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 Abstract

In the ambiance of mediatization, we see the potentialization of the socio-technical 
protocols that consolidate exogenous images in our collective imaginary. These 
images, as seen in journalism or in the spaces of mediatized social actors, trigger 
memories. And this article aims, precisely, to investigate the relation between music, 
images, and memory. Our focus is on the tribute concerts held, in a cyclical way, 
concerning terrorist attacks. Our starting question is: to what extent do tribute 
concerts become a performance strategy to perpetuate the attacks? To answer this 
question, we perform a multiple case analysis: the Concert for New York (2001), the 
show U2 for Paris (2015), and Ariana Grande's show One Love Manchester (2017).
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Introduc� on

In the current scenario of media� za� on, there is a poten� al of socio-technical protocols that 
consolidate exogenous images (Bel� ng, 2006) in our collec� ve imaginary. Such external images, like 
those seen in journalism or spaces of media� zed social actors, tend to summon the symbolic structures, 
ac� va� ng memories. And it is the rela� onship between music, images, and memory that this ar� cle aims 
to inves� gate. The focus, however, is on tribute concerts held, cyclically, related to terrorist a� acks. Since 
2001, with the a� ack on the Twin Towers in the USA, a process has been set up to promote shows in honor 
of the vic� ms and to raise funds for their families. Such events transcend the space of music, poten� alized 
by it, to interweave in the social fabric from the a� empts to re-signify events and their presentness.

In this sense, our star� ng ques� on is: to what extent do the tribute concerts become a performa� ve 
strategy to perpetuate the a� acks? To answer this ques� on, we set out for a mul� ple-case analysis: Concert 
for New York (2001), U2 for Paris (2015), and Ariana Grande's One Love show for Manchester (2017). 
Despite the temporal diff erences between the shows and the logic of organiza� on and media� za� on, it 
can get seen that the tributes to the vic� ms have ample poten� al for the evoca� on of memory and the 
crea� on of symbolic images.

From this corpus, the ar� cle will discuss the process of media circula� on of the shows, both 
by journalis� c ins� tu� ons and by social actors that rework the senses. Thus, our hypothesis is that the 
circula� on deals with a rela� on of a� ribu� on of value, in which music reiterates and make present the 
images already inscribed about the a� acks, a� ribu� ng to the facts a post-life through the performances. 
It is worth no� ng that, due to issues related to data collec� on, the analysis of the London concert in 2017 
will be intensifi ed, considering the modes of transmission, anchored in television, but also on social media.

As a star� ng point, we understand the concept of media� za� on in this work, star� ng from Ferreira 
(2007), as the ar� cula� on that takes place between social and media processes within the dispositi fs. The 
la� er, in turn, are points of intersec� on and, in the case of music and images derived from the shows, are 
fundamental, since these are produced, shared and replicated in spaces linked to media ins� tu� ons, but 
also of media� zed social actors.

In this way, we understand the present moment as part of an evolu� onary process of media� za� on1, 
where media logic is no longer restricted to the space of tradi� onal media but integrates culture. The 
domain of media logic confi rms the posi� oning of Bel� ng (2006) regarding the space of the technique 
that implies in another social modus operandi. This applies, for example, to image appropria� ons, like 
journalis� c and ar� s� c ones, which seem to have expanded according to the diff erent levels of knowledge 
and the possibili� es of access to technologies. The same is percep� ble as to the appropria� ons of the 
songs, a case of Oasis 1995 song ‘Don’t look back in anger’, which became a trademark of tributes in 
London (2017), chanted by hundreds of people. The same happened in 2015 with the song Imagine 
performed by Coldplay in tribute to the a� acks in Paris. 

 According to John Blacking (2007, p. 200), music is part of the human infrastructure and can 
ini� ate social ac� ons. "Music is not only refl ec� ve but also genera� ve, both as a cultural system and 
as human capacity." In other words, it is a ques� on of understanding music as a form of a� ribu� on of 
meanings and ac� va� on of memory. For the author (2007, p. 201), the songs are social facts and the 
analysis of the composi� ons and musical performances must "take into account both the work of cri� cs 
and readers of texts as of the performers and re-creators of the music, this is, the interac� on circuit”. 
That is, it is not a ma� er of discussing what art is or is not, but how the tribute show acquires mul� ple 
dimensions from the a�  tudes and feelings brought to the surface by the processes of interac� on.

1 José Luiz Braga considers the process towards mediatization, since, although consolidated, it is not yet 
fi nalized, nor it is possible to know which extensions and derivations are yet to come.
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The tribute show, born with the characteris� c of memory, the tribute to great names of music, 
gets inserted as an element of collec� ve catharsis and reifi ca� on of the images of the a� acks. For Jardim 
(2005, p. 30), "memory has an essen� al rela� onship with music, both in terms of the mythical music and 
memory of the Western culture, and in the actual realiza� on of music itself." This is because memory is 
responsible for the cons� tu� on of the meaning of music that gets linked to orality. For Jardim (2005, P.31), 
this implies "maintaining the validity of memory beyond its func� on as a mere instrument or support. 
Memory has in music its highest degree of achievement." This realiza� on allows music to unleash reality, 
even when it is accessible only by remembrance. The tribute shows remember, resignify and indicate a 
becoming.

Ariana Grande’s show, for example, interrupted by the terrorist a� ack, when transformed into 
a tribute does not erase the previous images, but values them in the interac� on, a� ribu� ng not only to 
the vic� ms but to the a� ack itself a logic of dura� on. In this regard, we summon the author Aby Warburg 
(2015) with the concept of nachleben, that is, a� erlife. This reference image that music crystallizes 
through the s� mula� on of the physical senses is a living dead, which can be perceived explicitly or in 
a subtle reference. As for the music, it is necessary to verify if the concerts do not imply a strategy that 
also crystallizes the ar� st through the crea� on of deep � es between him/her and his/her public. In the 
light of the above, the study will be based on the empirical analysis to verify which circula� on opera� ons 
occur in the cut-out cases (circula� on, circularity, media phagia), and the tension of authors linked to 
media� za� on, music, and memory.

The construc� on of the cases: three concerts, similar opera� ons 

Terrorist a� acks are not a recent phenomenon; perhaps they are as old as humanity itself. 
Historically, it gets indicated that the fi rst act of terror would have been carried out in the Middle East in a 
territorial invasion of the Roman Empire. Such an act would have occurred between the fi rst and second 
centuries BC2. Subsequently a� acks hit several countries including Russia, France, Italy, Algeria, Germany. 
However, since 2001, with the a� ack on the World Trade Center, a new way of experiencing terrorist 
ac� ons was inaugurated: the real-� me transmission. Such a milestone made it possible for us to be there 
in front of the scene, without really having been there, to cry the pain for the dead, to feel the fear, to 
record, in the memory, images that do not go out and which neither new a� acks replace. From 2001 to 
2017, numerous a� acks were registered and covered by the interna� onal media; however, in the last 
two years, we saw an intensifi ca� on of ac� ons in Europe, mainly in countries that have commercial and 
poli� cal rela� ons with the United States like France and England.

The case of this work gets confi gured from the produc� on/circula� on of three tribute concerts 
held in honor of the vic� ms and the heroes of the a� acks. Taking as a star� ng point the date of September 
11th, 2001, we briefl y recover the context of the event. The a� ack on the Twin Towers occurred on a 
Tuesday morning. Two commercial airplanes were hijacked in Boston and purposefully hit the two towers. 
In all, more than 3,000 people died, and hundreds more were injured and in shock. The Al-Qaeda group 
claimed responsibility for the a� acks in the name of the Holy War, asser� ng that the a� ack on the towers, 
a symbol of American power, was a way of containing the country and its allies. Even 16 years a� er the 
ac� on, the image of the blazing towers, and the fl agrant of the plane crashing into the building remain 
impregnated in the re� nas; to the point that with each new a� ack, the image of September 11th is 
recovered or overlapped, in a link which does not necessarily have to be visible, since it is of the order of 
meaning.

The tribute concert The Concert for New York City got held on October 20th, 2001. Organized 

2 Retrieved Dec. 21st, 2018, from: <http://veja.abril.com.br/mundo/atentados-de-11-de-setembro-com-
pletam-15-anos/>.
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by Paul McCartney, it featured at least 20 musical a� rac� ons including pop ar� sts of the moment, such 
as Backstreet Boys and Des� ny's Child, and classic rock, like Mick Jagger and Keith Richards, Bon Jovi, 
Eric Clapton, Elton John, and David Bowie. The event brought together thousands of people at Madison 
Square Garden, with a special place for police offi  cers, fi refi ghters, doctors, and rescuers who have 
become the heroes of America. In about six hours of the show, ar� sts took turns on stage. The opening 
got performed by David Bowie with two songs that gave the tone of the event: ‘America’, and ‘Heroes’. 
With live broadcast on TV, the show raised funds for the families of the vic� ms and ended with Paul 
McCartney singing ‘Freedom’. The whole choice of repertoire assuredly got carried out so that the tribute 
show priori� zed the valoriza� on of the memory of the vic� ms, but especially the image of a country of 
heroes, of ordinary people, who resist. Without ge�  ng into poli� cal and economic issues, the ci� zens of 
New York were the major honored. It gets noted that several photographs and videos of rescues, scenes 
of the a� ack, fi refi ghters covered with soot and historical moments of the USA got used as the opening of 
the show. Such photographs and videos replicate the original event, amplifying the emo� ons and evoking 
memories.

The tribute The Concert For New York ended with the song ‘Freedom’, wri� en by McCartney 
especially from the a� ack as a sort of manifesto. At the end of the show, the singer asked the audience 
to clap and sang: "I'm talking about freedom, I'll fi ght for your right to live freely," being cheered by the 
audience, already in tears. The repercussion of the show occurred both in tradi� onal media and in web 
spaces, especially with pos� ngs of videos made from the capture of the TV broadcast itself. It was turned 
into a documentary by Woody Allen and Louis Horvitz in 2001. It is important to note that, before the 
show organized by McCartney, another tribute was organized by the actor George Clooney and broadcast 
by 35 American TV sta� ons, en� tled America: a tribute to heroes. The highlight, besides the bands like U2, 
and singers like Bruce Springsteen and Celine Dion, were the actors that permeated the two hours of the 
televising event. It is worth no� ng that, for this work, the New York concert was chosen, which does not 
diminish the importance of future analysis of the rela� ons of media� za� on in this event.

Now, the second observable of our case concerns the tribute show of the band U2 for Paris. The 
concert occurred one month a� er the terrorist a� ack that resulted in 129 dead. On Friday, November 
13th, 2015 a� acks were recorded in three parts of the French capital, one at the Bataclan nightclub, 
where the band Eagles of Death Metal was performing, another at the Stade de France, where the 
football match between the squads from Germany and France, and fi nally in front of a crowded restaurant 
on a bustling boulevard in Paris. Explosions, shoo� ngs, and suicide bombings killed a large number of 
people, par� cularly at the Bataclan nightclub, where fi rst aid calls got made via Facebook pages. The 
Islamic State claimed responsibility for the simultaneous a� acks.  The most emblema� c images of this 
event were injured people hanging on the windows of the nightclub, corpses in the street covered with 
aluminum material, and the public invading the fi eld of the Stade de France. These scenes got replicated 
on newspaper pages, they occupied the covers, the editorial spaces of TV networks around the world, and 
were published and republished on social media. 

Considering that the a� acks in November made the band U2 cancel the tour in France, a tribute 
concert was organized for the days 06 and 07 of December of 2015 and transmi� ed live, via web and TV, 
to numerous countries, including Brazil. On December 7th, the Eagles of Death Metal band, that returned 
to the stage a� er the a� ack, made special par� cipa� on. In an interview, Bono Vox said that music is the 
form of resistance to terror. Thinking about it, he wrote a song called Streets of Surrender for the Italian 
singer Zucchero. And he opened the show saying: "We are all Parisians and we will fi ght for freedom." The 
show got marked by technique; besides the sound eff ects, many lights got used, but o� en only the cell 
phone lanterns appeared, turning songs like One into a prayer a capella. In this case, even if the images of 
the vic� ms or the city of Paris were not being displayed, they were summoned by their rejec� on, that is, 
Paris is the city of love, not of terror.
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 Our last observable, closing the three mul� ple cases, refers to the tribute concert � tled One Love 
for Manchester by Ariana Grande. This event was organized by the American pop singer a� er the bombing 
in Manchester on May 22nd, 2017, a Monday, during one of her shows. The blast that killed 22 people, 
including children, occurred just a� er the singer fi nished her last song and le�  the stage.  Soon a� er the 
show, the singer expressed on Twi� er saying she got "hurt at the bo� om of her heart." The repercussion of 
the a� ack was intense, to the point that fans and celebri� es united on social media through the hashtags 
'#PrayforManchester', 'Ariana', and 'Manchester'. On June 4th, 2017, therefore, a few days a� er the a� ack 
Ariana returns to Manchester for the tribute concert, and more than 50,000 people a� ended the show 
which featured guest appearances by Jus� n Bieber, Katy Perry, Coldplay, Miley Cyrus, and Liam Gallagher. 
It was about three hours of show transmi� ed by various TV sta� ons and also on the Internet.

The whole show was permeated by images of the vic� ms and by duets. Chris Mar� n (Coldplay) 
and Ariana Grande sang ‘Don’t look back in anger’, Oasis, which became a kind of anthem in honor of 
the vic� ms, chanted at the top of the lungs by the public. The group Oasis is from Manchester, and Liam 
Gallagher, himself, sang ‘Live Forever’ with Chris Mar� n. ‘Don’t look back in anger’ was sung by Londoners 
also during a vigil the day a� er the bombing. The last song of the show was Ariana's interpreta� on of 
‘Somewhere over the rainbow’. The singer’s most repeated phrase during the show was that, in order to 
combat terror, "the love and the union that you show here is the remedy that the world needs now", and 
the pink color took over the en� re stage. In the case of the One Love concert, the love for Manchester, 
for the vic� ms, adds to the love, represented, in Ariana Grande's fi gure that, in her performance, seemed 
sweeter and more infan� le than usual, becoming even closer.

A� er the presenta� on of these three observables, which integrate the corpus of this ar� cle, 
we can, in fact, delimit our case study3. That is, although they are three events or mul� ple cases, by a 
methodological judgment we consider that the three episodes cons� tute a research case. We observed 
that, in the three a� acks, we have some central aspects: a) all derive in tribute concerts organized by 
renowned ar� sts; b) the three shows meet the logic of intra and intermedia circula� on, therefore, they 
get produced for media� za� on; c) the images of the a� acks and their vic� ms get recovered in visual 
eff ects or via memory evoca� on; d) the memory is updated and, consequently, the experiences of the 
a� acks get repeated collec� vely; e) the choice of the repertory, the eff ects, the performance tone move 
the ambiance of the space of the stage to the space of the audience, demanding interac� ons; f) both 
The Concert of New York and U2 for Paris have poli� cal appeal in the tone of their speeches, while One 
Love gets marked by the discourse of love and unity; g) only The Concert of New York and One Love bring 
images of the events, but even in face of their absence, the choice of the songs and the duets ac� vate the 
endogenous images; h) in the three shows, the performance sets the tone of presenta� ons, either because 
the ar� sts represent the ci� zens, and, thus, become the other, or because they choose the staging and 
the drama as the essence. And, fi nally, (j) it is observed that in the three episodes, with more emphasis 
on Ariana Grande, the par� cipa� on of social actors is determinant for the fl ow forward that is for the 
ar� sts themselves to consolidate as a posi� ve emblem of the a� acks, a� ribu� ng not a resignifi ca� on, but 
a possibility of a� erlife to the a� acks themselves.

This broad rela� on of aspects evidences that the case is not in the execu� on of the shows 
themselves, but in what they generate: on the one hand, the presentness and eternaliza� on of the event; 
on the other, the transforma� on of terrorist a� acks into media events of solidarity and valoriza� on of the 
ar� sts themselves, which re-signify pain, even without erasing it.

3 We adopted in this article a methodology of construction of the case that has been organized and dis-
cussed in the scope of the PPG in Communication Sciences, Unisinos. It is a developing perspective by 
researchers such as Ferreira (2012), Rosa (2016), and students of the line of Mediatization and Social 
Processes, anchored in the idea that it is indispensable the constitution of a fi eld of observation that allows 
the empirical approximation, before the theoretical framework.
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Show in circula� on: pain as a collec� ve experience

Circula� on is a central concept to think about today's communica� on. Although not a new theme, 
it is the aspect of media� za� on that gains more a� en� on as the process becomes socially complex. 
When we think of grammars of produc� on and recogni� on, we are no longer able to dis� nguish their 
boundaries so clearly, because more and more grammars contact or intersect. This is not to say that the 
produc� on of meaning is common and shared; on the contrary, there are numerous gaps, diff erences 
since the accesses get also diff eren� ated. If we take the song of Oasis, chanted by the social actors on 
the streets of Manchester, and its maximum poten� al in Chris Mar� n and Ariana Grande's interpreta� on 
in the tribute concert, we can observe that there are appropria� ons, mul� ple consump� ons, whether 
of the social actors, or of the ins� tu� ons, as well as of the ar� sts and their record companies, or of the 
media ins� tu� ons themselves, like TV networks and YouTube channels. In our perspec� ve, circula� on 
is an invisible moment of ar� cula� on or clash between produc� on and recogni� on, but it goes beyond 
an interval, being possible to follow the traces of materiali� es, and, thus, to understand the meaning in 
mo� on and dynamicity, even in the lyrics of the songs themselves.

Concerning tribute concerts, they get produced for circula� on, that is, for their broad visibility. 
In this regard, photographic images, journalis� c records, and amateur videos that were circulated to give 
face to the a� acks are now incorporated, reworked, linked to the songs and, thus, govern new social 
meanings that gain concreteness in the structure of performances. They are no longer sta� c images, of 
a tragic moment retained in � me, they are updates revived in an experience that is collec� ve: the show. 
In this way, we understand that there is an intense work of valoriza� on between the communica� ve 
instances that interact from the access and the uses of the devices, like the social media, since, in the three 
observables, we verify that the presence of the social actor does not only occur physically in the place of 
the tribute show but in its extension via web.

For Fausto Neto (2013, p. 47), "the technique, instead of producing an increase in the distances 
between producers and receivers, tries to shorten them, gathering them now in the form of contacts." In 
addi� on, in all three cases, television has an important role since the shows get produced for broadcas� ng. 
This implies rules, formats, eff ects, frameworks, and, therefore, ways of seeing. In the case of the 2015 
and 2017 concerts, the web plays a decisive role especially in the tribute concert to Manchester, when the 
live broadcast got performed online. This allows the concert shown on BBC to be carried out by a Brazilian 
fan or other celebri� es in an intense process of social and media phagia4. In other words, our percep� on 
is that, despite the diff erences and lags, there is an overlap that manifests itself through the techno-
discursive prac� ces, accentuated, in this case, by the emo� onal appeal of the songs.

The tribute concerts that make up our fi eld of observa� on can be understood as interac� ng 
dispositi fs (Braga, 2006) since that from them derive circuits (Braga, 2012) that consolidate certain images-
memory of the a� acks. From this angle, we work with the hypothesis that circula� on implies a rela� on 
of value a� ribu� on because only those images taken as relevant receive a condi� on of permanence. In 
the same way, if we think in musical terms, each of the tributes brought up a set of songs referring to the 
band's repertoire, but especially to the themes at stake, some� mes poli� cal, or aff ec� ve appeal.

However, the songs that have adhered to the facts as their sound emblems are those of greater 
clamping capacity and circularity. Take, for example, the songs Freedom, by Paul McCartney, America or 
Heroes, by David Bowie, One, by U2, or Oasis's Don’t Look Back in Anger. The more they circulate, � ed to 

4 The concept of social and media phagia was developed by Rosa (2016) and has been activated by empi-
rical materials. Social phagia refers to the consumption, by social actors, of images and other productions 
made available by non-media or journalistic institutions that are reverberated in the devices of the actors, 
including appropriations and changes of meaning. Now the mediatic phagia refers to the consumption that 
the traditional media themselves make from the elaborations of the social actors, including them in their 
spaces and logic.
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the a� acks, the more they se� le. The journalis� c produc� on, for example, which once got considered as 
possessing the capacity to unify discourses and, therefore, to generate a unique perspec� ve, today s� ll 
produces the seal of events, legi� mizing them, but the occurrence of unifi ca� on of meaning is not in doing 
one or the other, but in collec� ve crea� on. 

Assuredly, in all three concerts, the ar� sts have been cri� cized, but both cri� cism and adhesion 
endorse the valoriza� on of interac� ons, which refers to the concept of totem-images (Rosa, 2012). This 
concept, anchored in Cassirer’s formula� ons and Durkheim's totemism, accounts for images that summon 
for a deep bond of the social, ac� va� ng the collec� ve imaginary; at the same � me, it implies restric� ons 
on the access of new images and interpreta� ons since such audiovisual products cons� tute barriers. The 
totem-images are consolidated by the process of intra and inter-media circula� on (Ferreira & Rosa, 2011), 
which is promoted by both social actors and journalis� c ins� tu� ons. Even though there are a� empts of 
rupture, the entrance of new images and meanings, such ac� ons tend to be socially rejected because the 
fi rst image is transcendent.

In the three tribute concerts analyzed, totem-images are those which, on the one hand, 
consolidate themselves as being the images of the events, therefore, the episodes themselves; and, on 
the other hand, that mental images, provoked by the songs, convene this deep social bond preven� ng 
that cri� que to the singers or manifesta� ons that indicate a logic of market or cultural industry gain space 
and reverbera� on. In summary, the tribute concerts signify the a� acks and create a kind of barrier to 
alterna� ve interpreta� ons.

It is in this sense that we think of the no� on of collec� ve catharsis. Renata Rezende (2015), when 
dealing with cathar� c narra� ves via Facebook, appeals to Aristotle to the conceptualiza� on of catharsis. 
Thus, in our observables an emo� onal emana� on gets iden� fi ed and is propi� ated by music, making this 
collec� ve experience occur in the � me of sharing, even if overlapping past and future � mes. S� ll according 
to Rezende, the concept of catharsis taken from the Aristotelian concep� on,

is based on the fact that some emo� ons can be released through an emo� onal 
discharge brought about by a drama� c situa� on. In Ancient Greece, catharsis was 
understood as the awakening of eleos and phobos, respec� vely piety and fear, 
from a representa� ve ac� on that would take place in the tragedy, as a process of 
iden� fi ca� on, in an economy of aff ec� ons that would result in a state of purifi ca� on of 
the being [author's italics]. (Rezende, 2015, p. 229).

In addi� on to the Greek tragedy, we perceive in the events under analysis that social dramas are 
shared dramas since they reach an en� re collec� vity and, thus, cannot be measured only by the fatal vic� ms 
that sta� s� cs point out. Assuredly, however, the forms of realiza� on of this collec� ve catharsis become 
the media circula� on. It can manifest itself in the social networks' discourses or in the performances of the 
tribute concerts, which are not limited to a set of cultural a� rac� ons that take place for three or four hours 
on a stage, but in a performa� ve way of doing it, according to Schechner (1985), in a sequence of steps that 
extrapolate the moment itself. These steps can get thought of like the previous ones (rehearsal, warm-up, 
choice of repertoires, bands), the performance itself, and, fi nally, the cooling (and soon its interioriza� on), 
and the consequences. As one of the main consequences, we point out both the intensifi ca� on of the 
a� acks in the circula� on from its post-show resignifi ca� on and the valoriza� on of the ar� sts responsible 
for the tributes, raising them to a level that approaches the sacred.

The tribute concert: when the stars cry 

Thinking about musical performances as a space that goes beyond the borders of the stage is 
fundamental to understanding the procedural of performing shows in honor of the vic� ms of the a� acks. 
This is because it is not a ma� er of focusing on music as a product, but rather as the social and aff ec� ve 
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linkages that empower it. There is a process of a� ribu� on of social meaning, therefore, of signifi cance, 
not only of music but of the very events. This implies, therefore, that the tribute concert does not get 
restricted in itself and neither thought of by the sonorous bias, but for what this sonorous bias can evoke/
update collec� vely. Victor Turner (2004) dedicated to studying the rituals and the performances prac� ced 
in them. One of the central elements, according to this author, is to understand ritualis� c performance as 
a closure, a complete work. From this point of view, we can consider that the tribute concert, carried out 
a few months a� er the occurrence of the a� acks, fi nalizes and consolidates the experience, rever� ng it 
into an image memory.

However, the performance only exists through the presence of the other, which is not the mere 
audience, but part of the interac� on game. And this has repercussions on the behavior of the ar� sts 
themselves, organizers or par� cipants of the shows. Take The NY Concert in 2001 as an example, when 
David Bowie and even Paul McCartney presented the voice trembling and, to a certain extent, choked with 
emo� on. The same thing happened, explicitly, with Ariana Grande, who for several moments interrupted 
the music to cry and, in tears, to be cheered by the public. Ariana's tears and McCartney's emo� on 
bring them closer to those who are, now, honored, makes them more mortal, allowing an immediate 
iden� fi ca� on that later becomes a strategy for recogni� on of ar� sts, even when outside their home 
countries. In both U2 and Ariana's case the social network posts about the shows are of gra� tude to the 
singers, and even a shi� ing focus, the a� acks are overshadowed by the stars that cry. In the case of 2017, 
fans of the American pop singer came to post that "Good thing she's fi ne," "Stay strong, Ariana" ... phrases 
that refer much more to the valoriza� on of the ar� st as an ordinary being, although sacred, than to the 
vic� ms of the a� acks themselves.

In addi� on, the a� empt to generate an ambiance of closeness and belonging is manifested, in 
the tribute concerts, by a set of opera� ons ranging from the choice of music, the costume, to the way of 
dancing. According to Jeder Jano�   and Thiago Soares (2008, p. 104),

In addi� on to the performa� ve aspects, related to rhythm and musical performance, 
the corporal and vocal confi gura� on gets also linked to the communica� on strategies 
that involve the cons� tu� on of the image of the pop music performers, which 
allows the establishment of bonds between musician and listener, involving the 
tenuous rela� onship between interpreter, character, and public person. The diff erent 
connec� ons of sound intensity, reverbera� on, voice pitch in rela� on to the percussive 
and harmonic instruments get directly linked to the horizons of expecta� on of diff erent 
musical genres.

Although the authors are concerned about performance in video clips, we take their concep� ons 
to understand that in a tribute concert, body confi gura� on is essen� al. Ariana wearing a white sweatshirt, 
allusive to the event, the American fl ag on stage in 2001, interac� ng with the bands, and the manifesta� on 
of love for Paris made by Bono Vox give indica� ons that communica� onal and certainly marke� ng strategies 
also permeate these events. Richard Schechner (1988) himself indicates that every performance has a 
market value, but that socially a� ributed value is always more important. Even simple products marketed 
at events, such as sweatshirts and T-shirts, gain another value when integra� ng performance narra� ves.

Brief considera� ons of the a� ermath of the a� acks 

From the exposed throughout this text, two issues get recovered as central: a) the inter-media 
circula� on and b) the performance as presentness/update of the a� acks. Although other topics also 
deserve a� en� on, our inten� on is to emphasize that the tribute concerts, not only those that integrate 
the corpus of the ar� cle, as well as the many others already held, would not become so representa� ve as 
to promote a social catharsis if it were not for the eff ects of media� za� on. That is, the concerts are already 
born within a culture pervaded by the media culture, which does not imply media centrism, but the 
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understanding that the social fabric gets permeated by strategies and logic of visualiza� on, grammars of 
produc� on and recogni� on. Thus, the inter-media circula� on, characterized by the produc� on of meaning 
in mul� ple devices is a mark of these events. Since 2001 un� l the 2017 tribute concert, all the shows got 
created as main events, not only for the local public, but as events that aim to cross the territorial borders, 
whether through television, documentaries, but primarily through social media.

In this way, interac� onal fl ows get organized and begin to produce circuits around the a� acks. 
These are not limited to records of events and tes� monies of vic� ms and families, but they get prolonged 
each and every � me they get recalled in concerts and song lyrics composed especially for the tragedies 
in ques� on. Just as we say that the poet needs the pain, composers fi nd in the extreme situa� ons of 
everyday the inspira� on for social and poli� cal lyrics. And both the songs and the organiza� on of the 
shows themselves become evoca� ve elements of already seen images and, consequently, of memories.

We can say that the a� acks are present in a kind of (re) occurrence of events, once the exogenous 
images (photographs, videos, records) that have already been widely seen get updated and become part of 
the tribute concert scene itself. It is not a mere collage of background, but an environment that se� les in, 
where pain and emo� on are dynamizing the images themselves. We consider that the events of homage 
to the vic� ms or to the heroes reiterate the images already inscribed in the circula� on and, therefore, in 
the collec� ve imaginary, through the music and its possibility to maintain the validity of the memory since 
it s� mulates the produc� on of meanings.

These meanings, which can get recovered in the lyrics of the songs or the performance of the 
ar� sts, show that the tribute concerts analyzed here are not intended to erase the past, to forget the 
events, to cover up the a� acks. On the contrary, its founda� on is exactly to valorize, to recover what 
happened in order to, in the interac� on, assign a dura� on. We turn once again to Aby Warburg (2015), 
which deals with the concept of nachleben, that is, a� erlife. For the author, an image does not die before 
its disappearance, but it makes itself present, like a shadow, beyond the years and the intervals. The 
references of works of art or photography get contained in other later works, even if by approxima� on 
traits. In this way, a current image carries shadows, traces of previous images that interfere with our way 
of making sense. When we transpose this no� on to music, we mean that tribute concerts crystallize the 
reference of the a� acks, causing them to remain in circula� on, guiding new themes and interac� ons, 
crea� ng an atmosphere of belonging to the point that the ar� sts, themselves, lose their origins and 
iden� ty traits to merge, performa� vely, with the audience who returns them with the a� ribu� on of a new 
status, both as musician and a real person, as one who shares the same experience. Therefore, the ar� sts 
who organize the concerts also have the right to remain.
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