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ABSTRACT

A musjca] performance entails’ the présence of three necessary
factors: the~nusic,ithe performer, and the audience. In the various
past studies of performance, the focus has mainly been on either the
music or the performeh. By using a background that draws from theories
| of Ethnomusiéology, Linguistic Anthropology, Symbol%c Interaction, and
AnthHropology and Art, I propose a model for studying the_]ast factor:
the audience. Through an analysis of audience - peformef interaction
.and audience participation in folk music performances, jt is possible to

clarify the audience's role and importance in performance.
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INTRODUCTORY CHAPTER

\ -
) A.\ INTRODUCTION.

4

K\Singing; stamping, clapping aTéng with a musician: . anyone who has

\

ever\attended a folk music performance will immediately recognize these
"de r\gueur" elementﬁ. But hbw and why are these elements significant.
fn a specific performance, and th éan’an anafy§is of théir~significénce
1ead.to a possible theory of how art 1s'appreciated and évaluéted? Méhy
~of the studies don® in the Anthropology of Art aﬁd in Ethnomusicology
have attempted to study art forms of musiéhl performances ‘within a
'cuitura1 context, and some subsequently provide genera]izations' for
furthéf app]icatibn. By using theséA;tudies and my own research in folk
music herforménce, I will determine the significance of the previously
mentioned e1eMents of audience participation (singing, stamp;;g and
c]appiné along) and other ,elements of perfofmance from an audience
perépective (audience-performer interaction). From this analysis, there
will be an attempt to generalize about the process of the evaluation and
appreciation of a performance.és~an art form.
Traditionally, form§ of arti(inc]uding musicaljﬁérformance) have
been analysed and evaluated in terms of the aesthegic qua]ities inherent .
in the object or the work of art. For example, %'piece of mung‘wag
ana]yied_and evaluated in terms of its physicé] (ah¥a1) properties such
as pitch, rhythm, tempo, 'etc. Gfadua)ly; .beginning in the '1ate
nineteenEF century, art and music historians/critics bgbin to focug/pn
fhé artist or performer as well as the work of art, -and tﬁéy disqb;ered
throhgh the_,creators of the work of art a further inéiéht and

appreciation of the work of art was possib]é. With increasing knowledge

and popularity of non-Western (so-called “primitive") works of art in



the twenti;fh century, a new frane of analysis was required which was
provided ?y cross-cultural research in Anthropology and. an emphasi§ on
the cﬁ]fura] context of the work 'of art or the musical performance.
Tﬁis framework was also important in analysing Western music from a
cultural perspective as it was for fami]iarizing_the listener with music
that is eva1uated‘from a differenc cultural context. u

An emphasis on cultural context now exists in terms of‘the analysis
of works of art and musical perfofmances; the studies usingi this

~

cultural

emphasis have two limitations. 1) Although studied within
_conte;t, the work of art or the piece of music is stilf the foéus of
§iu3y. This approach can be problematic because the analysis is subject
to a crifﬁcism of its being after-the-fact or being (nimportant becausé
ofy a continually prevailing view that‘ an artworkk\Qggiif épeak for
itself. This view asserts that if what is expressed in 'the artwork
could be expressed through ordinary 1ahguage, then theré» ould be no
need for the existence of that work of art. 2) When the facus of‘a
study veers slightly away from the work of art, it is a shift towards a
studyvof the artist or the performer as part of the wérk of /art. The
artist br performer, like the wqu df .art, is only one déit of the
‘aesthetic event of the total cultural context surrounding a wdrk of
or a musical performance. .

What is consistently lacking in both .the Anghropology of Art and in
Ethnomusicology is analysis involving the third element éf the cultural
context of the work of art, namely the spectator or the audience. .Ihé
audience and/or spectator are often mentioned- as part of cultural
‘context but ére not usually treated as central to the definition of the

performance itself. Reasons for excluding the audience as a focus of

”




study usually revolve around the belief that an audience/spectator plays
a more passive, unimportant and uninteresting role 1in the culture
context of a performer or work of art than either the artist/performance

~or performance/artwork itself. But Observatipn of many different
musical perfo}mances, produces a! realization that the audience's
participation in a performance cannot be separated from the performance
iitself. It is at this point that [ feel my research makes = a
contribution to the study of cultural context of musical performance in
Sgth the area of Anthropology of Art and Ethnomusicology.

I do not wish to explain all of the musical experience with an
apalysis of aﬁdience behavior. Musical performance is by nature, multi-
dimensional, and thus can not be comprehenged only by looking at one
aspect such as audience. I do not intend to push my interpretation of
one aspect of performance. Rather; of all the aspects of performance
that have balready been studied (performers, music, history of [ngsic,
cultural factors leading to perférmance), an adeguate study of audiengé
has yet to be done. It also seems clear that some genres of musical
performance are less amenable to an analysis in terms of audience
response (i.e. symphony). Such restrictions of the ideal context does
not invalidate its - ‘rabjlity to the particular ethnographic case
(i.e; fo{k music).

I want to show @Ww'sudiences afe,an acti;e, creaiiJ" part of a
musical- performance and ... a consideration of their role in performance

can -provide information for the construction of a general

- anthropological theory of art-and aesthetic appreciat%bn.-

PRESENTATION OF RESEARCH PROBLEM

—B.

My research within. anthropological boundaries encompasses the



influences of ethnomusicology, aesthetics; linguistic anthropology
(theory of communication) and aspects of symbolic interaction. — The
research data comes from a study of folk music and musical performances
with the primary focus on audience participation in a performance and
audience - performer interaction in the same performance. The research
project began with study of variation in the interpretation of
traditional iolk songs. This information was obtained primarily through
recordings and supplemented by folk song interpretation by diffefent
performers in performance events. The decision to fchs on judgement of
the interpretations of folk music, and "in situ" performance evaluation
and appreciation by an audience through their participation, was
influenced by several factors: | |

1) the notable lack of information on audience and viewers as an

integral part of an aesthetic response.

2) . a reticence on the part of scholars in anthropological aesthetics
%4 (most notably in music and visual arts) to deal with a group's
impressions, criticisms and evaluations of their culture's works

of art, and subsequentiy; cross-cultural evaluations.

3) dissatisfaction with art studies centered on the object and not on

art as a part of interaction.

4) the fact that a work of art can bé partially understood in terms
of a viewer's/audicrce's perceptian of the object or performance,

and not only by a list of its inherer. qualities.

5) the large amount of audience participation and audience -
performer interaction that occurs.  in folk music production
provides abundant data for studying judgement and evaluation.



6) music as a participatory event is necessarily a communication
which necessitates a constant response - feedback, interaction
between performer and audience; Jjudgement, evaluation, and
criticism occur before, after, and especially during a musical
performance.

In this thesis, [ will demonstrate that a study of different
occasions (performances) of audience-performer interaction and the
amount and form of audience participation in a musical performance

i

provide insight into the evaluation of a work of art - the musical

performance. The data and analysis demonstrate the factors leading to a

"good" perfoﬁmahce and indicate the integral role of audience in any

musical performance. Generalization and conclusions of this research

are applicable to the Anthropology of Art, Ethnomusicology, studies of

interaction, perceptfbn of art, and more specifically, further studies

in the contextual study of performances.

C. PREFACE ON FOLK MYSIC

The phrases "folk music performance” ahd "folk music" are
constantly used in the bo&y)of this thesis. Folk music encompasses a
very wide domain of styles, performers, method of performance, and forms
of audience participation. Scholars usually refer to folk music as that
which is transmitted through an oral (rather than written) traditioﬁ
from one generation to another.  The interpretation of "folk music"
adopted in this thesig\gncompasses this §cho1ar1y view but also includes
contemporary musig//énd written music. Folk music s sometimes
considered unsophisticated: simﬁ]e accompaniment for simple melodies.
But the tight, a]host symphonic orchestratfon of bluegrass and celtic

music perfdrmed at almost breakneck speeds, and the complex fingér

picked guitar and fiddle arrangements of many country and western,



bluegrass and celtic arrangements  deny this accusation  of
unsophistfcation. A simple instrument accompaniment or no instrument
accompaniment ("a cappella") to a folk song may be a way to emphasize
. the importance or complexity.of the lyrics.’

The different styles of music considered as part of the Edmontoq

folk music repertoire include:

1. Traditional and Contemporary British

2. Traditional French

3. French-canadian . ¢
4, Traditional and contemporary Anglo-canadian
5. Traditional and contemporary American

6. 4% Cajun

7. Singer-songwriters

8. Country and Wesfern

9. 01d West - Cowboy tunes

10.  Bluegrass

11.  Blues

12. Swing

13.  Ethnic (including national folk music traditions, North American
Indian music, South American music, and non-Western music
traditions).

14, Storytelling

15.  Gospel music

The rubric of “folk -music" is so wide that it contains many diverse
yet somehow similar musical styles. The similarities -across these
diverse styles seem to arise from the emphasis of a clear vocal sound

(either accompanied by instruments »r performed "a “capella"), and the

use of acoustic (non-electric) instruments. There are exceptions, such

as the occasional use of an electric piano/guitar/bass, and the
dependence of virtually every musician performing in the Edmonton

performance locations on the electric amplification of their acoustic



sound. When songs are performed, there is in all sFy]es an emphasis on
the understandability of the lyrics and on a articulate delivery of the
words. Audience membérs who choose tg/lgg:2 the song or who choose to
sing along, are able to follow word§/umre closely and thus they have
something tangible to repeat and remember. Another commonality across
the diverse styles, is the encouragement of audience.pahticipation gnd.
establishment of audience-performer interaction; these audience
responses occur with greater frequenqné%$d intensity'at the various folk
music performances than at any other ﬁﬁgical performance "(such as opera,
jazz, rock, symphony).

The answgr’to the question "what is folk music" is the wide #;nge
of music’listed above and perhaps other regibna1 styles of which I am
not aware. To quote Don Whalen, the artistic director of the Edmonton
Folk Music Festiva1,‘whose festival i; sometimes criticized by purists

as not being entire1yp"folk“: “The muSichis made by folks, ergo: Folk

Music." This view of folk music includes the audience members ‘as

participants in the performance and stresses that audiences define folk

music.

The definition of folk music is a social definition bx'thé gepera]
agreement of audience members at;a perfofmance. what-fs considefed\a
folk occasion by the audience necessarily cdnsi;ts of folk musi;} -Folk
music .is what is Rsrforméd at venues such as'fo1k clubs, folk festivals,
or‘ concerts promq%gd by different organizations and billed as ."folk
music". Folk music includes a wide range of styles and categories of
mqsic that usually emphaSiié a bredominate]y acoustic sounﬁ, (This "~

N



variation of style will be diseussed in later chapter). But what folk
music is not has ]%tt]e to do with the wusual acoustic/electric
difference, but whether the music performed fits into the audience
expectation of what folk music should be. It s, of course, traditional
in cognitive anthropo1ogy to delimit rhe boundaries of a semantic domain
by folk categories. This process ensures that there will be a set of
analytic parameters which are "nafuré]" to the phenomenon being studied.

D. OUTLINE
—_ . o ,

The thesis begins with a brief overview of the different
theoretical influences for this reasearch. This is followed by a
secfion on methodology and the immediate context of research, j.e., how
I studied performances :end where I studied them. The. raw data ”15
presented 1in an.integrated form combining the inter-related factors ;f
location of performance, type of music, performer(s), audience,
audience-performer - interaction, and  audience . participation for
particular- kinds of performances and special events. Using fhis.
1nformat1on and the corroborat1ve evidence -of a survey quest1onna1re,
the performance events and the aud1ence s role in these events will be
ana]yzed in an attempt to explain the significance of the elements of
performer interaction and audience participation:  This analysis will be

followed by a series of generalizationsgabout performances and possible

conc]usions_thet should prove'applicab]e in other contexts.



THEORETICAL SECTION

A. INTRODUCTION

~ For the purposes of background theory in this. research a multi-
dimensional approach has been adopted. Some parad1gms and exampleS'(or
analysis) are drawn from four ‘orientations that’ tan be adequately
applied in fornulattng a wey of ‘thinkingﬂ{ebout qhdience-performer
1nterection and audience participétion‘ in folk music ‘performances.
Elements of each of»the four theoretical orientatibns\can combine to
provide an integrated’approach for my reseéarch. - , tﬂj_ |
| Ethnomusicology provides various ways of ana]ysﬁnéiend describing
musica]' sound as ne11 as placing an. emphasis on the context of the
occurrence of musical sound. L1ngu1st1c anthropo]ogy offers several
directions for studying interaction»endfnon—verba1 commun1cataon through
socto]inguist1cs,uAanélysis of “non-verbal, commun1cat1ve behav1our andl
the';ethnography ‘of communication and speak1ng. S1nce studies : of
performance tneed to ‘jnciudekvthe concepts of role creation andA role
expectation and generaT.“ddeas on social 1nteractfon' Symbo1ic'
Interaction theory prov1des apolicable theories for. these concepts.
Finally, the sub- d1sc1p11ne of Art and Anthropo]ogy (in wh1ch theories
.)of Aesthetizs  are subsumed), in studying art:forms and art evaluation,
'1ends’itsejf both to a studj‘of how an audience responds .to art (in this

research, folk music performances are the art form), and the building of _

a mode}xfOr una ‘img how aesthetic response_and appreciation may

" occur. o | N
A1l the‘ ECte - vapproaches presented are incomplete by
themse]ves “for th, ~rch  of audiznce response of fo1k music
performenCes, Wt ek e, the theories_provide the necessary‘

7
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background for studying a situation as multi-faceted as musical
performance and the audience's integral .role as participants in

performance. In each case, elements are ‘drawﬁ from‘ the existing
approaches which are‘useful for the analysis of my own empirical data.
The resulting eclectic theory could not emerge from any single approach
but may actually circumvent impasses in each nf the following
theoretical approaches.. An 1mp11cation‘of this research is to offer
‘ suggestions regarding the scope of analysis which can feed‘back into
(but not repiace) each " of these perspectives. The théoretica]
contribution of this thesis is to be considered deductive and emerging

from the empirical data to be explained.

B. ETHNOMUSICOLOGY

The most widely -accepted definition of Ethnomus{co1ogyvis the'1aﬁe
Alan P. Merriam's geneEaI statement that the discipline concerns itself
with "the study of music in culture" (Merriam, 1964:6). Both %he study
of musical. sound, -the musicological approach, and the study of the
culture in which the music occurs, the’ anthropological approach, are
important and must co-exist for the study of music in cu]fure. But what
usually happens is a predominance of one approach and the use of the
other as subsidiary which can result in either too much data without
anmalysis, theorizing without substantiation, or no real connection 

between music and culture.

The Musicological Approach

The musical approaches focus on musical sound and its collection,



transcription and descEiption, and accomplish ana]ysis via different
forms of description and models of comparison. A SYSTEMA%IC desgr%ption
stqdiés the elements of music, ﬁhe structures of music, the dimension of
texture in music, timbre, dynamics “and style 1in performance. An
INTJiTiVE-des@ription tries to identify the most important qspect of a
piece or style of mﬁéié andvuéeélit to'Understandrmﬁéfcél‘SOund. A
SELECTIVE description studies only one isolated aspeét or group of
aspects qf musical sound and can only be done‘ after systematic

description because it is understood on the basis of a complete system.

The déscriptive approaches are'unab1e by themselves -to provide an
insight into a culture's music; rather, they constitute the data base
for modeis of comparison. Eorwarded by. Curt Sachs A(1965),' the
EVOLUTIONARY mddel is a search forAthe origins of music and.is based on
thé preconceived §cheme of a simple to complex musical deveiopmeﬁt.
This model suffers from the constraint of the Western culture that -
"imposes it. THeIDIFFUSION €ﬁeony states that the spread and acceptance
of mu;ic is due to a universal human state of Apsycﬁophjsica]
receptivity, reflected in the quality of musica] sound. Thi; model is
most dependent on ethnogr;pﬁfc material, anthropological concepts, and
could potentially emphasize the culture context of the occurréhce of

music. This theory 1is helpful in both this analysis .of the

interpretational variance of folk music and in the assessment of how-
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"new" or different folk music or peffprmers are accepted aﬁd evaluated.
A model of UNIVERSAL TRAITS (Koiinski, 1967) is based on the
premise that an immense structural v;riety of musical styles repreéents
a cu1tura11} ' derived classification of  human psycho]ogital. band
physiological universals. Since these Qniversa]s are considered to be:

biologically rooted,.there is supposedly an objectivity 1n'aiécpver1ng
the nature of music. Ko1inski'tl967) proposes tﬁat music be' studied és
an integrated fgcet of culture but‘stfesses that the stud; of musjc be
-based on detailed musicological and]ysis; ﬂn]ik/ﬁKo1inski, my‘intérest
in ob%erving‘ audience response %s dependent on a knowledge of human
_universa]sxthat 1nf]uen;e the varietydof styles and.interpfetations in a
folk music pe?f?rmance. ’Exampies of these ‘universals include certain
'themés (love, war, family, sociai prob]emé), use of rhythm and "sing-
é]ongs"’to encdur&ée particiﬁation. ~An emic method of analysis i§ifound
in:the INDIGENOUS‘approaCh in\musi;olbgy (Zemp,‘]§78) and'calls for a
study of music within a culture using that culture's own method ofA
“musical ana]yéis. By hé?ing participaped-in the folk music culture of
Edmonton for severgl years prior to this résearch, my; ;esearch
methodq]ogy includesuthe fo]K music cuithé'é'methOd of analysis. By
patticipqting as an a.2.c.nce member at folk music performantes,'l must

adopt tHe methods  of the audience to assess, evaluate and analyse a

pérformance;_ vthis * permits the researcher to identify quality

L3
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performances in these terms. The LINGUISTICVapproach, reviewed by. Feld
(1974) used more, or less “music  as language" fécusing on either
semantics,'phonology; syntax or grammar (Perrs 1980). This approach
also includes works in semiology and generative-transformational
theories. (Other influences from "Linguistic Anth;0p01bgy will be
elaborated in a later section.) :

t

The Anthropological Approach

i

The anthropological approach in Ethnomusicology emphasizes how
musical sound is manifested in culture and as culture. The assumptions

of an ethnomusicologist's conceptual framework are best summarized by
P : .

Ruth Stone and Vernon Stone (1981:216—2]7):

' ! . 27
1) Music is communication. @t

A performer creates and synchronizes his/her actions to, others.
Auditors interpret the performance and respond to the performer.

2) Music is multi-channeied, 'having. audio:accoustic, kinesthetic-
visual, and tactile properties. |

3) "Music communication is a dynamic, ongoing, symbolic process in
which*pafticipants—performers and audience interpret the meaning
of the symbolic behaviour". . '
Meaning is not inherent in phenomena of music but is created from

these phenomena.

4) “"Meaning in music events 1is ﬁreated with... reference to the
immediate event situation, past personal, and cultural experience,
and current relevance in conjunction with anticipatea response.

5) "The construction of meaning in music events involves an
interpretive process whereby participants relate the potential
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information: in a music event to -a dynamic, updatable cognitive
map, and their pdrposefu] state". |
N

6) "Much music comﬁﬁnication is routine, and the meanings are
typified or taken for grahted". '
Interprefation of music occurs in an out-of-awareness  state.
Ambient music and radio listening are ideal examples. Pedp]e are
‘awaﬁe‘of'the music but since they are usually engaged in other

activities, there is no active interpretation of the music.

1 \

7) "A ‘music communication ‘situation that ‘ceases to be routine and
thus requires active _interpretation is said to. become
problematic”. Intenpretatipn in this case operates within

consciousness-awareness. During a folk music  performance -the
audience's attention is not directed to other activities; active

_interpretation of the music results.

8) " "Subjective meanihg is truth for the event participants". Meaning
is derived from relevances and assessments of the situation. This
also refers .to the subjective enjoyment of a performance that

determines the evaluation of the music.

9) "The social relationship among event participants is based upon
the simultaneous experiencﬁng of the performahce in multiple

dimensions of time".

10}  "The ethnomusicologist makes. inferences about musical event
.intergction". LT ' . “
This is to emphasize the importance of "being there" to understand
the .nature. of performance. T ' C
‘These assumptions are more a reflection of an aspired to ideal. .
rather than, reality althbﬂgh they are ;more a part of 'contemporary
studies of music and of culture than of the more historicé].works.

A FUNCTIONALIST approach in Ethnomusico]ogy‘(Merriam 1964,1967 and

ey
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McA]lester 19@4) either - ignores sound and emphasizes social-
psychological effects of music, of arrives at an analysis of musical
‘sound through the ana1ysis of the socio-cultural function of music. The
BEHAVIORAL approach (Lomax 1967,1968) considers the éocia] organization
of performance, the vocal stance of performers and the creation of role
models of behaviour through .music interpretation; The value of the
STRUCTURALIST approach is its attmept at understand1ng the fundamenta1'
pr1nc1p1es of the generat1on and structure of mus1ca1 sound and musical

performance. ETHNOSCIENCE 11ke Ind1genous Mus1co]ogy, depends on’ the

- conceptual frameworks of the culture and emphas1zes fo]k c]ass1f1cat1on

and understand1ng what music is for.that soc1ety \Contextual ara1ys1s
of a musical s1tuat1on provides the bas1s for the gITUATIONAL approach
(Asch-1975,' Qureshi-1981) which focuses 'onv process rather than
structure, and assumes that similar-forns of music will be associated
with simi]ar; social “structure. Asch'sﬁ work with the Slavey Indians
:emphaSi;es the importance of contextualizing a musical event; he
explores the conditions and circumstances that lead to a successful
musical event accordﬁng ‘to the standards of all the participants.
Quresh1 a]so aims at 1ncorporat1ng context into the analysis of Qawwali
music wh1ch has a def1ned context of performance. A study of variation

of performance and of intentional behaviour focuses the performer but

provides insights for my focus on audience.

N L - . | " 2
PERFORMANCE: - S /

‘ /

Except perhap§ for the emerg?ng Situationa1 approach, most

ethnomusico1ogic;1 research fa11s prey to problems similar to those in

the Anthropo1ogy of art:. the co]]ection of data is ,often taken as

ana]ys1s when it. def1n1te1y is not by focu5ing.on.the actual musica]
. P

/

|
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sound, the role of audjence or culture or content is rendered
unimportant; there has beéﬁ a definite shying away from questions of
evaluation and assessment and their importance in the understanding of
music in any culture. Because music is so clearly a performative,
participatory aesthetic event where judgement is more obvious than in
visual art, a ;tudy of performance and the interplay of participants,
such as audienﬁe-performer interaction in response to music, can
potentially provide a basis for theoretical generalizations toward a
broader understanding of art. The focus of attention would no longer be
the musica). sound in relative isolation but the dynamic response,
critique and appreciation Qf the contextual bhenomenon of music.

Presumably this orientation is also app]itab]é'to other art forms and in

a cross-cultural perspective. - For example, in the study of visual arts,
there is a clear parallelism between the analytic units proposed here
for folk music; viewer and audience, artist and performer, works of art :;>

(

and performances all lend themselves to similar treatment.

The Ethnography of Musical Performance

The collection of essays, the Ethnography of Musita] Performance

(1980), provides a newlpefspective (by shifting the onus to performance
and participation rather than focusing on musical sound), an exhaustive
methodology, and implications for a general theory of performance.
Context of musical sound is used for. understanding music in culture and
music as culture. The various contributors approach conteit with
| differing emphasis on theory, Methodvand performance. -~ Seeger (1980)

emphasizes the necessity gf placing the musical genre in the social

1Y
Y
y
v
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context of performance: he stresses that an ethnographic background and
descriptive knowledge (who, what, where, how) are féquired to analyse
performance. Frisbie (]980;75) views performante as fﬁnddmenta]]y a
multi-dimensional context of participants (inc]uding-performer, audien;e
meniber, planner) within a cultural tradition. Shield (1980) req]izés'
that although performances hdye always been'part‘of_cultural studies, .
their natu%e is hardly understood. She offers some ‘Qéry definite
hypotheses'thch have beén.inva1uab1e in my own reseaféh;

...performance is realized in its aétivity;' in. the'-teMpbrai
sequence of words ' and notes and action. Performances .acquire

their reality in their becoming; each performance, therefore is
necessarily a different one. (Shield, 1980:105). o

Performances can be defined as conspicuous presentat1ona1 events

~within a culture which unfold through time and which have a

beginning and an end. They are considered departure’ from the
ord1nary by their part1c1pants. (Shield, 1980:107). ) '

Another veny influential _paper 1in this. collection assumes that

- music occurs as performance and in performance which justifies focusing

on the interrelationships of context, occasion and style:

In any-given time period, numerous versions of the same form may
be in performance at once; therefore, what survives in the realm
of history may well be responsive to ‘those contexts which
survive...This implies-that a given var1ant has an appropriate
setting and that its characteristics are-a response to a set of
expectations which are pert1nent on]y " that content or
context. (Herndon & Mcleod, ]980!]52) s ] -

In most instances of.musical -performances, styles and contexts seem

to change. No performer is- exacf]y like another; each occasion is

different because context is'detefmined by é'number'df factors which

influence performance in varying degrees and never in precisely the-same

way. ‘ , . .

Anothé?\important concept that ties together the ethnograahy of
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musical performance is that of COMPETENCE, not “postulated" competence,

“ but rather "value judgements, aesthetic critiques and other aspects of

competence in performance". (McLeod & Herndon, 1980:186). This notion

of perceived and expected competence on the part of the performer shifts
the onus of attention, as Joes "context", to the audience and to
audience-performer interaction. Folk &oncepts of ;ompetence hold the
key for the scholarly concept because it includes all the ideas,
conCeptua]izations and eva]uétjons about music - whether they focus on
the learning of music, its performance, efficacy, or. aesthet{;s“.

(McLeod & Herndon, ]986:]89). ﬁany’of‘the concebts of this volume stem

from the wérk~done in theNethnography of communication.- (See lingu: ic

| anthropology. section).

A Newfound]and fo]k-mus1c example demonstrates many of the.previous
theor1es of” aud1ence participation in-the performance event and also in
“the éxtensive concepts of "competence':

';fhe "good" singer is aware of the likes and dislikes of the groups
and- individuals for whom he performs. He manipulates his
repertoire in response to perceived or anticipated performances,
giving his constituents what he thinks they would like to hear.
He is. more or less sensitive to their feedback and thus quick to

react in situations in which either his or their expectations are
not fulfilled.(p.397).

...the singer who is most clearly aware of and responsive to the
tastes of different audiences and of certain individuals in these
audiences will often be considered "a good singer", whereas a
singer whose awareness of such distinctions is limited, o~ .ho
does not respond even when aware of the distinctions, m e
considered "not-much -good". (Casey, Rosenberg & Warehan, 1972:400)

Generalizations éb&ut performances are possible through the use of
a“continuumf from informal to formal boundaries, from sp taheous to
p]énned, from flexible to rigid thus allowing for croés- ultural and
intercultural comparisons. The essential features of the ethnography of

musical performance (and the most salient features in terms of my own
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research) are:

1) that perfbrmance is a fundamental feature of music

2) that performance entails an audience
3) that a study of cultural context provides valuable information on

audience-performer«¥nteraction

4) music is a participation event including both performer and

audience interacting because of the performance event.

The Ethnography of'Musical Performance'estainéhes the context of

performance as a worthj subject of-ethnomusico]ogica] attenton: (Asch
1982;319) and includes examples of how ethﬁdgraphx of communication adds
to our understanding of music. But by being hainly descriptive ftHé
volume does not provide.the'arguments'and proof needed-to make this

orientation completely viable as a framework for musical analysis.

C. LINGUISTIC ANTHROPOLOGY

Theories and résearch in 1inguistinanthroﬁo1ogy provide additional
background for . the consiéeration of performance. Linguistic
anthropology Compfiées several suP—discip]ineﬁ ‘and special study
areas. The areas“that ‘are of speciaj interest to my work are the areas
that emphasize communicatfon as  a performance event‘ and | the
contextualization of communicative events. 1 will here briefly consider
sociolinguistics, non-verbal communication, the ethnography of
communication and the ethnography of speaking. This expose will be
followed by an exampTe of a study of communication in a performance
perspective. Two - assumptions are ' made: 1) When performance ié .
considered in linguistic anthropology, it can mean'fwo thjngs: a) in

contrast to competence - this means how the speaker acts (performance)
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combared to what a-gpeaker knows (competence). b) how a speaker performs
- this refers to the choices a speaker' makes and what the speaker
actually does "in front of" the hearer (audience). This latter meaning
is adopted when performance is mentioned in this section.

2) The relationship of language and culture is dpen to much debate and
interpretation. Formal linguists consider language as én independent
phenomena that is séparate from social and cultural context. The
tfaditiona] anthropological view 1is that there 1is a relation of
correspondence between language and cu]turé because they are both human
creations, such that language “and culture mutually 'influence: one
anothéf. A third vfeﬁ, and the one po which I adheré, viéws language és
culture; Tlinguistic behavior is jnsebarab]e from social context and
cultural behavior; this view -came into “prominence with the works on
ethnbgraphy and‘communica£ion (Hymes). |

Also adhering to this interpretation are the theories labelled
socio]ingdistics.A Sociolinguistics 1is the: study of language withﬁn a
speech community (Labov 1972). What becomes important is the épeech
performance and how it is contextualized and consequently understood
within a speech community. Within a speech-community, speakers select
language of styie according to‘factors such as audience, setting and
topic of diséussioﬁ. Similarly, musical perfdrmers must consider
factors of audience make-up, setting; and repetoire content in
determining their performance behavior. A speaker, like a‘performér,
must draw upon both cultural and personal experiencé in order to provide
a coherent performance to an audience. ‘Accofding to Foster (1974: 11),
performance is "a selection on a particular occasion of the speaker's

~past and present knowledge and experience." Foster also emphasizes
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flexibility and adaptability as key EtrafegieS' for achijeving a
'-ﬁuccessful performance. .This is echoed 1n‘musiba1 performances Siﬁce
performers need to be flexible to meet éudiehcé’expectapions and the
performer must;also be“ablé to adapt to the giQen context. According to
Darnell (1974): 315), "the feedback between audience and pérformer may
" be crqcia]_to the organization of a performan;e.“ Darnell's study of
Cree narfative performance shows that vghange_‘is also 1inherent in
performance, thus reiﬁfnrcinahthe neea:fbf flexibility and adaptabi]fty
for successful performance; '

The Cree narrative tradition is not a static.thing; its strength

lies in the ability to -adapt to whatever lives its performers may

come to Tlive. There is, therefore, a continuous interaction

between: context of performance, individual performer, and culture

change. (Darnell 1974: 336)

Non-verbal or noﬁ—]inguistic communication, comprises both

proxémics, the study of hUman usé-of physical space and kinesics, the
. study of body movements and gestures as communication. Expiored most
deeply by Hall (1965,1968,1574), non-verbal communicative behavior ‘or
the. "silent languace" serve to convey meaning in social encounters.
Gestures and social meaning:vany according to contex; aﬁd the context of
a fo1k.music performance provides ample opportunity for communication in
a non-verbal mode. The performer gives_many non-verbal messages via the
al]-enéompassing “stage presence", use -of space on stage, facial
expressions, Tlaughter, degree of eye contact with audience, degree of -
fidgeting or calm, tuning instrumeht, and tdne of voice (happy, Sad,‘
disguéted or pleased with audience.)- The audience, in turn, provides-
the performer with feedback to his/her stage presence.by their own non--

verbal communication. Audience non-verbal activity includes forms of.

apﬁ]ause, wordless yells ~of abprova] or disapproval,
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clapping/stamping/humming along with the music, whistles, rude noises on

"~ an audible level. On a silent level, audiences can fidget or be calm,

100k pleased or disgusted or bored or indifferent, can get up and 1eaye,
can drink, or éomp]ete]y ignore the pérformer.

Both the‘audience's and the perfbrmer's actions theoretically can
be interpreted in a multitude of ways, but in pratice the context of the
folk - mus%c performance  considerably restricts the - range of
interpretation. " For example, getting up and leaving dqring a folk
festiva1‘performance is nét considered impolite nor an insult to ihe
performer.r.The out-door setting of a festival encourages mobility and a
lot of movement during a performance. ’Gettfng up\durinP a performance
at the Orange Hall (a smaller club atmosphere5 is usually for the
erpose of a washroom visit or to purchase food and drink\and the pefson.
usually returns shortly. It is done discreetly and is nﬂ? considered a
negative statement about the peﬁformance.' in a concert.ﬁa{1_§uch as the
Provincié] Museum Theature or SUB'Theatre, someone leaving a S;rformahce
undoubtedly gives the meaning of.a negative evaluation fwhether this is-
the .caée or not) because of the formal nature of the performance
structure. A négative evaluation is not imposed if tﬁe person returné
.lshort1y. | -

.Another example of non-verbal communicétion ~ in a musical
performance that is dependent on context has to do with ‘audience
response to different_mﬁsica]'styles. A strong rhythm-based fast-paced
" style- of music such as celtic jigs/reels or b1uégrass will prompt
_energetic audiencg response, manifested by Cﬁapping, stamping, yells and
whistles. A slow ballad or a ‘dévéstating anti-war song may evoke a

'response of déad]y calm and complete concentration. These variant
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%esﬁonsés are deemed appropriate by bbth the_performer and the audience
for the p&rt%cu]ar musjcaj contekf and would be fnappropriate {f
reversed. - N

| A study of non-verbal BehaViéh.QUring a  mds1ca1 performance is
~also necessary as an indicatqr éfAQUQience response. . This\is beéausé
| Edmonton audiences will apb]aﬁdf.a1ﬁosf iany performer (short of gross
ineptitude) regardless ofﬁlthe quality of"thg> performer. Length 55&
“intensity of applause increases accor&{ng‘ to the ability of the
performer but applause is grantedia1most al fhe time even though 1in
some circumstances, it seems like "pify" applause - app}éuse for having
the courage to perform. | |

The ethnograbhy of communication 1is part of socio-]ihguiStics and

emphasizes the interactional approach to.language behavior. The key

concepts in thi; theory, as they were The Ethography of . Musical

Performance (a volume of'study greatly ihdebted;to'fhe ethnography of

communication),}are context and community. The basic units for éna]ysfsA
are speech in speech -communities (which translates in my research as
musical perfdrmances within a -comunity of folk music performers and
audiences). The members of the cdmmuhity (audience and performers). must
- share a common language and ‘also share "rules governing basic
communicative strategies" so that speakers (audience) can understand the
speech events (performaﬁces) andlﬁdecode the social meanings carried by

alternative modes of communication”. (Gumperz and Hymes 1972: 16)..

D. SYMBOLIC INTERACTION

Sociological and anthropo1ogica1 studies using theories and models
of Symbolic Interaction have provided an,additiohal'frame of reference

for my reseérch, especially in the study of ‘aﬁdienbe-performer
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interaction. However, limitations prevent its use ag a_single paradigm"
for research. | Aﬁy study of performance necessarily has t consider
role-creating, role expectation, presentation of. self, ~and response
analysis; all of these elements are included in the theory of symbolic
interaction.

‘Symbolic interaction theory is said to have begun with George
Herbert ﬁead; even though much had been done in the field previous to
the publication.  What Mead actually initiéted was a change fn “the
processes of the normal science of the time.

ended at what must be termgd the long era in which most

- germinating ideas had been passed about by word of mouth (M.Kuhn,
1964:62). ! '

...the significance of the\pubXécation of Mead's books is that it

| Mead's social psychology ,cohtaiﬁs four Bésic units of study:
_society, self, mind and act. The synthesis of theée elements
constitutes the whole of human behavior. The human individual is born
in a society where. the use of ."significant symbols" permits she/he to
respond to the other, engage in role-taking wherein a "self" develops,
which according to Mead, is the ability to take a standpoint vis-a-vis
onese]f; édopting the perspective of the,;genera1ized other" (Meltzer,
1972:17).  This is véry close to Méb]eaﬁ-Ponty's explanation of how
"consciousness" is possible; it is only through fhe other that the self
can vknow herself 'or’ himself and the experience d; the other f; a
correlative of the experience of the self (Mer]eau%?onty, 1945). For
Meéa, an individual always. maintains a per§ona1 symbolic interaction
between the "I:, the self without consideration of others, and the "me",
which- is the incorporation of the other's pérspectives of that
individha]; Mead recognized that "I" was 1arge1y controlled by

socialization®factors; "I" is what I want to do but this is controlled
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by "me" which is how and what the others interpret as the "I" on the
basis ~of appearance.. This is particularly relevant in performance’
because the pérformer projects an image or a style and this creates an
appearance which is open to the interpretation of the audience (the

other).

»

The "5ind" attaches meaning. to Ehe object, thus symbolizing
experiences and making interaction possible. The "act" is more é
summarizing concept of all human processes. "Symbolic interaction is
both the medium.for the development of human beings and the~ﬁrocess by -
which human beings associate as human beings." (Meltzer, 1972:18)

Devoting such a lengthy part of this theoretical gvervieQ to the’
explication of Mead's -work is.hecessary both for showing the ideo]oQica]l
bremises‘ as symbolic interaction theofy and because it sets up two
compli;ating donsiderations which have spawned the ‘muititude of sub-
theories .in symbolic jnteraétidn, whibh valiantly try to answer these’
quesiions and ambiquities: 1) whether the self (for research puﬁposeS)
is conceived as tHeA variable that comes before (as .antecedent of)
‘criterion events SUch:as Béhayior (which would be a cpnsequent yariable) -
or 2) whether ascribea | identities, affi]iatfdns,' a§§ociatiohs,
édmmunication variab]es'and other events are cOnceiQedrto“pFédict self-
variation (Kuhn; 1964:65-66). |

Two méjor proponents of symbolic interaction theory have been the
Chicago'ahd Iowa Schoé]s: the 1e§ders of these orientations .are Herbert’
Blumer at the University of Chicago and Manford Kuhn at the University
of Iowa. These schools diverge‘ maiﬁ]y on points: of methodology, a
difference which s -thev inﬁtal poinf for many of< the subsedﬁent

theories: "while Blumer's imagé_of man dictates His.metﬁodOﬁogy, Kuhn's
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methddo]ogy dictétes his images of- man" (Meltzer and Petras 1972:54),
Blumer starts ‘by Tooking at human behavior, via a beginning in a
scientific concern therefore dismissing the possibilities‘ of both
émergence and non-symbalic interactionism:

Tﬁere is an incredible proliferation of orientations or sub-‘
theories that have varying relationships with -the general view of
Asymbo]ic ihteraction. One of thesé,'Ro]e theory, with many intellectual
ahtecedents'including Mead, tends’toward-the processés cf conformity;
the emphasis lies on overt role-playing andtthe_rsiaticn between role’
e*pectations and role performances (M.Kuhn ]964:67); Barth (1966:7-15)
uses role theory in_Adescribing models of sociai‘ organization. Role
perfcrmance and role expectatioh are tied in with the status of
individuals; dinteraction is ékecutec iﬁ reference to the status of
diffé'r‘entlj'individuais within a  cerfain group (Barth 1966:7). Role
theory also considers the ' development of ﬁew roles, integration of
various roles, and how }nteraction is established between individuals
‘with different role exﬁectations. | | L

Although much controversy exists over the meaning of the terh
"reference group", and contradictions exist between theoreticai
statehents and operational implications (M.Kuhn 1964:69-70),'Reference
'group theory is receiving much attention., _Sherif's (1967) ~compiete
’theoreticai approach to symbo]ic'interaction is a disCussion_of the seif
as it relates to groups, status and role structures social norms and
‘.vaiues in terms of?tow an ind1v1dua1 is tied to rsfehénce groups for
‘Creating meanihg frames. Basically this means:

Indeed,  no man is an island. His véry self owes its chief
characteristics to process of give and take with other individuals

and to physical and conceptual encounters with the world he 1ives
in among the significant features of that world are the human



groups in which he moves from childhood on....(Sherif, 1967:227).

Other related points of view to the reference group theory are Social-
peﬁception and Person-perception which in fact reiterates the dictum
thatvpeople view things within a' personal context and a social context,
but never an "objective" context. | |

.Se1f'the§ry arises directly fromatheJChicago échob] and is used to
determine ;oncepts of a person's self-image, differences and bongs among
peogle as well as to prove the .theofy that self identity is soéia]
identity (Soé%ety Today, 1973:115). Of the self theories that do relate
self identity and social identity and emphasize tHe symbofica11y
interactive self, such as Sullivan's interpersona] theory, Maslow's
self-actualizing theory, the Sapir-Whorf-Cassirer language and culture
orientations, one orientation stands out over fhe rest in its
applicability for my research: the Dfamaturgica] school headed byrE.
Goffman. The dramaturgica] school has transmuted the social act from an
individual model to a team of players model "which implies that social
.agenda rather than issue conditions serve to init%ate the ac£~and to cue
its end aéi%ell.“ (Kuhn 1964:73) Goffman, especia]iy in the two books

Presentation of Self in Everyday Life and Ipteraction Ritual, discusses

the various roles and'ﬁarts a person pe;forms in the‘course'of‘ordinany,
everyday life.  Drawing strongly on an aﬁa1ogy of theatrical -
performance, Goffman outlines hecessany prerequisités for a successful
perfofménce: belief in .the role being performed, the necessity of
maintéining a front as well as ‘mystification of the role to achieve
distancing and status respect, and the importance of the rea]ization}of
fhe role. |

Alstatus, a position, a-social place is not a material thing, to
be possessed and then displayed; it is a pattern of appropriate



” conduct, coherent, embe]]iéhed and well articulated. Performed
with, ease or clumsiness, awareness or not,'gufle or good faith, it-
is more or less something that must be realized (Gqffman,

1959:75).

...this information pertains to the individual in his capacity.as
interactant, and that, regardless of the-other capacities in which
he may be active at the time, the role of interactant is something
he will be obliged to maintain (Goffman, 1967:135). L

...the individual must notAbn1y nmintain»proﬁer involvement but
also act so as' to insure ‘that others will maintain theirs..
(Goffman, 1967:116). o .
Goffman's WOrk provides many = ways of Athinking about performance and
c]early‘out1ines the 1mpqrtancé of interactants and the different role
expectations depending ‘on  whether one is the pefformer or tire
observer. In this way his work can j]]uminate these same phenoména in a
musical pefformance. The audience, my focus, 1is vital goth in
identifying and determining roles as well as having a role fb p]ay‘qua
aUdience; The disédvantages of beﬁman‘s tHeories are that‘they rely
too much on ordinary occurrences ‘and which in tufn makes performance an
' ordi?ary everyday'occurrence. This "ordinariness“ is not part‘pf folk
music performances but rather a specia]nesé (or agﬁGSphere) is 1inherent
in the perfdrmances. What one encounters at a concert ié\veny different
than a casual Conversapion of fr{ends or a street encbunter. Although
similar principles .of interaction and performance' may be app]fedlb
additional perspectivesb are needed to explain the differehce or
specialness.. What rendefs 2 music performance speéia] can be as
specific as paying an adﬁission price or a physical barr%er between
audience qnd performef through a stage or specié1”1ighting,,or asuvague'
as‘“atmosphere", the act of "going 6ut", or the approJEiateness of - the
 performance according to Tlocation, audience make-up |and performer's“

style. Musical performances are different from other interactions and



although the theoriee of‘symbo1ic intetaction do gfve usefuf;cohcepts
for ‘etudying audience-performer interaction, they are incomg1ete for
-ana1yzing all the factors that make the. performance sbeeia1. q

A syntheeie of this theoryﬂincorporates mahy ef the subftheories
‘ and uses the analysis of situatton to bring fqtth a more adequate view
or the range,ot symbo]ic‘interaction. Baeicalﬁy, thts follows Merleau-
Ponty's existential phenomenology which views tgmans as situated in an
empirical world and assumes that'expefience can be understood in the
context of spatio-temporal actuality. |

People do not act in relation to merely any object in their world
but~ rather to specific objects they indicate at particular times
and places. Role-taking and role-making take place, not in an
abstract way but in a specific context of social interaction. And
"self"...is constitued in the "here and now" by the individuals
and others. (Hewitt 1976:120). :

Another aspect of roles that is a nermal part ‘of musical
'perfprmances ﬁs role expectation. Audiences expect performers to behave
in a certain way and take on specific roles. ’For examp]e,'a.countny?
western musician may be expected to exgde a "cowboy-ness" or speak in a
manner that is "céuptry“. Aﬁotﬁer example is the case of British folk-
singers who, although their repertoire may not be traditional nor
British, are expected to provide something "British" to the audience
(suth as humour, sarcasm, political or social comment, songs, aneedoteé,
or complaints). Audiences alse expect performers t6.sih§ and/or p1ay to
- a level of profeésiona]ism that the performer's past history/reputation
has demonstrated as Qe]] as to the degree of formality or informality
appropriate to the setting.and tone of peEformance.

Performers also prejudge and assesé.their audience in terms .of role
expectations. Performers expect audiences to listen and respend

Iy,

accordingly to t%e nature of the performance. Applause of some sort ‘is

Y
~ 4
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always expected unless the performer recognizes the performance as a

complete failure.

Role expéctétions are as diverse as the different styles of music
and performances,fand as individual as each per%ormer and eachAaudience
member. When roie expectations fg: both the performer and the audience
are positively fulfilled, the performance is likely to be positively
éva]uated. wheé there is dissqpance between role expectations and what

actually occurs in a negative manner (instead of being pleasantly

surprised) the performance is evaluated as problematic.

E. ART AND ANTHROPOLOGY

Art, of wHTEh music and musical performance is but pne cultural
manifestation, is: 1) part of the cultural repertoire of knowledge in
every culture; 2) artifacts or actual performaq;es; 3) and a means of
cultural identification (each culture can be said to haQe a music$1
style that jt recogniies as its own). For example, visual ‘art in
médiéva]”Europe éyerwhelmingly represented the‘Christian ideology of the
time. Also, many aﬁti;war statements have been made through.song and
ballad.

The anthropological study of art,b11ke so many of Anthropology's
sub-disciplines, must open itself to many diverse areas of research and
conceptualizations in order to arrive at some generalizing conclusions
on art and on aesthetics in a cultural context. Studies of human

perception, theories of expression, and manifestations of communication

help to provide the needed background for understanding art 1in a

IR

cultural . perspectivg,‘v A synthesis of key issues 1in the topics of

perception; expression theory and communication can 1ﬁgica11y lead to- a

study of aesthetic judgement and evaluation.’ By foéﬁéing on fhe



aud{ence's'judgement and evaluation, the study of‘art, rather than being
" a stydy only of properties inherent in a work-of art, shifts to the’
study of 'iesponse to" and/or "“interaction with" an art object or an
artistic performance. Emphasis will - therefore, naturally; fall on
perception of the work of art and the interaction of audience/viewer
, vis—a-yisi the work of art or ‘performance'.for the purpose of this
.study. Mus1ca1 performance can provide an excel]ent example of both
response and 1nceract1on because of the necessary presence of an
audience. (

lLong-standing realist and empiricisc— tradicfons in epistemology
(the philosophy of know1edge) have made sensory>perception fundamental
to the acquisition of knowledge, as the primary‘infOrmation procurer in
the process of cognition. To talk of percept1on s to immediately
assgme‘a world that is both exterior and perce1vab1e to an individual,
and also to presume that cognition would be_impossib]e without sensory
perception. Yet, it is obvious that oercepcion'can be meaningful only
if sensory jnformation is coded and'cognﬁtized by the perceiver. .In
effect, when an audience . member 'perceives_ a performance, his/her
) eva]uati@n is qependent on how that perception has been made meaningful.
lﬁK’ A major question ar1s1ng- in” the Antnropology of Art vis-a-vis
oerceptjon seems to be whether cognitive' capabilities influence
percepc%on. “ Given the above ohiiosopnjca1 background, it would seem
that first sensony perceptions prov1de the. necessary experience on which

.. cognition may becbu11t. With maturation, cognition is also influe ced

both by neQ sensory experiences and .by social meaning attributed
events which either ddscred1t or support new cognitive schema.

process continues until the cognitive schema become so well estab11shed
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that perception relies not so much on immediate, un-cognitized
experience (the actual objects of events perceived) but on how these
perceptions fit into conceptual patterns and preconceptions. Cognitive
capabilities do come to ¢ »Hint where they do influence perception but
due to constant new experience and the evolution and modification of
cognition, the cognition - perception is mutual. ‘

Perception of art objects and artistic performance is not exempt
from these gquiding principles. There 1is always direct, unmediated
sensory experience that is "plugged into" cognitive schema formed by
previoué perception and which is then interpreted by cognit?Ve
capabilities. |

The "art as expression" theory raises several issues that, although
problematic, can be important in determining what exactly is perceived

&

in a work of art. Fundamental assump%%bns'of the‘exbression theory of
. -
art are .that; 1) an artist expresses something in creating or
interpreting a work: of art; and 2) this expression has a direct
consequence on the expressive qualities in a work of art; or 3) as an
emotion becomes objectified, enotibn is revealed threugh art. Since
many folk music performences const of the interpretation of
traditional or popular songs, the performer must express what the song
expresses which usually means ‘that what is expressed ie what the
aud%ence expects to hear expressed. For ex&np]e, in an anti;war song
where one cannot get away from the objective content, there is usually
only one common 1ntenpre£ation. In this way, the expression theory is
very important at a "folk" ("folk" meaning non-scholarly, but coming

from the people and can be traditional) Tlevel: the audience members

have particular ideas on how a piece or song should be interpreted



(based on their previous experiences with similar performances or on
recordings) as well as ideas on how the emotions or jdeas in the music
should be expressed by performers. (This concept is also explored fin

symbo]ic interaction ﬁheory and is subsumed under the title of role

expectation.)

Problems in accepting therexp1anation of art as expression include
that of artistic intent, the problem of the perception of qua]ities
"inherent" in a work of art, of ambiguity in the gestalt of;an object
and the object's expressive qualities. Artistic intent may be more a
concern for the resolution of formal problems and/of a question of.
discipline and interpretation of mental states .rather than actual
expression of a certain emotion.

| What is useful from the theories of expression is the understanding
of ambiguity in the wide range of expression and interpretatibﬁ and the
" realization of the existance of a shifting focus or Gestalt.

Studies of expression in art necessarily lead back to perception of
a work of art. The "properties" may be 1nv the object and may be
expressive pf somethigg but only through perception .and cognition can

-~

the important Gestalt (or togetherness/unity) of the work be apparent.
Studying the need for response to an artistic experience,  or an
interaction between performer and audiéﬁce, in turn requires informationv
on human communication. A study of communication is attempted in the
Anthropology of art on individual, cultural, and univer$a1.1evé1s. 1)
"Individual idiosyncrasies in communication actha]]y hindeF efficiency of
communication: it is the key' ingredient in preserving individual

autonomy, creativity, and control over a situation. Art, at one level,

is clearly a manifestation of an individual but the work of art has also
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imposed upon it the communicative expectation of the perceiver (who is
the “other" in the communication of art). 2) On a cultural Tlevel,
communication provides a basis for understanding within a group (social
cohesion) but is also a basis for developing boundary maintanence. More
importantly, culture provides a framework for interpreting and
evaluating certain works of art. 3) Although attempts at successful
communication seem baried by individual and cultural needs, there seems
to be a possibility of universal communication as substantiated by some
similar responses to aesthetic works on a crosscultural level.

Musical performance relates to prior perform%nce (a1l the other

\
performances to which this one may be compared) and also how music is
played and deerstood in a community. The evaluation of musical
performance within the limits of community standards is a process common
to all cultures:
...some aspects of musical behavior will be universal exactly
because some learning processes are universal to human beings...
But other aspects of musical behavior will be universal exactly
because, as part of a social community, human beings must
communicate their-experiences to each other, establish a “universe
of discourse" which makes the world more understandable, and thus
more manageable. While the specific nature of a musical universe
of discourse varies from .society to society, its presence fis
common to all. (Harwood, 1976: 531 - 532)

The expressi?é -~ symbolic split in communication can be used to
further the understanding of art as communication. The expressive part
of communication is mainly achieved through formal, observable
properties. But these formal, expressive, individual properties, by
their very nature are also ambiguous and more affective than
cognitive. This may be where universal communication occurs - in the

perception of these properties. Symbolic communication stresses content

more than form and is thus more subject to cognitive interpretations and



.to cultural 1nf1uence.!ﬁ The formal elements of a work bf‘ art in
'exéressive communfcatidn (where they form a Gestalt) become, in symbo]ﬁc
'COMmunjcation, subject to judgement, ideology, and interpretation.
“ In any study of art, there is a concern for the adequaCy of ways of
talking about‘art. Successful anﬂ mediocre art dbjects and performances
always seem more than the sum of the critic's (or eva1uator's) words and
‘s1mu1taneously are highly dependent on general aud1ence response - and
appreciation. Because of this problem, and because_a?] cultures and
individuals distinguish between good and bad art (maintain criteria of
qua]ity and sqcceSs), a study of- perception of “art and subsequent.
judgement Seems a natura1.difection. |
._In order to understand what iS<gojng‘on at a folk music.p;rformance
in ferms of audience participation anJ‘audience - perfoﬁﬁ;r interaction,
[ have developed a’mode1 drawing on all the perspectives discussed above
which synthes1zes both perception of events and cogn1t1ve processes.
Th1s model takes the audience's role as its focus and attempts to
exp1a1n the aesthetic app]iéabVe- to musical performances (and by
imb]ﬁcatipn, abbreciation of other'works of art).
What is important in aesthetics amd in Anthr po]ogy of art is that
anvart pbject or a performance must somehow‘pé’éiewed in context; {Tu
Qifhﬂother similar and different works; 2) in the presence of a_perséﬁ
or group (audience). ‘What occurs between the viewer/audience and the
work of art/performance 4is most often referred to as ‘“aesthetic
experience", but like "black boxes" aesthetic experience is hérd]y
explored or exp]ained,‘és though no one dared to or found it important
enough to do so. I‘argue the actual process to be one of several steps,

each one influencing and being inf]uehceqﬁby the others. The first step
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MODEL :

OBJECTS BECOME CULTURAL ARTIFACTS -
CAN BE USED AS REFERENCE

\

VIEWER PERCEPTION
INTERPRETATION
EVALUATION
~ APPRECIATION
AUDIENCE PARTICIPATION

PERFQRMANCE

PERFORMANCE BECOMES PAST EXPERIENCE -
KNOWLEDGE TO BASE FURTHER INTERPRETATIONS
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is perception but perception itself is ‘an‘ ongoing process; new
perception occurs after 1nitia1 interpretation, during evaluation, and
during appreciation. Inte{pretat1on entails either fitting a work of
art or performance in a prev1ous cogn1t1ve schema, based on prev1ous
evaluations and perceptions, or the creation of new frameworks to
accommodafe new egperience. On this interpretive base (which prbvides
" the essential information for understanding the work of art) it is
possible to make an-évg1uation of the object or performance. Evaluation
'néed not be a static venture; as new information ié -perceived or
intergreted, the value assigned to the work usually .changes.
Appreciation of the work of art usually occurs after a positive
evaluétion. A negative evaluation can result in either the termination
of the perceiver - work 6f art (ioteraction or in -repetftion of the .
perception—interpfetation—evaluation process. Participation asﬁpart.of
the aesthetic 'experiehce is necessary for perceptiom, interpretation,
éva]uation and appreciation. In the case of folk music performances,
participation by audience ﬁembers in a performénce is the deciding
-factor_in a positive eva1hation of the ﬁerforﬁgnce.

As a result of this interaction (viewer/audience with work of art),
the work of art has undergone a transformation; it is now imbued with
meaning. An Art object becomes a cultural artifact and can bevuséd aé a
reference point for later perception, interbretation, and for evaluation
of similar art objects. Aﬁ artistic performance, being less physically
tangible (it most often leaves no traces of its"pfesence for future
study), becomes past experience as well as cultural. or persoha]
Khowledge on which to base furthefginterpretations. For example, the

first time a particular folk song is heard by an unknown performer, a
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‘who1e series of interpretations and previous eVé]uattons (of both
similar performances and ditterent performers) will provide a basis for
an audience's participatfon in the:performance and audience-performer
interaction. Even thoughvthese interpretations and evaluations may not
be suitab]é for the perfqrmance " at hand, they are the
audience's/perceiver' experience and ready knowledge for interpreting
the performance. .Every subsequent perfqrmance feeds into this knowledge
thus giving the perceiver-audience member a greater f]exibt]ity_ and
experience on which to evaluate any performance and come to an
appreciation of the performance/work of art;

It is necessary to note that audiences are made up of individuals
and that concensus on an evaluation of a performance is not always
possible among.these individuals. One person's ideal performénce may be
mediocre to another audience member or even disappointing or duﬁ] to
another. When audience response (or‘ interaction or participation) is
_noted; it is obéerved in the knowledge that the response is from the
majority or a highly vocal minority. In a folk club setting where the.
" audience remains fair]y- similar, there 1is Tlarger consensus .for the
evaluation due to a:number of factors; because the audienc: members
remain conétaht for almost every performance, it indicates common
interest in the performances effered by the elub, similar evaluation . -
standards, and certain ways of demonstrating appreciation or diapproval
shared by the audience vmembers. In a ‘more formal concert theatre
setting, where peop]e‘are not as achainted with one another as they are
at a folk club, ‘audience response as a'grouplié jnged by ﬁmjority,
vocal individuals, deéree ofuparticipatidn in the perfdrmance, and the

non-verbal cues of evaluation. In either setting, the members wholare
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most apt to participate in the event ére also the ones who provide the
most obvious evaluation response.‘ The quieter members' response'must be
obsérved on the basis of more subtie,cues ;ucﬁ as non;verba1 behavior
and the occasional active participation. |

Research in both Ethnomusicology and the Anthfopology of art often
fails to answer some very major duestions in aesthetics. By focusing on
primary perceptive aesthetic experience and the study of art forms that
are not fafter the fact">but actual, vital parf of the work of art és it
is in performan;e, it 1is possible to discuss the meaning of art vin
culture. Meaning is given by the viewer or the audience and is not
inherent in the work of art. But after meaning is attributed to a
performance or work of art by ﬂnterpretation, evaluation and
appreciation, it becomes a_property of.the particular object or artistif
performance. In musical performance, attention should be placed on the
audience response to musical sound, participation in the péffor e
and audience - perfarmer interaction. Analogously, in visual aiis,
criticism and evaluation will be more viahle if morewattention is placed
on the process of perception and interpretation. In a coqtéxtual
pefspéctive, the theoretical approach of focus on viewer/audience and
their perception, interprétation, eva]@@tidn, and interaction with the
performqnce'or,art object yields usefu]fgenerai zations for the study of

art ‘in culture.

F. PROPOSED APPROACH

‘Four theoretical areas of study have been presented and each
contribute a necessary partbof my own theoretical approach for the study
of audience-performer interaction in folk music performance.™ My

proposed approach can be described as a blueprint for the study of and
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the evaluation of audience behavior in performance.

The approach that I use is based on the model proposed in the Art
and Anthropology secfion. The model, as applied td‘actua1 performances,
serves as a gquideline for understanding' the process of audience
participation. Through participation audiences berceive, interpret,
evaluate, and appréciate .the -work of art - the pefformance. : ire
performance becomes a past experience for the audience members and
becomes knowledge to base further interpretationé and “evaluations of
subgequent performances. The more pefformances that audience members
aftend, the more there is an increase in experience and knowledge of
performance. Eva]ﬁétion of performance becomes (with added eipefience)
dependent not only on the quality of a partigu]ar performance but éﬂso
on how that particular performance measurés up to other performances in
the audience member's expérience. Since the audiences for folk music
performances*‘{n Edmonton are fair]yl constant, audience members share
similar experiences and similar knowledge of performance; this_aécounts
for common consensus of the evaluation of performance.

The model outlines how.audiences’afe”an inteéra] part of musical
performance. But there are many factors involved- that influenqe the
émountt and intensity of audience-perfoﬁmer interaction“ and _auaience
participation, and consequent]y the outcome of a performance. The
model, when used as my theoretical approach-in my. research project, ﬁLst
include referénces to other _1mp6rtant facets of performance (all of
which are aided by tHe previously discussed theogies). The context of
the pérformance inc]udés; 1) location of performance and this effect on
the audience - performer interaction (the séttihg) and ; 2) the musical

context and how different musical ‘categories elicit different audience
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response. It is a]sovnecessary to account for non-verbal cdmmghication
beﬁaviour because the' major forms of audience participation and
audience-performer interaction does not involve the use of 1anguége-but
must be définite]y considered as communic;tion and symbolic activity.
Role - creation and role expectations of the three major units 0% study
(audience, performer, and performance) must be understood as occurriné- o
before, during and after a particular performance.

In summary, the.theoreti;a] apéroach for this thesis derives from a
model that could be generally aép]icab]e to other art forms (inc]uding_“
performance); tﬁe ' apphoach also draws on the theories df -
ethnomusicology, symbolic interaction, linguistic anthropology, and

theories in Art ‘and Anthropology.



METHODOLOGY.

A.  INTRODUCTION

To .obta1n~ information  for analysis on audience-performer
interaction and audience participation at” “folk concerts and
conseduent]y, auﬁience evaluation of performance, a Qariety of methods
and research tools were employed. ~ This chapter will delineate the
method I qsed; 'what T hoped to gain from the use of the partisu1ar

method ‘and a justification 1in terms of my research for the

appropriateness of each method.

B. - PARTICIPANT - OBSERVATION
1., DEEINITION

Participation in, and observation of social situations -
participant-pbéervation as a methodological tool for obtaining
information - has been a marked of anthropological identity since the
_beginning of the twentieth century. Although it is not a method for
globally understanding the ' behavior, it - does permit a first-hand
investigation of behqvior among a certain group of people or in" a

specific situation. People learn by doing: by participation in social

\

or cultural situétions, to a greater or lesser degree the researcher
_gains insights into the culture or the social sifuation she/he is
studying.

Participant observation is usually undertaken when a résearcher
does not know the culture, of is outside of the culture; this method
allows participatiﬁn'in_sdéh a way that the researcher becomes to some

exgent.an fnsiden in the cuTthre. |

In hy study ~of audience-performer interaction, participant-

observation allowed me to step outside of a-culture in which I had been

42
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I3

” /
a member for several years. Although my participation as an ,audience

member was important, 5o as not to disturb the normal run of events of
performance, the observation of what went on around me needed to be
considered in a more conscious manner. For example, not only did f have
to app1§ud/respond at the appropriate timés, buf [ also had to notice
when fhe‘other audience members responded or participated and for what
reasons. Therefore, participant-observation for a member oflthevculture
is the precise reverse of thé “normal stance 6f the anthropological
fieldwork in a cross-cultural situation. It becomes increasingly the
observational part of the role that comes into focus as there is an
increasing distancing of self from a previous understanding (in part
idiosyncratic) as a participaﬁt. Moreerr, the fascinatidn. of other
audience member% with this study (as

comments directed to the researcher)

change which comes with the exernaliz

2. JUSTIFICATION
| The method of participant-obser?ation was4used predominéntTy.in my
research because .it provided me wi}h the most appropr{ate Q{ay of
collecting dea on performance. That» participant-observation. is é
highly-accepted way of doing Anthropology, and that .most of the
ethnographie§ and the research that I admire have used this method, also
inf]uehcéd my choice. For my study, full immersion in the group
activities were necessary and this method seemed an obvious chojce. The
participation did not s;en to present a problem of interference in the
"normal® procedure of the performanée events. Finally, my p]éasure and

my interest in this research were (greatly enchanced by my

participation. By learning about my own behavior as an audience member,
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I could also understand my role in performance as .an active and

evaluative one.

3. VANTAGE POINT

Studying the social context of musical performance necessiﬁates
taking a position vis-a-vis the action. In the case of studying
audience-performer interaction, one of these positions mﬁst be adopted
to makeigzématement on performance. An omniscient point of view would
1ead to multiple variables which cannot be readily aﬁa]yseq. On the
other hand, there is a clear methodological commitment to'proviQe -as
_ many perspectives on the performance as possible. Though no mne view
(audience, performer, or analysis) is fully adequate by itself, in
conjunction, the three are mutually vé]idating and mutually
reinforcing. Each has its objective 20rre1ates; audience responsé énd
performer response are both visible aﬁd recordable, as is the evaluation
of - participants.p Howgvem, each view 1is a subjective one, and
comprehensible in terms of the larger hole - the performance itself.

My interest ﬁn aesthetic percéption and evaluation, and thev1ack

of information and analysis on audience behavior as opposed to performer

behavior led to the decision ‘to opt for partitipation as' an audience

member and to emphasize observation of the audience's part or role in a
: 4

fp]k musié-performance. _Since'a folk music pérformance (concertX.is a
public eyent, accessibility and participatimn gresented ngvpmoblem. At
fhe_South Side Folk Club, a season's pass (held by regyTar club members)
makes access simpler sinée the concérts tend to sell out. Obtaining‘a'
season's pass was also easy because i had been a member for two years

prior to beginning of my reseafch._

The five criteria that Spradly lists in his book, Participant -
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‘Observation for "selecting a social %situation for doing participant -
observation" (SPRADLEY  1980:52) can all easily be met in my study of

heon ) . e s . . .
fateraction, participation and evaluation at folk music performances:

a) accessibility: folk music performances occur regularly and are in

public places

b) simplicity choosing a viewpoint .can simplify the 1ssues to be
studied .

. v . .
c) unobstrusiveness: my presence could pass relatively unnoticed as

long as I behaved as an audience member and did not influence the

performer K

Y

d) permissableness: as long as 1 paid the ticket price and did not
' behave so to be asked to leave or to interrupt the performance, my

“work was non-disruptive

é) ” frequently recurring activities: there is usually one folk music

performance a week; slow months may have only two performances.

a5

For the last four yéars, I have been actively involved with the

Edmonton Folk Music Festival, working as an assistant mainstage
coordinator and this opportunity allows ~ a 'behind the scenes"
observation. This experience has permitted a different perspective on

performance; participation in this case is as a technician rather than

as an audience member. As a result, I have had the opporfunity to

informally interview - performers and identify their. expectations on
performance. This information provides an interesting contrast to my
usual viewpoint as an audience member and 1"used as corroborative

" evidence.

o]
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4. PROCEDURE
Participation as a-folk music audfence member required no.
additional training because [ had ‘(for' several years prior to this

: rch) been regularly attepding a d1vers1ty of - performance events

;nchd1ng theatre, - opera, dance’; symphony concerts; Jazz concerts rock
concerts, music fes§1va1s- and folk concerts I simply began my
participant—observatiOn by attending more . concerts and keeping a
detailed account of each performance. A osua1 "evening of research"

included:

a) some prior ~reSearch_-on, the' music’ or performers scheduled to
perform,'and‘readﬁng over previous notes on the same performers.
when appTicab]e. " "This was done usually the week before . the
performance” and-occasionally as soon as I knew the details of the

concert.

b)- . an ear]y arr1va1 at the performances site to get a good seat and

to observe aud1ence pre- performance behav1or

c)  participation in the performance as an audience member
d) ' taking'_notes -on-”the performance and on audience response -
‘.occasionally friends also took notes on certain aspects of an
inéh]yed‘*performance ~and the notes were compared after the
;performance* ‘
e) reviewing 'the notes comparatively with similar and different
performances.
C. STUDY OF RECORDINGS
This_seCondvresearchamethod provided most of the needed background
" kne ledae  on music styles, different performers and performances,
¢ .
me .. ~ - erence and consequently musical and aesthetic evaluation.

There . two « 'rts  to this method; the preparation and



presentation of the radio show"Studies in Folk Music" and, studies and

experiments with folk song interpretation.

1. RADIO SHOW "STUDIES IN FOLK MuSIC"
"Studies in Folk Music" began as part of regular ‘déytime

programming for the University of Alberta campus radio station, CJSR.
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From 1980 to 1982 I worked as a folk and country music disc jockey‘andf

through this position I was able to faﬁi]iarize myself with a large
1ibrary of folk and countny music recordings. The music covered in the
programmes varied from traditional to -contemporary, from ethnic Egnopéan
~to North American Native. In my second year with the radio station, I
created the weekly programmel"StudieS'ﬁn Folk Music" to coincide witﬁ my
research on performance. In this way, [ cduld concentrate on the
specific area that [ wished to emphésize such as style of music,
geographical significance, theﬁatic content or a specific perférmer.
The types of music and pérformers studies on the radio show corresponded
with the types 6f music encountered in the performance context. The
radio show also permitted access to performers through live interviews,

the recording of concerts and ‘“specials" focusing on specific

performers.

S 2. FOLK SONG IN[FRPRETATION

The purpose of this study was twofo]d: the study:variation
(sihi]arities and differences) in doing folk song interpretation, and
to see how thevknow1edge or previous interpretations of a song affected
an audience's evaluation of the performance.
N *\\[n studying variation, the goal was to familiarize myself with,
and seek exp]anéfion for'the following:

a) different versions of the same song or the same theme
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b) diffehences within and- across musical styles :
c) similarities within and acrOSS'musfca1fstyles
d) similaritigs’ in the same song or the same theme

To ana]yse how previous" knowledge of & song - and‘ its
1nterpretat1ons affect the aud1ence in the1r evaluat1on I‘conducted a -
. series of exper1ments using students Different versions of traditiona]~
and contemporary folk songs were chosen; and‘the_recoraings of.these'
songs were presented -to the stddehts. The students, the audjehcefto
these recorded performances;’nbted down their responses to. the different
versions of the same seng ahd their subsequent evaluation ot‘ the
different,performancés.A whatwis most.interesting and significant about
these 'experiments_ are the -criteria ‘used .}br the evaluations;: these
criteria are thé basis for evaluation of a live performance.

In previous research bn to]k song interphetationl I had focased on
the d1fferences and s1m11ar1t1es in the 1nterpretat1on of the same fo1k~s
song and had arrived at certa1n genera11zat1ons

1. D1fferences appear in fo]k song 1nterpretat1ons and become greater

when: . . : ‘ .
- a) _The song has a wide geographica] area (for examp1e, wha11ng
songs that:range from upper North Pac1f1c ‘to the 1ower South

Pacific)

b) The song is old and has survived differen* eras. different
dialects, societal changes and religious changes \joh'example,
Druid songs still performed in Britain)

c). The song is related to’ritua]'activities or 1ongfestablished

_subsistence activities.
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d)- The song is sung in different contexts such as studjo, live

performance or informal setting

e) The song is subjected to satire or ridicule by the reshaping

of ‘music or lyrics.
2. Similarities occur in folk song interpretations when:

o a)  The song deals with a particular incident, character,
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activity, nationality, political or social event (anti-war

songs)

'b) The stylistic musical preferences of the performers are the

same

.c) The song is unrecognizable in any other form due to such an

intimate 1ink of music and lyrics
.

d) The song is relatively new and -must be performed in a certain

legally protected. way (copyright laws and performer

associations)

Granted that similarities gnﬁ differences exist, the reasons why

’gnother. To explore this realm of'pfeference implies the consideration
of pérception of a musical performance and response to it and its
subsequent eva]uation; This is a process that occurs during every
performance and an attempt must be made to understand this cognitive and
aesthetic Aprocess that s 1ntegré1 to 1évery ‘audience member's
comprehension and appreciation qf a performance.

Differential respoﬁse to ‘the same song .(perfonmed by different
perfdrmers)_were carefully recorded during the folk music performances

studied. This was not a vague response difference but one that clearly

}they exist do not provide insight in why one version is preferred over.:
¢ v
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demonstrated a preference for one, enjoyment for some, tolerance of
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most, and disapproval. of a few. The experiments of evaluation with five.

differeht classes of students provided such similar results that I~

propoée that this evaluative reasoning is similar ‘to the audience's

evaluation framework at folk music performances.

The following list consists of five examp]es of the experiment aﬁd

thev1isténers' subsequent evaluations;

‘different performing circumstance, similar interpretation.

The song: "“Ain't Life a Brook" (Ferron)

- This song provided a case of same song, same performer,

0y

- The example consists of this recording of the song by its

composer: a)_studio recording, b) live performance at a.concert

hall c¢) live performance at a folk festival.

- The listener preference was almost unanimously the concert hall
performance which included Ferron's comments before\and after the
song. The song was cbnsidered sung with a great degfee of ‘pathos.
- The studio version was discounted as being sterile, too perfect

- The folk festival performance had -additional -instruments which

detracted from the song. .

-Conclusion: the differences between interpretations were very

small yet the audience made a very definite evaluative choice.

The song: “"Cam Ye O'er Frae France" (traditional)
- This example provided a case of: same song, different

performers, similar interpretation

- This example consisted of four versions of the 'song by different

performers '



- The similarity in interpretation occurs because the song is of a
specific event in 18th century Scotland; because the song fis
important politically, differences are relegated to choice

instruments, tempo and rhythmié accompaniment

the versions were enjoyed.

3. Song : "John Barley. Corn" (traditiona])
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- consequently, isolating a preference was. very difficult and all '

- This example covers the same song through different . performePS'

and remarkably d1fferent 1nterpretat1ons

<

- Of the five versions presented, only two had some similarities’

in lyrics although a]& five versions had the same storyline but

not exactly the éame words: nane had a similar melodic structure -~

- Consensus of the 1listening audience became one of

classifications more than preference (since preference was clearly
subsumed under the classification the particular audience member

preferred.)

a) thé first versiom has a pre-celtic melodic structure and fis:

difficult to appreciate on first listening due to the

unfam111ar1ty of the mu51ca1 style
b) The second and third versions were considered very enjoyable;
they were both in forms of traditional Celtic songs, although

different from one another

c) The fifth version was mainly instrumental, making the song

into a danceable scottish reel
The importance of these :evaluations is- in the similarity of
responses . in the different groups of students, which can indicate
certain. princip1e§ for understanding the choices made by the. more

general folk music audience.

3. JUSTIFICATION



"By familiarizing myself with the music, .in all its versions, that
I would encounter at ‘the performances I planned to study, I hoped to
_ know and understand the basis on which audience members evaluated the

fperformance of a certain song or a certain’style.

D.  SURVEY QUESTIONNAIRE

In the first year Qf my research on-audieﬁce—performer interaction
and audience'participatidn, 1 Wrote‘a series of questions, in survey’
form, in the hope that I could elicit some meaningful information from
the audieﬁée"members on fheir views of performance and their beﬁaviors
at a performance, as well as obtaiﬁing information on who these peob]e ’
were that made up the South Side Fo]k Ciub audience. The responsé was
,.overwhe1ming; over two’ hundrea survey questignnaﬁres wefe .completed.
(225 were distributed) = S - |

I have chosen tolpreSent in appendix form the core data of 137..

questionnaires, which “represents one evening's audience. Not all ‘the . -

‘responses to-the:questidns of a questionnaire are recorded in thfs data
section but éarefﬁ]ly.selected qﬁestiohs and_their answers that provide |
1nforhation on: 1) who-thése~peog1e are in terﬁs of sex, age, country Qf..A
origin; educatfqna] level, occupation and language spoken; 2) what their
music backgroundé ére in- terms of training and.husicaj preferences; 3)
how they view folk music performances in terms of theﬁselves and the
club as a whble; 4) how they resﬁond to performancesﬁ‘S) if they:had.ahy‘
other comménts on why they came to folk. music performances. '

This information is uéed a part of the dqta'base for understanding
aud}ences; The resq1ts'were chécked against gnqther audiente)sdﬁyey
done in Edmonton in 1979 (Padfield 1980). In some ways my guryéy was in

agreement with his findings, such as high educational level of audience' -
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mémbers and the multiple attendance of other performance events.  But
neither the strict socib—economic levels, nor the gender distinctions in
favor of women, .nor the aée-groupings that Padfield discovered, are
present in the audience make-up of folk music performénces.

| A greater emphasis has not been placed on the §urvey data because
the model of audience-performer interaction which derives from this
research is not in any sense a statistical constructfon. Rather,.it'is
based on the Qery occasion-specific contexts within which audiences and
performersﬁcreate an event: the performance; The survey was i;ténded
on]y'to provide another check on the va]idity of ana1yti¢ categories,
and particularly to permit the specification of the audience in terms of

traditional sociological categories
4 ’ ' . ,
A copy of the questionnaire and the selected answers to a sample

of 137 replies can be found Appendix A.



THE PERFORMANCES - DATA AND ANALYSIS

A. INTRODUCTION
[t ha; been sthn that what is most important in this research
project 1is the observation and analysis of audience participation at
folk music performances. Folk music berformances wefe chosen as the-
object of study because audience-performer interaction and audience
participation are always present to a more visible intensity than they
are‘at other musical performances in Edmonton (such as opera, symphony,
- Jazz, or rock). Audiences are integral to musical performance;‘the very
s.otion of performing implies playing” for someone. But through all the
analyses found in the iﬁteréture on either performance or.music, the
audience is seldom credited with a vital role in the cultural context of
music. To remedy this theoretical lacuna, this analysis focuses on : 1)
.audience participation during performance, 2) audience - performer
interaction during performance, - and 3) how the audience's role in
performance affects the quality of the performance and the subsequent
evaluation of performance.
The theoretical background needed to provide.akwide.basis inc]UQeé
various theories dealing with music, communication, interéctioﬁ,
“ perception, and‘the evaluation of art. The orientations form a sfrong
A perspective when they are integrafed to analyse the audiences of folk
| music performances. The methodology is mainly that of participant -
observation | supp]ementéd by ‘a study of folk music recordings (to
familiarize wjtﬁ“ the folk music repertoire) ana an audience survey
“ yie1ding corroborative evidence for the observations.
| Theypurpose of the analysis -of the data is to demonstrate that

certain significant audience behavior indicates: 1) .how the audience”s
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participation influences the direction of the performance, and 2) how
the degree of audience-performer interactioﬁ and audience participation
in a performanceA is related to both the positive evaluation and the
appreciation of a-performance. ‘

The data resulting from the participant-observation studies and
its analysis will be neonsidered in _fourtjsections: the context of

location, musical style, performer style, and audiences.

B. PERFORMANCES

[TING o R //
The degree erformer interaction and audience~

artici at1on, g eva]uat1on of erformance in a folk music
.. N I! p
. 20n

PR

performance,igvj, 1nf1uencqj by the 1ocat1on of- the performance,

the “type of music. be1n§iperf0rmed the type of performer involved, and
the audience makeup.  The purpose ef ‘this chapter is to provide
information on these different factors (location, music,"perfermers,
aedience) that relate fo the researeh and demonstrate ﬁg WHat-exrent
they influence audience-performer interaction,'iéudienee pérticipatiqn'

and evaluation.

LOCATIONS

F) ORANGE HALL (South Edmonton)
The only Edmonton folk club, the South Side Folk Club, holds the
majority of its regular eeason's concerts in an Orange Hall in South
Edmonten. These‘performances,,the regular club nights, occurred twice a»
month until 1982 and are now (due ‘to ecenomic restraints) h=1d
approximately once a ﬁonth. The Orange Hall, built in the early 1900’ si
can aecommodate about 150 people in its un1que surrounding wh1ch_

includes framed documents and photographs of interest to the first

Orangemen, a photograph of Queen Elizabeth (1952), and props left-over.



from Freemason meetings. The physical design of the Orange Hall
prémqﬁes very close contact and interaction between members of the
audience and the performer before, during and after the performances.
The accompanying floor plans of the Orénge Hall give an jndipation of a
lack of physical barriers betweén performer and audience. The stage is
elevated less than a foot bff the floor, and the musician preparation
area is not separated from the general sales and common area on the
basement level, thus promoting a greater interaction and lessening
possLble intimidation of éudience participation. ‘The lighting -is not
profegsioné1 stage lighting, éo the audience is rarely obscured from the
performer during the performance.

The Orange Ha]f performance location 'is_ the only venue where
alcohol and food are served during the pefformance and are consumed by
both performers and audience members. The basement level of the Orange
;Ha11 is the area of activity before the performance and cduring the
breaks. The 5ma11 area leads to inevitable contact and interaction of

‘gudience members with organizers aﬁd performers through food, alcohol

and record sales. 'intéraction'between, and influences on the different
performérs of an eveﬁihg also oCcur and are most easily discernable from
observations of musi@ian’ preparation area and occasional cooperative
efforts, planned or {mpromptu, during performance.

The audiéﬁté"of the Orange Hall performance include 6rganizers and
volunteer he]péfé;- regular folk club members (season pass holders),
occaéiqnal.vconcert ‘géer$ and first timers. l(For genéralizations on
audiences, seé seétion IV of this chapter). Both‘tab1es and chairs are
set up for the audience. The preference is fof'tab]es, making it more

comfortable to eat and drink but tables are not available for all
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audience members. Regular folk club members are the usual people seated
at tables beécause they are the first to arrive and Eeserve them for
other regular members and friends. The audience size ranges from about
60 individuals on very>co]d‘§ib¢er nights to aboutv200=indiv1quals for a

special concert. (Tables are’ removed to provide extra room.) The

e
-
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: -
audience members are generally stereotyped as folkies (old hippies) or’

British expatriates. Survey results indicate a much wider group of
: »

people in terms of country of‘ origin, occupation and ége. The

performérs, either as solo or in a group, cover the very'wide range of
music classified under thelrubric of folk: trédjtioné] énd contemporary
British, Frencﬁ 'Canédian and American, “ethnic", singer—soﬁgwriters,
country and western, b}uegrass, blues, swing, storyté]]ers. (These

types of music will be described in section II of this chapter.)

The folk club nights at the Orange Hall have a basic structural

L ime format. Door and liquor/food/record sales open at 7:30 or 8:00 pm;-

well known local or lesser known national ﬁ%rfbbmers play from 8:30 for
a 30 to 45 minute set, fo]]owéd.by a 15 to 20 minu%e break; the méin
performer, nétiona]]y or internationally known, p]éys two 40 to 80
.minute sets interrupted by another 15 to 20 minute break. In this last

break, raffle tickets are sold to audience members for two -prizes of

either a record or tickets for a coming performance. Variations occur

when there is an additional third performer or group and there is either,

time adjustment or a Tlonger concert, or when the two acts of equal

__fame/status/qua1ity and each act plays two sets, or when there are

extenuating circumstances such as technical problems or performer .

illness, or when audiences demand encores (longer performance) or show

disinterest ,addiiﬁ%egative1y ‘evaluate the performance (shorter

\
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L
performance.)

The South Side Folk Club performances at the Orange Ha]], through
the factors jinvolved in small space, close proximity to performers and
regular members, promotes the greatest degree of aud1ence - performer
interaction and audience participation of the Edmonton folk during the
concert season. (A noteworthy exception is the Edmonton folk Music
Festival which will be described later in this section.) |
"W{ Examples of aodfehte -'performer interaction at these performances
range from the ye111nq of . cequests to- the ma1n§enance of continual

o

quest1on answer or statément response act1v1ty between performer and

“‘)\ .

.

aud1ence memher ’ The s1ze %f the venue ’15 sma]] enough for the
performer' to be heard ‘without amp11f1cat1on (as 1is the case during
w1nter power F%v]ures .or equ1pment ma]funct1on) and by the same token,

members of the aud1ence can be heard by the performer. The physical

.
A[’

i closeness between the performer and the audience can worx to the
advantage of the performer'fn terms of.;apt1vatfng the audierce and a]so
.Qto the performer's d1sadvantage when the performance s eva]uate&g’
negative]y:by the aud1ence. In the ]atter case, -since the audiehce is
~not obscured via the 11ght1ng, the performer is made very aware of the
. d1sp1easure of the aud1ence.b One factqr that does not 1nf1uence the

amOpht or the ‘intensity of e1ther audience participation or audience-
performer interaction is the . size of_‘the audience. Interaction and
part1c1pat1on has more to do w1th‘an aéreEment (a "coming to terms")
between aud1ence and performer than if the audience numbers 60 or 150
>‘4persons. e
| Other ' factors for_ ‘determiniqg, an - increade “-in audience

participation include the consumption of food and “alcohel, and the fact
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that many of the audience members are seated with a 1arger group of
peop]e/that include friends, relatives, or acquaintances. Both these
variables lend a more 1ntimate party atmosphere to the performance;
people sbend as much time socializing as they do ]isteningﬂ to the
performance. AWhat.a1so contribiutes to increased audience participation

is the relative absence of inhibi~ions to be a participant: to c1apﬂ5'ﬁ’

al .y, to sing along, yell, a or stamp. A rapid breakdown of f&
wm

these 1nh1b1t1ons when they occur is due both to alcohol consumpt1on ahgl
_being in the presence of friends and acquaintances (since most of the
South Side Folk Club audience arevfairTy.reQUTar members) . |

Foc all, the reasons listed above, what is found at the South’Side
Folk Club is an audiencerith a very high social identity and there,is‘
often visible consensus on the evalaution of 5 performanee. Standing
ovatinns are rare1yzg1ven but there are great demands for encores when
the music hae been &dppreciated. The: closeness that b1nds the audience
is also put into effect when a performance is 'eva1uated negat1ve7y;é

people leave early, only applaud politely, talk a Tot among themselves,

and do not participaté or interact in a positive way with the performer.

. \ "
b) ~OVINCIAL MUSEUM THEATRE S

g

The Prinncia] Museum Theatre in Edmonton, which ‘bas 2 seating
capacity of about 400, js‘the most ‘common venue Fop folk berformances
Aand there may be as many as one concert a week, and és few as one a
month. The South Side Fo]k'C1ub %i11 haVe one or two concerts a mohth"

at the museum rather than at the Orange Hall for the following reasons:



1) the performer or group has a larger popularity (or following) that
requires a larger seating capacity to accommodate all the people
© that wish to attend - well known and liked performers attract

larger crowds.

2) The "Orange Hall may not be available on the nights that a certain

\

performer may be booked to perform.
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3) to accommodate bands and large groups that may have difficulty

performing in the small confines of the Orange Hall.

There is wusually on]onne.act that plays two sets in this more
. ) 2.3

I

formal concert arrangement; the perfofmer or group performs two 40 to 80 ‘

minute sets with a 20 to 25 minute break. Again, as at the Orangé Ha]];

there is -a wide range of performers and musical styles but the;'g

3

performers tend to be of national ‘or international repute. Thegmofé"

formal concert arrangement is not ‘the only barrier to audience P

A

performer interaction: 1) the stage is elevated several- feet; 2) the
stage 1ights_flood'the pérformer énd obscdre-the audience; 3) there is
no alcohol/food consumption; 4) and-a noladmiftance bac@itage'dressing
room is the mysician prepafation afea. %§§%

The other Edmonton folk musi; sponsor/organizef, riva} to the
South Side Folk Club, is ‘the EAdrho_nton' Folk Music Festival/Keen Kraft
Productions. Their productishs are mosf often held ﬁn the Provincial
Museum Theatre and usually featgre performers from preyious"summersJ
festivals for internationé]]y ¥émous "folk" (covering the same wide
range) perfromers, ‘ | '

The audience at vthe Provincial Museum Theatre includes reqular
folk club memﬁers, folk festival members/vq]unteefs, and a sdbstantia]

. 5 o

number of ockésiona] fo]k}concert-goers It is this last group of people

e
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who ~participate and interacﬁ the least {because they are not used to
being audiénce members), but tend to set a tone of inéreased %orma1ity
and add an element of audiencé—performer‘a1ienation. This is eontrasted
with regu]ar'concertxgders who expect to oparticipate and are ready to

&
interact.

c)  CENTENNIAL LIBRARY THEATRE
The Centennial Library Theatre is used by the Edmonton Folk- Music

Festival for productions that draw less people, and also for independent

o

" performer . productions. The audigphjum has a small 200 person seating

g ‘
tend to have a formal two sets -

o

capacity and‘a1though the perfo}ﬁgﬁﬁés
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one .break arrangement, there can be a lot of audience-performer

interaction.and audience barticipation in spite of an elevated stage and
lighting that obscures the audience.. This increased participation is
due part]y‘to'the‘infimaqy of the auditorium and partly to the usually

small size of the audience (which was as few as 12 persons for ohe

performance).
S A

d) - SUB THEATRE

SUB Theatre, the Students' Union Bui]dﬁng Theatre -"on <'the .

University of Alberta campus, is used by both the South Side Folk Club

.and 'the Edmonton Folk Music Festival pr?ductions. Again, the

\

_perfohmances follow a formal concert arrangement: 1) two sets - one

break, 2) no.food nor alcohol, 3) and a restricted musician preparation

1&Fééfbbagksﬁagé. The large, 750 person seating capacity is used “For

wide _auditorium k(éﬁa!]bw -rather than deep space) allows for some

~ihforma1it§ and is no%’§§”inhibitiye to audience-performer interaction

and- audience participation in- performances -as a deeper, longer theatre
- i AL s : -
. PR o

-
-

~accommedating largé crowds attracted by well-known -performers.  This
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would be. A greater number of students~attend these performances due to
its 1ocation; This number may mean that the overa11 audience
participation decreases because there mayi-be more people who are
unfamiliar with the uoua1 nature of the folk music performances or
conversely may mean increase of participation due to the“addition of
less inhibited individuals.
e5 JUBILEE AUDITORIUM

 The Jubilee Auditorium, with a seating capacity of over 2000
persons, is used by the South Side Folk Club only rarely for
fnternafional]y famous oerformers who they expect will draw that large
" an audience. The performances usually follow a very formal concert
arrangement with 1itt1e encouragement .d%' interaction and audience
participation. This venue is ma1n1y used by rad1o stat1ons and other
large agencies for their productions of popu]ar "fork" acts and country-
western performances. But in comparison to the other types of musical

_performances -that occur 1n -the Jub11ee ;Aud1tor1um such as Opera

symphony, jazz or rock concerts, folk mu51ceoéncerts are always observed
‘.’g;v .

to include much more audience participation and aud1ence-performer'

interaction than~any other concert. This observation indicates that

' E { - ‘ ' ,

folk'_music performances, by their néture, encourage the"éudﬁence to

o

be€§ne participants in any setting.’

f) FOLK FESTIVALS
"‘Folk Festivals are the most "spécia]" contexts” for folk
performances pr1mar11y ~due to the extreme informal situation of “the.

outdoor festivals and the outdoor stages. Occuriné only once a,yearrper“‘

,'»,:';Q_
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area (i.e., Edmonton, Calgary, etc.), these summer Folk Festivals,

because of their outdoor setting, can accommdoate thousands of audience

members and up to a hundred or more performers. The performers cover a
_ i

very wide range of musical styles and range from internationally fambus

stars (also known as "big names" oﬁ,"crowd drawers") to unknown high

calibre mysicians to local performers, and may also include clowns, mime

artists, poéts, children's performers and storytellers. The. very

informal’ Septing promotes very. close proximity to performers bofﬁv.

onstage and offstage and for this major reason, folk festiva]s“are'much

‘more conducive to audience bafiicipation and _audience—perfofmer
ﬁuinteraction; than any of the other settingé previously mentioned.
o A Most festivals are two or three-day affairs, and they usually host

mUTtip]e stage events during the day and a series of mainstage

perfdrﬁan@é5xat.night; A-chirdfen‘s{areé is a part f every festival
SR : _ 2y DA s :

and this is directly observed

in the'éudigpce makeup, whichiincludeg

“individuals® of all ages and socio4economic backgrounds, families, and-

peOple whb are not usually at other'fo]k.music performances durihg the
ies; of the year. |
The Edmonton Folk Mus{c Festival, the 1argest71n Alberta, is held
invAugust;and drew err 15,069)éudience.members in 1983. The three-day
event begins on Friday night witﬁ a maingtage cohcért. The mainstage
 concert is a_series ofnperformances by different"performers, usually
‘stértiﬁé of f wifh‘a bluegrass group and énding with a.very well known
_perforﬁer. The Saturday and SQnday formats are identical: multiple
stage evenfs frdh‘Tate‘mprning to late afternoon, and a 1§ng mainstége
concert ffom‘late'afterndon to late evening. |

>

The daily multiple stage events of a Folk Festival present the
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greatest. degree of audience :participation and audiencererformer

interaction found in any fo]k mus1c performance context. At the .

Edmonton Fo]k Festival, there are usua]]y four workshop stages one'”

[y

children's stage, and one workshop vtent where performances ron
simu1taneous1y. - In the workshop tent, aud1ence members are- encodraged
to bring ‘their own instruments * (whether 1t ‘be vo1ce vsongwr1t1ng,
guiﬁar, percussion, etc.), and participate with the performers'and learn

new techniques. These tent workshops are, a]ways wel] attended and there

-is a high degree of part1c1pat1on, people attend in order to

participate. The ch11dren S - area stage -run 1n such a. way as to

max1m1ze “the children's part1c1pat1on .and the1r 1nteracf1on with “the

performer. Participation takes the form of s1ng1ng, c]app1ng, and’

.stamping along, acting out songs, and ch11dren ‘actually” on stage to

"help" the performer. a |
The four workshop stages present d1fferent theme concerts (running

a very t1ght -schedule back-to- back) These'performances usua]]y take

the fo1low1ng form: one performer acts as host, and var1ous performers

perform on this part1cu1ar theme either separately or togefher. -The'

1nteract1on between the var1ous performers the informal performance set'

up, a stage elevated less than a foot and sl1ght1y s]op1ng towards the»

audience, the 1nforma1 performer se]f presentat1on and the occas1ona1'

addition of an audnence member (who may or may not be a performer) to
the-‘stage,- all spark audience-performer interaction _ande_audience
participation. There,are a]ways‘sfx choices of concerts at any time
during the festival event, such that  an audience member most decide what

he/she will enjoy the most when choosing which performance event to

attent.  This results in audience attending workshop stages who are



highly interested in and receptive to the theme Sf the‘per%ormance or
the'»performers; thus, the audienﬁe ,membérg 'are“more willing to
participafe in the performance and inferact'hfﬁhjthé pgrfdrmers.“ifhe
performers faced with such a feceptﬁve'(and usuéllylp]eased’audieﬁce)

will pefform and interact to satisfy their laudience’ and Fulfill the

\
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audience members' expectations. The workshop stages -are--also a venue’

~for single performer concerts: these performers are either not included

» on_théhmainstage format (due to time constraints or inexperience of the -

_performer) and this. allows them .to perform individually; or the -

performers, are of such status or calibre that there is a demand to see.

thém peéform a]bhe in -addition to théir mainstage pérformance.

‘. The mainstage coﬁéert' is the. on]y event occuring during the
'evenings of”the folk fegtiQal. Performances are short (from 25 to 45
minute séﬁs) énd are duickly fQ]io@ed'by another performance. "ecause
- of the workshop‘pArficfpgtion expeﬁiences earlier in the festival, both
v-audfence membérs.and per%ormérs are. very amenable "to interaction and
partitfpaﬁionQ .Perfdrmefs must prbjectbtheir‘fmagelquick1y and perform
tﬁeit best in the short mainstagé performance, as wejl as_tn} to promote

1hterest'and\interactidn,—because they are under‘twq factors of heavy

- pressure: ltimg constraint and competition from other performers thét

.piay before'or,affér thejr performance (who are also trying to‘excite

the audience and win them qver). " The audiences, who by havihg had a

very ‘]arge ekposure to many different calibre performefs in a short

space of time, have deve]opedla keen eva]ﬁativé’sense. Not only do they

now consciously evaluate the performghs, buf they have ‘come to expect

good performances and also realize how much their interaction and -

-

participation are crucial in perfarmance.



At the: uainstage performance, aud1ence part1c1pat1on takes the
“form of}5~t) sang1ng, stamp1ng and c]app1ng a]ong, 2) Jown1ng into the
'1performance at spec1f1c t1mes in spec1f1c ways when requested by the
'perﬁormer to_ behave “inl-such a way; 3) shout1ng out requests,
apprectation, criticism, and disapproval; 4) and dancing to the music.
Some performers will ‘have a]most all the audience dancing but this is
.rare, and danc1ng usua]]y occurs among groups who go to on the per1phery

of the aud1ence - sides_ and back’ and only to certain groups or
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performers‘on ‘certain musical styles. Ovations occur seldom during the

evening, but haVe\a~tendency to occur for the last pertormance which is
due not on1y to the. hwgh ca11bre of these f1na1 performers, but also due
to the fact that people have been s1tt1ng on hard ground ‘far a 1ong t1me
. and are ready to go home._.' -

The Ca]gary Folk Fest1va1, another maJor A]berta folk fest1va1,,1s
a two- day reduced ver51on of the Edmonton Fo]k Fest1va1 - Its sponsors

are (a]so) the managers of the - Calgary Fo]k C]ub and the who]e festival

is on a much smaJ]er sca]e than the Edmonton vers1on- fewer performers,

fewer workshops, small audience'(max1mum of 3000 in 1983) The ' response -

has been overhwelming to th1s sma]] fest1va1 in sp1te of three years of

‘*1nc1ement weather and theﬂ's984 fest1va1 boasted an ‘attendance of

'16'000 . Due to.th15‘remarkab1" aud1ence 1ncrease; pians'for a. 3-day

y fest1Va1 for Ca]gary have a]reaoj begun for 1985, wh1ch can be expected
to be very s1m11ar to the Edmonton Folk Festival.

"~ . The other major A]berta fest1va1 The North Country Fair, held
._annua11y on the shores of Lesser §?ave Lake during the summer solstice,
is rad1ca1]y different from the two Alberta city festivals. The major

d1fference arises from the 1ocat1on of the festival- and not as much in

. H‘ﬁﬁ R
P
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format. To attend the North Country Fair, it is necessary to camp in

tge vicinity of the festival (unless one lives near the sjte). This
results in the building of an audience community for the weekend since
the audience not only attends performances together but must also live
together for the weekend. Performers will also often camp in the same
area as the audience members to be closer to the.1ake or further from
the designated performer ‘area.

The .three day North Country Fair includes mainstage concerts_oq
the Friday and Saturday nfghts, and workshobs; concerts and aétivitfes
all day Saturday and Sunday. Although a program .is set and closely
fo]]owéd, “the time étructUre is very loose and at times ~almost non-
e%%kfent. " Performances always start late and run overtime;’ mainétage

concerts can last until 4:00 or 5:00 a;:., weather permitijs The

attendance fé?ctuates between 300 to 1,00U persons of all

A

~informal nature of this festival encourages more participatidn than any
other festivél‘ due to {ncreased contact wfth"performérs and other
.audience;members. » - | '

Thé North Couhtny Fa%?, held at'Sqlstice, has the advantage of

vefy long hours of 1fght and. the disadvantage.of rain at every festival

~ S

~in theifAsixwyean history, ranging from cooling showers in'a heatlwave
(1981 and 1982), to sudden violent but rapidly q1spersiﬁg sfqrmé (1984),
.to a three day delugé‘that caused more than one hundred'téhtg to be
under water °(1983). The inclement weather does not deter festival
}'goers; the -attendance increaées.yearly.‘ Bad weather, as much as good

music, draws the festival community closer.  This' is ~unlike <City

festivals where, when it rains, people go ‘to their homes. At North

Country Fair, audience members stay at the site. The attitude is
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definife1y one of “let's make the best of it" and participatioh in the
perforﬁancé via dancing, sin§ing; clapping and stamping is increased.
Initially begun to keep warm, .these participation activities spur on
both performers aﬁd audience‘to high eneréy levels. When the rain and

mud levels peak, the people are truly a captive audience. Performers

_ | _
F@Sp@ﬁd in kind by providing Euperior quality, highly interactive and

energetic performahces. 0f all the folk music'performancés observed for'

this research, the performances at North Country Fair 1983 (during a
record breaking flood) had the 'highesf level of »audience-performer
interaction, audience participation .and audience cohesion than any other

performance{

Folk festivals phovidq a major influence sn the formative ideas

and concepts for this research on ‘audience-performer interaction and

4

audience participation, It is at festivals tnat one can easily. observe

the tendency to d%min{sh' the distinction between performers - and

b

audience. This tendency- is even more prominent because most folk

performances in Edmonton occur as structured concerts-that increase

.

formality. The emphasis of all folk festivals is 1) to present many ,

performers in a short spacé of time to a fairly constant audience, and
~as a consequence 2) to stress the role of audience as participants

“integral to performance. There are many ways that the audience-

performer distinction is diminished and these techniques can almost be

considered part of the ideologyg of festivals: 1) Tow or same Tevel

k)

B . . . : : Yoo
stages which permit audience access to .performers; 2) natural lighting _

that allows perfdrmers to see the audience (the exception is late-night
performance); 3) greater encouragement of audience participation coming
from performers; 4) 1earning:workshopsywhere audience members actually

c‘-‘t
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participate by 1éarnihg a musical skill; 5) concert workshops whﬁga- "
highlight "jamming" (when performers perform together withouf.;ihearsa1)
and informal get-togethers of like and un]ike.performers; 6) performers
are seen offstage and.are readily approachable by audience members.v

This long dfétussion of folk festivals 'is for vthe purpose of .
confrast‘ with other performance settings and also tu demonstrate a

probable root of folk music - informal concerts with much audience

participation.

C.  PERFORMANCES: THE AUDIENCE
The role ~of audiences. in folk music performances has been
“céﬁsidered in virtually every section of éﬁ%s thesig. 'Therezis no need
to reiterate what has been ‘'said to demonstrate the integral naturé‘of
! audiences in musical pér%prmance. The pedple who attend folk husic
'Wpérfofmances may not.a1ways be aware‘of‘how their behaviors fnf]uence

a
the outcome‘_of a .performance. Individual members that make: up an

audience‘ha?e aifferent expectations due to different éxpekiéhces with
1%fe;'wthe pbssession of cultural knowledge and personal perCeptua1
knowledge, and the memories of past performances. Many of the audiénce
A __members come from outside Edﬁonton (a large number are of British'.

origin) and these people bring with them a different knowledge of
performers and music théf is. perhaps not avai1ab1e to the audience

a members who have béen in Edmonton for a longer period of time. The
exposure to folk musicc and performance varies for each individual
depehdfng oﬁ that perspn;s rate of attendance at performances and.the

" pumber and yariety of folk music recordings that are available fofithe
individué]. These factors_ may account for diff&rent evaluations,

interpretations and appreciation of the same performance by different



members of the "audience. But the audiences at most folk music;

.

performances are small enough and onstant enough.. to be commun1ty
oriented; this “community otientation’ permits the transm1ss1on of

information that results fin greater knowledge (and a shared know]edc

fo folk music and its'performances. Folk festivals, a]though attract

a very large audience, presepts almost “an overload of music and

performance information with the saturation of performers and events in

a short time. This information can be oecoded-at‘Tejsure and used by

audience members for future .interpretation and evaluation of folk music

v

performance. Folk fest1va1s are also an excellent way of d1scover1ng the

importance of aud1ences as part of performance.

The audience ~ is continually interpreting and evaluating

performances but participation and interaction in a performance 1is

“primary for knowing about the performance in particular ard folk music

in 1. - SN . -
in genera ‘ . R o

Performance, by virtue of being bound in a spatiotemporal context
)

1ends an immediacy to fo]k mus1c performance wh1ch is alsOaa dynam1c

process of aud1ence performer interaction. A part1cu1ar folk music
performance is, then, a un1que,and clearly b0unded event that emerges

from ;ay configuration of the- following factorsw The ffrst‘ is an

A i

s

7 1nventory of audience responses; a taxonomy fdr theae responses are:

provided .below. A second factor is the 1ntens1ty of aud ence response_

within a possible range of responses. ‘ Intens1ty is not a value in

jtself but rather is an element in spec1fy1ng the context of a

particular occasion; th1s element must harmon1ze with the performance as. -,

a whole. Variables that do not harmon1ze with the performance could

possible invalidate a positive evaluation. (The use of the terms

i
.2

.
. vt
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W&pos1t1ve and negat1ve eva1uat1on ‘dre used as cont1nuous variables wh1ch
¥

al]ows for the focus of_ the study to be” on audience- performer

interaction'rather than;on the qua1ity:of.performance itself.) Finally,

the configuration of a specific performance depends on, the combination

of individual audience members and the combination of’ responses of a

particu]ar performance.

_ The term. aud1ence performer interaction is c]ar1f1ed by prov1d1ng"

.an expose of aud1ence response.v A list of responses are. supp11ed w1th '

their part1cu1ar: ranges of mean1ng and an exp]anattnn of how

particular’ reSponse is used to Shape performance. Audience responses

) o .
(or.participation activities) include: .-

‘] W . ) ’\},»' . . . ) . :
1.  APPLAUSE: This is a catchfa11 term to refer -to clapping . that

occurs at the end of a part1cu1ar song, number orform_ance."'It
| denotes the recogn1t1on by san aud1ence of ng (song or
/”performance) , App]ause response »ranges' ﬁrom barely audible

./‘ ’ .
c]app1ng to very 1oud 1ong c1app1ng comb1ned Wﬁth other SPODSG§L

< . e |

ye]ls ‘ stamp1ng, ~wh1st1es, ~encore vrequests ovat16ns la‘ The

PrY4
. .

' 1ntens1ty and durat1on ofﬁapp]ause may be used to 1ndvcate degree

Vel
-~ "“;,; B r -

of approva1 of a performance § W

L | o
& : : - ' @ L i N '
: . : . N : i LK

2. OVATION JxAn ovat1on occurs when a11 the~audieﬂcehmembers.stand

E Y

./ ..

whi]e app]auding a particular song _or‘rperformance. ) Partia]

ovat1ons, when more than one person stands to app]aud but not the- -

,h : whole aud1ence5 Bccur frequent1y; 0vat1ons a]ways occur w1th‘

' ‘ !
a‘b1ause and may- also be comb1ned w1th responses such as whistles,

yelts,_engore Tequests. Ovatfons. s1gn1fy appﬁova] beyond applause o

o v
_fgr the performance. s
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3. .. CLAPRING: This is also Feferred to'as "clapping along" and occurs
dgring the performanceﬂ‘of a particular song. "C1abp1'ng along’
consists of hittfng the‘ palms together or the's]apping of a body

o part (11ke a th1gh)m}such as when one hand is occupied‘-holding a
(ﬂnnk ‘ C]appn&{q a]ong can be rhythmic, foHoWing the tempo";,'of a

part1cu1ar g*\* o, clappipg may ocecur as a burst .of noise to.

Cion of something within .the song. Clapping is

S

~ occas1onaHy e

or b;‘, wﬁerformer 5 .oWn c]appmg

“touraged by the performer through a d1rect request .

\'

Lo SR 2
N . . . .
BRI Wy

4,- LAUGHTER-v Laughter 4“5 very 1rhportant a&,estabhshmg the rapport

-

between the aud1ence and the perfOrmer e, To*y' Iaughter'

’ tw ! ‘: A1
i &, X

««.,f ' .
performers teH Jokes;m, anecdotes and stor1es,r tj}ey ~1s0  use -
B .

" o

‘'sarcasm, sat1re and fac;a] expressm&é} Aud1ence 1aughter may also

T occur dur1ng a 'song due to huymourOds 1yr1cs or ai hum0urous song;
) LU

‘*“ ’ dehvvery.‘ Aud1ence members cdn a1so mvo]k performgr laughter .

EN I
: through shouted remarks enthus1ast'c;;,’ part1c1pat1on or self"-‘

‘;’?:‘6’ consc1ous1y 1nappropr1ate behavwrf'(for examp]e ;' makmg funny

]

I e

3- N
: &tno)ses at the request of a perfomlgr]_f.' ’

; ) . v ;o a
. . Tt L ) )- - ~ ) . ' ’
T, R : ’ . I 6 . j .
B, | A, ~ S

5. " -STAMPING: A]so referred to as "stamping a1ong" stampmg 1nc]udes

fihght and heavy foot tapp1ng as. a rhythm1c accomp&ng:mgnt to a
Hpart1cu1ar song, and also heavy stamplng a]ong w1th‘.’7gpp1ause at the
end of as song. Stampmg wﬂ] ofte,n occur flong ynth c]appmg )

;durmg a part1cu1ar song. - . : e -%:.4
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HEAD BOBBfNG* Movements of body parts, especiaTTy the head, is

another form. of audience part1c1pat1on Qh a performance. Body

- movements are’ restr1cted to what can be: done while sitting. Like

stamping and clapping, this response is"mainly-a rhythmic activity

+

and may'aTso/indicate agreement with what is said.by the performer

(i.e. nodding). ~ o ,
S Hy “

SINGING ALONGP Audignce singing along during a particu]ar number
can happen w1th or w1thoo¥ the performer S request . When audience.’

singing occurs w1thout the performer S request it is because'the
fsong is knowp - "to” the audlenc:§§orun

song has 1yr1cs that are

24
W AR

ea511y packeﬂ up“.. Often,y'the performer will ask for

part1c1pat1on on Oé we]T known song or the performer w1T1 teacﬁ
g

+ ’ L

5] A' 4

: Ry
e parts‘of a song to the aud1ence%%n order to make it easaer*for the,

a«.’@’ oo ' ©

aud1ence 'to  sing aTondg.vv If th@~2performer S reﬁyesp for

| part1c1pat1on sf*not fquTTTed it can cbe @ub‘ to a) AdifficuTt :

ey S

4 _
Tyr1ca1 or meloﬁhc structurg, b) confusfhg 1nstruct1ons,v c) @n.
B ) )5'»?7’
T Lo . ” o C rl.;. '

unapprec1ated song B

& -

There are two forms o jstles “common to folk musiC‘

performan e, The f1rst 1s a qu1et me]od1c whlst]1ng that is used

es a wh1st11ng aTong to a song similar to cTapp1ng, stamp1ngw or'

singing along. The second js~a loud, short wdf?:‘wh1st1e, th1s

s

whistle is used durlng and after a song or performance to 1nd1cate_

®

" approval (similar to -applause, yells, bursts of clapping or”

stamoing).
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o 9. YELLS: The response category of ye]Fs (hootsk hollers) includes L
the wide range of sounds produced verbally. These can be‘éctu&1 |
! [}

words .such as "more", "great", "wow", "encore"; or they can be non-
y s . .

_sense exc] mations such as "yihi", “yahoo“, "vip", etc. Yells

o usually - cur to denote apprqu] f’r?¥fnthusiastic"}part

f o @ " & 5
In th: e "of a poor perforﬁf

icipation.

bk T

Hé11s will be used: rarely to
denotr Jisgust or disapprovall.with exclamations like “ugh" and

“boo".

L} 13

10. DANCING: Dancing- is a form of audience response restricted by

setting. It occurs most often at outdoor concerts aﬁdufestivals.

4

Dancing is interpreted positively and encouraged by performers who

want'tﬁé_audience to participate.- IThe.gﬁ:e people ‘dancing, the

A +

’ ~more enthusiastic the response,wyll be to the performe ). g
. 11.° WITHHOLDING ACTIVE PARTICIPAFION:  The absence of active

N b S 1 S : : .. R
% -, participation “within a performance can indicate ‘a variety of

‘meanings depénden{ on context -and interaction'éactors. “When the

e v,
AT

P

. . ) S F
dgudience is passive but still attentive to the performer (which can -
. - . ¢
. be/deduceg by body posture, vieeal contact, lack of chatter), .the

\7\ - . ) » I3 ' - 0
‘_befformance can be positively evaluated. When the audience is

gpassivé_put‘shqu signs of boredom. (fidgeting, «chatter, ighoring

4

“

14

's,the._performer), “the" performance is usually .negatively evaluated.

, ALthugh. quiet audiences ‘may appear similar, closer observatian
reveals sighs\'that indicate ' the _d%fference_ﬁbetween ,éudienée
L] N Nl S . - .
approval or disapproval of performance. . T S e
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12. ;RUDE NOISE?W Rude noises (also referred to under the category of
yells) or catcal]s refer to‘noises.made in an expression of disgust
or contempt for the performer or performances; These noises are’
usually verba1 (although ~nbt -necessarily comprising of words) or
‘can be an imitiation of body noises (be1ching; passing;wind, etc.)
13. LEAVING THE PERFORMANCEr The act of leaving_ tbe ,performance'
settfng becomes an 1nteract1ve response if it is doﬁe at certain
t1m%i or in a certa1n ways. For example, if an audience member
leaves dur1ng a song wh1le comp1a1n1ng or sh0w1ng. his or her
ﬁj ) disapproval clearly, then th1;hdef1n1te1y 1ndicates’a response to
the performance. , Péop]e leaving a performance must be carefully
observed to determ1ne whether their behavior actua]]y 1nd1cates ap

v e .
" response caused by d1sapprova1 ‘or an actua1 phys1ca1 need 'to leave

* the sett}ng (such mﬁs d1s§§gfont 11]ness, need .0f a washroom,,;fg
.y . . .v;.. ) ) ! g L

w,

not1f1cat1on of emergency) o \515' A e
14. COMPLAINTS: .Complaints are‘verba1‘Statements;pttered"by audience
members 100d1y .enough to attraCt tne'aﬁtention of other audience *

G D -
members -and/or the performer.. These stagements are of a negative

" nature and_are qud to indicate djSp1easure or disapprovalfof‘fome

aspect of the performance qua11ty of performer or performance,
Y

sound problems, prob]ems with other aud1ence members presence of

‘sexism/racism phyical d1scomfort

Ouli e g

1577, ENSUHTS“ ’ Thvs BE the most‘pgdcgjp@ form of complaint and is

o d1rected to 'a performer. ~Insults indicate audience members‘l
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A

disapprova1'~of the performer or performances and the audience's
; unw111ness to accept what they do not like. . When th1s occurs
L V/

e performers-e1ther attempt to change their performance to su1t the

r they end the performance by wa1k4ng off- the stage area.

,y-'

A1thou h this Tist of aud1ence part1c1pat1on act1v1t1es 1so1ates
poss1b1e responses the - resbonses usually occur in comb1nat1on w1th
other responses. The amount of part1c1pat1on w1th1n a song is a]so

evident in the intensity of the applause: the more - part1c1pat1on within

a song, "the louder and the 1ogner the app]ause at the end': of a song.

-Genera]]y, the audience responses that arlsé durlng aud1ence performer

EShe

‘1nteract10n occur becaUSe :l) the- performer entourages or 1nvokes a

LJ

.partlcu]ar\ﬁesponsekxuch as c1app1ng, s1ng1ng, stamp1ng or 1augh1ng, ?)f

B ga % &

the audience members want to. note or h1ghlight a part1cu1ar po1nt in a

song such as a voca]lorl1nstrumenta1 so]o; 3) there is recogn1t1on .of a

. B .
b . . L

partitulareissde and;gon"‘~ nt agreemEnt or d1sagreement w1th it; 4)

. b &?.

‘the audlence wishes the performer to kn ": é?r approva1 or'. d1sapprova1

#

of the performanCe.

>

An -auxilliary study of audience-performer 'interaction Wwas

~undertaken to determ1ne the suitability of using concepts of non-verba]l

and interactional behavﬁor. The study, an observat1on of ome un1vers1ty
c1ass lectures had three advantages that were not present dur]ng folk

music performances:
TP N

Al

ksl;‘_ a constant 'unchanging‘ audience (the students were the same for'

)

every lecture and this. perm1tted the observat1ons of part]cu]ar:

‘W1ndgv1d als, ver 1ong per1ods of tﬁge)
. o )N*v",-_ ’ o

oy
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2. ta'constant performer (the instructor never varied).

3. . the subject content remained fairly .constant for the course of the
_.31ectures as . opposed to_avnew‘performing style or musical genre at

“each’ performance. -
L. P

”
i

EXAMPLE : Study of - oommun1cat1on ina performance"‘perspective'

w

e ) -
Performance and responseQAto performhncet 3 inevitable. in human
n -y "

commun1cat1on. A]though th1s phenomenon occurs for all linguistic

Wy .
: act1v1ty,,1t ns most obv1ous spec1a1" commun1cat1ve ‘events such as

Iy '/-’ i’

mus1ca1 performances theatre, and 1ectures bas1cal1y, 1t is recogn12ed,

A
m‘ore where there is a: pre-determ1ned performer or. group of pérformers'

LL..J
aﬁg to some degree‘mdre separated from an’ aud1ence than 1n casua]
a “ - ks M N u»\‘.‘.\\

onversat1on or read1ng actTv1t1esru Fdr th1s part1CU1ar study, I am

. » "
1nterested i the performer-auuwenee 1nteract10n man1fested in <the :
v». . . )

context of a un1wers1ty Tecture s1tuat1on,
This small observat1ona1 project was undertaken- not 'onlyvtto

» observe some part1cu1ar rperformance behavior butL'a1so,to test ~ some

it 3
7 Ry

gfundamental assumptions I hold on performanc?‘1n genera] It isTmy hope

o

that the observat1on and the.ana]ys1s of un1ver51ty lecture performances
rib -
will help to c]ar1fy certain aspects of performer-audience 1nteract1on

v

and permit generalization.

My own research at the South Side Folk C]ub "and other concert
events in the city began as an attempt to d1scover why -a part1cu1ar '
performance seems more enjoyable than another'(wh1ch is Judged.by the -

audience's visible signs of approval or disapproval) and became. a study

of the behaviors of both performer and .audience associated with
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'performance, some conceptsq ant hypotheses have been derwed

)

80,

0

e estabhshmg an interaction. ~From"t1hese observational studies and the .

A " I e
v
Nl Pl .

for understandmg the ~abstract” ideal of a "successful™

K

.

———

The. dwfferent forms ‘of interaction in a performance event depend on

.the var1ab1hty. of the performance., the %aud1ence make-up, the

‘1ocat1on of the perfOrmance and the type of mus1c bemg played.

- ey

-Some k1nd of rapport must be estahhshed early in the performance

to clar1fy the ro1es of the part1c1pants and to indicatc what kind

of. response patterns are expected.

:mus1ca1 sound or ab111_

The performer must meet the role expectatmns w1thout comprom1s1ng'

L1 The aud1ence needs to understand and,j.-
.71- . Vo

accept’ what-1s -expect .“

53

The e&citemen* and:' energy‘ of the musi‘c or the mood and emothional

1eve1 must be transm1tted to the audience so that the audience

—~

‘members actuaHy feel thenselves to be a part of the performance

- High quah'ty "performing is FE funct1o;_

¥

and_are not a‘henated from the music produced.

“.gr) a performer s musical

ab1hty,${§toryte1hng ab111ty and know]edge of the music, and

ab111ty‘, to establish 1nteract1on with the audience.-

L Faue
S
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6) The performance \must show: the benefits of ~experience (the

performer must be equa} to or better. ‘than the 1ast performance~

given) and respect for the craft of skillful mus1c1ansh1p and the

art of music.
Yo

Tn‘the Study of university 1ectures,.many of these concepts and

hypotheses will be used as guide]ines»{?} deciding on which behaviors -to

_ human commun1cat1on,

focus and to determine if one can spe"k'ot lectures as being 1nstances

of performer-audience 1nteract1on This study may also he]p to clar1fy

and understand the concern of whether ‘or not a mus1ca1 performanddﬁﬁs '

un1que and spec1a1 - a performance that is fundamentally different than

~other commun1cat1ve events. ' The u1t1mate goal is to discover poss1b1e

genera11zat1ons on performancqswh1ch cou]d lead to an understandwng of

s
-

‘Thgl method for this research project is one of participant-

: observation’ as an audience (student) member. The information . ‘is
supp]emented by my own exper1ence as a teacher, wh1ch provides me with
'1ns1ghts as a part1c1pant-performer (1nstructor/professor). The two

classes/lectures under observation are both senior courses; on€ is an

introductory course in anthropological- Tinguistics -and the other is an

advanced course in film studies. - The courses have similar er-nllment of

about 25 students.

'The observations seem to' indicate clearly certain patterns: 1)

h1gh1y d1fferent persona11t1es which 1ead to diverse. perform1ng styles

: and the use of , different - techn1ques to ma1nta1n attention; 2) differing

-

expectat1ons “on both the, part of the 1nstructors and of the students in

each‘1ecture situation as to how much part1c1pat1on is required; 3) that

a differénce in context and‘subject matter and approach'may be the key
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in determ1n1ng 1nteract1on, 4) ‘how the max1m1zat1on and the m1n1m1zat1on

. -Ae

oF performer-aud1ence d1stance can be mampulated to suit the perceived

By ‘ .
,mﬁeds-of the class. What has not be% g‘hade very c]ear in the

fdescmptmns but is none-the-]ess a s1gmf1cant observation is that both

,]nstructors transmit an enthus1asm to the student for the material be1,ng

“Studied. This enthusiasm is present in the lectures to such an intense

L

degree that class-time seems to go very quickly in both situations. It

is also noteworthy 'that students appear to enjoy both types of lectures

¥nd rarely complain of the inadequacies of the performance. . '

o

The instructor for the course -in anthropological Hngui_stics

*presents a.lecture in such a way that will maximize verbal student

_participation». Al of the behaviours attributed to the instructor

demonst‘rate a desire on her part to estab"h'sh a performance that is

'h1gh1y conducive to aud1ence mrformer 1n§§act1on.v The: fﬂm stud1es

~N
1nstructor presents a performa@@hﬁﬁh emph:;ls.@s on the deve]opment of

A

‘his  lecture relatively '1ndep§de$\t of .student ,l 1nput. Active

..Ad .

part1c1pat1on by the students is not encouraged but the 1nstructor alone

is’ not respons1b1e for this minimal interaction; the 'context and the

~subject matter also promote this distancing.

! From the information from the university lecture observations, it

is possible. to supplement my existing 1nf0f‘?at1onOon"faudience—pe‘rf’ormer

[N

interaction: S . {

L Interacti?on is dependent not 'on]y“' on personal charisma and the

.
request for parﬁmpatmn but also-on the- natuqe of the performance
' Eis [

3 context. f Some do’ntexts do indeed 1nh1b1t aud1ence part1c1pat1on‘

but this does not a]ways entail an ahenatmn from the performer."

% [
Rather, 1t seems ‘to consist vof .some awareness of "what is

o
) )
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appnopr1ate and is dec1ded by bothfthe performer ‘and the audience
o uﬁua]ly on an implicit level. | ) ‘-

Rapport with students (audience) can take on many forms but must be

established to clarify roles and role expectations by ~bBth

performer and audience.

Greater knowledge or proficiency in a subject area by an instructor
(performer) than the students (audience) must be demonstrated.’

Enthusiasm for what is being done appedrs ‘to be a crucial etlement

in establishing a reason for the performﬁndéfand necessary for the

»

Aud1ence responds to what. is belng perfonmeda ﬁﬂﬁltﬁxude.of ways

. A"\H"'i !

’.1nc1ud1ng body sh1fts, sm11es, 1aughter comments, quest1ons signs

?iof d1sapprova1 The performer is aware of these responses arid’ the

performer bu11ds on these responses - for examl

ija11ow1ng the

c]ass to d1scuss a controvers1a1 point £3a1sed’ by a student or

bu11d1ng'on humorvtf warm]y received.
I a:), », . v
s - <

Usually . a™ situation. theti allows for great performer-audience

interaction is the preferréd.event but- observations show that the -

- aud1ence seemsaw11L1ng to compromise. this part1c1pat1on in return
' ~x

N“ n

"for a performance that works even better in the absence of - overt :

1nteract10n.

ﬁ;ﬁ
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What this study has provided is a chance to Wook at performer
~ audience ‘1nteractive “behavior in a different context than musical
performance. This has resu1ted in an awareness of' the many‘different
performance situations that, if carefully studied, yield useful insights
on the nature of ‘performance“ and an ‘understanding of successfu]
performance. |
D.  PERFORMANCES: THE, MUSIC PERFORMED

As mentioned ear11er in the "Preface on Folk Music", the phrase

folk music performance includes a very w1de range of" performers and

Pl

musical styles, 1ead1ng to a d1vers1ty of mus1ca1 performances. By far

the most common song category heard in Edmonton’(due to both abundant

supply and enthusiastic demand) fits into the. }rad1t1ona1 Br1t1sh sty]e
c,ub

deta11ed below. Str1k1ng]y s1m1lar performances to the British style 1nf

-terms of audience- performer 1nteract10n »and“uaud1ence part1c1pat1oﬁ

. a]l forms of trad1t1ona1 mus1c French French Canad1an . Anglo-Canadian,

. : .,r;J
Amer1can Cajun, Gospe] B]ues Bluegrass Cowboy tunes, some Coontry and. 1

Western, and a]so to .some extent '01d-t ime Swing. Ethn1c music 1s also \

Lonsidered trad1t1ona1 as is storyte1l1ng (wh1ch 1s perhaps one of the \

oldest performance activitiesj., Co : S ¢
Variations 1in the. performance outcome - of thesé"different‘ song

categories are dependent on the performer's 'own sty]e the -rapportﬁ';

EY

established between performer and aud1ence to promote 1nteract1on, and
the audience's w1111ngness,to ‘accept the performer and part1c1pate4i :f

the performance. _
V.

-

Contemporary fo]k mnsic _written by s1nger songwr1ters' from

Britain Austra11a, Canada .and- the Un1ted States are usua]]y written and

®

performed in & trad1t1ona1 way . and in any. of ‘the styles ment1oned above; .
o, - : . -
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‘the audience response also tends to be similar to:the response. to

traditional styles. Major factors that affect the audience's perception

of the performance (andfconsequent1y their participation) are how the

'songs are presented. and whether or not participation is encouraged. This

s important because the songs; being contemporary,'have not yet been

established in the repertoire and are not very well-known.

a

JSinger-songwriters represent’ the ¢ largest category of performers .
Tabe11ed as folk musicians; they cannot. be identitiedvby styfe'since,f

1:ke “the "sty]e" of contemp ary folk, they can adopt one or more ofjthe-

ﬁ@ trad1t1onai styles. It is from this very large resource pool of songs

s

itogether w1th the folk auaience's “appreciation and response to -a
! 'Jv .

-

part1cu1ar sqng,. and ‘th‘ repet1t1on and performanced oft/the~1ﬁﬁi;/by '

’d1fferent performers that make ' the song beoome part of the trad1t1ona1

S

'r-~-rto1re- the c1a951c "folk songt. “i, al ~¢-"“',' o

is and 4)- when"the song becomes more >famous than the songwr1ter.

tham

) . . .
.y

c-A song, can be said to have become trad1t1ona1 (even Pfit is Tess

v

years o]d) when L)' performers other tian the songwr1ter
T R

J"“

tek

.perform fﬁ% song w1th regu]aﬁ1ty and success, 2) the'pub11c 1s unanware‘

of'who,wrote the song, ) whén the song is, cons1dered much o]der than 1t

A ‘A‘

Examples of thfs”dontemporary to~traditiona1.song change-over‘are:‘ o .

Y . &

many of thédHoody Guthr1e songs (Dust Bowl ba]]ads)

.'

Er1c Bogle s "And the Band P]ayed Wa1tz1ng Math11da"

G "i—w\'v -

Ra]ph‘McTe]] s "Streets of London

Tom Paxton s "The Last Th1ng on my M1nd' .

- Stan Rogers “Barrett S ‘Privateers” @ )
- Si Kahn s‘“Aragon M111" S T
- Steve Goodman,s “C1ty of New Or]eans ' : ' ‘ ’,[/

,\
\
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-:" ’

Although many audience members are aware of the. oriEina]
.songnriter,J there ‘are more people 'who wconsider these songs ‘as.
traditional ﬁandi‘he1onging to.’pheQ beob]e ("to the folk") than aS\‘the ~

property of a specificqsongwriter much less ‘a still alive sohgwriterf

On the other hand, the research done _in. fo]k song . interpretation
demonstrates that fff a person is familiar with the songwriter‘s '

performance of his on her own'song; this is always the virsion preferred

“and . considered to be the best jnterpretationr:'(The folk song

“ 1nterpretation.eXperiments=a]so indicatedlthat the first version of a

i song that Wwas hﬁ@@d by a 11stener was often cons1dered to bé‘the r1ght !
> one or the bestgen% for examp]e, the song "C1ty 6% New 0r1eans (by

33

ﬂSteve Goodman)f *s made most ’ famous by performer Ar]o Guthr1e and many”

a

cons1dered Guthr1e to be the author and also cons1dered the. Guthr1e

version as the def1n1t1ve'1nterpretat1on of the song
The §0110w1ng exampde chosen for stall stod; out11nes a typ1ca1‘.
audience rresponse (both aud1ence-performer )1nteract1on and' aud1ence:
pa&ttcipation) to a traditional fo]k music *performance. | A% stated d
SV, K »

the best examp]e for e]uc1dat10n. ‘ ' ' ’ RN ;> o
. . N e e T
: .Trad1t1ona1 British 2 2 ' - Lot \ e
Th1s sty]e 1s characterized pr1mar11y by the~‘folk mus1Z from o

L

"England Scot]and, and Ire]and, and 1nc1udes ba]]ads, chorus sodgs, and fd

E 1nstrumenta1 tunes,-r The emphas1s isi on music ?wr1tten before the /

. V»
twent1eth century _ (anonymous or, authored),_‘ ce1t1c : mds1c, and :

‘.‘

"_contemporary' music *wrftten 'n a trad1t1ona1 mariner. The concerns‘

expressed 1n the ]yr1cs ﬁre1;Eout the Br1t1sh peop]e }hemf Tife, the1r /

prob1ems, thelr 1nteract§qns, and their specaf1qm_nat1onbd identity. |

-
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Tempo, rhythm, pitch and instrumentation‘may vary widely from very slow
ballads to break-neck speed reels and jigs. A cappella number occurs
frequently but much of the performances include at least one or more of
the following instruments: guitar, flute, wooden flute, tiniwhist1es,
bodhrans (celtic drum), fiddles, bagpipes, bouzoukis, banjo, dulcimer,
and concertina. Other instruments are used hut not with the regularity
that the above-mentioned instruments are.

‘Pérqumers of the traditional British style of folk music are (hot
surpris%ngly) British, or of some close or distant British-origin; they

usually Tlie in Britain, or one of the "colonial" countries, or are

4

37

fairly recent immigrants to other countries. The performers' training

varies from a classical music training to apprenticeship under another

folk musician to “picking it up" and "playing by ear". An individual

performer's repertoire may include the wide range of music in the rubric

,of "Traditional British" or may be a concentration on a specific

>

stylistic or regional . feature and the chbice of music ﬁerformed always
depends on the performer's skill on the instﬁuments used, his/her
know1edge of tpe music in the genre, tﬁe performer's storyQte11ing
abilities, his/her geographical or regional connection with the music,
and his/her specific preference of songs or tunes.

A traditional British Folk performance attracts a very 1arge
popularity in Edmonton. The South Side Folk Club is run by Séottish
immigrants; consequently, many of the performers brought over are
British. There is then an unsurprising tendency for the audience .to be
composed of recent British imr gr--ts or people of British origin.

Singing, clapping and stamping along are the forms of audience

participation occurring most often at this genre of folk music. They
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are used extensively and enthusiastically because: a) the songs usually
include choruses, b) fhe sbngé are already known to the audiepce, the
songs contain enough repetition to make it easier to pk*?choru;es, énd_
d) the performer may be clapping and stamping as acéombaniment énd this
encograges audience members to do likewise. . ‘

Audience-performer interaction is wusually quite 'high due to the
familiarity of both the music and often the perfor-er (eith=r through -
recordings or previous performers). Performers 11 2N encourage
participation by teaching a phorus, asking people tu =inc :long, joking’
and talking to create a more intimate atmosphere, and invoking audience
empathy for his/her concerns which may be political, ty]tura}?

“environmental or social. If the performer is succesédexat establishing

this communication and participation, and if the audience is composed of——————
members wi]ling to participate, empathize and interact, then audience-
performer interaction is of a positive and appreciative nature.

A representative of this genre, Dougie Maclean, a traditiona] song
interpreter and singer-songwriter from Scotland, served as a focus for
analysis. His folk club concert on Januagy 9, 1982, was both recofded
and studied through participant-observat{bn,‘ and a second Edmonton“
pefformance at the Provincial Museum Theatre on Janaury 21, 1982 was
subject to only participant-observation analysis. A threevhour iﬁforma]
interview and a one hour formal radio iﬁterview was conducted on January
2], 1982. Doug}e Maclean's virtuosity on fiddle, which developed
through his exper{ence as a street musician and which caused his initial
discovery bx the famous Scottish fo]k group, the Tannahill Weavers, is

the energy climax of his performing repertoire. His desire for audience’

participation comes across in all of his music (both in vocal and

I
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“
~

instrumental numbers) thus the energy, and excitement is maintairad
throughout an entire performance.

Most of his fepertéire leans on tradtional Scottish and Celtic
music which has inherent possibilities for audience participation
because traditionally and $resent1y this music depends on the
i&teraction of .the audience through clapping, stamping, yells, anu
singing al ny Dougie Maclean's traditional songs,“both the ballads and,
the more up-tempo chorus songs, are suited for an audience singing
along; the same is true for his own compositions which lean heavily on
the traditional heritage Wfor both song lyrical content and musical
form. His gentle requests for audience participation are usually
drowned by immediate participgtion and a simpie action like picking up
his fiddle is greeted with cheers and applause, because "the audiéncé
eagerly anticipates the energetic.fiddeng to come and their own chance
to participate. - )

Not only Dougie Maclean's music but alsé his performing technique
leads to audience-performer interaction and audience participation. His
constant between-song-patter, his jokes, stories, introductions,
historical remarks ihform and enliven fhe.audiencé and make them part of
the music he p]ays.  A1l of his commeﬁts help to show his know]edgé,of,
and his love for the music he performs; thi§ infectioug enthusiasm for
the ﬁhsic‘is always passed on to the audience. The recording of the
performance simply reinforces the participant-observation information of
his being a musician able to communicate, impart eneréy and knowledge

and devotion to the craft of music and performing without sacrificing

musical content.



Dougie Maclean does play for many British ex-patriates when he
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ptays in western Canada. He is aware of his role of "bringing Scotland

over" and fulfills it to some extent with his large _traditional
repertoire. But he neither sacrifices his.quality material (which does
not depend on a certain ethnicness or natjonality) nor does he ignore

“his own compositions to oblige and play "old country" sbngs for homesick

Scots.

Dougie Maclean played both at the Orange Hall, where“a very

suicessful performance in terms of quality music audience-performer
interaction, and audien;e participation occurred, and also at the
Provincial Museum Theatre,  where';fhe magnitude of Qis performance
succeeded in transforming the more impersonal concert hall into a folk
club atmosphere. — Thjg ;g due to Dougie Maclean's insistence on

treating each concert situation in the same way in hopes of achieving
intimacy and intense “audience-performer interaction in any location.

The audience at both performances were willing to participate and

/ o .
interact “thus aidind\fhe\success of the perf9fmance.
, / .

£. PERFORMANCES: THE PERFORMERS -
/ “_ .
“~Differences in performer Style have already been mentioned -in the

previous section. ~\ What needs to be emphasised now 'is how much a

performer's person5T$ty, sty]r, profesionalism and quality of

performance influences the audience in terms of interaction and

participation. As wﬁ]] be obvious \in the -accompanying examples, perfect
audience-performer repport is rare' but any kind of rapport leads to
audience-performer interaction even if this interaction is negative
(such as ignoring the performer or being insulting to the pe}former). A

performer must judge his or her audience and must try his or her beﬁt to

.



- 91

adapt to the audience's expectations without compromising*his/her own
interests to achieve a successful performance. Credit must be given to
promoters and organfzers of folk music performances. for the careful
choice of performers and their promotion because seldom does .a large
discrepancy of interests (between performer and audieﬁce)'resu1t.

A more cdmmon occurrence is a discrepancy that produces enjoymgnt
and a feeling of satisféction and fulfillment bédcause a known performer
has produced the unexpegted by performng new songs, has mastered a new
instrumént or new mdsiéa]lsty1e, is part of a new group, has adopted a

.different performing technique, or has new stories for the in-between

[y

song patter. Iﬁ is important for aAperformer to be constantly evolving
so that the performer®can maintain an audience's interest, an audience
who has heard this particular performer at least once before and quite
possibly severa1‘times. But the changes must be gradual and a distinct
improvement bvér previous ﬁer?ormances must be obvioﬁs because part of

an audience's role expectations include the hope that the performer will

be better than the last performance and at least as good. This same

principle is even more important for performers who made a previous poor

showing; a change for the better will be over and abové expectatjons,
and will result in a highly positfve evaluation.

The following examples demonstrate type§ of pén%ormer éty]es'tﬁét
lead to different audience-performer iinteractiqn and audience
pa}ticipation in a folk husic performance. n

On November 1982 at the South Side Folk Club (Oréngé. Hall
1ocatidn), one of the performers was a 1Eca1 ﬁusician, Bev Ross. Her
performance is .the best example of disérepancy, between audience

expectation and actual performance. Playing the electric piano (almost
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a s;crilege at a folk éoncert),vBev Rosé‘presénted a nightclub oriented
berforménce. The faudience clearly showed its disp]gasure and
disinterest by ignoring the performance, by talking among themﬁe]ves
durjng the songs, 1eaving‘the\concért area to get food or drinks, and

only barely acknowledging the end of a son§ and the set by scattered :m
unenthusiastic applause. The musical sound.wasvdefinite]y not of the‘

folk 1&iom and the lyrics were also more suited to a tfendy nightc]ubi
atmosphere. No active 'audieﬁce participation such as c]appiﬁg,
stamping, or singing along occurred, even when encouraged by the
performer. The audience, by withho1qin§ their agtive participation,

made it clear that this performance would be negatively éva]uateé;\\\‘#/
because it did not enphasize an active or interested audience - the
a&dience remained passive and“ﬁhexcited.

" The next example considers the yancbuvéﬁlbased pérformer Ferron
who has performed for the South Side Folk Club three times and once af
the Edmonton Folk Festival. The first performance occurred in Novémber»
1980 at the Orange Hall loctation. During that performance, Ferron was
able to make the -folk club audience (who is usually most partia] ‘to
traditional British music) laugh, interact and participate for nearly
five hours as she drew pictures of her yorld in song and stories.
Although there was a large contingent of feminists (about 20) who had
made their first appearance at the club for Ferron;s benefit, ‘their
pos{tive biis.on behalf of the performer“was:not what stirred up the
audience's interest.  Before the first sét was over, the majérity of the
audience members Qere more vocal than the “women's group'-in the
demonstration of-.a positive evaluation and were working at strengthening

an already established rapport. This perforﬁance.was also noteworthy.
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warm, humorous

because it lasted more than one and a half hours over the ysual time
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limit; this was accomplished without ovations and with only one

encore. Ferron was encouraged to stay.and perQQT\tthugh the positive
feedback of the audience. With this almost ideal performance in ‘mind,
auaiences ‘held a high:role expectation of Ferron which she failed to
fulfill .at her next Edmonton appearance -~ The Edmonton Folk Music

“The failures were considered in terms of both sound quality

Festival

attitude™%o audience. Ferron had shown herself previously to be a

rformer and a skilled musician; none of these qualities

-appeared dur#ng the festiVal performance and- the audience reacted by

responding negatively with decreased interaction and participation and a
negative evaluation.

Ferron's‘good reputation was enough‘to cover the festival's poor
showing because Ferron's next Edmonton appearance sold out the
Provincial Museum Theature (capacity 6fv400 pe;sons); Ferron,'although
plagued by a cold, put forth the familiar warm humorous persona and the
audience proved itself very -willing to participate Qy-singing along and
interacting wfth the performer.A But the performance was considered
flawed because Ferron spent more time talking than singing and this
caused fair ;onsternation and disapproval among audience member;.
ferﬁon was made very aware of the aud%ence's position by audience yelled
remarks but did little to rectify thé situation and only gave her cold

as an excuse. Thus, a problem of successful feedback occurred and as a
. i

.
hSS

result, audience response and evaluation of the performance was not
without - mentioning the drawbacks and the postulating of a "performance
that could have been". Ferron's last Edmonton appearance in November

1982 saw a fulfillment of. role expéctations with added changes for the
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better. Performing again at the Provincial Museum Theatre, Ferron gave a

solid performancé of adequately balanced anecodotes and songs, and

‘included much new material in her, repertoire. She also encouraged

participation and interaction by asking people to sing and k]ap along,

‘and taught parts of the new songs to the audience sol that participation

would be easier. The audience responded enthusiastically by increased

audience participation and intense méinténanég’éf the audience-performer
rapport. | . l ”

What this’extended examp1e,£em6ﬁstr§tes js’ﬁulti-dimensiqna]yand
relates mainly to audience response and evaluation: 1) it represents an
audiénée with a good memory for thg positively eQa]uated performafées

and a tolerance for a certain amount of failures, 2) the éubsequent

perseverance of an audience at recapturing that ideal performance

- moment, 3)‘the power of individual members influencing othér potential

audience members (the éudience at Ferron's concerts keeps expanding), 4)

it represents the audience's role of evaluation of the performances

through their ‘participation or their withholding of their part in

interaction, 5) and shows how audiences do not accépt what they consider
inferior but. will give performers more than one” chance and will warmly

reward superior quaTity with intense participation and 1oyaTty to &

. _ _ , "
performer. : : ' )

Another example of performer style contrasts two we]l—known

. singer-songwriters that have appeared ffequent]y in Alberta both in

personal concerts and as participants at thq/?olk festivals: Eric Bogle

(from Scotland origina]]& and now residin§ in Australia) and Canadian

Stan Rogers (who died tragically in an airplane fire in June 1983),.
~ . -

Both of  these men Have well-known songs that are becoming, as discussed



earlier, tradjtional»fo]k”songs; bpth encourage high intensity audience-

performer interaction and high levels o/ audience participation in a

»

performance. Both are admired by other peﬁformers and a varied audience
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and both are favorites at folk festivals. Major differences exist in i

their performing styles, their humour, and the musjca] and lyrical
content of theitT songs. Eric Bogle has become a Tegend with his anti-
o ;

war songs that people credit to much earlier times, his song of poverty

and despair in Scotland and Australia, and his calm and sensitive:

approach in dealing with sdcia1 is;ues‘and a well develoﬁed sense of
humgur. Stan Rogers' songs are about_people and about Canadign life;
his topits cover every regibn in Canada and show his -concern for what
people aré doing and how they aré surviving today. If despair ever
enters his songs, hope and stFength dominate so the songs have a very
different .emotional impact fhan -is found "in the Eric Bogle's songs.
When Stan Rogers' songs are peffofmed now (as “they have been continually
performed'since his death), fhene is an added emotfona] impact of the
. shock of losing a songwriter whose perceptiveness about people and his

genuine caring about people were always found .in his songs. (An

ke
interesting note is.that Eric Bogle now performs one or two of Stan

Rogers' songs; before his death, Stan Rogers had taped a radio show
talking about his meeting Eric BOg]é, the great respect that he had for
Eric Bog]g, and the wonderful songs that-he had 1earned from him.)

A1l the major folk festivals  in Canada dedicated their 1983
festivals to the memory of Stan‘Rogers and -to the legacy of song and
“high energy performance that always emphésizéd the importance of‘thg

audience. His actual performance style, which always inc]udedh'his

brother Garnet and a bass player, exuded the love of life, the strength



of character, and the cafing that are found in the sbngsf The audience,
. b o
encouraged by such warmth, "were a]waxf ready to participate’ by singing
N B \

the songs that had been taught to them by the man who wanted to interact
with his audience. Stan Rogers' songs are noW‘offen pQ{foﬁmédiﬁf other

musicians but although. the audience is happy to hear the songs, there
777 Sl
are often negative comments about the 1nterpretatio J\ Only Garnet
f"\f"‘\ Y

Rogers seems to be able to be aboveﬁrepnoéch 1n“hw§¢ﬁnterpretat1on.

RN

Eric Bogle's performance depends~ not on prqgect1ng a strength
perso;a but rather 1in making beople th1nk %n certain 1ssues by
describing the situations of his song'é' characters. His gentle,
senéitive treatment of the audience as a group of intelligent people who

will understand the sadness and pathos and injustice portrayed in the
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songs, make the songs even more memorable as audience  members are

requested %o participate on an intellectual and emotioral level. The
satirical mocking songs (such as "You're a Bloody Rotten-Audience" and

“The Aussie Take-AwayT) and ¢ the humorous songs provide lighter

L]

" moments. Audience-performer interaction and audience participation at

an Eric Bdg]e performance .is always at a high level but the emotional

level of this particiaption changes with the moods of the songs.

. A3 . .
Both Eric Bogle and Stan Rogers are considered important
contemporary songwriters and the audience support for their achievements
was created not only by the songs but by the dynamic performing style

\
that recognized the importance of audience as participants in folk music

performances.

Another example of a “Tiving 1legend" folk musician is Robin

Williamson, a pub]ished poet and founding member of a very important-'

‘seventies folk (and folk-rock fusion) band called The Incredible



Strinoband Robin Williamson performed. memorable sets at the first

Edmonton Fo1k Mus1c Festival in 1980 and returned to Edmonton in October

- 1983 to perform at the South S1de Folk Club (Orange Hall 1ocat1on)

Because of his  fame, his reputat1on as a highly sk111ed mus1c1an and
harp1st,.and h1s fairly luérative career for a folk musician, Williamson
s heid in‘awe'by many audiepce.members. This was obvfous befdre,the

‘performance and during the breaks because of the way the .audience

members'1ooked at the performer and talked about him in admiring xgpes;A
. . , .

interesting‘ combination of audience .response and audience-performer
interaction that is highly unlike the other performances studies. For

e e 7 : L .
some parts of his performance, the song category and mode of performance

o
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Robin Ni]]iamson's performance at the folk club presents an

were in the line of traditional British folk music.l-P]aying~guitar'and

sinoingtba11ads and some sing - along songé. Robin Wil]iam§on elicited

the range of responses common to this form of mus1c (as elaborated

above). Humour played an important role throughout h1s performance and

people“ were ‘1augh1ng- constant]y at’ h1s_ comments anq some of his

lyrics. Aud%ence response and interagt{on chénged when Williamson

played harp tunes: a quieter,“more;gassive stahce was adopted during the
song and broken abruptly by loud app]ause at the end of a song. A
complete transformation of audience “response became evident when Robin

Williamson recitéd poetry and ba11ads,‘aod told stores; the audience-was

very quiet and aveﬁy attentive to the words, imagery, and story. To say

" that the audience membrs were on the edge of their chairs is not a gross

exaggeration.

The wide range of response, going from Toua; boisterous, active

participants to spellbound quiet mental participation, testifies to



“both: 1) the ability of the performer making these extremes enjoyable,
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and also 2) the audience's willingness to adapt their responses by

trusting that ‘chéy wdu]d not "be disappointed by the performer. As
evidence of this performer's power, during a fifteen minute‘recitative
piece (with minimal accompaniment Lon harp), the audjence' remained
completely quﬁet with no overt movement and no chatter. At the end of
the - necitation,v a full five)‘seconds elapsed before the "spé}] was
broken" and the audience responded with a very long Tloud applause,
yells, whi§t1es, and stamping for several minutes.

- The Robin wil1iamson3‘performan6e at the folk club provides an

_ example of not only h%gnlmqua1ity performance, but "also- of the-

N . ‘\' . .
combination of many different, kinds of responses 1in the audience-

performer interaction, spanning[ ery active participation to an almost

state of tranquility. : \

This section began w1th\ ‘an example of discrepancy in
expectation. An examp]e where no d1screpancy occurred and almost exact
fulfillment of expectations was pnesent were tth Vin Garbutt

performances at the South Side Eolk Club - Orange Hall location. His

initial performance in Sepfember 19081 provided the prototype Vin -

Garbutt .performance. The main performing traits and interaction
strategieS' displayed were humour which sent people intb hysterical
1aughtef,'and humanism which created an empathy for himself and for the
_ chanactersland the issues that he portrayed in song. Audience membens
were seen w1p1ng away tears from both extremes of emot1ons. Aithough
.Jaughter seemed the  most prom1nent audience response, Vin Garbutt had
lTittle d]ff1cu1ty~encourag1ng peop]e to sing along with his songs or to

clap or stamp along on his penny whistle tunes. Coming from the heavily

b



indus%rialized section of North Enqland, Vin Carbutt's repertoire is
composed mainly of songs depicting social probiems_of his area. and also

—

includes traditional British “tunes characterized by either humoub or
social comment. |

Vin Garbutt's two subsequent performances at the folk club
(November 1982, April 1984) reinfnrced the”audiencefs exﬁectations by
displaying the appreciated blend of humour and humanism. Some of fhe
same jokes, and anecdotes /were repeated in the second and £;ird
perform;nces but the laughter Qas as hystericl as it was on the fifst
tej]ing of tﬁe stor{es. Even a bhysica1 Joke was rebeated with success:

Vin Garbutt closes his eyes 214 starts a very Tlively whistle tune:

people immediately start to stamp their feet rhythmically; Vin Garbutt's
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eyes open in terror andv he stops the tune out of "fright of being_

attacked"; the audience dissolves in laughter. This sequence occurred
at all three performances and was successful every time. Although some
" of the jokes are the same (perhaps to make the audience at ease with a
familiar interaction). Vin Farbutt's repertoire is continua]]y changing
fn terms of songs and issues and interpretations; this allows for a
chénge in audience responses wﬁ}lé providing the audience with the
familiarity .of an established audience-performer interaction.

Familiar in a closer way is the Canadian singer-songwriter Joan
Maclsaac. Originally from Eastern Canada but now based in Edmonton,
Joan Maclsaac is ahCommon figure‘in the Hestérn thadianffolk circuit.
She ﬁa§ performed at four of the Edmonton Folk Music Festivals and %?s
also observed three times in}pefformance at the South Side Folk C]ubr-
0ran§é,Hal1 location (September 1981, December 1982, December 1983) and

twice at the Provincial Museum Theatre (December 1982, May 1984). Her

N
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frequent performancesihave allowed the Edmonton folk audiences to become
very fa@i]iar with her repértoire, and at the same time, sensitive to
the changes in her performance manner. Maturation of performance and
increasing professiona]ism are noficeab)e with each subsequent
: performanhe, but 1like Vin Garbutt, Joan Maclsaac maintains some
continuity in her repertoire that provides familiarity and encourages a
. continued audience-performer - interaction. Her development as 5
performer is also obvious from the degree of importance given to her
. status: from workshop stages to mainstage act at the folk festivals; and
from opening act to main act at the South Side Folk t]ub.
The audience responses ét the Joan Maclsaac performances seem to
depend on two major factors: 1) the audience's knowledge of her song§
through recordings and other performances, making it easier for members
’ to understand or s}ng along; ahd 2) the performer-s—own-delivery_which _
is heavily dependent on facial gestures to incite participation. In the
earlier performances, facial gestures, self-deprefating humour,éand a
type of cuteness, were her major methods of evoking audience response;
it worked at the time and helped her build an audience that was
knowledgeable about her material. However, dissatisfaction with these
gimmicks tend to set .. “f they are maintained past their 1initial
usefulness. A deperdgnce cn the strength of her singe -scngwriter
abilities and her iéter'retztion. of a few Vtraditfbna] ballads rather
than on attention-gettiny devices became apparent in her December
concerts in 1982. This coincided with an increased in audience
particibation in her performances through increased laughter, siaging

and clapping along. - The audience-performer interaction seemed to be one

of the audience positively reinforcing changes in the performer.



The most recent developments in Joan Maclssac's performance
manner, noted with great enthusiaém through increased audience
participation and support, are a new physical image and her frequent
teaming with folksinger Markaret Christl (another ‘performer who was
observed and who maintains 1ntimate caring audience-performer
interaction during her performances). The performances ©f the duo
(December 1983 at the South Side Folk C]ub,_May 1984 at the Provinc%a]
Museum Theatre, and the Edmonton Folk Music Festival 1984) were events,
wﬁere with the familiarity of the previous audience-performer
interactions of other performances of both perfbrmers individually, were
given a new dimension. This new dimension increased the possible range
of audience responses to include more barticipqtion activities than were
present - in Joan Maclsaac's performances along; it also 'shéwcased a
potential in Joan Maclsaac's abilities as a member of a powerful duo.

" T——Familiarity in Joan Maclsaac's case does not breed confempt but

S

positively allows and supports changes 1ead{ng to her continued progress

as a singer-songwriter and as a folk music performer.

/
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The fact that familiarity can provide a basis for audience

'i- . - » y ’
responses and audience-performer interaction works for two folk club

audience members who also perform: lan Bowden and Lynn Chalifoux. Ian
Bowdén has performed one opening act a year ar the South Side Folk Club
- Orange Ha11 location for the last three years; with each year the
audience response becomes more varied and intense and the audience
evaluation becomes more positive. Relying mainly “on other people's
compositions and tradigiona1 tunes, Ian Bowden plays it safe in terms of

audience resposne. The audience will be more apt to participate if they

know the songs, regardless of the degree of professionalism of the



, performé} (as can also be witnessed in the pick-up staff bands that
ogéasiona]ly perform at the folk club). lan Bowden's most recent club
performance (February 1984) included a varied repertoire and managed to
eTTEit enthusiastic singing along, yells, clapping and stamping on at
Teast half of the songs. The requests .for encores came from a
performance induced audience-performer interaction rather than out 6f a
kindness for a regular audience member.

Performancés by Lynn Chalifoux are in a very different ve}n than
Ian Bowden's performances. Her calm abproach bears a professionalism
that comes from having performed in coffee houses and clubs since her

early teens. Although she does not perform publicly very often, Lynn

Chalifoux's confidence on stage, her ability to establish rapport with

the audience, ar‘r éncouragement of audience participation are always

present. An early performance in 1981 at the South Side Folk Club

L

involved a lot of audience participation through 1éUghter and singing

IR

along; her performance, which included her own compositions, traditional

songs, and well-known songs ( a heavy John Prince - Steve Goodman
influence was_easily detected), was able to elicit varied and intense
audience responses. Lynn Chalifoux's other perfprmahce at’the South
Side Folk Club (March 1983) had a completely different range of audience
responses. By relaying more heavily on her own material, Lynn Chalifoux
had to create an audience-performer interaction that depended more
heavily on empathy as'we1{ as having to draw the audience's attention to
her own life and fee]inés. Audience responses were limited in these

performances to attentiveness to the performer,. laughter, some singing

-

-

along, and applause.

Both .an Bowden and Lynn Chalifoux havel the advantage of
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familiarity in establishing audience-performer interaction because they
are wél] acquainted with thé.audience's expectations and usual rea]h,of
responses. However, they both must wbrk hard at achieving a distance
that makes ‘them different from the other audience members for the
purpose of performing. In their performances, both Ian Bowden and Lyn
Cha]ifoﬁx must become the other entity of their usual position of\the
audience-performer interaction.

With every different performer, there is a different performance
interaction and different audi;nce responses. The examples provided
above d]so jndicate how one performer can elicit a wide range of
responsgg within a single performance, or very different responses in
different responses, of very similar responses in every performance.
The e]ehent of familiarity helps to establish and maintain a continued
audience-pérformer intefaction that can serve as basis for audience
response 1in subsequent pérformances by the same performer. Performers
may choose particular genres of folk music or song categories that
already have a type of ‘established response. Good examples are
Bluegrass music which inevitably leads to clapping, stamping, and yells;
country and cowboy music that always evoke responses of stamping and
yells; and celtic fiddling tha§ always seems to need rhythmic clapping
or stamping. Performers may choose to combine many different styles of
music (i.e. Mattin Simpson), not as an attempt to p]eaée everyone but
rather to broaden a possible rarge of audience responsés and
appreciation. | K

It. is not impbgéib]e to list every performance observed not ;6
note all the differences'énd similarities that are present. (I ask the

readers who may be upset that their favorite performer is not included

£



in my analysis to attempt to put their observations of that particular
performance in the analytic frame work and Séi;yhat cohc]usions they can

draw.). It seems almost sacrilegious to only Mention Alain Lamontagne's

e

virtuosity on harmonica that resulted in the only complete standing
ovation at the Orange Hall during the three year research period; to
only mention Diamond Joe White's consistent maintenance of "cowboy"

persona and his accept as a "folk" musician; to only mention Martin
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Carthy's resurrection of hauntiég? and beautiful British songs, some'

da{}ng back more than a thous
outstanding a;cappé]]a pepformance (with no amplification due to a power
’fai]urgggﬁiq a freezing cold deluge at North Country Fair to over a
thodsand wet audience membefs.....

The list of performers can go on and the list of audience response

goes even further. The importance is the presence of an audience-

aind years; to only mention Bim's

performer interaction in some form that continues to be a major force in

the shapﬁng of folk music performance.

F. PERFORMANCE EVALUATION

The factors of the setting. of Zperformance, the audience
participation, the music performed, and the performérs\\have. all been
' estab]fshed as influencing audientel - performer interqct{ah“\qnd the
outcdme of a particular performance. The different settings pré;{de:
1) actua1\ physical limitations on audience - performer ~interaction;
and 2) expectatio>s on both the audience's part and the berformer's
part_on the degree of participation in é particdlar location. Audience
respénses during a pérformance prov{de-the key interest of the research

and. are dependent not only on the audience make-up, but also on the

setting, the musical categories involved in a particular performance,
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and the performer's manner of performance. Musical categories will
often come with their own set of almost prescfibed responses; for
example, péople always clap and stamp along to fast-tempo celtic fiddle
" playing. Performers are the undoubted focus pf a musical performance.
Audiences usually come to a performance to see a particular performer
and . consequently usually wait for' the performer to initiate
interaction. When audience members begin the interaction through some
pérticipatony activity such as yelling greetings or enthusiéstic
applause, it is because the performer is known to the audience through
-recordings or past performances.

| The evaluation of fé]k music performance 1is aé on-going process
that begins with pre-performance expectations, continues during and
immediately after the performance, -énd becomes part of the knowledge
that the audience uses in evaluating subsequent pe}formances of a
similar nature. The audience's role as evaluator manifests itself in
four areas of audience performer interaction.

The first is in expectations of a barticu]ar and of performance in
general. Genera]]y, the music musf{fa]] under the social definition of
folk music ahd performers must mafﬁf&in a certain level of quality and
professibna]ism appropriate to the{muéical category and the ﬁettingvof
performance.

A second-yariqble for evaluation is determined in the rappoft that:
is established between the performe#:and the audfence. A‘negative-or
ill-formed rapport results in  the aUdiencé's, unwi]]%ngness to
pérticipate actively which ugually. entails a negativé evé]qation; a
positive or friendly rapport encourages active audience participation

and, short of musical catastrophe, wusually leads to a positive
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evaiuation of a performance.

What 1is evident from an observation of 'éddience - performer
interaction, is whether the audience apprecia;ion»consensus is one of
enjoyment or disp]easure; It is a gener%] rule of folk music
performance that approveal of a performance j% voiced loudly through
many forms of response, while. disapproval océuns at a more subtle
level.- ~ The audience noise level is noticeabiy lower during a
performance that ié Be]ow expec£ation or that has ﬁnadequate rapport or
which is evaluated negative]y.' | ii . }

- A final point in evaluation is discqveredg‘iﬁ 'the; nature of

audience participation. Positive evaluations arise from performances
with‘eithef passive or active audience Fo]es. Some musical categorigs
and individual performers do not incite high energy excitement levels.
* But by appropriate expectationslénd'a necessary level of:qua1ity, thé
performance can be positively evaluated.. When an audfence assumes a
passive role, and if .the usda1 negative responses are absent, one can
as;ume that the minimal 'audience participation is appropriate to the
particular performance.

What my study of audience - performér inperaction has provided are
indications of audience participation activities in a folk music
performance, and the reasons for these beHaviouns";ﬂIhe audience pays

for what they ;'péct to be a good quality performance - they want their

money's worth. ~udience engages in some kind of participation

(active or pascive) nerformance because:

1. the type of a - -a - performer rapport that 1is established
encourages one 07  2se responses.

2. the musical ca=~gcm ~--ume its own appropriate response.
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3. the location of performance can inhibit or promote participatory
activity but usually the audience must participate in some manner

(even if limited to applause)

4, a ﬁarticu]ar performer may consider active participation as
essential to his/her performance or may prefer a more passive
audience that does not interfere with his/her performance.

5. thé audience is made up of different individuals that each may have
a preference "in terms of active or passive participation; the
degree to which participation is active or passive may bé dépendent.
.0n whether the audience is composed of more restrained, passive -
oriented' audience members or of more éctive]y participating
individuals. | |

. Audience - performer interaction occurs whether the orientation
for participation 1is active or passive, whether the music is good or
‘bad, and whether the performance is evaluated positively or negatively.

A1l of this information about Qhat the . audience does and the
reasons for the audience participation’ in performance can demonstrate
the imbortance of focussing on audiences in the study of pérformance.
Within a culture's musical context, the threé major vgriab]eg of a
“performance (the performer, the audiche, and the musfca] performaﬁce)
need to be seen as fntegrated yet ‘sepaFate in terms of“ roles aﬁd
meanings. My emphas{i\on audieqces should not be taken as indicating
that audiences are the only important factor in performancé nor that the
study of audiences hold the key to understanding performance. Bgt'

without audiences, folk music performance would not be the socially

oriented and dynamic participation events that are associatgg4with this
. /

genre of performance.



V.  CONCLUSIONS

The integration of several theories and several, forms of data is
an intentional choite. To come to .wunderstand an area as multi-
dimensional as performance, it seems to Pe necessary to have at hand

more than one framework and more than one kind of descriptive example.
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Preliminary research of folk music performances revealed four major

elements constituting performance:

1. Performance is a function of musical style and quality of musical

sound.

2. Performance is a function of physical context; where the

performance is located determines the nature of the event.

3. Performance is a function of the performer's decisions, abilities
and position of centre of attention; this is who the audience comes

to see. , o

4. Performance is a function of audience response, audience

participation, and'audience interaction with the performér.

A1l of these correlations can easily form a generalizable basis of

study on performance. As was previously stated, the first three.

correlations have been extensively -explored in the field df-

Ethnomusicology. The last correlation, deé]ing with audience behaviour,
has not been .explored on its own. The choice to focus ‘on audience
rather than othef factors of performance stems diréct]y from wanting to
fill in the theoretical gap as well as wanting to identify the nature of
an audience's role in performance. In the three years spent observing
and participating in several hundred musical perfofmances (which
1n§1udes pefformances‘other than félk mqsiq performaéces), certain broad

generalizations about folk music performances can be safely asserted:
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Forms of interaction within. a performance depend on the variables
of performer, audience, musical style, the cﬁhtext and the location

b
'

of the performance.

Rapport‘between performer and audience must be established and role

~ expectations must be met to a certain degree without compromising
musical sound or ability or dignity of the audience.

EXcitement and energy inherent in the music. must somehow be
transmitted to the audience so that audience members may be a part
of the high level intensity.bf.pefformance and -not be alienated
from the music produced.

High qﬁa]ity performing is a function of a performégis musical
ability, a performer's storyte]Ting ability, a 'performer's
knowledge of the music and a performer's ability to establish

interaction with the audience.

Audiences often influence and sometimes control the outcome_of a
performance through their intensity of 'participation in a
performance and the ‘degree of willingness to join~~1n' audience-

performer .interactfon.

Audiences, through a form of majbrity consensus, and sfgnificant
evaluation behavior, provide the performer with a

negative evaluation of the performance.

~The significant'behavior of audiences fnc1udes all the verbal and

L3
f

‘non-verbal. communication that indicaté approval, disapproval or

indifference to a performance mentioned above in the ~taxonomy of

audience response. - These are also the.ways that performances are

evaluated by'the.audien,e as well as the forms of audience-performer

interaction and the forms of audience participation in a performance.
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Because this research has concentrated solely on audience response
of musical performances, it. does provide novel éeneralizations from the
standpointﬁof all the theoretical perspectives drawn on to construct his
model. that could be applicable to a study of art forms in general:

1. Audiences of some kind (viewers, listeners, . spectators,

participants) are a necessary part of every art form; they are the
ones - who do the  perception, interpretation, evaluation and

appreciation of the work.

2.  Studies of art forms can benefit from a contextual study - that
includes the audience response te the particular art form.

3. A study of the meam’ng of a work of art may be possible with a
study of the viewer/dddience interpretation that imposes this

meaning. . . . ) ‘ 5

N Rl e

4. Art criticism. and ‘art evaluation may be more viable 1if more.
attention is spent on the process of perception;\jnterpretation and
evaluation that is-done by a viewer. : \\

This thesis began with an intention  to pvaide an\ analysis of a
particular set of empirical e;hnographic data: folk music performance in
Edmonton focusing on audience participation in the performance. The

: : & N

. . . : \
analysis and research resulted in a general model focused around

audience-performer interaction. The various offshoots of the model

t

were:

1. descriptive or 'ethnographic:> It s possible to identify "the

audience's role in performance as a ‘group of individuaTs without

whom' there would be no performance. It also provides information
o , 4

for a taxonomy of response and tHeir ranges of meaning within the

¥
performance.
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2. filling of a theoretical void: From the information provided by

N

the research, there is ns\\doubt of the necessity of considering
audiences in a study of peéformance. The data presents audience
reéponses that he]ﬁ shépe berforﬁance Hand thaf 1eéd to thé
evaluation of performance. It 1is also possible that the
information on audience-perfocmer interaction may be applicable to
non-musical'performance contexts where interaction .is the focus.
The Emphasis on interaction and participatibn in the event rather
than.-6n the performance itself will perhaps 1end: jtsé]f to
possibilities ' of cross—cu]tural~ aesthetics Ehat i§ not object

bounded;-

0

'3. generalization to other art forms: The model that is used to

understand how experience contributes’ to the ongoing process of
ﬁnterpretafion of performances can a]éo be applied to the process
of berception and interpretation of other works ‘of art;
Anthropo]ogi£a1 studies of art suéh as a study of performance may
provide a way- of Tooking at art that may he]p aééthetic theories

(although not necessarily provide a solution to the problems in

'esthetic theories). The stﬁdy of interaction provides  a
subjective view of aff but perhaps cross-cultured studies and
éomparative s 'ies of different art forms, and the responses they

evoke, .may yield an jective hypbthésfs,}eadihg to an aesthetic
_theory, |

Audience-performer interaction in fo usic performance is a very

Tspecific ethnographic case and the proposed model was_designed to study

this context-bound‘phenoménon. Howéver, it is the intention of this

111
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thesis that the implications and the generalizations that arisé from the
research can be made applicable to other similar performance contexts

and in the context of audience response to art forms.
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APPENDIX A

The following section includes the auxilliary information provided

- by the survey questionnaire.' I have included a re@ybed version of the

questiohnaire. The ofigina] questionnaire, passed'out to audiente
members, was in smaller prinf and consisted only of four pageé. I have
supplied sample answers of one audience group survey (1375 |
indivfduals). Answeré to the open-ended quest{ons havg been compiled
per question. The following charts give answers of eacﬁAof_the 137.
individuals fo selected duestions: The se]écted questions are the ones
of particuTar relevance to my study, and in assessing both audience

make-up and audience participation.

—



SOUTH SIDE FOLK CLUB SURVEY
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THE PURPOSE OF THIS SURVEY IS TO‘OBTAIN INFORMATION ON AUDIENCE MEMBERS

AND THEIR IDEAS ON MUSIC AND FOLK MUSIC PERFORMANCE.

THE INFORMATION

WILL BE USED IN A MASTERS' THESIS IN ETHNOMUSICOLOGY. -PLEASE ANSWER AS
MANY QUESTIONS AS POSSIBLE. A CHECK (V') IS USUALLY SUFFICIENT.

3a.

SEX: FEMALE ' MALE

AGE: UNDER 18 yrs 36-40 yrs
' 18-24 yrs
25-30 yrs

31-35 yrs \\g

DO YOU LIVE IN EDMONTON?
YES NO

IF NO, WHERE DO ‘U LIVE?

40-50 yrs
OVER 50 yrs

BIRTHPLACE CANADA (Prov.
. ‘ UNITED STATES

EUROPE

(.
BRITAIN E
(

1

OTHER

" NUMBER OF YEARS IN EDMONTON: |

'FIRST LANGUAGE LEARNED:

FRENCH ENGLISH ' OTHER

SECOND LANGUAGE:
FRENCH OTHER
ENGLISH NONE
ADDITIONAL LANGUAGES:

__ NONE

JJJ I




10.

11.

12.

13.

14,

15.
16.

17.

18.

FORMAL EDUCATION: |

up to 11 yrs 14-16 yrs

—__12-13 yrs ~ over 16 yrs

IF OVER 13 YEARS OF EDUCATION, DO YOU HAVE:

TRADE OTHER .
DIPLOMA TONONE T : |
DEGREE

DO YOU HAVE ANY MUSICAL ABILITY:

YES NO

CHECK APPROPRIATE AREAS OF ABILITY

VOCAL

STRING INSTRUMENT

KEYBOARD o

WIND INSTRUMENT ' L
PERCUSSION 4

OTHER ___NONE

HAVE YOU HAD MUSICAL TRAINING:

YES - NO

IF YES, CHECK APPROPRIATE ANSWER:
CLASSICAL TRAINING - - OTHER
FOLK MUSIC TRAINING ~  —_ NONE

IF NO MUSICAL TRAINING, DO YOU: |
READ MUSIC PLAY BY EAR ___ NEITHER

OCCUPATION:

DOES YOUR OCCUPATION INVOLVE MUSIC:

YES NO

1IF YES, NAME INVOLVEMENT:
TEACHER  __ RADIO WORK
PERFORMER STUDIO WORK

____ STUDENT OTHER

<
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19.

Y —

20.

21.

22,

23.

24,

25,

-b. BORROW FROM THE LIBRARY

" h. CLASSICAL

HOW OFTEN DO YOU ATTEND THE SOUTH SIDE FOLK CLUB:

EVERY PERFORMANCE

12 OR MORE TIMES/SEASON
8 - 11 TIMES/SEASON

4 - 7 TIMES/SEASON

1 - 3 TIMES/SEASON
FIRST TIME AT THE CLUB

IF YOU GO 12 OR MORE TIMES/SEASON, DO YOU:

HAVE A SEASON PASS

BUY ADVANCE TICKETS
OTHER

~ WHICH OTHER PERFORMANCES DO YOU ATTEND

a. FOLK/CONCERTS OTHER THAN CLUB
b. CLASSICAL MUSIC CONCERTS

c. ROCK CONCERTS

d. JAZZ CONCERTS -
e. COUNTRY CONCERTS

f. BLUES CONCERTS

g. ETHNIC CONCERTS N
h. BLUEGRASS CONCERTS . .
i. FOLK FESTIVALS e

[ 1]

[THT

j. JAZZ FESTIVALS . .

k. OTHER

YES

<
m
wm

I

YES

YES
YES
YES

YES

YES
YES
YES

DO YOU HOLD SEASON TICKETS OR A REGULAR PASS FOR ANY OF THESE

PERFORMANCES:

DQ YOU OWN ANY STEREO EQUIPMENT:

TO OBTAIN RECORDINGS, DO YOU:
a. BUY RECORDS ORZTAPES '

c. OBTAINED OTHERWISE

WHAT KIND OF RECORDINGS DO YOU DWN OR LISTEN TO:

a. TRADITIONAL FOLK
b. CONTEMPORARY FOLK
¢. BLUES.

d. BLUEGRASS

f. JAZZ

g. ETHNIC

LT

YES

YES

YES

YES .

YES
YES

YES -
YES

YES
YES
YES

NO

NO -

|

NO
NO

22222222 2Z2=
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-

—

25.

26.

27.

28.

29.

30.

s
/

v

31'

S~
WHAT KIND'OFARECORDINGS DO YOU OWN OR LISTEN TO: CONT...
i. POPULAR | R
j. ROCK - - —Yes
k. NEW WAVE TTYES
4. REGGAE —Yes
m. OTHER '

NHATvIS YOUR PREFERENCE FROM THE LIST CITED ABOVE:

t
|

DO You_LlsTEN T0 RADIO:

-NEVER '
LESS THAN ONCE A DAY
ONCE A DAY o
2 - 3 TIMES A DAY

DO YOU LISTEN TO:

a. AM . - YES

b. FM YES

c. FM CABLE . YES

NAME PREFERRED EDMONTON RABIO -STATIONS:

.J’A

'WHEN DOES THE PERFORMANCE BEGIN FOR YOU:

/‘
7 Y
/,

Ei__IN THE LINE-UP OUTSIDE THE DOOR
WHEN YOU HAVE A PLACE TO SIT

WHEN YOU HAVE YOUR FIRST DRINK

WHEN THE LIGHTS GO DOWN

WHEN THE FIRST ACT APPEARS

WHEN THE MAIN PERFORMER APPEARS

—
e

DO YOU COME TO THE FOLK CLUB:

ALONE IN SMALL GROUPS (3-4)
— WITH ONE PERSON  __ IN LARGE GROUPS (5+)

NO
NO

NO

NO

___No
TN
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32.

33.

34,

35, ¢

i \\\36 .

37.

38.

SIT WEFH_PEQPLE YOU DON'T KNOW ' - RN
. SHARE TABL H PEOPLE YOU KNOW ~. _ :
SHARE TABLE WITH LE YOU DON'T KNOW. .

NO SET SEATING ARRANGE ~
DO YOU GO TO THE BASEMENT LEVEL DURING THE EVENTN T

125
)
IFF YOU COME TO THE CLUB 8 OR MORE TIMES/SEASON, DO YOU COME NITH
THE SAME PEOPLE:

ALL THE TIME
____MOST OF THE TIME (5-7 TIMES)
___ HALF THE TIME
___ SELDOM (1 - 3 TIMES)

—_ NEVER '

‘J ' g
IF YOU COME TO THE CLUB WITH THE SAME PEOPLE MOST OF THE TIME,

WHAT IS YOUR AFFILIATION: :

FRIEND SPOUSE | ' - R R
ACQUAINTANCE RELATIVE ‘
" COLLEAGUE OTHER =~ —  ~

WHAT IS YOUR PREFERRED SEATING ARRANGEMENT:

AT A TABLE - _
ON A SINGLE CHAIR . o
DON'T CARE ‘ | L
DO YOU USUALLY GET YOUR PREFERRED SEAT: YES NO -
00 Y0U: A

&

“SIT WITH PEOPLE YOU KNON

__ NEVER . ___ 2-3 TIMES/EVENING .
T RARELY © T4 OR MORE TIMES/EVENING
" ONCE PER EVENING ~ R »

. \.\\ - : N
CHECK OFF REASONS FOR BASEMENT VISITS: e T

- : ~—

a. TO USE THE WASHROOM - YES N
b. TO BUY ALCOHOL TTYES TN el T
€. T0 BUY FOOD OR COFFEE e — e
d. TO LOOK AT OR BUY RECORDS T¥ES TN
e. TO TALK WITH OTHER AUDIENCE MEMBERS TYES TN
f. TO TALK WITH THE PERFORMER TVES TTNO
g. TO LOOK AT THE PERFORMER TYES TN
h. TO STRETCH YOUR LEGS T¥ES T No
i. TO PREVENT BOREDOM DURING BREAKS T YES TN



™

39.

40.

41.

42,

43,

~e. CONTEMPORARY FOLK

ARE YOU PHYSICALLY COMFORTABLE AT THE FOLK CLUB:

126

a. 'TRADITIONAL BRITISH - .
b. - TRADITIONAL FRENCH
c. TRADITIONAL CANADIAN
d. TRADITIONAL AMERICAN

f. PERFORMANCE COMBINING MANY DIFFERENT STYLE

g. SINGER-SONGWRITERS
h. COUNTRY & WESTERN.
i. BLUEGRASS

j.  BLUES

k.~ SWING

1. OTHER

T YES

T

[TET

_YES. NO VARIES

WHAT ARE THE CAUSES OF DISCOMFORT:

a. TOO MICH SMOKING. YES N0

b. TOO CROWDED . " YES NO

c. HARD CHAIRS . | "~ YES T NO

d. TOO MUCH" NOISE. \ } YES NO

e. BUILDING TOO WARM OR TOO COLD TTYES NO
f. NO DISCOMFORT . N0

WHICH OF THESE MUSICAL STYLES DO YOU ENJOY.HEARING PERFORMED:

YES ___NO
YES —__NO \:]
YES __NO
YES T__NO
VES N0
YES ___NO
YES —__NO
YES T_ N0,
YES T NO
YES T NO
YES " NO

WHICH OF THESE.MUSICAL STYLES DO YOU THINK IS THE CLUB PREFERENCE:

a. APPLAUSE AT THE END OF A MUSICAL NUMBER
b. CLAPPING (ANYTIME) .

c. SINGING ALONG

d. STAMPING

e. WHISTLES

f. YELLS

g. " TELLING 'SOMEONE ABOUT IT

h. REQUEST'FOR ENCORE e
i. BUYING A RECORD /”

j. ASKING FOR AN AUTOGRAPH

k. TELLING THE PERFORMER

1. OTHER ,

s

" HOW DO YOU SIGNAL APPROVAL OR ENJOYMENT OF A PERFORMANCE:

YES N
YES “NO
YES t NO
YES ___ NO
YES ___NO
YES ___NO
YES __NO
YES _ NO
YES ___NO
YES __NO

N

YES

~
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IS THERE A MUSICAL STYLE TO WHICH YOU ALWAYS RESPOND FAVORABLY:

___ YES (specify: ) <. NO

DO YOU THINK THE AUDIENCE AS A WHOLE TEND TO RESPOND FAVORABLY TO
ONE MUSICAL STYLE: | ___YES _NO -

WHICH-OF THE FOLLOWING DO YOU CONSIDER TO BE THE STYLE TO WHICH
THE CLUB MOST FAVORABLY RESPONDS:

__ TRADITIONAL FRENCH ___ COUNTRY
" TRADITIONAL BRITISH T BLUEGRASS
" TRADITIONAL CANADIAN TTBLUES -
" TRADITIONAL AMERICAN " OTHER

CONTEMPORARY FOLK

"THE FOLLOWING QUESTIONS REQUIRE A SCALE ANSWER; CHOOSE THE
APPROPRIATE ANSWER ON THE BASIS OF WHAT YOU DO. THESE ARE THE
ANSWERS FOR THE NEXT FIVE QUESTIONS:

ALWAYS (1)
MOST OF THE TIME (2) .
HALF THE TIME (3) L -

SELDOM (4) 4
NEVER (5) ;
2. DO YOU APPLAUD AFTER A MUSICAL PIECE: v
b.* DO YOU CLAP, STAMP OR KEEP A RHYTHM:
c. DO YOU SING ALONG: —
d. DO YOU YELL OR WHISTLE TO SHOW APPROVAL:
e. DO YOU SHOW SIGNS OF DISAPPROVAL: |
DO YOU.ENJOY HEARING THE AUDIENCE:
a. SING ALONG YES © N0 OCCASIONAL °
b. KEEP RHYTHM  _ YES o ___ OCCASIONAL
YELL, WHISTLE __YES =~ __NO OCCASTONAL
SHOW SIGNS OF APPROVAL
. _YES— __NO OGCASTONAL
e, TALK TO THE PERFORMER ° '
| ___YES __NO . OCCASTONAL

' TALK TO ONE ANOTHER DURING THE PERFORMANCE
e C__YES N0 ____ OCCASIONAL

!
4 K
AN



49,

50.

51.

&4,

52.

* WHEN DO YOU SING ALONG:

NEVER YES

OTHER

a. L ____NO
b. ALWAYS T YES __NO
c.. ON KNOWN SONGS _YES  __NO
d. ON TRADITIONAL TUNES T YES ___NO
e. ON SINGS WHERE CHORUS IS TAUGHT ~__YES ___NO
f. ON SONGS WHERE CHORUS 15 EASILY PICKED UP __YES ___ NO
g. ON SONGS YOU IMMEDIATFi 1 LIKE —__YES ___NO
h. OTHER
O

WHEN DO YOU CLAP OR STAMP ALONG:
a. NEVER ¢ _ ___YES ___NO
b. ALWAYS —YES ___NO
c. ON WELL-KNOWN SONGS T YES  __NO
d. ON TRADITIONAL SONGS __YES __.NO
e. ON FIDDLE TUNES T YES  ___NO
f. ON FIDDLE TUNES PLAYED ON OTHER INSTRUMENTS

: ‘ YES NO
g. WHEN PERFORMER USES PERCUSSION INSTRUMENTS

- YES NO
h. +ON TUNES WITH STRONG RHYTHM f— -

__YES N

i. WHEN A PERFORMER CLAPS OR STAMPS
j. OTHER
WHEN DO YOU YELL OR WHISTLE:
a. NEVER ___YES ____NO
b. BEFORE A PIECE BEGINS T YES ___NO
C.. WHEN,THE MUSIC BEGINS T YES - NO
d. DURING A MUSICAL PIECE ~_YES ___NO
e. DURING A CHORUS _YES . ___NO
f. .DURING A FIDDLE TUME —_YES «__NO
g. AT THE END OF A MUSICAL PIECE ___YES ___NO
~h. AT THE END OF THE PERFORMANCE T YES  __ NO
HOW- DO YOU SHOW DISAPPROVAL:
a. YELLS, CATCALLS ’ ' ___YES __NO
b. INSULTING THE PERFORMER ~_YES ___NO
c. WITHHOLDING APPLAUSE ___YES  ___NO
d. TELLING SOMEONE ABOUT IT T YES N
e. RUDE NOISES — YES  ___.NO
f. LEAVING THE HALL —_YES ___NO
g. COMPLAINING TO THE ORGANIZERS ___YES ___NO
h. IGNORE THE PERFORMER L YES ___NO
i. DON'T SHOW -BISAPPROVAL ___YES __NO

[4RN

3



53.

54.

i, OTHER REASONS FOR LIKING A PERFORMANCE - -

WHY DO YOU SHOW OR FEEL DISAPPROVAL:

PERFORMER IS DRUNK

PERORMER IS BORING

PERFORMER IS BELOW EXPECTATION !
MUSIC OR PERFORMER IS IN BAD TASTE
DISAGREE WITH PERFNRMER'S VIEWPOINT
MUSIC DOES NOT S .D RIGHT ‘
PERFORMER MAKES BAD JOKES

PERFORMER DOES NOT CARE ABOUT THE
AUDIENCE OR PERFORMANCE

i. SEXISM OCCURS

J. RACISM OCCURS

k. PERFORMER IS NOT ATTRACTIVE

1. OTHER REASONS

» e s e

TKQ b QO O
.

WHY DO YOU LIKE A PARTICULAR PERFORMANCE:

a. ENJOY THE MUSIC
b. MISIC IS OF HIGH QUALITY
c. PERFORMER IS VERY TALENTED
d. PERFORMER DOES SONGS YOU ALREADY KNOW
e. PERFORMER IS KNOWN TO YOU
f. PERFORMER ALLOWS, INSPIRES, OR ASKS
© FOR AUDIENCE PARTICIPATION

' g. ENJOY CLUB ATMOSPHERE

___YES ___NO
TYES N
T YES T NO
T ¥YES N
TTYES TN
—YES N
T YES T NO
' YES ___NO
T YES N
TTYES T NO
T¥YES T NO
__YES ___NO
T YES  ___NO
T¥ES T NO
TTYES T NO
T YES  ___NO
___YES ___NO
T YES N
T¥ES N

h. ENJOY DRINKING WHILE LISTENING TO MUSIC

OPTIONAL QUESTIONS

55.

56.

57.

WHY DO YOU COME TO THE SOUTH SIDE FOLK CLUB:

WHAT IS IT ABOUT FOLK MUSIC THAT APPEALS TO _
YOU: )

WHY DO YOU GO TO- ANY LIVE MUSIC
PERFORMANCE
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THANK YOU VERY MUCH FOR YOUR COOPERATION. IF YOU ARE INTERESTED IN THE
“ RESULTS OF THIS SURVEY, .OR HAVE QUESTIONS ABOUT THE QUESTIONNAIRE,
ETHNOMUSICOLOGY, OR MY THESIS, YOU CAN CONTACT ME AT THE UNIVERSITY
(phone: 432-5913). ‘ ' '

\)

SIMONE JULIE GAREAU
DEPARTMENT. OF ANTHROPOLOGY
UNIVERSITY OF ALBERTA
OFFICE: TORY 15-22

-,

~.
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EVENING

1
1
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OPTIONAL QUESTIONS

Why do you come to the South Side Folk Club?

CASE NO.

1
4

10
11
13
14
15
16

17

18
19
21

22
23

24
25

Friends invited me.

ANSKER .-
Staff member
Organizer
Invited

Variety of events and a new- member.

- Only 2nd. concert

A friend asked me to come.

To see the performers.

Enjoy crowd & music.

Enjoy music. Relaxing evening.

Enjoy the music & atmosphre.

It's one of the few places in Edmonton

where you can hear. this type of music

in a cozy atmosphere.

Good music, nice atmosphere, nice
people. :
I enjoy the music..

\

Broaden one's knowledge in music.

Nice evening out. Good group of *
people. '

Friend told me - first time.

I. enjoy the atmosphre, music, price -
people. »

Listen to good music.

Entertainment companionship.



26

21

28
29
30
32
33
36

38

39
41

42
43

44

45
47
48
49
50
51

53

54

55

132

Club atmosphere people, folk music.

It is usually a fun time with high
calibre music/musicians.

Good music.

Like the'music and people.

I like the people. '

Good perfdrmance nice atmosphere.
Entertainment, social experience.
Because friends buy tickets. |

A nice way to spend Sat. nite without
spending a lot of money. ‘

To mix music & friends.

Because it's fun and because it has
good music. It's fantastic.

Good Stuff. -

Because it is fun to and they have good
music because it's close. It's great!!!

1st. time wanted to find out what it
was all-about.

Good music. -

"Cuz I like music.

To here md:?}.

Enjoy performances.
To experience the music.
Because of the performances brought in.

Closeness of performer to audience
feeling on coming together as one.

To learn from other performers & just
to enjoy the joy & talk with people
there, _

Music/People.



56°

58

59

60

61
63

64 .

65
66

70.

71
75

77

79
" 80

81

83
84
85

86

For good folk music.

133

It's the only folk club in Edmonton
Too bad for a city this size.

1st. time.

.The atmosphere, size, and setting ine
_people a chance to really share the

performance from both sides of the
mikes.

_Enjoy folk music and atmosphere.

" Because I want to hear folk music.

What alternative is there ie. no decent
full-time clubs. :

To hear.musicians you can't hear
elsewhere.

‘To Tisten to music we enjoy.

To see & hear good . folk music.
Atmosphere, particular performers.
I like the performance & atmosphere.

[ enjoy music & the crowd is friendly
--.an entertaining, relaxed evening.

Hear to see talented performers,
ambience.

Entertaining specific.
I want to hear.String‘Band.

This §s first time, knew one of the
perfomers (Calvin).

Because I'm 1nterested in broadening my
music 11sten1ng.

Fun

“Club atmoSphere“.'Informa]ity.
proximity to performance. inexpensive
exposure to varied acts.

Like the music &‘étmospheré. ) L



87
88

93.

104

106
107
108
111

113
116

117

118

120

122

125

128
129

131
132

134

134

¥
No special réas&n aé\yet.
If there is some one I want to hear.
First.time - wanted to see String Band.
Enjoy folk music.

Friends recommendation - ‘something:
different. , '

For entertainment.
Dragged here by consort!

Only for performance. Much too crowded.
Destroys atmosphere.

1 enjoy the concert they spdnépr.

Small - close audience.

To-stave.off the void.

.. Something different.

Love the fee]ihg, the people, the
building, the food & the music.

Good time.
Inyited by friends.

Good times and music unavailable
elsewhere.

“Opportunity to hear music not always

avail in other places.
Enjoy live atmosphere.
I love:folk music.

Staff also enjoy the music.
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OPTIONAL QUESTIONS

NUMBER 56 What is it about folk music that appeals to you?
EVENING CASE NO. ANSWER
1 5 : Melody.
1 6 Good performance.
1 8 Tradition, part of my background, sense

of community, social and political
significance.

1 9 ) :I can relate to the lyrics.
1 10 I just like it. |
1 f 11 . It's so ethnic.
1 o 13 ' " Easy listening.
1 14 _ "Enthusiasm & spontaneity & sfmp]icity.
1 - 15 Rhythm lyrics. = B
1 16 It's mellow and usué11y'origina1.
1 17 ) I don't know!
1 19 Down to earth. .
1 21 It sound good FQEasy to listen to - )
Attracts the type of people I Tike.
1 23 2
2
1 20 Like it!
1 25 Varied, like the peob]e that are there;
1 26 I play it, 1 Tike the acoustic feel,
: . "~ the expression. _
1 , 27 . It's down to earthness - Usually its

somplicity & honesty. Also it's usually
more soothing than other music.

1 28 "pulls at heartstrings" earthy
' - powerful, relaxing type of people in
attendance. :

1 29 The music and the people it attracts.



30°

31

33

36

38 -

39
41

42
43

46
47
48

49

50
51

53

54

55

56

58

59

60

B 21
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It's for and about people.
Informa]fty.

The 1it. i
Toé tapping.

Done well, it's inspiring.

Not as loud as rock concerts.

Because it's got good rhythm & I play
it & it"s enjoyable.

Vibrant.

It's rhythm. It is easy to play on the
violin.

Rhythm, words -- makes ya feel good.
Me1]oﬁ melodies & the lyrics.

The wording and rhythm.

Just Tike it.

Different, 1hteresting,ifun.

Iﬁ is historical-socially. I like e
music style. :

Down to earth "I know where you've
been, I know where you're going -
feeling".

The honesty and, the fact that the
performers enjoy what they are doing.

S%y]e/stories.

Warmth, humanity-love. Words used to
reach out to people rather than to
impress or intimidate.

The folk.

No age barriers, style or class

" barriers, or time barriers to the music

- it's people music about and for
everything & everybody.

Music.
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61 I like violins fiddles.

64 . Lyrical, rhythm, content.

65 Warmth, individualistic, natural
feeling, expressive in a colloquial
sense. = '

66 : Reflects life in a gentle manner.

70 | Ballads, intricate string instrumental
pieces, rest of audience participatiogc

71 I like all kinds of music. 'T/

75 Good messages, down to earth, easy

listening. !

17 . Basic human experiences expressed in
‘ music & song.

78 Sounds good.
79 o Simplicity, basic humaness.
80 . : The warm feeling that is required to

perform. Great crowds attend. That
. certain "je ne sais que”.

81 ~ The personality of the country and
performer. ’ , -
82 Easy to listen to.
83 It's fun.
84 ~ Stories they tell - the'instruments,
fiddle, etc. ‘
85 Variety of abilities, techniques. Can
’ be a very personal art form.
86 . Thinking.
87 The blending of contemporary cu]turéf
. concerns. '
88 Intimate.
104 Simplicity.,
106' ' Easy 1isten1ng,‘re1ax1ng, cften

something say, good laughs.



107
108

111

113

118

120

128

129
130

131
132

134

135

138

Relaxing atmosphere.

Music requires no thinking just toe
tapping & laying back.

Rhythm.

The sénsitivity of the messages, the
catchy tunes & often the political
message. .

Don't know.

Real, unassuming, human.

I like it.

Sense of history, accessible sense of
community. ‘

A rich compelling air that makes y.ou
feel as if you are performing.

Life.

Good question - where will it get one
once one knows why?

It has substance & depth. The latter
occasionally. «

Immediacy of emotion/experience.’
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OPTIONAL QUESTIONS

Number:(57) Why do you go to aﬁ§.live music performance?
EVENING - CASE"NO; ‘ "~ ANSHER
1 : 1 | %To?hear music.
i 5 ‘ .BettEr‘qua1ity of sound.
1 9 . For entertainment. ' »
1 ; 10 To see the peformers in a live
' atmosphere. >
1 11 - Spontanious ad libs, etc.
1 | . 13 , .1 enjoy it. / A N
1 ' L : {he atmosphere only a 1ive'audiénce |
imparts.
1 16 : You can relate to the artist and get tb

know his personality and where his
inspirations originate.

1 17 : Entertainment.

1 . 18' To be entertained;

1 ‘ 21 ’ - To enjoy it!

1. .22 B Enjoy watchiné music perférmed as well
as just hearing it.

1 | 23 ‘Because I énjoy watching people
perform. :

I 24 . Enjoy live performance!

1 ' 2% To be entertained.

1 2% - To enjoy music.

1 .21 . To see the performers and to hope to

know them better as they usually talk
about their songs and/or themselves.



28

29

30

32

33
36
38

39

41

42
43

46

a7
48
48

50

51
53

54

55 .

56

58

59
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A wish of others, contact to the real
thing.

" The fee11ngs and to see the performers
Tive.

To enjoy myself.
Enjoy it..

Entertainment, relaxation.

My toes don't fall asleep.

<To see if I cén learn anything.

*MuéiE grows and flows.

Because it's nice to see the
performers.

Action.

Because 1t is nice to see the

_performers.

-Enjoy seeing & hearing live artists,

get into their music easier.
Atmosphere & the expereince.

To watch the performers.

Some times.

Set a different feeling. Appreé}ét1on
for the music. -

Enjoy seeing & listening - usually more:
entertaining than just listening.

Enjoy seeing as well as hearing.

To learn and to enjoy.

Involvement.

Mostly to support a dying art - as

recording seem to be replacing live
music.

The music.

‘Direct contact with people making music

and people enjoying it.



60
64
65

66
70

71
75

77

78
79
80

81

83
84

85
86
87

88 -

98
104

106

- 107
108 -
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Response. y
It beats listening to records!
To listen & watch favorite performers.

To share in the sound.

" Hear new styles, songs, =

§

I like to hear the performers version.

You feel more a part of it; the )
entgrtainers expressions and comments
add to the musical experience.

To appreciate the individual performers .
natural talent. !

It's an exciting and fun experience. -

Exciting, like to see performers..

Enjoy the music & the inteﬁsity that
you only get from performance. The
presence. ‘

) Because: it allows participation &

contact with people who enjoy the same

_music. N

Because it's fun.

To relax & be entertained & to enjoy
another's music.

Committed to live music.

Frustrated showman.

The pérformer‘s personality is revealed
more, The cultural ambiance, the

spontaneity of performance.

The dynamics of live music.

To live.

Atmosphere.
The audio & visual experience.
To soc1a11ze.>-H

Performers could screw up & make a fool -
of him/herseelf.



111

113

118
120
128

129

131

132
134
135

/

Becduse [ want to.

142

Enjoy hearings & seeing perforqgnces in

person - sense of action.

Lively.

>

v

For it's celebration of ‘the moment.
Good -times.

Added dimension to'just hearing on
record performers create a mood.

Musica]!!!
I like them.
Enjoyment.

Entertainment.
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