breaking of
inhibition that allows new forms of agency to become thinkable.

The following examples are deliberately presented in accumulation rather than close
individual analysis. Across Lennon’s work, the language of flow, release and expulsion recurs
with such frequency that its force lies not in any single instance, but in its repetition. Taken
together, these fragments produce an overwhelming sense of pressure and discharge, mirroring
the very processes of accumulation and release that rawness seeks to enact.

“Solar plexus, feel it now, waves coming out of your chest and mind! / Solar plexus, deal

with it now, we gotta leave this shit behind!”

(Jinx Lennon, ‘Solar Plexus’)

“Screaming out of your skull, howling out out of your brain, pouring out of your marrow,

strumming out of your veins”
(Jinx Lennon, ‘Scream It Out’)

% QOriginal quote from Anti-Oedipus.
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“Spit it out, yeah, go on, pour it out, pour it out. Aw, yer eyes are shinin', look at ya, ya
don't know yerself, don't worry about them, they're not gonna jump on yer grave. Jump
on yer grave, are ya mad? Go on! Spit it out! Get it out! Pour it out! You'll feel better
again, like a new man again!”

(Jinx Lennon, ‘Spit It Out’)

“Q: Who is Jinx Lennon? A: A singer from Dundalk Town, who sings, rants, makes noise
whatever it takes to pour out creative lava and keep the head clear to a worthwhile
existence” (Icarus).

“This could be the worst piece of art ever made, push the bugger out and don’t be afraid!
Let it cut like glass ... Get the tension out!”
(Jinx Lennon, ‘Get The Tension Out’)

“Someone who looks like your Dad, is bouncing about on the stage, that can’t be bad
It’s better than dying of the rage! ...

And the audience are looking up and they’re going “hmmm”, I don’t know what that is
‘I dunno, I can’t define him, I dunno who he is’

And the audience are looking up and they’re going ‘hmmm, I don’t know what that is’
But I feel bright inside, I’'m starting to feel the fizz!”

(Jinx Lennon, ‘Comfort Zone’)

“Oh the ozone in your eyes is a wonderful thing, it’s so great to be able to cry,
The ozone in your eyes is a wonderful thing, don’t let your ozone die”
(Jinx Lennon, ‘Ozone in Your Eyes’)

“This is the music coming out of the North East to uplift you, the border schizo cosmic
folk sound, coming around again, we will not repeat ourselves! Anytime! This is a
constant moving object that flows like a kaleidoscope!”

(Jinx Lennon, ‘Fibber Magees Live Show’)

“I found a new formula, I found a new genre, to help your solar plexus get to higher
places, get you through the week, at the end of the week, when your afraid to speak, get it
out of there, right through the atmosphere, I know I can do it, I know I can uplift you, the
name is.. EAST BORDER ENERGY, THAT’S THE ONLY RECIPE, EAST BORDER
ENERGY, SOMETHING GOOD AND TRUE!”

(Jinx Lennon, ‘East Border Energy’)

Through this evolving lexicon of flow and release, delivered with raw intensity, Lennon
constructs an alternative, disinhibited model of masculine expressivity grounded in intensity,

vulnerability, and shared affect. This completes an arc traced throughout the thesis: in Chapter 3,
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the emasculated bodies of Dundalk were read as sites of collective arrhythmia, their gait and
posture registering the socialised dressage of a history that had broken their connection to
purposeful movement — “driving around like chameleons”, never fully present. Reading such
lyrics through Lefebvre’s rhythmanalysis, these terms describe the felt experience of restored
eurhythmia: the body is no longer blocked or arrhythmic, but moving with flows and rhythms.
The solar plexus, as established, is the polyrhythmic centre where this flow concentrates.
Anzaldta’s border art offers a parallel framework. Anzaldua regularly speaks in the
language of flows, energy and water; she places particular emphasis on the solar plexus and a
bodily zone of creativity: “I plunge my hands into my solar plexus” (Borderlands - La Frontera,
50) ... “My body sends tendrils of awareness from my solar plexus” (Light in the Dark, 27), and
also centralises dual ‘border consciousness’. Crucially, Anzaldia recognises such creative energy
to be a distinctly communal product: “border artists are engaged artists. Most of us are politically
active in our communities, making community-based art. If disconnected from la gente [the
people], border artistas/activistas would wither in isolation. The community feeds our spirits, and
the responses of our ‘readers’ inspire us to continue struggling with our art and making aesthetic
interventions that subvert cultural genocide” (59). Lennon’s practice, like Anzaldua’s border art,
transforms vulnerability into resistance, channelling the energies of pain and resentment into a
communal flow, pulsing outward from solar plexus to solar plexus, border to border, insisting on

connection over containment.

6.3 The Limitations of Counter-Hegemonic Masculinities in Theweleit and Johanssen

Both Theweleit and Johanssen’s studies of proto-fascist masculinities suggest the

possibility of sublimated, progressive, counter-hegemonic masculinities. Johanssen’s text
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Fantasy, Online Misogyny and the Manosphere, heavily influenced by Theweleit, praises a
critique of Male Fantasies put forth by Laura U. Marks, who offers counter-hegemonic
masculinities such as “slackers, dropouts, ‘sensitive men’ (sometimes). Bears and puppies who
push back against the gay hard body-cult. Born males who reject gender and try out a third path”
(2020). Citing Marks, Johanssen writes: “If only the men of the manosphere could see those
kinds of men as role models”. For Theweleit, re-establishing desiring flows in response to
widespread inner rigidity of late capitalist alienation appears to offer a path towards
revolutionary subjectivities (212).

Theweleit’s conclusion in Male Fantasies offers an anticipatory counterpoint to Anton
Jager’s proposition that we should privilege political economy over mass psychology to
understand the latent fascist subject. Theweleit, writing in the 1970s amid political
disillusionment following the post-1968 left’s failures, argues that “[t]he emphasis on political
economy seems to me an extension of a contradiction specific to the bourgeois individual: the
contradiction between a capacity for strategic investigation into and exploitation of nature, on the
one hand, and, on the other, ignorance of the nature of the individual. To the bourgeois ego, the
world appears manipulable, controllable, knowable ... Seen in the most unfavorable light,
Marxist political economy (like the psychic models of Freud’s thinking) appears then simply as a
potential complement to entrepreneurial competence in factory organization” (Vol. 2; 420). While
Theweleit’s sprawling, 1,000-page text generally reads as tremendously buoyant and relentlessly
optimistic, his conclusions are strangely pessimistic, suggesting that “men (fascist and
anti-fascist), are repeatedly blurred by the elements of masculinity they have in common. Behind
every assessment, commentary, analysis of fascism, there lies the assumption that the critic

would have made a better leader than the man he ridicules” (Vol. 2; 408). Jacob Johanssen, on the
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other hand, offers nebulous optimism in relation to counter-hegemonic masculinities at the end
of his text. He argues that more love is required to bring fragmented men back from the brink of
violence®. This is not wrong, but it remains ungrounded. As referenced in Chapter 2, Freire
made a similar claim decades earlier, but made it more precisely, arguing that the response of the
oppressed to the violence of their oppressors can itself be a gesture of love, because it insists on
the humanity of both parties. The difference is that Freire’s perspective emerges from a colonial
situation, with emphasis on the material relationship between oppressor and oppressed. Without
equivalent grounding, Johanssen’s optimism remains gestural.

In general, the two theorists produce uncertain scholarship in relation to colonialism and
unequal global development. While both acknowledge Fanon’s influence—in fact, Theweleit
describes The Wretched of the Earth as “the best explication of the ways in which colonialism
has mutilated the colonised (especially in Africa)”— neither engages with colonial history in
substantive or material terms (Vol. 1, 483). While Theweleit claims that Aime Cesaire’s flowing
imagery in Return to My Native Land illustrates a will towards “anticolonial revolution” and
notes that “Vietnamese soldiers [are] in the stream of their people’s desire”, these insights remain
at the level of aesthetic observation, ungrounded in any material analysis (Vol. 1, 269)%.

The limitations of Theweleit’s Fanonian analysis are easily observable in a recent
interview with the Amsterdam University of Applied Sciences (Lovink). When asked if soldierly

masculinity is on the rise today, the only direct example Theweleit offers is “Hamas terror”

87 Johanssen refers to a speech from American Democratic politician Alexandria Ocasio-Cortez after a shooting in
El Paso: “So whether it’s from misogyny or whether it’s from racism, you’re not more of a man with a gun. You’re
not more of a man if you are capable of violence. You are not stronger if you tear another life down.... We’re gonna
have to go deep, we need to go deep.... We need to learn to love bigger to bring them back™ (213).

% Theweleit also makes a veiled reference to Mao Zedong’s argument in On Guerilla Warfare. Mao says that the
guerilla soldier moves amongst their people as fish swims through the sea: “The liberation of China and Southeast
Asia from American-European-Japanese colonialism was achieved by soldiers whose motto was that a ‘fish in its
own waters’ is stronger than all the search-and-destroy weaponry of the centers of capitalist power, and all the
technological know-how of their murder industries (except where total annihilation is the goal)” (269).
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(although he argues the phenomenon is on the rise everywhere). While he supports Ukraine's
right to self-defence against Russia, his framework of analysis in relation to the ongoing Israeli
genocide in Palestine is described in the following terms: “Hamas wants to wipe out Israel, and
Netanyahu wants to wipe out Hamas”, ignoring the dynamics of a settler colonial, apartheid state
based upon the ethnic cleansing of Palestinians (Lovink; Pappé)®. As Bill Rolston illustrates,
such a position would be in the minority in Ireland, where the material and historical relations of
settler colonialism are more organically understood’.

In a recent study, Rolston expands and explores “the roots of resonance” between Ireland
and Palestine, through examining both October 7th 2023 and the 1641 rebellion in Ireland. In
both cases, Rolston argues, “the indisputable violence of the attacks was exaggerated, thereby
carrying out a crucial ideological role in underpinning the brutality of the state response” (3)"".
Given that multiple human rights organisations and governments have argued that the ongoing
Israeli assault is genocide, and that the long standing and well regarded medical journal the
Lancet argued in July 2024 that ““it is not implausible to estimate that up to 186,000 or even more
deaths could be attributable to the current conflict in Gaza” (237) (it is now late 2025), and that
human rights organisation The Independent International Commission of Inquiry on the
Occupied Palestinian Territory, including East Jerusalem, and Israel has noted a “sharp increase
in sexual and gender-based violence perpetrated by members of the Israeli Security Forces and

settlers online and in person across the Occupied Palestinian Territory, including rape and other

% See Amnesty International; Jafarnia; Albanese; B'Tselem; United Nations.
7 The very same argument had already been made by Brendan Ciaran Browne in the Journal for Palestine Studies

in his article entitled ‘Reading Irish Solidarity with Palestine through Ireland's “Unfinished Revolution™’.

"' As Rolston writes: “This is not to deny that atrocities happened. Armed Palestinians on 7 October engaged in
some actions that were not compatible with the internationally recognised principles of necessity, proportionality
and imminency as regards armed conflict. Tom Stevenson lists some of these: the shooting dead of unarmed women
who were fleeing on foot, the beheading of some Israeli soldiers, the killing of Nepali and Thai workers ...”.
Significantly, Rolston also notes that “the United Nations states that peoples have the right to resist ‘subjection to

alien subjugation, domination and exploitation’ (11).


https://www.palestine-studies.org/en/taxonomy/term/20145
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forms of sexual violence” (1) since October 7th, not to mention the countless other examples of
human rights abuses since the Nakba of 1948 that would go beyond the scope of this paper, it is
striking that Theweleit does not recognise the Israeli Defense Forces as exemplary of the
armoured, colonising soldier males he presented in his 1977 study Male Fantasies. This gap
reveals the limit of a framework that reads armoured masculinity as a historical category without
attending to its present incarnations.

In 2025°s ‘5 Year Olds in Shock’, Lennon touches on the soldier male: “He came from
the home counties’, he went out for a stretch, got assimilated in the ranks of the IDF/ looking for
adventure, he’s got the Zionist zeal/ won’t even see their faces, as they’re blown to smithereens”
[..] “kids sat in the class room, learning the alphabet/ orange crane knocks the school down, sent
by agents of Shin Bet”. In 2024’s ‘Body Bags Shouldn’t Be So Small’ Lennon sings: “this a
bumper year for orders, as the profit margin moves forward/ the warehouses working day and
night/ could they all do with the overtime?” [..] “And the Stars and Stripes says this is right, as
the world stands with hands tied/ and the tyrants they are learning/ there won’t be a whimper, if
they want to take a turn”.

That Lennon can readily name what Theweleit cannot is no coincidence. It is the product
of an epistemological position and a decolonial consciousness that this thesis has traced
throughout — a border subjectivity that, shaped by partition and its unresolved legacies, reads
the armoured soldier male as a recurring historical figure, whether in Germany, South Armagh,
Gaza, or anywhere else an empire requires its violence to be enacted. The counter-hegemonic
masculinities of Johanssen and Theweleit are limited by structural blind spots, requiring situated,

material groundings to go beyond their conclusions.

2 South East England, the most affluent part of the United Kingdom.
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7. Conclusion

Those in power write the history, those who suffer write the songs.

Frank Harte, sleeve notes to /798: the First Year of Liberty (Harte 1998).

After all, in the final analysis, man is a cause.

Ghassan Kanafani, Returning to Haifa

Any sustained engagement with a single artist risks what Romeiro Hermeto identifies as the
Western mythological figure of the hero — the suggestion that one person, by the power of their
will alone, can determine historical outcomes. For Hermeto, this figure reflects a contempt for
historical apprehension and self-critique, a failure to reckon with the forces that produce
historical agents rather than the agents themselves. The corrective is to hold two propositions
simultaneously: that historical forces shape the agents they produce, and that those agents
nonetheless make history in ways that matter. It is in this spirit that Lennon’s early figure of the
‘Free State Nova’ should be understood. The Free State Nova is described as both “an anti hero
for the North East” (Lennon, THE BORDER SCHIZO COSMIC FOLK SOUND (IN A FEW
LINES)) and “sorta like a superhero ... coming from the border area through years of soaking up
the very depressive sort of landscape, the whole schizophrenia of the area, and sort of, he’s like a
phoenix rising from the ashes” (jinxlennon.com). Following Jameson, Jinx Lennon/the Free State
Nova can be read as a Deleuzian “schizophrenic hero”, described in Late Marxism as “one of the
great ethical fantasy-images of the postmodern” (16). For Jameson, “the schizophrenic hero
emerges as a counter image to the neurotic self locked utterly into its own ‘identity’ — namely,

the unrepresentable vision of the ceaseless flow of the absolutely new, the unrepetitive, the great


https://www.goodreads.com/author/show/16473822.Ghassan_Kanafani
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stream which never comes twice and which Deleuze calls the “‘flux’ of perpetual change” (qtd.
in Jameson 16). During the early Celtic Tiger, as Ireland’s market economy fostered rigid,
standardised subjectivities, the Free State Nova emerged as their antithesis, embracing
humiliation, fragmentation, and reinvention (in keeping with the postmodern men
Gibson-Graham identified in the Full Monty). The Free State Nova, in this light, emerged as a
lived refusal of the Celtic Tiger’s entrepreneurial ‘leprechaun masculinities’. However, without a
clear way to harness energy toward structural change, the Nova mirrored postmodernity’s
fragmentation in the Irish political left: lacking adequate political direction and relying on
individualist negation rather than a coherent collectivity.

This tension raises questions about the limits of such cultural resistance, as the post-crash
years eroded the Nova’s subversive energy and Lennon entered a period of artistic crisis,
suffering from writer's block: “with the way the country was during those years, I started letting
it get in on me and I was really compressed and depressed and that started coming out in the
music” (Carroll). Lennon’s characters began to collapse under negativity and resentment: “I
loathed them, there was nobody coming out good at all. I always wanted to make sure there was
some hope, but things were getting really hopeless” (Carroll). Just as Jacob Johanssen frames
incels as emerging in reaction to the 2008 financial crisis, Lennon’s later work can similarly be
interpreted through this lens. After Lennon’s return to music in 2016, the land and the border
took on a more enunciated role than ‘the Free State Nova’ in his art, and he began to repeatedly
refer to his work as “The Border Schizo Cosmic Folk Sound”.

David Harvey, drawing on Jameson, argues that postmodernity replaces the notion of
Marx’s ‘alienated subject’ with a fragmented, schizophrenic subjectivity, where the breakdown

of temporal and linguistic coherence reduces experience to aimless charges of affect and energy.
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Lennon, whose performance thrives on such affective immediacy, could also be read as an
example of such widespread aesthetic developments. Yet rather than viewing Lennon’s
‘schizo-space’ purely as a symptom of postmodern fragmentation, it makes more sense to see it
as a strategic response to the lived realities of the Irish border, a historically contested space
where identity, politics, and culture are unstable, creating what Lennon calls “the dual world of
living in a land split in two by Colonialism” (Lennon, THE BORDER SCHIZO COSMIC FOLK
SOUND (IN A FEW LINES)). In this sense, Lennon’s aesthetic project doesn’t merely reflect
the fragmentation of late capitalism; it embraces fragmentation as unity, turning the border into a
site of generative, flowing creativity.

Returning to the scene in Dundalk described in the introduction, Lennon’s notion of
border collectivity and historical continuity was at the forefront as he performed the improvised
song “Dundalk Says Yes” in opposition to far-right groups in 2024. The song, repeated at various
points through the protest, armed the community throughout weeks of protest: “Dundalk says
yes! If you need shelter, we’ll try our best!”. Another song, ‘Stick Yr Neck Out’, analysed the
scene retrospectively:

Well a bunch of thugs, came into into my hometown,

To tell me what my hometown was all about,

And we stood up to them, because we could not take it,

Anything is better than being associated with a bunch of bigots ...

Stick your neck out sometimes, give it a rattle

Open your trap sometimes, feel better inside

And if you are attacked, enjoy the battle! ...

When you’ve enough, and you’re sick of the guff, just say, shut the fuck up!

(Jinx Lennon, ‘Stick Yr Neck Out’)

With these two songs, both centred on facing down far-right opposition in his hometown,

Jinx Lennon straddles both sides of what Gibson-Graham see as pathways to a politics of
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postcapitalist masculinity”. In ‘Dundalk Says Yes’, Lennon offers an affirmative political refrain
that sidesteps moralism and resentment, while exalting humiliation as a way to break down the
given order and create new political possibilities, as outlined in the song ‘The Self Indulgence
Gene’: “the Free State Nova watched all this tomfoolery, and decided the only way to breakdown
the DNA of this pestilence was to make a fool of yourself and be embarrassing sometimes/ the
red face, throat, skin pallour, epidermis, will help you and aid you and inoculate you against such
horrible endings”. Meanwhile, ‘Stick Yr Neck Out’ anchors itself in the locality while pulling the
audience toward combative moral indignation.

The 2018 track ‘Grow a Pair’, containing elements of both the affirmative joy of
‘Dundalk Says Yes’ and the collective militancy of ‘Stick Yr Neck Out’, stands as a defining
anthem of Lennon’s later period. Where the early Free State Nova opposed the
hyper-commodified ‘leprechaun masculinities’ of the Celtic Tiger era, ‘Grow a Pair’ is
parody—the inverse of the individualist, masculinist self-help ethos of the post-crash era. The
song opens with a resigned spoken-word preamble: “the world is rotten and hopeless like that,
like”—before shifting into a resilient paean to self-respect and collective perseverance,
embracing a Sisyphean dynamic that echoes Mike Davis’ contention that one must “fight with
hope, fight without hope, but fight absolutely” (LSE Blogs).

Sometimes in your life, trouble will come

And it’s easy to turn and blame everyone

You and the world aren’t getting on

There’s a slug on your neck weighing half a tonne

Well, if you can’t stand up for anything, well, you’re soon gonna fall for everything
Some people take crap and they still survive, but you know something is missing in their

73 This scene is depicted on the artwork of Lennon’s latest album The Hate Agents Leer at the Last Isle of Hope. The
front cover of the LP shows Lennon wearing “Free State Nova” sunglasses and a large pointed hat on which is
written the words “Border Schizo Fffolk Sound Save Yur Skull” [sic] printed on it. The back of the record shows a
distorted image of the far-right, many of whom are carrying Irish tricolours. Again, this illustrates Lennon’s
tendency to produce formal unity from apparent fragmentation.
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eyes,

You’ve gotta grow a pair of balls!

Try to stand up when you don’t feel tall! ...

Jesse James robs a bank and says “I was here”.

Multinational companies stay five years,

And poor Jack and Jill get screwed to the wall,

And the banks turn around and say: “F you all”

You’ve gotta grow a pair of balls!

Try to stand up when you don’t feel tall!

(Jinx Lennon, ‘Grow A Pair’)

The song is a howl of rage directed at the moral violence of the Irish economic model,
which, as a tax haven, depends on appropriating the surplus value extracted by multinational
corporations’ globalised, exploitative production networks. The song opposes the hegemonic
post-Trump, post-Brexit politics of liberalism, which Seymour frames as “vapidly moralising
subcultures, catastrophising about the economic effects of Brexit while idealising a hardnosed
neoliberal bloc” (DN, 41). For theorists such as Berardi and Seymour, the liberal commentariat
portrayal of Trump’s base or the Brexit electorate as an aberrant ‘basket of deplorables’ arguably
exacerbated far-right disinhibition.

Just as the Gaelic Revival of the late 1800s “preceded and in many ways enabled the
political revolution that followed”, aesthetic production will have its historical and ideological
role to play in any culmination of Ireland’s unfinished revolution (Kiberd, /nventing Ireland, 4).
For Attali, music “makes audible the new world that will gradually become visible” before
political organisation has caught up with it (11). The Revival did not directly cause 1916, but it
reorganised the collective imaginary, rebuilt a sense of what was possible, made certain futures

thinkable that imperial culture had systematically foreclosed.” In Attali's terms, it broke the

Network of Repetition — the managed silence of colonial culture — and inaugurated, however

1916 is often referred to as the ‘Poet’s Uprising’, due to the number of poets who were central to the organisation
of the insurrection.
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tentatively, a Network of Composition.

However, countering the dis/inhibited currents of reactive resentment demands more than
cultural production alone; it requires organised political movements capable of enacting concrete
material transformation. For such a rupture to materialise, questions of political economy and
class analysis must complement and ground aesthetic resistance rather than be subordinated to it.
For a start, Ireland must build alternatives to its long-compradorised bourgeoisie and its position
within the militarising, American-driven Western empire. If we accept Seymour, Berardi and
Johanssen’s premise that far-right disinhibition and nationalist revanchism emerged as
unexpected consequences of post-crash austerity, then an effective counter-strategy must address
the structural foundations of the polycrises of the present. By advancing living wages, public
housing, green transition and building democratic labour power, we might redirect collective
energy away from reactionary politics and toward a shared horizon: a more effective approach

than symbolic resistance or moral critique alone.
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Appendix

Abstract

This thesis analyses Irish masculinities through the work of Jinx Lennon, framed by Ireland's
“unfinished revolution”. Drawing on postcolonial theory, Marxist political economy and
psychoanalysis, it argues that the layered conditions underpinning the rise of the Irish far-right
can be read through dis/inhibited identities marked by ressentiment and blocked agency.
Lennon's Border Schizo Cosmic Folk Sound is read as a counter-hegemonic sonic practice that
transforms these tensions into artistic expression, prophetically imprinting a decolonial rhythm

on an era of collective arrhythmia and offering a situated model of progressive disinhibition.
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Zusammenfassung

Diese Arbeit analysiert irische Ménnlichkeitsbilder am Beispiel des Werks von Jinx Lennon vor
dem Hintergrund der ,,unvollendeten Revolution* Irlands. Mithilfe postkolonialer Theorie,
marxistischer politischer Okonomie sowie psychoanalytischer Ansétze wird argumentiert, dass
die vielschichtigen Bedingungen, die dem Aufstieg des Rechtsextremismus in Irland zugrunde
liegen, anhand dis/inhibited identities gelesen werden konnen, die von Ressentiment und
verringertem Handlungspotenzial (agency) geprégt sind. Lennons ,,Border Schizo Cosmic Folk
Sound* wird als gegenhegemoniale auditive Praxis gelesen, welche die Spannungen einer Ara
der kollektiven Arrhythmie in musikalischen Ausdruck umwandelt. Sein Werk bietet einen
prophetisch dekolonialen Rhythmus und ein situiertes Modell progressiver Enthemmung

(disinhibition) und Handlungsfahigkeit (agency) bietet.
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