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ABSTRACT

AN AUTOETHNOGRAPHY OF LOCAL MUSIC CULTURE IN NORTHERN COLRADO

The following thesis investigates common ideologies as mamifast the rhetoric of
local musicians, musician employers and musician advocates ahusatoethnographic method
in which | use the interview data of local music culture pi@ditts along with my own accounts
of my experience as a local musician in order to come closécating and describing the
experience of local music culture. Through constant comparatisiysis of interview data, |
located six problematic themes related to the rhetorics efntisic community, musician
recognition, musician identity, music as a leisure activitysigians as workers, and musicians as
part of a wider industry. | put forth the argument that thesesaage of great importance in an
understanding of the ways that rhetoric and ideology disempowémhaisicians. In addition, |
argue for a more complex awareness of music ideology by iniragdaéfect theory. Finally, |
suggest how community literacy may be used in order to advhadddas brought forth in this

thesis.
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Introduction: My Musical Experience and Inquiry

My path into the world of professional music making was similar to the one
many American kids found in the mid-1980’s. This path started with bugginmuanents
to buy me a guitar, taking music lessons at the local music store, and loagpenitr
alone trying to figure out how my favorite musicians were making the soundsreadmi
Forming bands with friends and musical acquaintances contributed to my musical
development. It was a gratifying combination of work and fun, taking placenlit
comforting confines of suburbia and a supportive family structuresdtled to an
adventurous and productive career in professional music later in lifeh Wsiill enjoy.
Of course, as many professional musicians know, making a living from mudie can
difficult. This has led me to hold several side jobs at restaunadtsorporate coffee
shops and, most recently to pursue a graduate degree in English, wiilomstent
becoming an English teacher. My musical path is very much like thadmf of my
musical peers. It is that rare, problematic experience of findinglgxdtat one wants
to do with their time on the planet, but discovering that such an experience does not
enable one to keep an active cell phone, much less food to eat.

The ability to earn a living wage is quite possibly the central corfern
musicians, and | believe it has something to do with the way the musician has bee
discursively constructed in society. There is something noble and vidbous
committing one’s life to the pursuit of shaping sound into aesthetic folmthwthers
can then interpret, yet with that respected position comes a kind ofisotasibn or
marginalization. Cultural economist Jacques Attali wrote about tisécran, saying, “If

he is an outcast, he sees society in a political light. If acceptasljts historian, the



reflection of its deepest values. He speaks of society and he speaks igd2). This
ambivalent position surely is one element of the struggle that professias@ians go
through when trying to maintain a professional identity. The seeminglyacicttry
values of creativity versus business, leisure versus work, artbireeersus conformity,
for example, are constantly at play in a musician’s world. People who worbperate
in more conventional circles often say that they are jealous of me begmige Ho
what | love, yet | doubt they are jealous of my economic situation, whiat is n
unbearable, but certainly could be better.

The ironic thing is that it is not just the public discourse which bagibuted to
this image of the musician, but also the discourse of the musiciansetives | have
always been interestedihymusicians do what we do, and | have attempted to discover
possible reasons through discussions with fellow musicians. Many of the arabigbi
a musician’s life may in fact seem like irrefutable facts, lmutggest that questioning
those “facts” allows musicians to get closer to understanding how we have been
discursively constructed in society. While this type of inquiry intoicissa labor of
love for me, it has the possibility to be more than that, so that is why Mndtten this
thesis on the way musicians rhetorically position themselves ietgod identify with
musicians on a level unlike any other group. | have that insider knowleatgmdst
professional musicians have, which is the understanding that music is hrd@¥o
course, it's not always hard, but that's also a complicating factor. Adespional
musician, you cannot see exactly what's coming around the corner. It might be en unde
attended performance, an over-served fan, inter-band conflict, or a month osiwalm
employment.

But when a rehearsal is productive or when the audience is enjoying the music
being a musician is a lot of fun! It involves creating, performing, cagguand sharing.
Naturally, anyone involved in something this powerful will feel strong emetand
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develop particular opinions about it, and like any other activity, theyalklabout it
through words, sounds, and actions, and/or lack of action. Persuasion and adiemtific
will come to create reality. And due to the intangible feelings musiagjat from music
they may never question the way they talk about or act around music. In ¢thisast
project is my attempt to critically analyze the experience of tred fwofessional
musician from the academic perspective of a rhetoric and compositioarschiags my
hope that this thesis will inform local musicians and music studies through a
exploration, complication, and examination of local music in Northern &ddoat the
beginning of the second decade of th& &dntury. By using the analytic tools of rhetoric
and composition to inform my understanding of local professional musicians étysoci
as well as the ways in which the larger music industry influenceknagscians, | also
hope to inform rhetoric and composition studies by shedding light on the capacious
possibilities of rhetoric and composition theories and methods in nomedagsson-
linguistic rhetorical contexts. While this may be a new applicatichetbric and
composition theory and method, | am not the first to link composition studies ard musi
Where Composition Studies and Music Have Met in the Past

Considerations of music in the field of rhetoric and composition have gmar
dealt with classroom pedagogy and inventionTHe Rhetoric of Copleff Rice noticed
that "rhetoric and rhetorical invention emerge out of a number of influenteffinar
literature, music, record covers, cultural studies, imagery, technaad, of course,
writing” (10). In “Never Mind the Tagmemics, Where’s The Sex Pistolggfteey Sirc
used “a cultural parallelism- popular music and composition theory” (8&brplicate
the history of rhetoric and composition in order to come to understand why, through
disciplinary attempts at “righting writing...(it) could no londe it had to be a certain
way” (975). However, most research having to do with music and composition studies
seeks a classroom application of music for inventive purposes.
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In a response to Sirc’s article, Seth Kahn-Egan used punk rock as a pedlagogi
tool in order to inspire resistance to dominant discourses, as did writing t€uf@um
One, who is interested in bringing the countercultural elements of punkdtmbaew
and timid writers” (358). In “The 1963 Hip-Hop Machine,” Rice identifiedhg-hop
pedagogy” (453) which used the study of hip-hop digital sampling methods in order to
teach juxtaposition techniques to students of the argumentive essay. wayhRice
hopes that students can “spark the resistance” (469) against the eassunf pop
culture and challenge dominant discourses while simultaneously engadirthevit.

While we have seen music being used in the classrotopaisas these
examples suggest, there are fewer studies which use the kind of rhé¢teacsl
particular to composition to complicate the actual lived music expmrief musicians.
However, Thomas Rickert and Byron Hawk do provide a theoretical “ground” fro
which to begin such a study. In the 1999 “Writing/Music/Culture” issue of
Enculturation Rickert and Hawk, in their article “Avowing the Unavowable: On the
Music of Composition,” said that "Music is neither composer nor composed;, riaibea
sound-image that composes-creates compositions, assemblages, linkscaviygises
us when we listen to it and when we write about it” (Rickert and HaWkijs idea
positions music as a cultural force which composes individuals as opposed to the
Romantic understanding of music as an art form composed by autonomous individuals
engaged in creativity.

Studies of music often reveal deeply embedded notions of Romanticism.
Characteristics of the “high cultural movement” (Stratton 149) of eigtiiesnd
nineteenth century Romanticism include “The idea of genius, cosmiassalftion, the
social alienation of the literary man, (and) the ideal of selfesgion” (Grana 67, as
guoted by Stratton 149). Music and musicians are often associated with thesmgiRom
characteristics. Il Common Sense View of All Mysiociologist John Blackling said,
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“Music is essentially about aesthetic experiences and the ereafiwession of

individual human beings in community, about the sharing of feelings and ideas” (146).
Cultural musicologist Simon Firth related a similar awarenegseoRbmantic
understanding that “Good music is the authentic expression of somethingea, [@

idea, a feeling, a shared experience” (“Towards an Aesthetic” 35), ariéfitbat the

fans’ perspective it is obvious that people play the music they do becameils

good’ (34).

For the musician, such a chimerical vision of individual expressionsatree
price. Literary/music critic Jacques Atalli referred to the wiasias the “sacrificed
sacrificer” (30), at once savior and voice of a regimented and sta existence yet
also relegated to the bottom of the social hierarchy. This “starxtistf @ole becomes
reified in part through the rhetoric which surrounds musicians. The fochs pfésent
study is to examine such Romantic-based expressionist (or expresbatistic from the
perspective of individuals involved in local Northern Colorado musicieulind through
the autoethnographic inquiry of the researcher, himself a musician, inordend the
idea of the “sound-image that composes” to the ways that music composasstbians
themselves.

This goal of this study is to draw out the complexities of music aeee
expressed through the rhetoric of eleven interview participants whoimvtive local
Northern Colorado music community, as well as through my experience by using
autoethnography, which blurs the line between self and Other by using “seatfexens
reflexivity, dialogue, and multiple voices” (Ellis and Bochner 29). My goal me
closer to understanding how sound and language compose the musician by allowing my
own subjectivity and complete membership in the Northern Colorado music copmunit
to both color and drive an analysis of the rhetoric of five local musicthree musician
employers, three musician advocates, and a survey of local music fans.
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In order to present an autoethnography that hasnamitment to theoretical
analysis,which is one of the crucial elements of autoethnography, accomliogltural
anthropologist Leon Anderson (378), in the next chapter | offer aderazview of
literature in order to place my work firmly within theeliature pertaining to the fields of
rhetoric and composition studies, sociology, geography, popular musiesstachd
identity and performance studies. In chapter three | describaétieodology | used to
engage in my research of Northern Colorado musicians, and in cfapté discuss the
findings of that research. For the last chapter, | discusinhiecations of my research
and method, and apply affect theory and community literacy to grabluncovered
through my research. It is my hope that this inquiry will adeatiee theoretical
understanding of not onlwhy, but alsohow musicians do what they do and how the
meaning-making activity of language works to shape and formldb& musician

experience.



Literature Review

The present study seeks to link music studies to composition studies hed to t
theories of expressivism and social-epistemicism in particular.oOthe primary
concerns in the diverse field of rhetoric and composition pertains to howswritke
sense of the process of composing within an expanding view of what constiteits
Although cognitive rhetoric, which analyzes thinking activities in thitews brain, has
been a generative and valid theory to explain how writers make meaninghihineug
composing process, concepts found along the continuum of expressivism and social-
epistemicism are more applicable to a study of the ways that l@takpional musicians
make sense of the work they do, and how those meanings lead to the rhetorical and
material positioning of the musician in society. In this study, the worldsroposition
and music join in concert through autoethnography, which has allowed me to elplore t
culture of Northern Colorado music from the liminal space of musician&glzospace
in which | straddle two identities and whereby the “distinctions betwemsomsa and
cultural become blurred” (Ellis and Bochner 38). In order to situate esxyisgs and
social-epistemicism within the composition theory landscape, | will eovew the most
widely- held theories of composition, starting with cognitive rhetoric
Cognitive Theory

Janet Emig was an early advocate of the cognitive model of process. In 1971,
Emig said that composing “does not occur as a left-to-right, solid, unipted activity
with an even pace” (57), but instead is a “recursive” (56) activitye chgnitive process
was based on theories found in cognitive-developmental psychology (Brittois) and

related to Jean Piaget’s concept of egocentrism or “the inabilikéoany perspective



but one’s own” (Faigley 657). Andrea Lunsford applied egocentrism to writing
processes of basic college writers of the late 1970’s, arguing tleattéhdency to lapse
into personal narrative in writing situations that call for ‘abstrdisttourse indicates that
they are arrested in an ‘egocentric stage™ (Faigley 657). In 1980, Lindarmaelohn
Hayes brought American cognitive psychology to bear on the writing process. They
claimed “the process of writing is best understood as a set ofctligithinking
processes which writers orchestrate and organize during the act of cogi{866).

These processes, according to Flower and Hayes, are imbedded vathin ea

other, are hierarchical, and are directed by goals which “embody theswigeeloping
sense of purpose” (366). However, according to rhetorician Lestéeyatwe “Flower
and Hayes’ model makes strong theoretical claims in assuming rigiaiiviple
cognitive operations produce enormously complex actions” (658). This “&cienti
model of the composing process also came under the criticism of pedagugpcesitt
Henry Giroux in 1983, who argued that the cognitive theory of writing did not account
for audience, reducing it to “a variable in an equation” (Faigley 658). hButdgnitive
process of writing remains a pillar in the field of rhetoric andpmsition, in part due to
the argument that “Writing involves the fullest possible functioning obthe” (Emig,
“Writing as a Mode of Learning” 92), and “Writing serves learning uniquely becaus
writing as process-and-product possesses a cluster of attributestespand uniquely
to certain powerful learning strategies” (89). With the focus on tognitruth” and
“reality” are found in the outside world, and it is the writer's jobdoess it through the
process of writing.
Expressivism

While cognitive theory explains the writing process in terms of the’brability
to compute information, expressivism grounds the process in subjectivistordig to
writing teacher and theorist Peter Elbow, expressivism is underst@othasry that sees
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“the main function of writing as the expression of self” (“Exploring Prokleid).
Expressivism is often seen as an extension of the concept of the Roreanis; the
idea that true art and meaning come from within a writer’s individual eafCiis is also
a common theme among musicians, the idea that there is a need to créate ander
for an individual's true self to be realized. Expressivist theory in coitipostudies
includes work which treats the writing classroom as an experience wiokes the
authority of the “teacher” and focuses on “shocking” students out of adhering to
authority, using methods such as playing Ray Charles records in the clagsaom
attempt to alter the scene of academic writing (Deemer). Otherssxyist research
includes that of Donald Murray who, in 1968, claimed that writing is an indivatial
that requires the writer’s insight, need, and personal voice in orderitoduel writing,
and that when the writer “finds himself he will find an audiebeeause all of us have
the same common cdr@gMurray 4, emphasis added). A musician, attempting to reach
audiences and become successful in the music business, may operate frdan a simi
perspective as the one Murray develops here. An important and genpaatioéthe
development of expressivism was free writing (Elbow, MacCrorie), whiahthet
brainstorming and pre-writing lead to the writer's success. In terms af,nesmay
seejamming €ollective or individual musical improvisation) as the equivalentdae-fr
writing. Both pre-writing and jamming are generative activitiegtvkead to ideas that
can be formed into a more fully-formed product if so desired by the wyiter(s
musician(s).

Expressivism is often linked to Romanticism. Composition theoristiLeste
Faigley argued that “qualities of Romantic expressivism-integjigntaneity, and
originality” are essential components to “good writing” (654). Faigley alentified
Peter Elbow as one of the leading proponents of expressivism through Elbowss book
Writing Without Teacher§l976) andNriting With Powe(1981) which combined
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MacCrorie’s free writing ideas with “standards of Romantic theory” giodd writing”
found in Coleridge and Wordsworth (Faigley 655). Originality, which waspngted in
composition studies as “the innate potential of the unconscious mind” (Fékfie was
advocated by education theorist James Moffett as he argued forveffealfiexpression
in writing through self-actualization. With regards to music, integumid originality are
two common driving forces in a musician’s personal, artistic, and/or profes choices.

Rhetorician James Berlin devoted much of his academic work to defining the
parameters of composition theory. In “Rhetoric and Ideology in the Wfltiags”
(1988), Berlin said that an expressionist writer takes into account:

the reality of the material, the social, and the linguistic (as @olge

their true function only when being exploited in the interests of logati

the individual's authentic nature. Writing can be seen as paradignfiat

this activity. Itis an art, a creative act in which the processisitevery

of the true self-is as important as the product-the self discovered and

expressed (674).

Here, Berlin connects expressivism (“an art, a creative act”) ieatogical and
rhetorical position (“the reality of the material”). Berlin cladithat “expressionistic
rhetoric is easily co-opted by the very capitalist forces it oppdmesiuse the “ruling
elites in business, industry, and government are those most likely to nodrihtashe
ideology inscribed in expressionistic rhetoric” due to the fact thag thléss see
themselves as products of “the creative realization of the self”.(8@4husic industry
terms, we may conceive of this as a record executive who capitalizes orcamn'ss
individual desire for self expression, a desire which led the modimigards the business
of music; a world where originality, integrity, and individualism aaued in the
musician’s pursuit of her artistic vision. The record executive, snddse, not only

supports such an ideology in the musician, but actually depends upon it in order to

maintain an economically thriving recording business. A similse can be found at the
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local level of music production. While the record executive needs musiocipasste
their artistic vision of self-expression in order for the indusirgdntinue to have musical
product to develop and sell, on a local level the venue owner needs musiciémsiand
desire for self-expression in order for the venue to continue to draw mpaegisg
patrons who seek live music to enjoy.

But, not all actors in society can afford to operate from the principgeltf
expression. According to Berlin, the problem with expressivism is thiat “
vision...represents the interests of a particular class, nobaies” (674). Berlin argued
that in order to realize one’s true self, one first needed to be in apgddiksocial
position, allowing one the luxury to pursue such a private vision. All individwelsot
afforded the same freedom and opportunity to realize their “true selves thee
marginalization of different positions of race, class, economic sityagender, sexual
orientation, or age, for example. But expressionistic ideology holds thas tit
because of social, cultural, or economic positioning, but due to the indivitioals
unwillingness to pursue a private vision” (674). In short, the expressig@ogy
suggests that anyone can realize their true, unique self; all tedyspgersonal
exploration, either through writing, music, teaching, or any other activitioa
occupation which seeks out a person’s “unique nature.” In contrast, a more socially
aware ideology suggests that these activities, when understoodléagdsom the
pursuit of a “private vision,” which the expressivist ideology supposéfiigtaates,
blind individuals to the consideration that “the subject itselfde@al construct that
emerges through the linguistically-circumscribed interaction of theithal, the
community, and the material world” (Berlin 679). The present study lookskmsee
such ideologies, both expressivist and social, in the rhetoric of tinseaed in Northern

Colorado music culture.
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I have found “music as self-expression” to be a familiar trope in musicl<i
But the irony of expressivism is that often, those most constrained by cl@smpos
continue to support expressionistic ideology due to its “separation offieonkauthentic
human activity” where “self discovery and fulfillment take place awasfthe job”
(677). This separation of work and leisure has a marked material effée loves of
those who seek to make a living from being a professional musician. On one hand, we
may imagine how a life of pursuing a musical dream, a life consistingeafilgiits and
low pay, might result in musicians encountering repeated economic difficulty. On the
other hand, it can be argued that such a split of work and leisure may leaddo mus
minded individuals becoming workers in more consistent, predictable, anstream
occupations, while desiring the self expression and creative lifesaflbotal
professional musicians enjoy. If such economically fortunate people Huitaesire
and begin to enter into the local live music business, we can see hprefidmgsional
musician can become frustrated, as the market for jobs at which to pexfonmonly
calledgigs, thins out from an influx of non-professional musiciangnasical hobbyists.
This is especially problematic if those individuals agree to fadajow or nonexistent
wages, thus undercutting the local professional base.
Social Theory

These ideological problems lead us into a consideration of how the cahtinue
existence of the “true, authentic self” encounters adversggarety. The theory of
social constructionism describes “as social in origin what we niyrnegjard as
individual, internal, and mental” (Bruffee 775). Social constructionism holds that
knowledge is not individually internal, but a product of social relationfi@<Rorty,
Berger and Lukmann, Geertz, Smith). Applied to writing, social constructionism put
forth the idea that writing is a social, historical act that employs |geg@and the
resultant meaning of that language, created from writers’ sotatibres with the world.
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This viewpoint has been advocated by a range of theorists spanning fromiKenne
Bruffee, who advocated the collaborative nature of learning, to Shirleg Beath, who
recognized the substantial influence that family and community havee@acy, to
David Bartholomae, who argued that writing in college is often difficulsfodents
because of “the privileged language of the academic community” ély&6gD).

Further research in social constructionism includes Patricia Bize@rk
concerning the ways that writers are situated in specific discoonmseunities, in which
they “work together on some project of interaction with the materidtiv@t80).

Bizzell acknowledged that, “A writer can belong to more than one dise@ommunity,
but her access to the various communities will be unequally conditioned bydiar
situation” (480). And John Trimbur argues that a writer’'s agency can levegh
through “the social interaction of shared activity” in which “individualglize their own
power to take control of their situation by collaborating with others” (Conseasd
Difference” 735). What these theorists have in common is the f@w#iting and
knowledge production are not just cognitive functions in which the brain computes
information found in the world; nor an individual discovery of a true self, begut of
the interaction between an individual and the world, a transaction of aléag place
among people, their communities and society in general. In addition, the theocyad
constructivism, developed from the psychological theory of development advanced by
Lee Vygotsky, focuses on the individual and her learning process adtafeéke social
construction of knowledge and meaning.

James Berlin’s Social Focus

Berlin suggested an epistemology from social constructionism and social
constructivism. For Berlin, a focus on social-epistemic rhetoric “gti®io place the
guestion of ideology at the center of the teaching of writing (682). rBsaiis that
social-epistemic rhetoric, “offers both a detailed analysis of dehizing social
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experience and a self-critical and overtly historicized alternatged on democratic
practices in the economic, social, political, and cultural spheres” (B8)analysis is
carried out by acknowledging the way that rhetoric, or “the ways discisugemerated,”
determines how the language we use is both material and social, and playis a r
producing culture (Berlin 678). Connected to this is a postmodern understanttirg of
self, which says that there is no transcendent “subject,” or Plassénce of a person’s
“self,” but that individuals are products of economic, social, poljtaxad cultural
conditions through the activity of an historical discourse, the “ideolofpcalulations
inscribed in the language-mediated practical activity of a partidoia and place”

(679). This discourse acknowledges social influence and renounces “argassd on
the permanent rational structures of the universe or on the eviditheedeepest and
most profound personal institutions” (679). Through social-epistemic rheteriare
cognizant of “the ideological practices at work in the lives of tudents and ourselves”
(682). Put simply, the social-epistemic is a way of using language, or any gysipol
system, which acknowledges the influence that ideology and society have onerdst w
and how we say it.

Music, operating as a sign system, can also be used as part of the naisician’
social positioning.  Swiss Linguist Ferdinand de Saussursigasas “the building
blocks we use to communicate our thoughts” (Bouissac 90). Saussure undersjoed
as “a kind of social contract, the general grammar and lexicon thauparspeakers
must use to communicate successfully” which “makes possible and givesighaani
utterances” (Bizzell and Herzberg 1189). The utterancemrote,are signs which
contain no inherent meaning. These signs are a combinationsigiifeer and the
signified The signifier relates to the word used to represent the signified) israc
psychological “image” of the concept which the signifier refers to. Sighs“signify
through their differences with each other,” and “meaningful units do not nebessari
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coincide with words” (91), said Bouissac. Meaning can be attached to norstiogui
entities as well as words. Russian linguist Mikhail Bakhtin extefadedsure’s theory
by arguing that signs do not require psychological processing to be given meaning, but
instead need “intention, interpretation, social context, and histaifcaimstance”
(Bizzell and Herzberg 1192) to function as dialogue. This dialogue is howgggesate
meaning. With Bakhtin in mind, we can see how Saussure’s concepts of the sign opens
up the possibility for musical units (notes, scales, chords, melodies, osesoings, and
recordings, for example) to be understood as signifiers. But musicdlesigjriike
language, do have ideological formulations which work through them; however, the
actual signifiers in music are ambiguous, and are more difficult ttel@cal define than
in alphabetic language.
The Expressivist/Social-Epistemic Continuum

While the cognitive theory and its practical applications haveyalnemained
in consideration among composition theorists and teachers, it was exXptesgivsocial-
epistemic rhetoric which really took hold in the field of rhetoric and coripos
Subsequent to the rise of postmodernism in English departments, theserdaimot
rhetorical theories produced controversy (France, Crick) and spawned argaganss
social constructionism (Jones, Kent) and in favor of it (Schiappalg wtholars such as
Trimbur attempted to expose expressivism’s shortcomings, claimind &xgiressivist
pedagogies “seek to liberate the individual, they also simultaneoushjtatthe
student as a social atom, an accounting unit under the teacher’s gaze” (Z88#¢eK
O’Brien espoused the benefits of expressivism, “the current compositicenmeot that
most closely resembles Romantic theory” (80), arguing that it “cetnteés important
lessons in ethos and audience” (81) in that “students can learn to be mdreeeffec

writers by asking their audience to empathize with them and vice (&&g"
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Sherrie Gradin joined expressivism with social- epistemicissocial
expressivismwhich entails understanding how individuals “act on the environment and
(how) their environment acts on them” (Hawk 89). Similarly, Stephen M. Ristamd
Lucille Parkinson McCarthy argued for attention to expressivism asaiésgo social
constructionism. Further, Fishman and McCarthy attempted to rescue expne$sim
the Romantic reading. The thesis of Fishman and McCarty is simiaadin’s in their
agreement that expressivism and social- epistemicism do not have touadiynut
exclusive, and that both theories have a place in the classroom) as meisical
settings. Fishman and McCarthy also explained how Romantic poetetieagetinst the
professionalization and commoditization of writing that forced writesater to
audiences, (although) this isolation was not an elevation of the isolateidliradliv
(Hawk 88). We can see similar ideologies emerging in local profedsisicians’
struggles against the music business as they seek a “tran&oahdiscourse” in order
to impress upon “the individual's relationship to the social” (Hawk 89).

Rhetoric and composition departments embrace social theory in part because it
comes equipped with a facility of empowerment for the marginalized grogosiety
(Cushman) by offering “both a detailed analysis of dehumanizing sociaiengeeand
a self-critical and overtly historicized alternative based on demognatctices in the
economic, social, political, and cultural spheres” (Berlin 682). Withithmind, | have
extended social composition theory and its continuous relationship to exigrasato
the realm of music studies and the study of local professional musicipagicular. In
addition to composition studies, | embarked upon this endeavor through inquiviése
sociology of music, the rhetoric of music, the geography of music, popular museasstudi
and identity/communication studies. These areas are of criticaltemperto

understanding how local professional musicians rhetorically situateséhezs within,
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and are situated by, local music communities; as well as the impatiig¢harger
industry has on local music discourse.
The Sociology of Music

Around the turn of the nineteenth century, German sociologist Max Weber
argued that music represented a “deeply meaningful part of a S®cigityre” (Turley
635). Weber looked at sociological aspects of music through a materialist and
historiographical lens, and argued that “deep rooted structures, unkndvenhienhian
actors, were shaping historical events” (Turley 634). He belidedat be a result of the
Roman Catholic Church’s rationalization of musical notation and instruments, a
teleological process that “brought on the development of capitalidme West” (Turley
645). Weber believed that “cultural objects, like music, need to be examisedials
products” (Turley 637), an endeavor which cultural sociologist Howard SeBkatlkr
undertook. Becker found that the emergence of art works “involves thegivity of a
number, often a large number, of people” (1), which he referredan a®rlds Artists
work “in the center of a large network of cooperating people, all of whose gvork i
essential to the final outcome” (769). Artistic conventions, suchrae gaid in this
cooperation, but they simultaneously hinder innovation as well (767). On deloelabf
music production, an art world consists of working musicians, club owners, iadsfr
family, and studio engineers, for example, although the music industry estdlgxerts
its influence on local cultural activity.

Musicological sociologists Richard Peterson and N. Anand’s Production of
Culture perspective regards the ways in which culture is understood assSxpr
symbols” (311), produced in concert with changes in technology, law, industry,
organizational structure, careers, and market. These symbols “are shapedysydains
within which they are created, distributed, evaluated, taught, and presééjl” Two
important “regularities” (318) come out of this. First, Peterson and Anandiresglthat
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a “major change in one of the facets can start a cycle of destadiliaad reorganization
in the entire production nexus” which causes “cultural fields to trendrtbavee of three
states: (a) oligopolistic and stable, producing unimaginatiaralifare; (b) turbulent
and competitive, nurturing cultural innovation; or a (c) competitivenessgedrzy
oligopolistic control fostering diversity without innovation” (318). Secoriev
production is influential on culture, other factors, such as individualivitgaand social
conditions, contribute to the creation and dissemination of cultural produtts a
expressive symbols (318).

Much sociological work on music production developed out of “Art Worlds” and
“Production of Culture” perspectives of the late 1970's. These pergpe“showed a
willingness to bring insights from non-musical theories and apply them tcahus
production” (Dowd 235). In “Production Perspectives in the Sociology of Music
(2004), musicological sociologist Timothy Dowd outlined important recent work on
music production which showed, as Howard Becker described, “the utility of studyi
music as the result of the collective activity of people involved imthgical process”
(235). Here, Dowd definemhusic productioras “the creation, performance, and
dissemination of music” (Dowd 236), the demarcation | apply to the presentciesear

A crucial aspect of the sociology of music production is genre. Cultural
sociologists Richard Peterson and Jennifer Lena examined how differsicthgenres
emerge as a part of “recurrent processes of development and change asics5(697)
and the ways in which genre “organizes the production and consumption of cultural
material” (698). Peterson and Lena understood genre as a mode of symbolic
classification, and they described the ways in which these clasisifis are made in
relation to each other according to field opportunity and institutional dysaricey
described four distinct types of genasant-garde which grows from tight-knit creative
circles;scene-based collection of “spatially-situated artists, fans, record companies
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and supporting small business people (7D@listry-basedmeaning genres which are
organized around a corporation; aratlitionalist, or genres which “preserve a genre’s
musical heritage” (706). Peterson and Lena suggest that most gerireststa avant-
garde, grow into scene-based genres, and these scene-base genres evewtually bec
subsumed by the larger industry. Once a genre has become industry-based, it can
develop as a traditionalist genre. While Peterson and Lena find thdit gentres follow
the same trajectory from avant-garde through traditional, it is imgddanote that the
genres (Rock-n-Roll, Folk-Rock, Punk-Rock, Psychedelic Rock, Altem@&mwuntry,
Folk, and Urban Blues) which appear in the present study do follow tlastowy. This
is worth noting as we consider the effect that the larger music igdhasron local music
scenes and the rhetorical positioning and artistic and career chbtbesmusicians in
those scenes.

While not specifically exploring genre or scenes, Hugo DeJager applied a
somewhat traditional sociological perspective to the ways that “pbepkeve towards
one another when they produce, reproduce and listen to those sounds which theg perceiv

as ‘music” (161). DeJager examined music through the norms, values, ancsititat
accompany it, and through social class and non-musical beliefs, sucigias relork,
and leisure. DeJager was not interested in “people as unique individeradowed with
certain inborn capacities as psychologists are and probably musiciaal’4462);
instead, DeJager was concerned with inter-individual behavior. Deslaged for a
conception of music as identification, an external act where individusds acquire a
certain “musical frame of reference” (163) which allows them to appeeara react to
music in a certain way. The internal side of music, DeJager explaggzads musical
structure and development, while the external side has to do withwhinzt
sociologically makes sounds into ‘music’; the collectively held @tions, ideas,

beliefs, conceptions, values, and norms” (164) which collect around “musmaitls.
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DeJager also considered music and its relation to social classgéfested that some
types of music, such as the classical forms of Mozart and Beethoveh, pldice strong
emphasis on individualism, postponement of “present gratification,” andhwdugciire
time and money, can be linked to higher social classes. DeJager endédléheis

this assessment:

As | see it, musicians should become a little less music-centered,eas wer
most of the musicians | have met, and become a little more people-
oriented. | hope it does not sound too pretentious when | say that it

might help to make them more realistic musicians in their sodé) (

Tia DeNora approached DeJager’s “people-oriented” perspective byrgpauns
how we make sense of the ways that music functions. DeNora asked ‘idsiedave
extra-musical significance and can it therefore be conceived daagwage?” (84). But
she quickly moved beyond the timeworn question of “what music means” to the more
sociological question of “how musical meaning is possible.” DeNtmatified Deryck
Cooke as one musicologist who has claimed that music has an “expressesdraim
(85) in which emotion and meaning are found in musical intervals. DeNsagrded,
saying that “the meaning of objects, utterances and acts is neitheninm@revariant
but socially constructed” (85). Hence, while music is perceived assskmeefforts to
predicate its meaning in the music itself remain elusive. We cdmsemusic eludes
such comprehension when we consider Saussure’s definition of music as 1a ‘&fyste
signifiers without signifieds” (87) and Viennese music critic Edwardgtiek’s claim
that “sound in speech is but a sign...sound in music is the end” (87). Put simgly, mus
in and of itself does not mean anything. While this is highly contestatdayid us to
wonder exactlywheremusical meaning comes from.

DeNora concluded that music cannot be classified as a language, bud tant
be compared in practical contexts in which they create meanusg In this case, both
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language and music can be perceived as containing intrinsic meaning althoeighen n
case is there an “explicit link between form and function” (88). Musieaning, claims
DeNora, requires work on the part of the listener, critic, performer, aral strcicture in
general. This work starts with believing that the object in questigign#ficant and
worth contemplating, and is further aided by “subliminal or pedagogic” (93)
contextualization cues such as scene, familiarity, and rhythmic amdhiarvariations,
for example. DeNora further suggested that the way to control th&™weplved in
the creation of music meaning is to control its rhetoric. Because musiehzsabr to
persuade, DeNora says, we cannot separate it from the political.
The Rhetoric of Music

Rhetoric, according to philosopher Newton Garver, is “not a matter effprm
but has to do with the relation of language to the world (to life) through [Hie®neof
linguistic expressions to the specific circumstances in which theinakes sense”
(Bizzell and Herzberg). |1 am extending this idea to include not only lithgjubsit
musical, expressions as well, in order to make sense of these exp@sghe “specific
circumstances” of the working musician. In Irving J. Rein’s esHag ,Rhetoric of the
Popular Arts (1972)music is seen as a persuasive form. Rein has said that rhetoric
works in music differently than other forms of persuasion because theliste
“anticipates no persuasiveness as such” (73), especially withial#tire simplicity of
popular music and the repetition that simplicity encourages. Rein sawsoagee
power of music in the form of the performance of a song. Because obtrersive
rhetorical workings of music, Rein claimed that musicians “remain higtibukate
antagonists of twentieth-century bias and bigotry” (79).

Deanna and Timothy Sellnow focused more on the structural aspects oflmusica
rhetoric in introducing thélusion of liferhetorical perspective, which attempts to
understand “how discursive linguistic symbols and non-discursive aesetiols
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function together to communicate and persuade” (395) in didactic (insiraict
informative, pleasurable, and entertaining) music. For the purposespoétent
context, we may understand didactic music as popular song. In this perspleetive,
structureof a song creates an illusion of life through “the dynamic intenattetween
virtual experience (lyrics) and virtual time (music)” (399).

This illusion of life is explored in aesthetic philosopher Susanne Icaneory
of aesthetic symbolism, which identified symbols as necessary in ordaurhans “ to
comprehend various aspects of life” (Sellnow and Sellnow 397). Langer argtied tha
music is a “highly articulated symbol that ‘can express the forms dfexjerience
which language is particularly unfit to convey™ (as quoted in Sellnow aiddv 397).
Music, as a symbol, “serves as an expression of the intensity-relettsa dijnuman
living,” and “the human life of feeling is based on a continuous intendggse process”
(397). Through music, the Sellnows argued, emotion is symbolized through “rhythmic
patterns of intensity and release” (398) in a similar way thatipguastic cues relate
emotion when accompanied by oral discourse.

While lyrics represent virtual experience (as opposed to actpafience),
music for the Sellnows represents virtual time, which “makes tundébée and its form

and continuity sensible™ (402). Music “suspends ordinary time and oftel$ &s an
ideal substitute and equivalent” (402). Tension and release patterns dstmatcyur in
time but also in harmonic structure, melodic structure, phrasing, and instatiment
The authors explored the interaction between lyrics and music,legaongruityas a
feature of a song that has words that match the tension or releasgspatthe music,
and hcongruityas a rhetorical device in which the lyrics do not match the tenstn a
release patterns in the song’s harmony, melody, and rhythm.

Concerning instrumental music, the Sellnows can only attribute virtual

experience to “a common worldview or ideology espoused by the listeners. (Bli%)
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supports Saussure’s argument that music lacks any signifieds othdrdabatisteners
attach to it through language. The Sellnows also stated the impodboentext, in that
“intensity and release patterns depicted in musical elements mustdystond as
relative rather than absolute” (402). While different listeneng fimeus on different
tension and release patterns, and thus derive different “emotional étdiqors of a
particular musical work,” the Sellnows submit that these interpoetatire only
expressivéand not concerned with the ways in which music might function rhetorically”
(398). This distinction can be applied to the present study in that local proééssion
musicians, while operating within &xpressivart form, position themselves and their
music rhetorically.
The Geography of Music

This study looks specifically at the local music scene of Northerrr&toyet
any local scene is always influenced by the global music industry. In orddteio be
understand that relationship a conceptualization of the place of musipfig.h&laces,
according to human geographer Ray Hudson, are “complex entities, ensembles of
material objects, people, and systems of social relationships embaidsfingt cultures
and multiple meanings, identities, and practices” (“Regions and Place” 6Adsoi
described the ways in which places are identified with music and how tlaass phn
work with and for that particular music. Places are perceived by thessonadhears in
them, Andrew Leyshon, David Matless, and George Revill argued, and in order to
understand the place of music “is not to reduce music to its locatiomuodyit down
into some geographical baseline, but to allow a purchase on the rich aestiftetial,
economic, and political geographies of musical language” (“The Place af"'M@s).
The place of music is integral to understanding local music scenes amaytliee wider

industry influences their formation.
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Popular Music Studies

In the1998 boolPerforming Ritesmusicologist Simon Frith examined at the
state of popular music in the mid 90’s. He looked at issues of musicianyidentit
performativity, music as rhetoric, and musical meaning, and how thesesfatoence
the experiences of musicians, listeners (consumers), and the industnis fBaitis on
popular music illustrates the idea that musicians in both local and inthasteg scenes
both function performatively and rhetorically. Another factor that efféat local
musician situation is genre and the larger industry’s need for maingajeinre
categories. Musical sociologist Jennifer Lena examined the rap ofueitists such as
Grandmaster Flash, N.W.A. and P. Diddy to find that “artists’ reactions toghetn
effects musical content” (480), a discovery which | hope to relate tbrfagsicians and
the ways that larger industry forces affect what music musipiagsn public
performance. Post-punk, a genre of music which sounded like a more experimgntal an
complex version of the punk of the early 70’s, and represented by artists slagh as
Division, Talking Heads, and Television, is the basis for David Hesmagiuhadtudy of
independently (non-corporate) produced music. This piece follows thé &fe o
independent record label.

Independent labels rose from specialized mom and pop record stores but were
soon subsumed into the larger music industry, an example of which is the punk and post
punk music of Great Britain. Local independents are also part of Northerra@akor
music scenes, and they represent a crucial link between the localgerdrdustry.

Cultural sociologist Ryan Moore also looked at punk and the genre/subsultioet
yourself” (DIY)ethos as an act of dissent “in the act of producing musiereedia that
are relatively autonomous from the corporate culture industry” (438). Igeawlzen
digital technology has made industry involvement in music distribution ursages
independent labels have significantly altered the industry, oftéme tadvantage of the
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musician. Now, a small label, as well as a musician her/himself, dabuiis a
musician’s work globally with limited funds. Several Northern Colorado crarss have
their own small independent labels, bringing the local to the globat thate ever
before.

Sociologist John Blackling said that the goal of folk music is taterad
intended for a wide reception. He argued that performance “does not regpeeial set
of capabilities, and active listening is essentially a mentalarshl of performance, in

which a person re-invents ‘the text™ (10), and musical codes “are deriithémieom
some universal emotional language nor from stages in the evolution of almatsiteey
are socially accepted patterns of sound that have been invented and developed by
interacting individuals in the context of different social and caltsystems” (10). The
folk aesthetic is very much alive in Northern Colorado, and Blackling' pgeof
interest in the present study because he approaches the work thdiesmecadoes in a
performance situation. According to Blackling, for musicians to understand the
audience’s work allows them to negotiate live performances more ltyiti€ther
articles look at the benefits of researching music ethnograph{€alyen) and the way
“rock covers” or copy versions of popular songs played at local music everdas
elemental part of rock n roll (Solis). Most of my interview sulgj@ece concerned with
the original/copy song material duality, which is but one of the manyrgaatuch
influences musician identities.
Communication Studies/ldentity

Theodore Gracyk’s bookWanna Be Me: Rock Music and the Politics of Identity
presents a view of popular music as mass art instead of a mode of popularicwitder
to see how meaning in popular music is never specific. Gracyk argued thatswausic i
key factor in influencing identity construction. David Hargraves, Dyridiell, and
Raymond McDonald looked at musical identities from a psychological viewgmidt
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Colwyn Trevarthen offered the viewpoint that musical identity s&rinfancy. Susan
O’Neill extended the psychological review of identity to young musiciars,Jane
Davidson analyzed the identity of solo performers. Julie Nagelrobsehfamily and
academic expectations in the construction of musical identity dati@s¢o music
careers, and Susan Hallam and Jackie Shaw argued that musicalnoyfisieelated to
social integration more so than formal learning or innate talent. Bodsers describe
the way that music, as a social activity, constructs how musicienstkemselves, and
how that social construction is based in cognitive psychology. An awaraftbés
psychological aspect of music performance and career allowed me to comersiandl
how the musical work | do and my human development and relation to othefg great
influence the way | see myself, my music, and the role of the logfgzional musician.
Studies Concerning the Specific Experience of Performing Musicians

Howard S. Becker analyzed the job of dance musicians, their intesaatittn
audience, and the conflict and isolation that come with being the typesafian that
performs at dances, parties, and weddings. This early seminal wonkfavith my
thesis as it pertains to the emotional work that musicians do and how thecaudifects
the musician’s work. Ruth Finnegan conducted ethnographic research obimugica
small English town and found that musicians of all genres and styles usdaanusic
strengthen social bonds. Robert Stebbins analyzed amateur musicians and tound tha
leisure participation in music strengthens social bonds. This dirextesl bn music as a
popular art form steeped in social interaction is important in undenstpiind ways that
the separation of work and leisure helps determine economic and sociaians for
local professional musicians.

Musical geographers Andrew McGregor and Chris Gibson examined the work of
DJs in a small college town in Australia and analyzed the ways that inusigafor DJs
is constrained by a number of forces related to audience demands, atyadabénues,
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and the ever-shifting geography of urban spaces. Cultural sociologistsrSRepghmce
and John A. Dowell examined the group structure of two local bands, focusing on how
the bands’ goals were or were not reached in terms of economic andecedfatits.
Musicologist Kenneth Mullen argued that there exist two rhetoricaipany to “public
house performers” (17), musicians who performed in the pubs of Aberdeen, Scotland.
The rhetoric of the “musical artist” (26) suggested self-oriemtatnusical skills, and
original material, while the rhetoric of the “musical entertair{26) suggested a focus on
the audience.

Two studies which are closely related to this thesis are cufocalogist H .
Stith Bennett's 1981 ethnographic chronicle of Northern Colorado musi@ded ©n
Becoming a Rock Musiciaand a 1989 article by Stephen B. Groce titled “Occupational
Rhetoric and Ideology: A Comparison of Copy and Original Music Performers.”In
Bennett's book, the author used participant observation by joining NorthesraGol
rock bands for the express purpose of studying them. Bennett's researeuriesalt
kind of how-to manual for being in a band, complete with accounts of the canmarader
interpersonal difficulty, music performance work situations, andrdétg situations.
What is of interest to me, however, is the fact that | am conductinglarsjauto)
ethnographic study in the same region thirty years after Bennett. WhileeB does
interview his subjects, he does not do the type of rhetorical analysi doing here, a
similar type to that which was performed by Groce.

Although Groce applies Marxist philosopher Louis Althusser’s theory of
ideology to the rhetoric of performing musicians in “Green River, alsityain the
south central region of the United States” (393), he does not use ideokbgpiay it is
used in composition studies, with its emphasis on rhetorical context. Instead, G
sought out the “nature of the ideological dimension of local level bands amtlang’s
(392), and finding that this “nature” resulted in ideologies of thestdrr “original”
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music performer, and those of the “entertainer,” or “copy” music pediormlthough
Groce offered that “The artist-entertainer dichotomy is more a protiddterences in
larger and more complex ideological positions which are themselyemees to the
social organization of the music industry” (405), his work lacks spemhceptions of,
and terminology for, the “complex ideological positions” which expressivismandls

epistemicism afford me in this thesis.
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M ethodol ogy

In this chapter, | describe the particulars of my project, which wagrekto
collect information about the local Northern Colorado music scenehartrafessional
musicians working within it. | will describe my interview informants, hashdse them,
and how | collected and analyzed my data. | will then offer an explanation of the
autoethnographic method | used, the delimitations and limitations of npdetnd the
significance of the study.

Setting and Purpose

This study took place at several different music related locationg &lorthern
Colorado’s Front Range as part of an inquiry into the ways that musiciansiamus
employers (venue owners and booking agents), and music fans perceive thé@mtupat
role of the local professional musician. Including the metropolis of Deawnd the
affluent college towns of Boulder and Ft. Collins, the Front Range of Nortledona@o,
presents a substantial, yet manageable area from which to gather dajasty&s and
genres of music are performed in Northern Colorado and it contains musicraag\of
skill levels, ages, races, and gender who create and perform on multgtéedt
professionalization. In many ways, this study is an update of Bennett's 1981 book about
Northern Colorado musician®n Becoming a Rock Musician.

The purpose of this study is to arrive at a comprehensive understanding of the
ways that musicians are rhetorically positioned in a regional settingén tr provide an
initial description of professional music practice. The musicidretorical positioning is
dynamic. It involves the musicians’ employers’ perception of the musitiasician
advocates’ discernment of the musician situation, the music fan'gfierce and the

musicians’ own understanding of themselves and their fellow musicians.
Following from a rhetorical analysis of the ways that musicians positiemsselves in
society, this study will investigate ways in which musicians can veockdate better
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economic and occupational conditions for themselves in a society which commonly

devalues the work of the professional musician, and in the arts morellyenera
Although studies about musicians have been conducted in the past, there is a

dearth of systematic study describing musicians’ or artists’ gsifieal lives employing

the useful ideological framework of composition studies, especiallh#terical context

as it applies to expressivist and social- epistemic theoridwtifric and ideology. Just

as these theories attempt to explain how writers rhetorically posigomselves in their

writing, | will use expressivism and social- epistemicism to comigitae ways

musicians rhetorically position themselves in, and are rhetoricafigtructed by,

society. My research has been guided by these questions:

How can working musicians rhetorically position themselves in thecrhusiiness in
order to take control of their careers?

How can understanding of the ways that the “musician” has been discusivslyucted
help to enable working musicians in their quest for artistic and ecomoatility?

How does the musician’s performance of his or her identity accept strcekural
categories?

What does a music community, informed by community literacy practices, keglahd
how can a Freirean dialogue about the environments of local music production @mpowe
a community of working musicians?

How does affect, feeling, and emotion influence musicians’ rhetorical andahate
positioning in society, and how can musician-based community literacy emjomakr

musicians within and among these affective contexts?
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Informant Selection and Patrticipant Descriptions

This study relies on data collected from the interviews of working ransic

music venue employers, musician advocacy group members, and surveys of nsusic fan
Local Professional Musicians

Rhetorician Ellen Cushman said that “Given the role rhetoricians have
historically played in the politics of their communities, | believe modeetoric and
composition scholars can be agents of change outside the universityficr3tidy is
intended to take up Cushman'’s call with respect to the local professiasalian
community. In order to be informative and educational to members of this cotpnhuni
avoid focusing on only one genre of music. | am following the lead of Ruth Finnegan,
whose 1989 ethnography of musicians called Hidden Musicianghallenged “the
usual distinctions of high and low culture (by) asking the same questions efsatism
and all musicians” (Cohen 128). Also, an analysis of only “cover band” perfooner
“original” performers might overlook some important distinctioanbow musicians’
perceived expressivity impacts their rhetorical positioning, so bdtioeé groups of
musicians are included in this study. At any rate, the boundary betweetwbese
categories of musicians is often significantly blurred.

Musician interview participants were found through word of mouth, using my
membership in the musician community to locate these individuals and groupg Whil
this approach, for the most part, limited me to musicians of a certastistgnd genre
definition with whom | had familiarity, | consciously tried to find musicianih whom |
was unfamiliar with in order to maintain a more representative musiaigplesal also
attempted to compensate for this limitation by using my participatiory iacademic
community in order to find interview subjects with whom | might othsewiot be
familiar with. Musicians of any genre were considered as long as #itethenfollowing
criteria:
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performed at music venues for compensation
used that compensation for at least part of their living wage
released recordings of their music

I interviewed five Northern Colorado musiciarg.ac is a Ft. Collins bassist in a
popular touring rock/rhythm and blues band which performs much original music along
with a few “covers,” or versions of other artists’ musical mateidac is also starting
his own production company to use the experience he has gained from beinghg work
musician in order to help younger musicians tour, record, compose, and market thei
music. Keith is a Ft. Collins singer/songwriter who has toured internationally, has
recorded several albums worth of original material, and now primarifgrpes that
material locally. Basil is a Ft. Collins indie rock musician and producer who has become
adept at using the internet to promote and market his milisim is aBoulder jam rock
guitarist, vocalist, and bandleader who performs regularly around Nortbra@o
with his band, which, in keeping with their young audience, incorporates aetrogiic
styles of music into their rock sound. Final§ateis a Denver blues guitarist, vocalist,
and bandleader who has become skilled at maintaining a hectic scheduleavbgius
the Northern Colorado area.

Musician Employers

| sent emails and visited venues in order to locate the venue owner intervie
subjects, and | chose two venue owners and one booking agent (who is also a musician)
to interview. | identified musician employers as those who contribute todhkemusic
scene and the musicians within it by offering a place for a mutual busin&ssrgiaip
opportunity between musicians and ownddgl is a Denver jazz club owner whose club
offers live music seven night a week, with one night a week devote to ‘adjam to
musicians of all skill levelsBill is the owner of a reputable Ft. Collins music institution,

and runs and well-managed operation which contributes to the localuwotpiny
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offering a quality venue for musicians and fans, e is a folk rock singer/songwriter
who also books musical acts at two Boulder venues.

Musician Advocates

| used my position in the local music business to identify people involved in
musician advocacy groups. | located:
volunteers who work with local musician advocacy groups to educate locaiamgsi
about the music business
paid members of musician union organizations
individuals who are familiar with the musicians, venues, producers, andoethge and
entities involved in the local music business

| interviewed three musician advocatéduben is the Denver based president
of the local musicians uniohjtais the president of the statewide musician organization,
andEsther is a Ft. Collins musician and also a founder of the local musicsaciason,

of which she is president.

Music Fans

To identify music fans to survey, | attempted to locate individuals vwAssi€y
themselves as fans of live local music in both performance and redorded |
requested that only those individuals who identified themselves asc‘fansi’ complete
my survey, which can be found in Appendix E. “Music fan” was defined as anduodivi
who attends at least four local music events a month. | was aided Iy f@embers and
friends, who sent out the web link to my online survey to Northern Colorado individuals
in their contact lists. In addition, | had acquaintances of mine who were amoitef

with the local music scene than | send out the web link via facebook. One hundred and
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twenty survey request emails were sent out and sixty-one completegsumre
collected, for a 50% return rate.
Data Collection

My data were collected through open ended interviews which lasted not more
than 40 minutes, and a survey distributed through surveymonkey.com. | gdruatat
which: a) identified common ideologies about music, music performance, ahd loca
professional musicians which can be labeled as “expressivist” b) cordemngies
about music, music performance, and local professional musicians which leéelee
as “socially epistemic” c) common ideologies that combine “exprassivind “social-
epistemicism” d) ways that these ideologies impact the artisticeconomic destinies of
local professional musicians, and e) ways that musicians are abledtivefy work
among these contrasting ideologies. Informants selected aliasesanénicted
throughout this discussion, and all informants signed a consent faamgpendix A) to
authorize my use of their words.

To identify the ideologies of the musicians | interviewed, | asked thiea v
means to them to be a musician, and if they thought of playing music as a jghtca wa
express themselves, or both. Sociologist Stephen B. Groce has arguaedliogy, “as
a ‘world view’ is not given as some component of people’s personalitiesgthet is
made, forged in the day-to-day interactions in which people participate,imntierg
‘defer to, manage, reject, or apply a symbolic framework to the objects whldh up
their environment” (394). Through examining the ways that musicians talk thiedut
music, careers, and musical contexts, | was able to come closer to |deatidgalogies
they operate from and within. | was also interested in what musicians thboght a
giving away their musical services for free, and how non-payment focahugork

impacts the musicians themselves and the local musician community. [®Wwedaime to
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see how different ideologies practically impact the particulaking conditions of
participants in the local music business.

In addition to asking musicians questions pertaining to why they play masic--f
a job or for self-expression--I also inquired about how they approach muaicaaser or
hobby. Although many musicians refer to themselves as “professionag "ateestill
varying levels of dedication to music as a career. | asked musicians hogntugg that
others take their music seriously. | also felt that it was importangtore about the
musicians’ interactions with venue owners and musicians advocacy groups iroorder t
come to a fuller understanding of how well the musician feels his or hkrisvoeing
valued by others in the local music business. | asked venue owners what therole of
venue should be as part of a local music community. With musician advocates] | as
how they empower local professional musicians and how they bring the local music
community together. Please see Appendices 2-4 for lists ofral} afterview questions.

In addition to locating ideologies | find in members of the local music
community, | included information about my own experience as a local musicia
conducted autoethnographic research in order to do this. An autoethnographhais simi
to ethnography, a social science method of research which entails conductinyextens
fieldwork in order to study cultures that are not fully understood and lieleudkthe
mainstream. However, autoethnography contains an autobiographical elenoént wh
uses information from the researcher’'s own experience in order to pursue a more
complete account of a particular culture. In autoethnography, the resyeiaratfull
member of the population being studied and is often as much subject ashese&he
work of the autoethnographer is often undertaken to shed light on a cultureothigt is
known in certain limited ways. The autoethnographer challenges thesstandergs
and offers resistance based on an insider’s perspective. Cultural ardbistpoton
Anderson has identified five essential components of autoethnographic inquiry
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Complete member researcher status (CMigans that the autoethnographer is a
“complete member in the social world under study” (Anderson 379). Convert CMRs
“become converted to complete immersion and membership during the course of t
research” (Anderson 379), but in my research, | am what Anderson calls anujgiort
CMR, meaning that | have “acquired intimate familiarity through occupational
recreational, or lifestyle participation” (379\nalytic reflexivity‘involves an awareness
of reciprocal influence between ethnographers and their settingsfarrdants”

(Anderson 382). Being analytically reflexive throughout my work, | mairddbcus on
the ways in which | myself am part of the story | am telling. | carr offe‘eye in the
sky” perspective, only my “perceptions in reference to and dialogue with dfhosieers”
(Anderson 382).

Narrative visibility of the researcher’s seétf “enhanced textual visibility of the
researcher’s self” (Anderson 384), and it means that my own experienaeings are
part of the story and considered “vital data” (384) in order to understarsibtial world
of local musicians Dialogue with informants beyond the sslhow the
autoethnographer avoids “self-absorption” (Anderson 385). This type of diatogue
recorded in this thesis through my interviews and survey, and it enlsatesy
autoethnography is grounded in my own experience, but “reaches beyond it as well”
(Anderson 386). The last component of autoethnography, according to Anderson, is
commitment to theoretical analyg®78). This means that | am not only “truthfully
rendering the social world under investigation, but also transcendingdHdttiwrough
broader generalization” (Anderson 388). The way | use commitment totihabre
analysis in this thesis is by using interview data to guide me to rraadkytic inquiry,
using literature in the diverse fields | outlined in the last chapter.

Working as an autoethnographer, | became an active participant/subjeatgllow
my subjectivity to explicitly both color and drive my accounts of the phenomena under
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guestion, particularly for the purpose of challenging the status quoltengiiag both

the larger culture of professional musicians and my fellow musiaeastion that will
benefit themselves and their fellow musicians as workers in a complixdsiven

industry known as the music industry. To do this, | situated information from pkersona
reflection, academic research, and reaction to interview data withgtudy of the

culture of local professional musicians in Northern Colorado. | usedcse#icious
reflexivity, dialogue, and multiple voices” (Ellis and Bochner 29) in orderawawut the
complexities of a music career as | investigated the interactibwsdre self and Other.
Data Analysis

| used an analytic approach drawn from grounded theory and characterized as
“constant comparative analysis” in order to code my interview detés analysis
involved open, axial, and third level coding, which involves segmenting the lasnguag
small units and then reconstituting it into “categories, themes, amansdtin order to
thematically analyze the interviews qualitatively. In total, 1614 telsponse points
were gathered from interview data for quantitative analysis. Toh&dered a response
point, a unit of data had to be relevant to the study according to the hestsarc
subjective perspective. The response points were collected and codetiracto
patterns.

Pattern coding was applied to a theoretical continuum which rarmged fr
expressivism to an awareness of the socially constructed nature of isalproduction
(see fig. 1). These categories were then condensed into twentyeomestbased on the
same theoretical model (see fig. 2). While no one theme was able to un@tidatyn
account for the entire range of the participants’ experiences, somendédotoser than
others to providing tangible concepts to “conceptualize, describe, andnetkigai
experiences” (Silverman, as quoted by DiRamio et al, 80) of the intepéagigipants.
These twenty one themes were divided into the following divisiogh; éxpressivism,
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low expressivism, low levels of awareness of the socially consttunature of local
music production, and high levels of the awareness of the socially corgstnattee of

local music production (see table 1). This was done in order to have speuniéntages

which could be referred to in later discussion of the data.

(Fig. 1)
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More on Autoethnography

In 1991, Mary Louise Pratt included autoethnography as one of “the literate arts
of the contact zone” (38). In her reconsideration of notions of community, Prat
envisionedcontact zoneor “social spaces where cultures meet, clash, and grapple with
each other, often in contexts of highly asymmetrical relations of p¢@@y. Pratt
relates the story of Guaman Poma, who, in tiecEntury created a revised account of
the Spanish conquest of the Incas. Poma approximated the discourse of the Spanish in
order to describe the Incas in ways that engage with the representatioa$nofis
constructed by the Spanish. Usingnsculturation,Poma represented his subordinated
and dominated culture by selecting from and inventing with Spanish terms anchSpanis
representations of Incas (34). Inspired by Poma, Pratt used thautemthnographit¢o
describe texts which “so-defined others constiucesponse tor in dialogue with” (34)
dominant texts. In the present study, | used autoethnography to interrogate zmmgact
between musicians, those in dominant positions of power in the music business, the
academy, and my own subjectivity as a musician/scholar.

The Ethnographic, lby Carolyn Ellis, examines the contact zone between
disciplinary structure and the subjectivity of the writer. Ellis’ baas written in the
form of a novel which tells a story explaining the methodology behind autoetipinggr
of which Ellis argues for an evocative form. Ellis’ insistence on tiarrand
performativity helped me balance my inquiry between Anderson’s analigaiplinary
style and more evocative forms. Mark Neumann discussed ways to detevithisis
of representation,” which a postmodern view of ethnography leads qualiede@r chers
toward, and how the “shifting gaze of cultural observation” (“Colhec@urselves” 172)
leads us away from the Other and towards ourselves. Autoethnographyusltws
respond to “dominant cultural narratives that often shadow the experigrtbese who
live under them” (190). Neumann has said that borders are not exterior, batusithi
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adapted Neumann’s philosophy to the present research as | “contested mefsetfgs
and culture that accompany the exercise of representational authb®ty"with respect
to local music production.

Also informing my methodology was Sarah Wall, who conducted an
autoethnographic study of the learning of autoethnography itself. Wall saallthat
researcher can do is describe, so non-positivist methods are not so tiftaremore
scientific ones. Calling for a deep understanding of reflexivity, Wadlargued that the
researcher him/herself should be the “legitimate focus of studyh@Bjust a partial
observer. Heuristic inquiry is part of Wall's method, where through rigihisgstematic
effort the nature of the phenomenon will be revealed more clearly thavagrd
experience allows (5). Wall established a continuum of autoethnography from
conservative to balanced to highly evocative, and she argued that the funttien of
autoethnographer should be to write “an important (story) for people in aaami
culture to hear” (10). In this thesis, | let the story of local music guydeesearch and
method. So, | chose a more analytic, heuristic method of autoethnography indld styl
Anderson and Wall, while still maintaining performative, narrativenelgs. 1 felt that
this mix of analytic and evocative autoethnographic forms was craatier to tell the
complex story of how local professional musicians make sense of theitsyorl
themselves, and others.

Delimitations of Research Methods

This study was confined to interviewing the musicians, employers, and amusici
advocacy organization members involved in the local music scene in ho@bkerado,
along with surveying local music fans and also including my own autoethnagraphi

inquiry in the research.
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Limitations of Research Methods

This study is not generalizable to all areas of the music business féwors such
as race, sex, and class level, and genre of music, for instance. itéa@ $ampling
procedure | used decreased the generalizability of the findings abadesttitbout
music and musicians among music fans.

Significance of the Study

This study about local professional musicians, defined here as individuals mwho ea
at least a part of their living wage through the practice of musicrpsafae, is most
important to the local scene of musicians themselves. An understantiony ahd why
musicians are rhetorically positioned by their desire to ceratgerform can help
working musicians and their advocates develop strategies for nmssioitake more
control of their economic and artistic destinies.

With respect to scholarly research, this study informs both music staulie
composition studies. My research can be used to understand local lexeeprodsiction
from a different angle than is usually used, that being the expressii@k/gpistemic
continuum which we use routinely in composition studies. While music stcatiesse
this research in order to look at the factors that drive the industry, enbitkstry’s
connection to the local, composition studies may find this research usefell afce it
supports the social constructionist agenda, but maintains that exjsressis a way of
make meaning in the world and has its place, even though a reliabléalefi

expressivism is still in question.
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Results

“Bruce Berry was a working man, he used to load that Econoline van.”
—Neil Young, “Tonight’s the Night”
“None of us are free, one of us are chained, none of us are free.”
-Solomon Burke, “None of Us Are Free”
“Me, I'm fighting with my head. I'm not ambiguous. | must look like a dork.”
—Minutemen, “Protest Song for Michael Jackson to Sing”

This report of research derives from constant comparative anafysterview
data described in the previous chapter. | will first explain how lectios placement of
rhetoric along the continuum. Next, | discuss issues of rhetorical canimadand
ambiguity along the continuum, and for the remainder of this chapter karthlyse
themes which proved most difficult to place rhetoric witlsimmmunity, recognition,
identity, music as leisure, musicians are workers, and musicians arefpar industry.
The discourse surrounding local music production is complex; however, through
analyzing the rhetorical implications in the language of musiciansciangmployers,
and musician advocates (see table 2), it is my hope that we can comeacloser
understanding the experience of local professional musicians.

Placement on the Continuum

Numerous response points were uncovered in processing interviewhiletia w
serve as examples of expressivist and social-epistemic rhekanidhe purposes of this
study, statements such as, “you have to love what you do,” “it has to do with heart and

soul,” and “they were born to do it,” are interpreted as high exprassiei®ric. This is
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because the rhetoric of musical autonomous activity, the severing of dinelassoul”

from artistic work, and the insinuation of innate musicality suggefsed perceptions of
Romantic uniqueness and individuality. In contrast, “It was an open ended tbatnec
“we had good time and hopefully that translated” and “You've got to set a bott@mrlin
what you're going to play for” represent high social-epistemic rhetotlinthese
statements acknowledge the social construction of musical experighbew an
unawareness of the socially constructed nature of the music businessavibri
musician’s disadvantage.

Low expressivist rhetoric is often similar to low social-epistermetoric. |
included response points which suggested individuality, autonomy, innate tyeatid
uniqueness to minimal degrees in the low expressivist themes, whereaxcialy
epistemic themes included response points which reflected a menvaatness of the
socially construction of the music business. Low expressivist respoirgse such as,
“There’s a nostalgic element to what we’re doing” were found to beqratic when
differentiating them from low social constructionist rhetoric, sugH\&e want to bring
musicians together with the businesses they need.” This diffiarittgs due to the close
proximity of low expressivism and low social-epistemicism in thedhe of the
continuum and the rhetorical ambiguity and contradiction of the data asskimtol the
themes that make up the low expressivist and low social-epistemicpattesr the
purposes of the present research, | apply critical educator Paulo $-deifi@ition of
contradiction as “the dialectical conflict between opposing societ$rPedagogy28)

to this inquiry. | found many examples of this type of contradiction in mpyietig data.

Rhetorical Contradictions and Ambiguity
Although substantial evidence was found to support the stability of the

theoretical continuum, rhetorical ambiguity and contradiction was foundlatations
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along the continuum, from high expressivist to high social-epistemicingtance, the
comment made by musician Mac, “music just touches us,” can be understood as
expressivist, yet acknowledgement of this idea can also be seen as emeawaf
music’s socially constructed nature, in that music influencesués ¢if so many people,
and those consumers often avoid critical awareness of music faf feasic losing its
mystical quality. Also, Ft. Collins singer/songwriter Keith shiat “the main goal of the
music business is to not feel stupid.” One can consider this statesremageness of the
realities of the music business or interpret it as expression sfahéng artist mentality,
what aesthetic sociologist Cesar Grana described as “The scamat@n of the literary
man,” and “World-weariness” (as quoted in Stratton 149). Of all 1612 respoimgs
collected from all eleven subjects, 12% were classified asritetp ambiguous and
contradictory.

Deciding which response points qualified as rhetorically ambiguous and
contradictorymeant contemplating the context of the responses. | took into account how
long the subject had been a professional musician and the subject’s |aralliairity
with the topic at hand when deciding if a response point was rhetoricdlig@ams or
contradictory. For example, when Mac, a professional musician of oveyéaty, said
that his band “get(s) a chance to play the music that makes (the a)diappy,” |
classified this as ambiguous considering that the response point wasizategnder
the high social-epistemic themeanidience expectationget it could also be viewed as
expressivist in that it implies a sense of autonomy, or “supra-indivigugBtoce and
Dowell 32). Furthermore, this quote is ambiguous given that Mac is aitoag t
professional musician, yet his response was similar to others |leddedm younger,
less experienced musicians.

The expressivist themes contained significant amounts of rhétamtaguity.
Within the expressivist themes we find examples of this variandetaric such as:
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“You can't let the audience control what you play,” “with some musicians you ca
always tell it's them,” and “some people do like happy music.” This typleetdric
places emphasis on the expressivist attributes of individuality anel. vbliowever, we
can also interpret these response points as representative dfrtbeladgement of the
socially constructed nature of music with respect to the importance thérynaiod fans
place on expressivist ideology and “the Romantic aesthetic of uniqgueBesdton145)
found in popular music consumption.

One important contradiction that | uncovered in my open coding processywas m
finding that the language from the high expressionist categorressi€ians as
individualsandmusicians as the sarseemed to be rather similar. | decided to integrate
these and other categories into ithentitytheme. For instance, Ft. Collins musician Mac
said that musicians should “stick to something that works for you,” and tleateall
done it that way.” Denver blues guitarist Kate remarked thaidieaces “don’t take me
seriously then that’s their problem,” yet she acknowledged that musi@aas‘to play
songs that are recognizable.” Boulder guitarist John said that “youeathie audience
control what you play” but because “there are a lot of people in Bouldernahiata
electronic music we put some of those parts in there for them.” Boulder folk
rocker/booking agent Neil claimed that “no scene is responsible for theiamusiho is
in it,” although “we are all working together.” | felt that there wamificant ambiguity
here which warranted me to place all such rhetoric into one theme, tisedai+
epistemic theme aflentity.

In sum, the themes which were either found to contain more rhetpricall
ambiguous/contradictory response points than other themes, or were moudt ttiffic
group together due to the ambiguity of the relevant data include: the loassixst
themes otommunityandrecognition the low social-epistemic themesidéntityand
music as leisureand the high social-epistemic themesnafsicians as worketand
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musicians as part of an industryn line with musicologist Simon Frith’s claim that “We
still don’t know much aboutow musicians make their musical choices, how they define
their social role, and how they handle its contradictions” (Cohen 127), tiitecha
through analysis of interview data, theoretical analysis, and autoesphogimquiry,
will take up Frith’s challenge by using focused study of the themes aotiti@uum
which were found to be problematic, their relationships to other themes on the
continuum, and the rhetorical ambiguity and contradiction within and among themes.
Problematic Theme # 1: Community

Thecommunitythemewas originally designed to contain expressivist rhetoric
that emphasized idealistic notions of group identity through music.tiiémse was
created to include ideologies that understand musicians as an autonomous gkadp of li
minded individuals, and it contained response points such as “There are psdimatte
promote music because they love music” and “music is an integral phe of t
community.” While most response points fit unproblematically intoth@me, |
encountered difficulty when assigning response points todimnunitytheme with
respect to competing idealist and materialist perspectives of cotymimian effort to
account for this potential problem, a thememisic as collectivevas created and placed
on the high social-epistemic end of the continuum.

The difference between musician community and collectivity

The theme ofommunitywas designed to contain rhetoric which suggests that
musicians are an ideal group, one which functions autonomously and bears theoburde
a group “starving artist” mentality. In contrast, thasic as collectiveheme emphasizes
an awareness of the necessity for collective action. This actibaracterized by what
Howard Becker called “art worlds” (767), where artists, includingtpesnactors, and
musicians, for instance, work “in the center of a large network ofezatipg people, all
of whose work is essential to the final outcome” (769). An example of suchichsto
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Ft. Collins singer/songwriter Keith’s comment that “My wife has helpe to no end to
be who I am.” Not all response points fit this unproblematically into thmehbowever,
and as constant comparative analysis was applied, it became ateantmunityand
music as collectiveould not neatly contain all relevant response points.

Even though mangollectiveresponses appear concretely socially-epistemic,
some can also be coded as expressivist. A typical example of a problasiiatitve
response point that could also fit into temmunitytheme is Mac'’s statement, “We've
all done it that way.” It can be assumed that Mac, a professional Fnudiss player
in a popular and long-running rock/rhythm and blues band, is trying to make clear the
shared knowledge on which musicians base their artistic and career choitids case,
shared knowledge manifests itself in an ideology which functions to “omjanit give
meaning to collective social experience” (Groce 407) where musiaielysoh earlier
agreements ...that have become part of the conventional way of doing thingk2(Be
770). However, Mac's statement can also be interpreted as espousing af skas
supra-individual group autonomy, an expressivist ideology of independence fratakoci
and cultural influence that suggests “the uniqueness of being in a grounietB#8) of
musicians who “bootstrap’ themselves into existence” (4).

Coming clean here, it should be said that | have never been completely
comfortable with some of the solidified ideologies that form around mugarred the
art of performance and recording from Reba Russell and Robert “NightHaekiis,
two of my most important musical mentors. | was seventeen and very greeh whe
joined Reba and Nighthawk in The Reba Russell Band. Besides a few perfesraadc
a recording session with my high school band, The Burns Brothers, | had mainly only
played in my bedroom, spending hours listening to Stevie Ray Vaughan, Muddy Waters,
B.B. King, Albert Collins, and Wes Montgomery CDs, learning by listening gavtyt |
also patrticipated in a few blues music contests on Beale Street wherolwitasri and
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fifteen, but those experiences were so frightening that | barely remémeine, except for
getting to perform with Big Joe Turner, bassist with Albert and B.B. Kibgrgls, and
Larry Lee, guitarist with Jimi Hendrix’ and Al Green’s bands. My own musical
bedroom- consciousness, mixed with a belief that | must be a decent mudigvas
good enough to play with such high caliber players as Turner and Lee, made me form
opinions early on about what music is and what it should do. | held the batiefiikic
is all about the individual performers, and the audience only functions eveilss but
my new band taught me the importance of playing together as a group and
acknowledging the audience. So, entering a band with older musicians likerideba a
Nighthawk meant | had much to learn, but | didn’t always agree with what leaasrg.
It was a growing period, for sure.

When performing now, | like to deviate from setlists. | am not a huge fan of
showmanship, and | do not like cheesy banter from the stage, but | do believenip talki
to the crowd and thanking them for being there. 1 like giving visual/voeal cno the
bandstand and having the other musicians pick up on them. | like listeningotbéhe
people on stage instead of just myself. | like diversity in song genrei@eleéithough
I have been guilty of it at times, | feel that for a musician to usev@erusic
performance to meet new romantic interests does the band and the mifisic itse
disservice. | still don't agree with all of my musical colleagigenlogies and I'm fairly
certain that they don’t always agree with mine. | will only want to plagiral music
one day and the next I'll feel in the mood to play some popular cover song, usually to
subvert audience and musician expectations. But the next day, when one of na&f music
partners wants to play a popular song, | have to be persuaded as to the song’s value

With every group I've played with it is the same - although we areoatl the
same city, we all come from different musical backgrounds. The community of
musicians is one that | am proud to be a part of, but within that community teere ar
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several sub-communities characterized by ways of talking and thinkingwsbaumusic
is and what it does. This means that local musicians are not only catedwyidifferent
genres and skill levels, for example, but different ideologies, anchooities are not as
solidified as they may seem. However, music does require collediive tich is
different from saying that musicians all operate from simdaologies.
Problematic Theme # 2: Recognition

The theme o$uccess aszcognitionwas coded as an element of the low
expressivism pattern. It was developed to classify statements suth aet‘s0 much
the audience that doesn’t believe in me, it's the bar owners,” “once&hgei in the
bars they let me in for free and | get my 7-Ups free,” and “if you're gairgeta heavy
metal band everybody should wear dark, good-fitting jeans.” Being on the éxiptess
side of the continuum, this theme suggests ideologies that recognize snasietacle
for acceptance, self-promotion, and fame. In this way, the search for temogain be
understood as a transcending of normal, daily, working life. Music canerahte
normal in many ways. For instance, for me music has provided experiences and
emotions | have not found through any other activity.

How a Musician is Recognized Affects His or Her Career

All aspects of music performance shape my identity in a very direct Wag
feelings of intense interpersonal bonds which come about as a rdseibgfin bands
make me feel like I'm part of a recognized group where | am needed infordee
group’s goals to be realized. Playing live connects me with my fellowcraasi It also
connects me personally with the audience. In addition, there is a separate connecti
with the audience that occurs on the level of the band as a whole. | prefénthof
connection with the audience over the personal connection, although it is usually mor
difficult to achieve, due to the fact that the entire band has to engagelladive focus
where preparation and acute awareness of the present situatiomalaeearguccessful
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connection to the crowd. Nonetheless, there is something about being thefcenter o
attention but also realizing that the experience is about more thanguisathelps
define who | am as a musician and a person.

Playing a show in front of a large group of people is an amazing feeling, and
when | get to play my original music for appreciative audiences, theiempers “the
gift that keeps on giving.” It never gets old and I look forward to it more and more
Taking part in such experiences on a regular basis often leads mutdmnhought of
as a group driven by self-involvement and a longing for approval. In the words, of D
an owner of downtown Denver jazz club, “sometimes there’s a lot of ego with
musicians.” Del felt that one of the reasons that musicians enjoluhis open jam
night is that “bands get to play on a real stage,” which can be an inteasagler
experience for novice musicians. Ft. Collins singer-songwriter Kaitlwvk that “it may
seem like a vain thing, but you want to be appreciated for your work.” Uffibated
musician advocate Reuben noticed that “everybody wants to be seen as anyiwsid
he has been around the business long enough to know that as musicians “we go through
so much to build our reputation.”

However, recognition is a necessary component of a local music cactas a
such may be more than expressivist in its motivation. A musician’s or b@edgnition
from audiences leads to recognition from employers and club owners, and frera the
solid local fan base can be established. In trying to break down this dichotomy of
recognition, | find that only my experience can suffice for now. | know thgbiye
recognition from audiences as well as the continued employment that audience
recognition affords. Although | want to make money for the musical workllalso
seek to gather what Ryan Moore, in his ethnography on the punk rock subculture, called
“symbolic capital,” which is acquired by “creating music whose qualitységmificance”
(453) is recognized by audiences and other musicians. Music psychologidaffeke
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Nagel referred to this as accumulating “psychic income,” whichteesuh feeling of
“internal satisfaction” (68).

| play music for symbolic capital and psychic income, as does most ever
musician | know. But playing for symbolic capitaland of itselicannot be done in bars
and clubs without disadvantaging the individuals who play music for a andghe
local music community at large. Moore says that rock musicians “devetataic and
ideology that stresses their creativity as artists in oppositidretedonomic rewards of
musical performance; this ideology has been especially important &rsagtmusic
scenes at the local level” (442). While this may be true, this rhetodiedeology also
works to the disadvantage of the local professional musician who vigskastain his
local, and possibly national, music career. This rhetoric and ideology dt&is $usal
music scenes, but the kind of scenes in which there is a high turnover otlbandshe
economic impracticalities of being a musician, and this type of scene beyefjile,
such as club owners and producers, who are in a position in the community to use such
rhetoric and ideology in order to find free musical entertainment for tsi@ibleshment
or new clients, eager to pay for the opportunity to record. While thisustipé¢ the
“survival of the fittest” of the local music scene, it also wdrkthe disadvantage of
professional musicians who take their music seriously enough to makie it the
occupation. This rhetoric and ideology is exemplified in the “do-it-yofirdelY) ethic.
DIY is the method of choice for Basil, a Ft. Collins indie rock musician aodiger.
Basil is also a bandleader, although he probably would not like to be givenothiiem
with its metonymic ties to commercial performance. Unenamored with thelkhsC
bar scene, Basil and his band hit the road, finding house parties where tliky coul
perform. “That’'s how we got house shows,” said Basil, “we found a band on theeinter

in that city.”
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When Basil returned home he found that not only were local crowds far less
interested in his music than they were on the road, but even the locabmasicocate
organizations seemed unresponsive. At the local Ft. Collins music f&ssifis band
was given a slot at an undesirable time in the early evening abtergenue on the
Colorado State University campus. Basil was unimpressed by the localzaetgars
involvement with his band and the fact that “we got stuck playing at the kdliarS
Fortunately for him, Basil had already been throwing his own shows. He used his
parents’ house and friends’ houses to stage concerts, which “was madigkaiddle
finger to the city and to these venues,” but he still played at local atulmses.

However, he found that in the clubs “we would come in and bust our asses playing a
good show and then we get to drive home empty handed.” Basil was finding that there
were opportunities to perform at places other than friends’ houses, andfemsiliar

terrain caused contradictions in ideology of music performance.

It appears that Basil is torn between competing motivations; tire ties
transcend the local scene and the desire to be taken seriously by it.hAs sure
informed awareness of the ways that the DIY ideology can be used totfi twe
musicians is needed. This is an issue | take up in the nest chaptereonportant
distinction that Moore raises in his claim about the sustainabfiitycal music scenes is
the entertainer/artist dichotomy. Kenneth Mullen, in a study of localcnhosise
performers in Aberdeen, Scotland, discovered through rhetorical analysisif
musical aims of performers, and argued a fundamental difference betweeetthie of
musicians, dividing them into “entertainers” and “artists.” The &aiter's aim is “to
entertain the audience and to change repertoire accordingly.” Forishehdutlen
argued, the goal is “to play his music, which hopefully the audience will apf'e(24).
For popular music scholar Simon Firth, this difference is a result edd¥omantic
ideas of art. “The nineteenth-century shift from music as rhetonmgic as art meant
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devaluing the listener’s role in musical judgmemé(forming Rite56), says Firth,
wherein, “As an organism, the musical work is an object of contemplatibexisés in
and of itself,” and the “model of the biological organism has no need to acooant f
work’s effect upon its intended audience” (Bonds as quoted in Firth 239). The
artist/entertainer dichotomy is nothing new, but it is not only “artists use ambiguous
rhetoric, but “entertainers” as well.

Part of the recognition from audiences which some musicians both desire and
need has to do with the technical proficiency of performance. According tdeBgam
rock musician John, “if you play good then the music speaks for itself.” We coul
interpret John’s statement as basic expressivist discourse whiels gfi@omusician and
his music as autonomous creative agents in the world. However, John also aefined
important element of music performance- -the ability to produce sounds (fioysic)
technically manipulating tools (instruments). Denver club owner @reled, saying that
“you have to be able to play.” While what “being able to play” actually means is
dependent on the social and cultural context, both John and Del make a key poiet. Whil
John identifies with an ideal of music which values “playing good,” othersditfeeent
perceptions on what a musician should “do.” There are many different wayscim whi
musicians and audiences value music and the musicians’ musical activisyctighe
ambiguity in John’s and Del’s statements is not a result of their owradatory
ideologies as much as it is a result of the difficulty of plachegaric into the either/or
binary of expressivism and social-epistemicism.

Recognition is Central to Success at the Local Level

When considering how to define a local “music scene” the ambiguities of
communityandcollectivityintensify. When we hear Keith, a well known Ft. Collins
touring singer/songwriter, saying that “the whole point of being a musictargit out
of the local level,” we are called to consider local music productidrita relation to the
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concept of place. Such considerations help us understand Keith's definiieecal
position as expressivist or social-epistemic. According to geographen Sasth, who
pursues research in the geography of social environments, music gsdititethe
geographic imagination” (Smith 238), and produces local scenes which beruiidet
as both places and as symbols.

Place has a substantial impact on how communities form around music. Sara
Cohen, who researches how music and place interact and help form each ottwd has
that music scenes “are socially produced as practical settings axtsdotesocial
activity but, through such activity, places are also conceptually producembirceptual
and symbolic sense” (438). One only has to think of Nashville and the restitagtof
metonyms which ensue (country music, guitars, sad songs, relationshipn, @iter to
conceptualize music as both a “practical setting” and a symbolic placal music
scenes develop their sense of community in part from both the “practitaseand the
conceptual places which form around music production. Local scenes alsodrgve m
sub-scenes which comprise the larger scene. As Alan C. Turley, in hichesedhe
sociology of music, has argued that “the different communities withity &ave been
where music has been created. A city is socially divided into racialcetim class
communities from which musicians come; musicians then create theicawmunity of
music performance, composition, and identity” (646).

If music scenes developed in a vacuum we would have less trouble coming to
terms with the ambiguous roles tltatmmunityandmusic as collectivplay in music
scenes. But “music and place are not fixed and bounded texts or entities bat...soci
practice(s) involving relations between people, sounds, imagesc¢@rifad the material
environment” (Cohen438). These relations become more complex when we ictiveside
role the larger music industry plays in local scenes. Bennett mainthatezbtnmercial
music and “The focus on stars and outstanding individual talent ...tends tttehkon
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away from the pattern of collective conduct that brings music intceexist (216). The
larger music industry is commonly seen as consisting of individiesitsa and the
collective work that goes into such individuals succeeding does ndbfthia image of
autonomy and genius which the industry projects.

Not only do industry forces obscure the generative power of colleatimitysic
production, but they also belie the industry’s dependence on the local. Majat re
labels are “reliant on the global-local interplay of economic andralifwocesses”
(Leyshon et al 428). Because of this reliance, a “lack of proximity taedanarkets
shapes working opportunities for musicians” (McGregor and Gibson 279) for tee.wor
So when we consider Keith’s statement about transcending the hsahlehis light, we
may be inclined to label it as social-epistemic rhetoric, yea# @riginally placed in the
expressivist category @bmmunity. This original categorization was based on the
assumption that to “get out of the local level” represented a degiesition “the
individual at the center of all life” (Holman and Harmon). In this wayKeith music
can be seen as “valuable as an expression of unique feelings andgvaatitudes”
(Holman and Harmon), due to the fact that Keith also referred to his musiocesy ‘to
express myself.” And for Keith, that self expression is manifestediesii to take his
music to a global level.

However, some background on Keith is important here. Keith honed his
songwriting and performing skills in Nashville, where music is a ngar of the city’s
economy and reputation. While in Nashville, Keith wrote original music, e,
recorded, developed partnerships, and even had one of his songs included in a major
motion picture. Now living in Ft. Collins, he still records new collectioihgriginal
music, performs locally, and occasionally travels to Europe for conceuige Spmply,

Keith is an experienced professional in the music business.
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The fact that when we examine Keith's response points we findrtheteeical
contradictions leads to some unanswered questions. First of all, isrsucomtf
expressivism to social constructionism actually sturdy enough to accourgitbisK
musical experience? If it is, then how do we account for the ambiguitgitf &
rhetoric when located on the continuum? If it is not, then what kind of rbetori
meaning-making forces does the continuum fail to account for? We cambrek
closely at, and possibly answer such questions, by continuing to explore thewonih
musical rhetoric.

Problematic Theme # 3: Identity

For this study, identity was recognized as a social-epistemic themewast
placed on the low part of the continuum with “high” social-epistemidising reserved
for themes such agnue/musician relationshgndmusic industry Identity was also
classified as “low” due to the idea that it contains expressivist notfahe tself.”

Music is a “means by which we formulate and express our individual idshtitie
(Hargreaves et al 1). As a social activity whereby individuals lelaout each other’s
likes and dislikes, among other things, music is a highly influential sigemeywhich
people can then read in each other. For example, if a new acquaintance telismee t
likes Bob Dylan, | will “read” my new friend’s identity according to whahblv about
him and what | know about Bob Dylan, my interactions with his music, and other
peoples’ relationships with Dylan.

From this information | will construct a reading of my acquaintance as
intelligent, possibly rebellious, and familiar with the history of popAlserican music.
If my new friends tells me he plays bass in a Justin Beiber cover bantidagilhim
differently in light of what | know about Beiber fans, who may be easigremed by
mass-manufactured musical production, and represemtvandgeculture” which “wants
music, provided (it) be clear (and) translate an emotion and represignified”
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(Barthes 185). | will also factor in the loyalty, support, and occasionatdtiast |
recognize in bass players through my interactions with them. Famillatheitdifferent
personality types of musicians, Lita, the Denver musician advocatet regd my new
bass playing friend differently, as “the guy who is along for the ridé¢ating common
misconceptions about the essential role of bass players in bands.
Musical Identities are Socially Constructed Through Language

It can be argued that these interpretations are a result of thecsmsaliction of
music. One way that identities in music are socially constructed hagpinstigh
language. Berger and Luckmann found that “signs and sign systems ardicdtjects
in the sense of being objectively available beyond the expression dftsteébjatentions”
(36). Since language is a tool used daily by all speakers of the same &graneag
which organizes society, these signs come to concretely convey spezdinings. With
music, Berger and Luckmann might argue, meanings are attached throughahessoci
of the music. Identity is formed in this process through what Berger and Luckman
called “intersubjective sedimentation,” which becomes “truly social whien it has
been objectivated in a sign system of one kind or another, that is whers#italipy of
reiterated objectification of the shared experience arises” (6ige &y new friend and
I have both experienced the music of both Dylan and Beiber, | use that music as a sign
system which helps me form images of others, and myself in the process. kidhe re
of literature in this thesis, | examined Saussure’s understanding of asugperating at a
level of sign with no signifieds, but much music does contain actual langulaigh, w
alters the Saussure definition a bit. There are, in fact, manyatiffiactors make that
language combined with music operate uniquely.

Musical Identities Are Also Constructed Through the Music Itself

The social construction of the musician identity does not only occur through

language, but also through the music that the musician performs. The argbmusic
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in a song may change the rhetorical effect of the lyrics, making “seds kyork

ironically if the music is in a major key and played fast. Deanna anatifynsellnow

said thatcongruityis when a song’s words match the tension or release patterns in the
music. Melancholy, reflective words would be congruent with musical repedisns,

for instance, and “forward looking dramatic” lyrics would be congruertt terision
patterns such as “fast tempo...staccato and accented articuladighslyhamics, and

full instrumentation” (411).

While congruity lends poignancy to a song, it can sometimes lead totsstene
becoming bored, depressed, or tiredcoingruitybetween the words and music in a song
can result in a strong emotional message “that usurps the linguissageestogether,” a
“couched” argument, whereby the incongruity of the music and “potentialipskefe
arousing discursive message” (409) result in listeners graduadiptaag an argument as
legitimate, ambiguity, or simple misinterpretation. All possible icométions of
congruity, incongruity, and ambiguity result in different rhetoricaé&# which can be
used to target diverse audiences (413).

Musicologist Simon Firth said that “the type of language used and itsidaébt
significance” is impacted by “the kind of voice in which it is spoken” (16balling
what Roland Barthes called the “grain of the voice,” or “the voice & sthe hand as
it writes, the limb as it performs” (188). This is the interaction eftibdy with the
musician’s intention, or the throat with the “song,” the fingers with tlegstiand the
energy behind the musical intention. The grain of the voice is impdotdec, who
believes in “not trying to be a soul singer when you really should sing with a John
Denver voice, and embrace it.” Also, the positions of the bodies of thoszctinig with
the music can change how the words are interpreted. A singer belting out thelwords “
love you,” will have a different effect on a dancing audience than on a gseetigd
audience.
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The signs found in music work to make musicians rhetorically identifytiveir
music. According to musical anthropologist Thomas Turino, the philosophde€har
Sanders Pierce expanded on Saussure’s concept of sign systems beyond language,
arguing that a sign is anything “that stands for something else to someoneiwagm
(222). Turino said that the social power of music comes from “the diffesdretween
propositional, semantico-referential language, and non-propositional sign mobesss
music” (222). Essentially, music doesn’t mean anything in and of itselt, dogs
create“meaning in use” (DeNora 88). Basically, music and language both have
rhetorical effect, and that effect is produced not only by music and language
independently, but also as interacting sign systems. This is part eeg@rwhy
musicians are so tied to their music.

The interaction between referential language and the non-redéiEerations
of sound as music creates a system which has enormous potential for fdemiityon.

If we agree that language is a part of life that we desperatatyimeeder to create
identity, then adding another significantly non-referential “languag#i¢ way we
communicate identity can have a strong effect on those who use such atirmgterac
system of signage. As musical psychologists Hargreaves, Meill, anBdhald
claimed, “music is a fundamental channel of communication, and...it can act as a
medium through which people can construct new identities and shift existing ohes in t
same way as spoken language. The continual construction and reconstrutiBosedi t
through autobiographical narratives can occur in music as well asgjndge” (10). This
may help us understand what Kate, a Denver blues guitarist and vocalist whearshe
said that music is “more of a way of life | cannot do without.” For Keitie Whole
purpose” of music “is because | have something to say.”

What there is to “say” in music can be both referential and norerdiai:

Turino clarified somewhat music’s non-referential function witdssion of the body
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role in music. He said that the “subtle rhythmic patterns--basic to haspeak, how we
walk, how we dance, how we play music- -are unspoken signs of who we are” (234).
Turino claimed that “Music has the potential of compromising many signs
simultaneously which, like other art forms, makes it a particutaatysemiotic mode”
(237) and the “crucial link between identity formation and arts like erlies in the
specific semiotic character of these (modes) which makes themrupetti affective and
direct ways of knowing” (221). Mac alluded to the body’s role in identitjé&dion by
saying that “music just touches us.” However, when placing musiciasrichen the
expressivist/social-epistemic continuum, we must interpret Masisonse
metaphorically, and the way that his language either ideologically disades him or
places him within a context of the social meaning-making of identitys riitoric of
dedication is often embraced by musicians themselves. Mac saidydihg to be a
working musician the rest of my life,” and according to Denver blugarigt and
vocalist Kate, music is “a way of life | can't live without.”
Rhetorics of Musical Identity Can Be Particularly Contradictory

Applying Turino’s concept of music as such a “rich semiotic mode” to iiet@rv
data pooled into theusician identitjtheme shows how problematic the theme is when
analyzing it from an expressivism/social-epistemic model. tdaamunityand
recognition,this theme contained significant contradictions. For instance, Basil's
comment on the local music scene, that, “we don’t like what's happening heneaad
trying to make it weird,” displays an element of supra-individuality, getvaareness of
the aesthetic politics of the Ft. Collins scene. Bill, who owns and booksithiks at a
famous Ft. Collins music institution, says that being a musician “talk¢®fguts and
dedication.” This comment can be interpreted as placing all culpabitisutcess on the

musician herselfpr as an awareness of music industry hegemony.
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Boulder booking agent/musician Neil says that “some people are made for it and
some aren’t.” Applying this response point to our theoretical continuum, weaanipl
in several locations. For this study it was placed inhsician identitycategory
because it represents identity traits that are needed in becomungj@an; however, it
could also be discerned as expressivist in that it places the indiasltiz sole
determiner of success. Additionally, this quote can be coded as exgtebsitoric
when we consider that it was provided by a musician employer. While it was quite
possibly an honest answer to my question of “what can a musician do in ordéakere
more seriously,” it also alludes to “an ideology based on radical indiisdua(Berlin
682).

| identify with these statements. Music has a way of sticking tolrtiénk
about it every waking hour and | often dream about it. I'm habitually tapping os desk
moving my legs to a rhythm. | am so used to hanging a guitar over my shoulder or
holding one on my lap that when | do, | instantly breathe easier. rélgéto play
music, and at the same time the act of playing music brings about its own unique
tensions. Also, it's exciting to know that people are going to hear and see mésglay.
Ft. Collins musician advocate Esther said, “people get so tied up in thér mus
emotionally that they can't take a step back and look at the big picturés”sdims up
why the present project is important to local professional musicians.

When someone is involved in an activity which they love, it may feshgér to
take that activity too seriously. The personal relationship musibereswith the aural
art form is often so precious to them that their main objective is tdananhything which
might harm that relationship. Part of that love for music is that maipierceived as
being separate from the market. We take normal jobs to make money, aray weipic
to maintain an identity away from those jobs. In cases like this, wteamany, that
love and desire for music can be “easily co-opted by the very capitaliss fibxmpposes”
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(Berlin 677). In fact, expressivist belief systems might be said te serwe owners and
advocates while social-epistemic ideology might be said to better sersicians who
can be made aware of the degree to which widely held ideas about artstedtartibe
used to manage and control them. Expressivism might be said to cultpiadtias
AND acceptance of low rewards among musicians.
The Ideology of Musical Identity

This ideology of identity has been handed down to us through the larger music
industry, with its emphasis on individuality and self- expression. WhilknBeas
referring to the rhetoric of the writing classroom, | believe thatdusd on ideology
makes his claims applicable to wider social, economic, and political mjilkéuvhich
music is one. According to Berlin, ideology “determines what is real &iatl is/
illusory, and, most importantly what is experienced and what remaindetisi field of
phenomenonological experience, regardless of its actual materiehee’s(669). This
way of understanding has not been lost on Frith, who believes that “capaatisil ©f
popular music rests not on record company control of recording technology but on its
recurring appropriation of fans’ and musicians’ ideology of art” (278).

Bill's statement that, “it takes a lot of guts and dedication,” begeen as an
example of Berlin’s co-option, yet as any musician will tell you, it's alse.t Without
the will to go on stage and perform in front of others, a career in music owk po be
difficult. Also, music production at the local level is essentially arsalhaged activity
which requires hard work. What the continuum can tell us about the “guts and
dedication” required for music is that such statements can be interpsethetorical and
meant to persuade, identify, and/or connect, because “A rhetoric can naveodent,
can never be a disinterested arbiter of the ideological claims@fsdbecause it is always

already serving certain ideological claims” (Berlin 667).
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Musician advocate Esther’s claim that “people get so tied up in theic musi
emotionally that they can’t take a step back and look at the big picturebhiaaa well
with Berlin’s acknowledgement of a non-innocent rhetoric. Whether or not asidinal
believes what he or she says or does is “true,” it will still havetaribal effect in light
of other social factors and ways of knowing. Although it entails lookingiatanas
something that is detached from oneself, an awareness of the wayshmwusic
identities are socially constructed can be beneficial for furthetiveeand professional
musical activity. Berlin says that in social-epistemic rhetétite real is located in a
relationship that involves the dialectical interaction of the obsearet™the discourse
community (social group) in which the observer is functioning” (678), so ird=nirsg
how musical identities are constructed, we should consider the ways navldience
functions in local level music production.

The Audience’s Effect on the Musician Identity

For rhetorician Sherrie Gradin, one does not have to be entirely focused on the
audience when composing in the classroom, and this idea can be applied to nwedlic as
She supports Donald Murray’s view of expressivism in this case betause
“acknowledges the rhetorical importance of audience as well as egesw@docus on
the self” (104). Ft. Collins musician advocate Esther said that bemgsigian involves
“figuring out what you're doing with your music and what kind of band you're going to
be.” We might view this as a kind miventionwhich uses an awareness of the self in the
larger social context asheeuristicfor how to proceed though one’s music career.
Bennett found this to be true in his 1972 study of Northern Colorado musicians and what
he calls their “contemporary interpretations of culture and ary: (Tis interpretation
takes place within an “autotelic state of consciousness,” which ‘pfadgective human

experiences at the center of objective cultural processes” (1&xawapply this
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autotelic consciousness to the way subjectivity and objectivitik width and against
each other in today’s local music atmosphere.

Expressivism is often a “required” rhetorical position for indaogito socially
accepted musician roles, and the expressivist ideology can often blintdlamsiso the
socially constructed nature of the business. The role of the musician becomes
concretized through reified notions of what classical musicologistiim&unsby
labeled the “unhelpful mythology” (49) of the Romantic “individual.” Thigigs about
a paradoxical situation whereby a musician might need to embrace exXptehstorics,
in language and/or musical choices, in order to fit into a socially catetr world.
Basil's autotelic drive to play music fits into today’s societpextations because music
is such a huge part of our lives, and it has been proven to produce capital. This may
explain Basil's statement that his music is “a viable form of expmessin this way,
expressivism is something audiences, musical and “rhetorical,” may dsqract
musician.

While understanding how music identities are socially constructed admoe
clearer understanding of the music business, an obvious overemphasis on such an
understanding may alienate individuals from a society where expressiwsainesl. In
this case, an awareness of the social construction of identity and théhatays
expressivism is valued in society can be used as a heuristic for ationvef a musical
identity. As Reuben says, “everybody wants to be seen as a musician.” @&esoguas
of the social capital which comes with being a musician may aid a profdssiasiaian
in forming an identity which helps them to be perceived as a musician. In thisevay
see that “individuals perform and construct socially intelligible itlest Personal
identity is fundamentally performative: “identity cannot be distingeisfrom the

communicative acts that announce it” (Gracyk 203). | may think of mysat as
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“authentic” rock musician, but the less | perform and communicate thattrelkess | am
taken to be a rock musician by those around me.

The concept of performance disrupts the notion of pure, individual identity. A
post-structuralist philosopher Judith Butler argued, identity is “alaigd process of
repetition” (Gracyk 201). This is one of the deeper issues | am exploting) may
explain why | often feel ambivalent about the work | am doing here. By announcing to
those in the world of local music that musicians need to be paid for théir vgat the
sense at times that | am revoking my “musician card.” At the local Hin€local
music festival, | had a conversation with one of the event’'s organizers,néxglaiy
position regarding the payment of musical acts who participate in theafesti'hile he
could not have been more friendly and forthcoming, I still had the feelihpehaas
thinking that | was asking for too much. The festival brings the communitshterge
gives musicians the vital public visibility they need, and offeestlisic community a
significant morale boost. So even in “performing” my dialogue with thevédsti
organizer, | felt like | was going against the “true” nature of mysedf miSician, as
someone who “should” play for little to no pay, simply for the love of the musics i3 hi
an example of the work that goes into tiistageperformance of the musician,
compared to thenstageperformance.

Basil has made use of the performative dimensions of identity at House s
around the United States. A self-proclaimed DIY and indie rock musiciaii,rgiced
that at house parties “a lot of people see it as a party with a bandebuwté go in there
and pretend it's a big show.” In this language we see Basil acknowledging the
performative aspects of his musical identity. Sociologists Ste@hece and John
Lynxwiler found that there are many “kinds of information that consumeigeof
performances use to construct their evaluations of a band’s perfornfa@ég'and that
popular successful artists “realize that success is not griredlicated on musical
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expertise” (117). In a study done at Colorado State University in 1980 called “Ngpdeli
the Rock Band and Audience Interaction,” sociologists Kevin Jones and&Atdkison
Harvey noticed that, along with technical competence, or “cognijivibiesis,” the
“capacity to entertain” is how audiences gauge bands’ success. Cognithiess is a
musical group’s “interactive technical competence which is measutid execution of
arrangement complexity” (131), a proficiency gained through experience jgmmin
composing and performing. The capacity to entertain “includes dimensions such as
humor, intellect, sensuality, adaptability, selection, conformity in tempomallyrical
content, and style” (131).

Jones and Harvey saw the band/audience situation as an example of Veollecti
behavior theory” which looks at “a collective orientation and the infoaomak
mechanisms whereby the collective focus and decisions related toaaahed” (133).
Basil's awareness of how collective behavior works is negated in gbhig other
rhetoric. For instance, he says that “if you're trying to be a careerianysyou’re going
to look like an a—hole,” and “if you are consciously like, you have to take nozisky,
that’s not a very successful way to do it.” In contrast to this rhetoricatagdpears as if
Basil is also conscious of the determination and will which goes into beingiaiam, as
opposed to those who simply wish to reap the social capital possible with being a
musician. He says that with “some local bands it’s like, you’re jusigdibis so you can
be on a big stage!”

But Basil wants to be able to perform on a big stage as well. He eegress
frustration at the local music festival for an undesirable tinteasid stage, saying, “Give
us a big stage so we can play a big show!” While it seems that Bakéngpting to
understand whether or not he wants to acknowledge the socially constructed,
performative dimension of the musician identity, touring bass player Mastadds
and embraces it. Mac says that “when | hit the stage | have to focus ontengspar
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musician and be in this musician mode.” As much as Mac believes that nmfasic is
emotional thing,” and that “the expressing yourself is probably the maion‘e@asbe a
musician, his rhetoric also hints at an understanding of the idea thatetmérnm of
objects, utterances, and acts is neither inherent not invariant bulyscaietructed”
(DeNora 92). DeNora elaborates- “With regard to social or concapeaings...this
implies a dissolution of the subject/object dichotomy as it is gépéamgllicit in
conventional theories of meaning ‘transmission’ and ‘reception.’ In etbeds, the
perceiving subject constitutes, given perceived constraints, thectbttjrough
interpretation, and further, the meaning of this response or interpretairoturn
constituted by the respontethe response, and so on” (92).

Part of what Mac knows about being a musician involves the ways in which
audiences interpret his musical acts. The audience’s interpretdtMac as a
“musician” in turn enables Mac tme that musician, which is something | have noticed in
my own music. | have played shows at bars to no one but the bartender. Somédtame int
summer of 2002, my group Minivan Blues Band was playing a show for only the
bartender, and then even she left to go into a back room. It was then, withedpsmlut
audience, when | felt less like a “musician” and more like a memberrioup of
buddies who were jamming on a raised platform in an empty room. There was a sense o
group embarrassment because we all implicitly desired an audience tiabuoighad
none. This feeling did not last long, however, as we were soon able to maks tight
situation, laugh at ourselves, and have fun. But at this moment, even our noofichlly s
perception of live music performance itself was called into question. én@sghere
was no one for us to expreass and the absurdity of live music performance was exposed
— we realized how much weededhe audience. For Mac, a musician who almost
always arrives at his performances with an anticipating audidrecprésence of other
people to complete the performance situation is not a problem and the factféeds he
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that music is mainly about self-expression, yet at gigs he needs to be mugitan
mode,” can help us break down the artist/entertainer dichotomy we find in Musiernly
of Scottish “public house performers” and Stephen Groce’s research on copyyen”*
performers and original music performers.

As stated earlier, Mullen found a difference between entertandrartists, in
that entertainers play to the desire of the audience while guitist$or their own self-
expression. Groce discovered a similar dichotomy, arguing that copy music pesform
“perception of what the audience desired (takes) precedence ovavthgiersonal
choices of material” (397) since they “highly value getting paid for fr&iformances”
(398). Original performers, Groce observed, feel that “the creativeggdis) more
important than the things copy music performers typically value, i.einghatoney”
(399). Ifind this explanation too reductive and reinforcing of the money/muditydua
Groce even foreshadows the intent of the present study, ending his articlgoafional
Rhetoric and Ideology: A Comparison of Copy and Original Music Performert) awi
call for more research that determines “whether or not there aredatiensions to
musicians’ ideologies, and if so, document their structure and funct68}.(

| believe it's possible for original musicians to perform the milngg want to,
with the specific energy they choose to foster, whatever that is,ikuecdrssider how it
will be received. | would even argue that the most musicians do this anyway, aad that
consideration of audience is metonymically tied to matters of economjzecsiation.
The idea of music as organized sound which others then hear sets the condition of
possibility for social activity and issues of materiality suchcamemics, technology, and
place. This leaves the musician who fully acknowledges the soctadbtructed nature
of local music production in a bind. If the true musician “self” is a producbofdrtic
reifications of identity, then why would the creative original musiclzoose to keep
trying to produce art? One might as well simply play cover (copy) musas,si

68



according to Denver musician advocate Lita, “what’s the differentweeba working a
daytime job doing construction and playing covers three nights a week#iuly i
beneficial to musicians to acknowledge that all we know about music isah soci
construction? Perhaps by once more listening to the rfarggve can understand this
more clearly.

Some of my Northern Colorado music fan survey participants were etbgquen
aware of the ways that audience and musician construct musical mesyatiget. For
instance, a 30 year old female librarian says that “| am happy to pay ahdwge,
because free concerts are often out of control and/or the audiencdadtn't care about
the performer.” She also says that “no matter how much you love what you do, there are
still days when you just need a paycheck.” A 28 year old female physicalighera
thinks that “most musicians do it because they are music lovers. For te@eseson why
we go to see them, ‘cause we are music lovers!” However, an overemphhsis on t
socially constructed nature of the musician identity may alienate iemsiitom a larger
society where the image of the musician as the authentic genius id.value

Cultural ethnographer Ryan Moore referred to what Simon Firth callsable “r
ideology” which was “derived from the cultural politics of folk musiayigproposes
that anyone can and should play music, (that) the tools of musical perforrhante s
remain as simple as possible (one person, a guitar, and their voice)hthédete no
separation between musicians and audiences, and lyricists should adgossnim
social issues...Rock musicians developed a rhetoric and ideology tlsatdttheir
creativity as artists in opposition to the economic rewards of musidalpance; this
ideology has been especially important in sustaining music scenedatahevel”
(442).

To simply ignore the way this ideology has made its way into our musical
consciousness would mean relying on social constructions during a typicaj bdihig
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approach is characterized by folk rocker and booking agent Neil, who Isei@tehe
music in certain contexts needs “to be appropriate for the night,” and Denveramus
advocate Lita, who says that being a successful musician “depends on how you sell
yourself.” While these ideas should be considered, and will probablydeeachore
professional music production, they seem to be tactics more suited towaadisi@nal
business than an artistic endeavor such as music, yet they are importatatifingua
music career.

But this is not the identity that most musicians want to projedtiio audiences,
if for no other reason than because it does not sound like much fun, but alssebeca
musicians may implicitly realize that most audiences have thessseeen integrated
into the rock ideology by radio, music videos, magazines, and digital mddiay
musicians operate from the rock ideology without even realizing thiabily represents
the way that the music industry has made sense of, and a profit from, musictiprodu
The rock ideology is not a necessary component of a “true” musician identity. M
seems to have an innate understanding of this. He singled out soul sihgéthgirs,
who “just had a bass player and a drummer and some good ass songs” asvamoartist
understood what music sounded like in the 1970’s (technically simple and lyeit) bas
and how to carve out a new original music identity within that context.

Musical Identity and Issues of Authenticity
While an understanding of the ways in which an identity is socially

constructed can lead to invention of new ways to perform the role of theanugicnay
also lead to negative attitudes toward music itself. Overrelamsecial-epistemic
explanations of music ideology disregards the possibility of authenticityrirtksargues,
“From Romanticism rock fans have inherited the belief that listeoisgmeone’s music
means getting to know them, getting access to their souls and seasib#itom the folk
tradition they’ve adopted the argument that musicians can represemntatiiculating the
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immediate needs and experiences of a group or cult or commaodity” (“267). To inse
one’s authentic nature into a piece of music and to represent a group anrgomsna
rather demanding requirement for acceptance as an “authentic” amuskedr Mac, this
may partially explain his claim that “it’s hard to describe the masiplay.” | can relate
to Mac’s “apparent inability to describe the music” (Groce 399).

My Memphis band, Minivan Blues Band, plays all different genres, fromiclass
rock, blues, country, and bluegrass, to Latin jazz, pop rock, funk, and soul. Due to our
genre crossing tendencies, our changing setlists, the fact that wevplagts instead of
one long set, we are labeled as a “jam band.” However, most jam bands tend to be more
harmony driven, play longer songs, and are more harmonically and rhythmiciadly sta
than Minvan. 1 think that Minivan tries to draw more from older forms of mustause
we want to honor our southeast American roots, not to mention the fastethehlize
that the area has produced great music over the last 40 years, ana thasic “works,”
meaning that we like it and audiences like it, in live music enviesiisnand on
recordings as well.

This is why a lot of the music we “cover” and are inspired by cdroesartists
like Willie Mitchell, Al Green, J.B. Lenoir, Sleepy John Estes, Big StalpRStanley,
Lorette Velvette, Muddy Waters, James Brown, and Junior Walker andltBears. Of
course, we have other non-southern influences as well: Miles Davis,dJpighardt,
Black Sabbath, The Who, The Clash, Grateful Dead, Fela Kuti, Taj Maiahda
Williams, and many others, not to mention the non-musical influencesddrie
relationships, family, communities, writers, mass media, nature, llmas etc.) we draw
from. The fact that we are aware of, and play this music doesn’t makeghentic yet it
still feelslike we get to do what we want more than other bands we see arowndrdiff

music scenes.
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| try to be conscious afhy| feel that our music is relatively “authentic.” There
is a constant search for authenticity and meaning among my band mates and | as we
attempt to use our individual, creative selves to make new music. Wehiabpleis
music will change how audiences relate to music in general as they caraéize that
Minivan Blues Band is doing something that no other band is doing. Then, having had a
change in musical consciousness, they will hopefully seek us out when wargingy
music. However, there are numerous other reasons besides being authiehtizaw
explain why Minivan’s audience enjoys our original music. It could sound similar t
other music they like, for instance. To become attached to notions of aithéniet
one more way that an expressivist ideology forms an image of thought foranasici

Musical psychologists Hargreaves, Meill, and MacDonald say tbafi¢tv of
musical authenticity “implies that its creators exist on a higteerepthan its reproducers,
or performers, which in turn implies that music is something which égistshere,’ in a
sense independently of those activities which bring it to life” (12). 00fse, this is how
musicians tend to think of their music, as a set of musical activitiech are used to find
something which is “out there,” when actually, the act of playing music isavthe
sounds we call “music” come from. My band and | are often presented with evidence
proving why we are “inauthentic”: other bands that sound like us, theh&tcn original
song does not always go over as well with the audience as a cover song might, and a
reluctant reliance on proven musical forms when writing new music, f@anices.

This kind of thinking suggests what musicologist Nicholas Cook wasrirgj to
when he said that “the key personnel in musical culture are the composersnetaigye
what might be termed the core product; that performers are in essencesnanor
middlemen...and that listeners are consumers, playing an essentssilyepale in the
cultural process” (as quoted in Hargreaves et al. 12). At timesbke twe may realize
that “it’s all been done before,” and as individual as we were trying, twdoavere more
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similar to other musicians than we would care to admit. Although, in readitther
“‘composer,” “performer,” nor “listener” are natural phenomena. Theynatead
“human constructions, products of culture, and accordingly they vary from tirimeeto t
and place to place” (Cook as quoted in Hargreaves et al. 12). Exprebsitosic denies
this possibility.

The Individual/Same Paradox

It seems as if most musicians | interviewed, at some point, used exigtessi
language when describing music. This leads to a contradiction | caitikiglual/same
paradox As | mentioned at the beginning of this chapter, | discovered this cotitvadic
in my open coding process, during which | found that the language from the high
expressionism categoriesmiisicians are individualandall musicians are the same
sounded similar. According to Leslie Hill's interpretation of theréity philosopher of
Jacques Derrida, the blurry boundaries between individuality and sanagisedsecause
“repetition is what makes it possible to think sameness or identityo. fer |s it
introduces proliferating difference” (16). For Hill, “the very conditiofgossibility of
identity serve in fact to make it impossible” (17). For Derrdifierancewas a way of
reading texts and reading the worldifferance“implied some kind of mobile,
differential articulation, irreducible to presence” which precédamerous other binary
oppositions: presence and absence, sensible and intelligible, nature and switfject
and object, and so on” (Hill 16).

Throughdifferance Derrida was trying to get us to see that “presence was bound
to absence, and absence to presence; indeed, both were secondary to a prientradivem
deferral and difference, affecting (and thus constituting) both time and qphitd’5).

We can see this in the rhetoric of musicians. All of those | inteedemere sure of their
individuality as artists, but also hinted to an awareness that altiamsishare this sense
of individuality. This slippage, atifferancebetween sameness and individuality is
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based on the repetition of difference, which acts as the condition forshibipity of
subjectivity. For musicians to be able to differentiate themseloesdach other, there
must be multiple musicians. The fact that musicians do not see this paredexniesic
industry domination in its appropriation of musicians’ expressivist rleetwtiere “the
grip of Romantic ideology” determines musician activity, and in which ‘#t&gnd
listeners alike are caught up in this swirling scenario whether goegnize it or not”
(Dunsby 50).

The Romantic ideal of the individual and its “opposition to capitalist cosce
founded on rationality and standardisation” (Stratton 145) actually teederate
hegemony through “a sustaining emphasis on the individual” (145). Perhaps this
situation is not so paradoxical when we consider that it is fueled hyrichand ideology
— “discourse, addressing or, as Althusser puts it, interpellating humagslas subjects”
(Therborn as quoted in Berlin 669). The ideology of the human subject vs. society
determines “who can act and what can be accomplished” (669), and an impagtful wa
that is accomplished in terms of local music production is through the sepaifatiork
and leisure in the larger culture.

Problematic Theme #4: Music as Leisure

In late capitalism, “doing” music has been constructed as a leigivigyadn
actuality, there is much work that goes into playing music. This theasecreated to cull
rhetoric which acknowledged an awareness of common, mainstreamtipers@pout
music as fun or play. Ft. Collins bassist Mac said, “I can't let the acelienow I'm
thinking about other things.” Mac knows that audiences expect musicians likéook
they're enjoying themselves, regardless of how that “enjoyment” igesgd. But when
people have fun, or play, they are typically “in the moment” and not concerrted wit
external factors such as work or responsibility. And while this is trogyiexperience, it
still took work to get to that point. For me, being able to perform and record music has
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required countless hours of practice on my instruments as well as celgnitvwing to
terms with what constitutes a “performance.” This has meant &tiealcand error
learning. It started out playing for my friends and eventually learning hovaydqu
strangers, and the learning continues to this day. There is much work irsiredeath
other musicians and arranging the musical elements of harmony, rhythm,retructu
lyrical content, and performance flow. | had to learn my way around a recondifig st
too, familiarizing myself with technology, terminology, and ways to summonegsie b
possible performance from myself and my fellow musicians.

And this is to say nothing of the non-musical aspects of being a musfean-
work involved in order to b positionto perform and record. This work involves
negotiating with venue owners, booking gigs, assembling musicians and fang}, buyi
gear, fixing gear, typing, talking, persuading, convincing , reassuring, litmgng, and
advertising, all the while trying to look “cool,” performing the musician fitgs0
integral to “being” a musician. All of these musical and non-musicaleziés of the
work of music become rhetorically separated through what musicologigti&gstrom
Miller called the “trope of effortless music” (427).

The Work/Leisure Split

Miller has located this trope and its suggestion that music’s “execitbahds
not require work” (428) throughout different “critical and consumer interfoetin a
wide variety of historical settings” (428). He identifies the trapgresumptions about
the natural operatic voice and the closely held secrets of its doltiyethe valorisation
of amateurism in punk rock,” and “bluesman Robert Johnson’s legendary trg to t
crossroads” (428), where Johnson reportedly sold his soul to the devil in exébang
musical power and dominance. Miller locates the source of this thetdiVestern
music institutions and scholarship” which “locates the artisingt ultimately the
economic — value of music in its composition rather than its performandeittributes
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it to “the capitalist division between conception and execution” (4BBjough

exploring “the multiple ways in which discussions about music historically rendered
the labour involved in cultural production invisible” (430), Miller hopesame to
understand how “we can help to imagine a more equitable and sustainable stoucture
the music business” (439).

In order to find ways to make the business more fair for those who do the
composing and performing of music, Miller looks to the rhetoric used by non-emssici
in constructing the trope of effortless music. For Miller, this trtyas not only hidden
forms of musical labour, it has also influenced some of the ways in which congsynpor
fans, music industry pundits and scholars have continued to frame musicaso for
recreation, self-expression and leisure” (428). While none of my musgitéamiew
subjects operate from the perspective of music as “effortlessy dmuse language
which supports the trope of music as recreation. Bass player Mac ddytssthest so
much fun,” and guitarist John says that “it’s fun to listen to songs youridkéhen go
out and play them.”

It might be argued that these musicians have a choice when desdréing t
activity of music, and they choose to portray music as fun instead of work. itknthvat
music is a lot of work, yet simultaneously understanding that if one doatanon the
work involved one might not enjoy the music as much, these musicians have chosen to
make sense of why they play music in terms of the fun it involves irope of music as
recreation has emerged “when different historical actors-often foragtictory reasons-
have grappled with the tensions between what listeners hope to get out of rdusiaan
performers necessarily put into it” (428). This consideration in turn babgst the
issue of the work of the audience.

Listening to music requires work as well. For an audience, taking meaning from
a musical performance means “reading” the sounds which come from tbe Blag to
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music’s non-referential nature, this requires more work than reading whbrids have
signifieds attached to them, regardless of the amoutitfefancebetween those words.
With music, there is no slippage between signifieds because there agaifieds.
Musical meaning is a combination and synthesis of affective feeling amdening
which cultural activity attaches to the sounds we call music.

While the musician or composer has “author-ity” (93), the work of crgati
meaning from music is shared by both provider and listener. Tia DeNereeckfo the
work of the audience as their “response-ability” (93), or their altdityespond to these
sounds which are called music. This cognitive, social, and affective wthk atidience
takes on bodily form in the events of dancing, standing, and making sense siie vi
elements of the music, musicians, and other listeners. Also, the auslieaceare doing
work, either gently or violently absorbing the physical acoustic forsewfid waves.

With all of the actual work involved in music, it remains a reality, h@reghat
such workis fun. Mac is by far the one interview participant who seems partigula
adept at expressing through language the joy music brings him. For him, mjsst is “
so fun. You just get so satisfied.” As Mac told me, playing music with a bankds "“li
playing touch football in the park or something.” In this way, music brings coticms
associated with physical activity. In Keith Hill and Marianne Plogeiisicology
website, “Institute For Musical Perception,” affect is descrilsettree suggestion of an
emotion, a state of being, a physical state, a state of mind, or an attitude.refdv
Mac’s language as an awareness of the affective dimension of maldiogmrit might be
argued that, for Mac, music brings out feelings, emotions, and attitudes of Isappine
youth, energy, care-freeness, and positivity.

Play

Performance studies theorist Jnan Blau says that play “involvessbedietions,

and ideas, all of which interact and resonate on personal as well asikocbtevels”

77



(312). Play is actually the work of music. When | tell someone I'm going torperfo
music at a venue for pay, | don’t say “I'm going to work,” | say “I have to go play.”
People usually don’t ask me if I'm “working tonight,” they ask me if I'm {jiay
tonight.” My job just happens to involve playing- playing my instrument andnglay
with ideas and emotions, and while that play is personally satisfyialgpitakes place in
a social context.

Blau says that “play(ing) is meaningful important work” (312), and p&dpip
in that sense of play is performance. Performance, the means by whickangisi
maintain identity, has even been defined as “ritualized behavior coretifpermeated
by play” (Schechner as quoted in Blau 312). However, often times, the musiatbsi
is not ideal, and instead of being fun, performance feels like work. In¢hess,
“playing” becomes a lot of work as the musician struggles to hear him off leerge
other musicians, has a hard time connecting to the audience, or encounters physica
difficulty singing or manipulating a musical instrument.

When music is not “fun” or “play,” musicians encounter additional work in
terms of maintaining the musician identity. Audience involvement, ideat soni
conditions in the form of quality sound engineering, and intra-band cognitive symbiosis
wherein the band members are communicating effectively, all leadiaédigits where the
work environment is more suitable to the musician, but when one encounigdrbarist
or lethargic (or small or non-existent) audience, bad sound engineering, and
uncommunicative band members, the “work of play” becomes difficult. iThiken a
musician’s true performative skills, or lack thereof, come into focusM#sexplained,
“maybe I'm bickering with one of the guys | work with...but when | hit the estagave
to focus on my parts and be in this entertainment mode.” At a recent concestpitadt
was ready for a planned extended hiatus, and they rushed through their shown'tit was
one of our better gigs,” he said, “some of our fans realized we were in a huetythe g
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gig over with.” He adds that “you just kind of go through the motions and thpeha
in sports or business or relationships.”

The tension between play and work is one of the aspects of being a musician tha
often remains hidden behind expressivist rhetoric and the trope of effarlesic.
Musician advocate Esther says that “If you know you’re doing this for fun@uiceynot
having fun then why are you doing it?" Here, Esther’s language illustratastiiguity
and contradiction in theusicians as workertheme and the nature of the work/leisure
split. Music is both fun and work. As Basil says, music is “a viable formpkssion.”
Basil also says that playing music “will be a good time no matter whatsil'8rhetoric
represents the paradox of the work/leisure split definitively, dretevthere is paradox
there is room for the appropriation of aspects of that paradox. If mosido not realize
that music is work, “the work of play,” then they put themselves in a positiperform
music in situations where they may not be economically rewarded fop#drérmance.
While individual musicians may be okay with such a situation, it stilke/tw the
disadvantage of serious, dedicated professional musicians who wishcanoengcally
rewarded for their work in order to reach a levesudtained musical activity
Problematic Theme #5: Musicians as Workers

Themusicians as worketiacludes Denver guitarist Kate’s proclamation that
“booking gigs—it’s a hustle,” and Boulder songwriter and booking agentsNeil’
acknowledgement that “I'm not famous and | have a career.” Boulder jam band leader
John said “I don't think people realize how much work goes into it—makingsflyer
booking, bugging people who never check their emails...” Ft. Collins singer/stergwr
Keith admitted that “The goal of the music business is to work, anah ifidt bringing a
certain amount of money into the house then | feel like I'm not contributing’thete.
Collins bassist Mac said that there are more bands than ever thesaldying to get
into the same spots.” Music is hard physical and emotional work, so an awarethess of
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way that music has been constructed as leisure is important when antigzing
contradictions and ambiguities in thrusicians as workeitheme. For instance, club
owner Bill claimed that “with just a little bit of effort, peopde have a good time,” and
that the difficult work involved in advertising and getting audiences teg&br musical
events can be “overcome by having a good time.” Here we see a minor steft in th
appropriation of expressivism, moving the focus from self-expressioe piathelement
involved in music making.

The Venue/Musician Relationship

As sociologist W.I. Thomas said “All people define situations as real; foerh w
powerful people define situations as real, then they are real in theigoenses” (as
guoted in DeNora 93). Consider how Thomas’ contention plays out in the following
example. Bill owns one of the more popular clubs in Ft. Collins, and | desirgaonpe
there because of the club’s status and high quality as a live music venifi®&illSo
decides that music is fun, and | then agree with him and we make plans for my band to
perform at his club under the conditions of music as fun, then both Bill and | have
defined the reality of the situation. However, since Bill, in his position okpatefines
music as fun and | agree with him, | am then operating under Bill's definitiomldf/re
The consequences, then, are that music is fun, which means that | probatby il
paid for my performance in his venue since Bill can justify non-paymeplyimg that
people do not make money from having fun.

Like any other employer/employee situation, the relationship between #he loc
venue and the musician is central to understanding the work of the musician. eifowev
the musician/venue owner relationship is perceived as unique because lvdiag isold
to the employer by the employee is not typical labor. There is netahwent of
certainty that an employer enjoys with other jobs. In other words, the hairthe
musician puts in cannot be accounted for as easily as the work a isalaspenstruction
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worker, or delivery driver performs. In the music situation, unless a bargsbn large
crowds every time they play, it can be difficult for a venue owner to disshgxactly
why they sold more alcohol on a particular night. Dealing with a public whdss tas
change often without apparent reason makes the tracing of work to prdfé albre
challenging for a venue owner.

But despite these challenges, the venue/musician relationship istsibapart
of local music scenes. Although there are other outlets for live musicrparfoe, such
as fairs, festivals, and parties, “the economic possibility of the locapdhaving steady
gigs is in the bar market” (Bennett 153). In Bennett's 1972 study of Northern @mlora
musicians, he found that bands and venues, “although economically dependent on each
other, are two distinct institutions whose participants’ needs and slesiss only
superficially” (154). The problem from the musician standpoint, howevehes those
needs and desires become rhetorically interwoven.

From my interviews, | found that it is usually the venue owner who perftims t
rhetorical inbreeding of musician/venue owner need/desire. Del, a jazz ahab iow
Denver, told me that the purpose for the existence of music venues is ‘faepaav
outlet for the musical experience of musicians.” Club owner Bill bedidhvat “no band
is ever terrible (because) you're witnessing someone sharing somethihthere’s art in
that.” Booking agent/musician Neil gave credence to the local Bouldéc suese and
one of the clubs which he books bands for, exclaiming with pride that so maoyspatr
come into that club because “it charges a 1 dollar cover, and sometimes theyeion't e
charge it!”

These musician employers feel that they are giving musicipsrience, a
chance to express themselves regardless of talent and/oy, aititthe opportunity to
play in a room full of people. However, a) musical experiences can be fountelsew
b) some bands actually are not aesthetically pleasing, affectivebtie#, and/or
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technically proficient, and c¢) | have found that the type of patron that gdesg that
don’t charge a cover are usually people who would rather talk, socialize,iakthdn
pay attention to a musical act. What Del, John, and Neil fail to understatdeast
make clear in their language, is that the relationship between adarmausician should
be an economic one. While venues do assist in the formation of cultural ¢capithk
development of a fan base, it should become clear early on if the relationsiépet
venue and a musical act should, in light of economic factors, continue.

But musicians themselves also fail to understand this relatpastimes. Even
though indie rocker Basil said that he and his band “side step the bar” tooplss
shows instead, they have still had experiences where they playlatdooas where “we
come in and bust our asses playing a good show and then we get to drive home empty
handed.” Although Basil and his band like to tour and spread their music by finding like
minded bands on the internet and then playing house shows with those bands, he also
finds “a city that we're going to drive through while we’re on tour and sieie’s a
venue there.” Even though he has an ideal plan for not buying into the idealtisat cl
and bars are the only places where a band can perform, he still find¥ hirttsese very
clubs and bars.

Basil is a savvy, independent minded young musician. But from what | have
experienced, it is usually amateur, or “hobby” musicians, who fall prey to ¢teridal
inbreeding of desire espoused by employers. Hobbyists are amateur musiciarsywho pl
for fun only. They usually have “day jobs” which afford them the luxury of usingemus
as a form of recreation, unlike professional musicians, whose musicélyssgrves as
all or part of their main source of income. Musician advocate Lith ‘4diave a friend
who calls them ‘not-hungry’.” While | purposefully did not include hobbyists in my
study, a few of my subjects did refer to these amateur musicians. Kaerker blues
musician, said that hobbyists “want to play all the time and get to be aianusi
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Hobbyists and “Real” Musicians

Hobbyists are “just mediocre and they spoll it for the real bamtishe
professional bands that have to live,” quipped Kate. Disdain for hobbyistshandao
locate in musical discourse. Even musical sociologist PierckrdiMenger hinted at the
fact that some people should simply not be trying to be artists, arguingf tiaderit
could be detected more rapidly, quit rates in artistic professions wouhdidte higher”
(559). But whom and what hobbyists actually are is a matter up for debate. Who the
“real” musicians are and who the interlopers are is somethingstbatrig decided all the
time, in different economic and cultural contexts. The job of musi diker all jobs, is
the product of numerous choices made by countless different actors. Thaatmmstf
knowledge about the job of music “is an interactional and rhetorical pracdgeifies
and externalizes the mental world which itself is constructed thrdisgourse” (Young
et al 376). In addition, as Menger reminded us, “people discover what a noaijobti
really is only by experiencing it” (555).

So when we talk about “hobbyists” and “real musicians,” we should keep in mind
that it is discourse which “reflect(s) the way we talk, think, and act afaoeéer” (Young
et al 379) and that there is no inherent quality to hobbyists and realangsicist the
way we discursively construct those categories. The music ¢agpegsents a unigque
interaction of self and social experience” (Young et al 381). Musiciangecinand
perform their “selves,” and their career is a part of that constrsctigjectivity. When
Mac says “I'm going to be a working musician the rest of my life,” we earhsw the
social construction of the music career is intricately tied to itgenAs musical
psychologist Julie Jaffee Nagel says, when “focusing upon a psychologidel of
career choice, it is possible to recast vocational decisionthmtontext of identity

formation” (69). The interaction of the construction of the music identitithat of the
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music career can be based on several factors: technical profidieacapacity to
entertain, the amount of work one participates in, pay, and recognition.
Technical Proficiency and the Capacity to Entertain

Technical ability on an instrument, for some, is important to being arcaree
musician. Club owner Del said that musicians need to “be able to play.” Barue
rock musician John revealed that his band focuses on “playing our f---in’ fidliaral
he maintains that music is “definitely a technical thing, giving thatrexpee to the
listener.” Music educators Hallman and Shaw say that developing “highnteisical
skills requires time, dedication, and support” (103). However, “the ¢d\expertise
attained...does not predict the quality of a performance at any particulairppme”
(Hallman and Shaw 103). | have found that technical expertise works in somegontext
but not others. Many gigs actually call for less technical profigieitis is always a
contextual matter and depends on the audience and setting.

A broader definition of musical ability was found in Hallman and Shaw’s 2002
study of “Constructions of Musical Ability.” Through interviews with @ssional
musicians, Hallman and Shaw found that the musicians “expressed thestrong
agreement that musical ability was related to communication, ensekitlsleesnotional
sensitivity and the organisation of sound” (104). So, technical proficiencyyipartlof
the musician’s job. Boulder guitarist and band leader John said that “itisshtitg
music, it's the whole performance,” and Denver musician Kate remainfislent that
when performing for an audience, “I am there to entertain them.”

The capacity to entertain may include technical proficiency, bugatrahy mean
the ability to perform. According to Jones and Harvey, the “Capacity tdantes an
interactive concept which deals with the relation between musicians aad.pat
Technical proficiency is just one aspect of the musician/audienti®mnel&Vhile Mac
understand that he has to “focus on my parts as a musician,” he also realiazessha
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people expect to pay to go hear some music to be entertained.” For Mac,rentertai
means letting “the people see that you're happy to be there,” and being “a sateporie
group where the vocals are maybe the most important thing.”

Continued Employment

Besides technicality and musician/audience interaction, anothet aspee
social construction of the job of music has to do with how often the musician. widnks
amount of work a musician engages in has a huge impact on her or his identitgteAs K
explained, playing gigs is “more a way of life | cannot do without.” Mac saidatha
musician “you have to go out and work,” a statement which Keith echoed, saying tha
“the goal in the music business is to work.” Keith feels like not takigig affered to
him will result in him “missing something,” but lately has chosen” to ds tiat pay me
rather than going out and doing any gig | can.” But as Mac noticed, “it'bati to get
gigs.” It may be said that Basil’s identity is informed by not playingypes gigs of the
working musician type. He explained to me that “growing up playing music with my
friends was way more beneficial for me as an artist then playing theessgravery night
at bars and making money.”

For me, when I’'m not working, | just dorfieellike a musician. This is when the
importance of jamming, writing, and collaborating comes into focus, althougéh &ne
activities which take place at musicians’ houses or in reheamalst But in terms of
gigging, a lack of work means that | may feel the desire to take gigdahatpay well,
or not at all. It can be hard not to take any gig that comes along because if Mdtin't |
like Keith, “feel like I'm missing something.” | will be missing doindnat | feel like |
am supposed to be doing; playing music for people. | think | am good at it and others
agree. Menger claimed that “Aside from monetary rewards, therkeasecalled
nonmonetary rewards or ‘psychic income’ flows, which have in fact been redarde
long time as an essential dimension of work” (554). But there is “inhereitictonthe
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decision to pursue music as a career for some musicians” because of thbléuns
lifestyle, dictated, in part, by economic insecurity” (Nagel 68) in tensiamtivé psychic
income and internal satisfaction that come with the musician’s “ggetelove for their

work” (Nagel 68). As Menger says:

The ‘labor of love’ argument (Freidson 1990) insists that occupational
commitment and achievement in the arts cannot be matched to the
monetary considerations of a market economy of exchange; they should
better be conceived as skilled and sustained activities that esteilz
value that artists carry out by making a living in host occupations such a
teaching (554).
That “love of work” runs up against the way that society views musieas “
work.” Occupational sociologist Douglas Klegon reported that “itésréationship of
an occupation to societal arrangements of power, and the ways in which those
relationships affect the social meaning of an occupation, that affediititye af an
occupation to obtain and maintain professional occupational control” (273). When Mac
says that “we've been lucky to be able to do this as our full time job (bedais®mIgher
these days,” we may read this observation as underscoring Douglast@aitme social
understanding of what a musician is what he or she does not have so much to do with
music as it does with how music compares to other occupations. Mac'’s claiitigshat
tougher these days” points to an awareness that, while music as arglolsaly has
become powerful, music as a local practice of performing has lost muclso€ids
power, and thus has had a difficult time maintaining occupation controll dxpibre
the idea of the local/global interaction more fully in the last sedaf this chapter, but
for now | turn my attention towards economic compensation at the local level
Making Money at Music
Getting paid to play music can have negative connotations. Since mukigins

what they do, it often feels antithetical for them to take their masisériously. The
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emotional relationship musicians have with the aural art forntés @b precious to them
that their main objective is to not do anything which might harm that relapon$his
often leads to musicians shunning the idea that music is real work for whitdiamsis
should be paid. Basil said that music is “more about expression than money,” and
“passion is the big thing (so) who cares if we get paid?” Mac has such a geod tim
playing certain gigs that “you feel like you should pay the club owner instegattofg
paid.”

However, as Mac noticed, music is “a different kind of work.” Musical
sociologists Richard Peterson and N. Anand believe that this work comes about as a
result of the “sustained collective activity” (317) known as cult@andace Jones, who
studies organizational behavior, claimed that creative caraersftean boundaryless
careers, in the sense that creative actors often initiate, disbcimaoar across
organizations in order to support their artistic endeavors” (726). In tdriosal
professional music, this movement may be seen in musicians forming deuedalwith
which to perform, playing at different venues for different periods df,tend taking
second “day jobs” in order to support themselves and their artistitseffdusicians
often call this the “hustle,” a never-ending succession of band and ss)sigig jobs and
improvisation in terms of finding work. In his work of artistic labor marketspfagist
Pierre-Michel Menger identified those who take part in this “hustkeying that people
who have artistic jobs “may switch temporarily to work in nonartistic ocaupatvhen
unable to make a living in their primary vocational field, without stopping touseodrt
works” (545).

The Co-Opting of Expressivism Leads to Non-Payment or Low-Payment

Of course, there are times when playing in bars for free, or for lowgay, i
acceptable or even desirable. There are charity gigs. These gagabmorale boosters
for a band, and they help people in need in the community. Also, a new band must make
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initial sacrifices when first starting out. Even an establisheal lmand, playing on the
road in a new town may have to play for free in order to build a fan base. Veneesow
are aware of this reality. But sometimes, with venue owners, thityrgels intertwined
and tangled with expressivist notions of music as an art form. Venue owners, whos
careers depend on local musical talent, seem to shun the idea of mugsicrea
meansof money making activity. Ft. Collins venue owner Bill said that, ad,3gou
don’t worry about money” when performing at a new venue with little hope toaraw
paying audience, and that, in general musicians “don’t want to look like¢hegtried
about money.” This leads Bill to say that “being a musician is probably tite mos
challenging occupation there is.” Here we see an example of a co-optienstarving
artist mentality by someone in a position of power in the local music busirass, a
option which works to the disadvantage of the working musician and to thetage af
the one in power, the venue owner (employer).

Although this co-opting may not be conscious, why wouldriitichoose to
reap the benefits of musicians who “don’t worry about money?” Bill is a famuefc,
and he supports the artistic ambition of local musicians, but as a businesghstifi, B
has to pay the bills. It's “the laws of economies,” as he says, and “that'sve/have
agents.” But many musicians don’t understand that music is a business,yaalddhe
cannot afford agents. Musicians accept the logic that their band s$gtteng out and
often never get past that stage, playing gigs for free or low pay untieteatually
break up. Then a new band emerges and repeats this process, and all thesehile t
musicians who have decided that they want to play music for a living fincéhees in a
music scene where their efforts to produce consistent quality musieakied.

By introducing rhetoric which represents a valuing of expression over mosey, i
the musicians themselves who add to the “truth” of venue owners’ availablesrof
persuasion when convincing others (and themselves) that music and money do not mix.

88



For musicians, this rhetorical convolution manifests itself in musictamgradictory
rhetoric. For instance, Boulder guitarist John contradicts himself whesykehat “the
money is a plus,” but “if they (audiences) can't do it themselves, then thdgma”
Basil contradicts himself when he says “who cares if we get paid,” buntentions that
“if there’s no cover on a show or (the club) is taking most of the covér haee a
donations box,” and how he “loves gigging and playing shows,” with “gigging” usually
being the preferred nomenclature among musicians for a paid musicaherée. The
purpose of offering examples of John and Basil's contradictory rhetoric ie abbw
that John and Basil contradict themselves. It is to show examples ofrdiffee¢orical
positions and discursive constructions which can manifest within theridhet one
person.
The Social Construction of the Working Musician Identity

These contradictions offer us insight into how the identity of thesfoan as
worker” is formed. As D.L. Blustein et al. recognized, “vocational idgKis
constructed and reconstructed within relationships and across muttipéxts” (427).
For Keith, although music is mainly about expression with “the alternatiigation to
make money,” he realized that it “has always been a struggle to ddtarse two.” His
identity as a struggling musician is formed in part through “sociallycalturally
available discourses” (Blustein et al 427), discourses which inform peuogplé lrow and
why musicians do what they do. With these recent examples, we see how the
“interdependence in the constructions of self and career” (Biu&2®) is tightly woven
with respect to musicians due to the complex interactions of the nmuileratity before
becoming a professional, and the ways that the social construction of the jobiof m
influences that identity.

The “musician as worker” identity is also formed by social constmstd genre
in the music industry. When | tell people that | am a musician, the next quiestiamat
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do you play?” This means one of two things; what instrument do | play, or whatajenre
music do | play? | still have not found a way to read my informants in thetisn and |
usually say “guitar and sing” when they wanted to hear “rock and blues,” or this
confusion happens the other way around. Due to our society’s wide exposure to so many
types of music these days, people need to know “what kind of music” a musician play
before they can make further connections and metonymic links in order to form a
comprehensible image of the musician and his music.
Genre and the Working Musician

Musical sociologists Richard A. Peterson and Jennifer C. Lena dekned as a
“conceptual tool most often used to classify varieties of cultural ptedoearticularly in
the fields of visual art, popular culture, video games, film, liteeatand music” (697).
While looking at the “genre-as-text” focuses on “the ‘text’ of a cultabgct, which is
abstracted from the context in which it is made or consumed” (698), Petersomand Le
used genre instead in order to “defocalize the text and place the studyetgearely in
a social context” (698). In this way, Peterson and Lena “define music gensgstems
of orientations, expectations, and conventions that bind together an indudosmpes,
critics, and fans in making what they identify as a distinctive sort oicin{&98).

“There’s a lot of different forms of music,” explained Ft. CollinsdistdMac,
who feels that musicians should “stick to something that works for you.”
Singer/songwriter Jeff remarked, “I play all different kinds of gerir®enver blues
artist Kate understands that at her live performances, gemnpastant to the
performance’s success, saying “I'm not going to play all of my slow blues # party
kind of night.” What is interesting in light of Peterson and Lena’s rekés that these
musicians appear to be claiming genre as part of musical identity, astinvwarks for
“you,” the genres “I” play, and “my slow blues.” Peterson and Lena refer to this
interaction of genre and identity, recognizing that: “Musicians often danrit v be
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confined by genre boundaries, but, as Becker (1982) notes, their freedom ofierpsess
necessarily bounded by the expectations of other performers, audience menthzs;s
and the diverse others whose work is hecessary to making, distributing, anchiogns
symbolic goods” (698).

Perhaps that is why we encounter Mac’s statement that “It's hard¢olethe
music we play.” Stephen Groce found that “music performers’ ideology...sseem
involve an unwillingness or perhaps even an inability to describe or categoei music
they create” (399). While Groce suggests that this unwillingnesstaayfrom “an
apparentinability to describe the music (which) shrouds it in mystery and mag se
spark other people’s interest in it and make them want to hear it foséhees” (399
emphasis added), | find this to be inaccurate because often, for musicideslitigghat
comes from a certain “type” of music is difficult to summarize disealgi This is
something | have noticed with respect to my own music.

I just like to play styles that get my heart pumping and make the aadienc.
| also like to try to mix genres when appropriate. When people ask me what kind of
music | play, it really is a difficult question to answer. | wind up say#agerican
music” a lot, although | don’t play “Americana” music. Is this my atterhgisplaying
authenticity or is it an honest answer? The truth is that | have been expssedany
styles of music throughout my life that it doesn’t feel right to just ptee. | wind up
making up genre names, like “ox-tail funk,” “rock-blues,” “cathead biscwittgern soul-
rock,” and “rhythm and western” because the old labels seem to allottlesoolom for
creativity. This is because of the way in which the art worldItbeate in bounds my
freedom to create. In other words, for my music to be something that a club can
advertise, or a fan on Facebook can say they “like,” or a local recwedcsin carry and
sell, it has to have a name which identifies it as a genre. This is sawoegil, but
“evil” only if | subscribe to ideas of authorial genius in my music, idelsish deny my
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music as a cultural text and instead center it as a true expre$sny identity. Of

course, the Romantic in me continues to fight the idea of my music being paltucé,c

as something which fits nicely into a category. | deal with this by givipgnusic new
genre names like the ones | offer above. This way, my music stilttfitsnarket
expectations while | am able to retain an element of control over how Inyamiusic to

be identified. In addition, | named one of my Ft. Collins bands Old Town Lowdowns in
order to identity with place instead of a specific genre, freeing Kérass), Clint

(drums), and | to play whatever genre of music we like, while still bdfiligted with

Old Town, the name for Ft. Collins’ downtown area.

Music’s marketing through genre categories impacts the music itsdder
sociological study of rap music, Jennifer C. Lena found that “an unanalyzexsitimef
research on market concentration and musical diversity” in thagt&aréact to this
environment and this affects musical content” (490). While this is offierred to as
“selling-out,” where a musician simply adapts his or her music to the preaggtm
conditions, the reality is that musical content is affected by the markanuch more
subtle way than that which can be called blatantly “selling-out.” As legiéd Karen A.
Cerulo argued, “if a composer is a product of a particular environment, and hence
subject to its influences, it is reasonable to expect that a spswdial context will
provide insight into the processes of musical construction” (as quoteeinay490). In
the case of local music, market influences and individual musioaeashform a
feedback loop where what we perceive as musical genres are in a cstagtaot flux;
the market and industry provide material from which new local artisysdnaav, and
those artists influence the existing market and industry.

Problematic Theme #6: Musicians As Part of an Industry

Musicians as part of an industiy the last problematic theme on the continuum

which | will discuss in this chapter. The theme was designed to coh&doric such as
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Mac'’s statement that “Now there is a lot of music that's gettingssible to people for
free.” Acknowledging the complexity of the industry, musician advocateakitad “If
your manager is getting the bookings for you then what is the talent agency do@g? A
you paying them both to do the same job?” Neil said that “CDs are becoming the new
business card of the music world.” An awareness of the ways that the inégstings
local musicians in order to stay in business is a vital necesslkig sutcess of music at
the local level.

| have been fortunate enough to be involved with local professionals who are
familiar with the recording industry and how it functions. My old band leReéba
Russell stressed to me the importance of music business activiti@sdking sure that
my original songs get copyrighted and getting my music on satellite s&dions.
Willie “Pops” Mitchell, legendary Memphis producer, exhibited to me itiq@ortance of
keeping abreast of the industry through trade magazines. Live sound addhgecor
engineer Dawn Hopkins taught me about how to listen to new recordings byamisjisr
in order to understand current recording techniques. And people | met in Northern
Colorado as a result of my research for this project, such as Kelitilac, brought my
attention to what a music career which is based on national recognition kaoks li

What all of these individuals have in common is a familiarity, not ontly thie
“professional” facets, but also with the “musical” aspects of a nuaseer. This
knowledge was communicated to me through Reba’s energy, Pops’ enthusiasm, Dawn’s
silent concentration, Keith’'s “muse” and Mac's assertion that “njustayets you so
satisfied.” This non-discursive (and) dialogical informationteslawo things to me:
first, that music does have a complex interactive element of imagireatd embodiment
which is difficult to explain as a “social construction”; and thatcessful people | know
in the business are still affected by this complex interactiveezie From my research,

| would ascertain that elements of music such as enthusiasm, the™@id personal
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satisfaction fit under the banner of expressivism, yet in the case afbtleenentioned
individuals, expressivism does not seem to be an ideology which is holding them back
from success. This is the frame of reference from which | will expih@rehetoric found
in themusicians are part of an industtlygeme.

The Music Industry’s Reliance on Expressivism

The music industry plays a large role in the construction of music amariic
activity. Musicologist Jon Stratton attributes this to “the ideoloigfhe free market,
where consumers have, ideally, limitless choice...taken to the extrem¢g’ (TL4&
seemingly infinite amount of music to be consumed exists because, wbilé rec
companies are in competition with each other, there is also an internaltitiempeathin
record companies. This internal competition is a result of the factabord companies
cannot predict consumer choice, so they must issue many recordingbapésethat a
few of them will strike the listening public’s fancy. According to &, “only
approximately one in nine singles and one in sixteen alboums make a profjt” (Jen
those singles and albums make a profit it enables the company to keep iskryg a
amount of albums with the hopes of coming across yet more successful allbums an
singles. In essence, “the success of a few records appears dependergsue thiea
large number, which compete with each other in the market place” (StrattonAs48).
result, we see the market place becoming the “decisive point in thalisapitirsuit of
profit” (Stratton 147).

As the music becomes a product, it is distanced from its creator (theanysi
and reformed into a commodity. This is where Romantic ideology enterbeaséator,
critic, and consumer...valorise the producer as creator (and) the Roidantagy
serves to distract the consumer from the commaodification that has takef {($tratton
148). In this way, we see the “capitalist process which has called theintagieing”
(Stratton 148). The industry must work within a Romantic ideology of “musasa
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creator” in order to have new product to sell. This ideology actually gesétself. It
exists as a product of capitalism in that the “alienation of th&t &ndim the company
is...a correlate of the commercial demands made by the company on the arastdriS
150).

Record companies, unlike companies which sell non-cultural goods, need to
preserve a connection between some identity and the product if they wish to iremai
operation. Most music that is bought is that which has the name of the mgcantit,
composer, symphony, or group attached to it. The interplay of individuality and
capitalism in music is paradoxical in that without capitalism, the Raémendividual
would not need to exist. As Stratton recognizes, “it is precisely thosesiep&ut’ that
are emphasized in order to show the difference from the capitalistrsyghich are of
importance in the preservation of culture industries” (151). Cewotthk industry’s
dependence on Romantic ideologies of individual identity are “the waykich humans
view themselves in relation to the culturally defined roles...ah#zet of our concept of

identities of music” (Hargreaves et al. 13). However,

Most creators are not solitary figures whose interpretation comms fr
some mysterious and unconscious muse, but hard-working professionals
whose work is constrained by the everyday demands of working with
others. Similarly, listeners are not passive consumers, but actinensart

in a cultural process who use music to fulfill different functions

according to different social contexts and locations (Hargreawads et

13).

But the industry must propagate the Romantic ideology in order to generate
products to sell. Also, this propagation serves to enhance “motivation among the
individual employees (musicians) by giving them a commitment to muSicdt{on 153)

which, in the market place, is manifested in “taste,” “art,” and “good” muSich

rhetorics that are intertwined with the record companies’ releasilaggef amounts of
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product under the assumption that “people are essentially different &ichother”
(Stratton 155) and will like different music. So we see that it is isotle “individual”
musical product which the industry needs in order to have something to sellg mgah
of the “individual” consumer as well. In this way, the “commercially easful record is
one which is bought by a large number of individuals who validate their indiitdbgl
liking or buying it” (Stratton 155).

As Leslie Hill says in her interpretation of Derriddifferance “For any trace,
mark, or inscription to be what it is, there has to be at least tweof't(16). We see
this in Stratton’s claim that “individuality is asserted through maasumption” (155).
For a music fan to identify with a musician or song, there must be a wajecmusic
which is available to that fan. This is where the industry comes arjraffmany choices
to consumers in order to hedge their bets that at least something theg veleappeal
to those who spend their money on musical products. Thus the individual/sahexpar
operates here at the level of the consumer, the same consumer of industry-produced
goods who may become attracted to local music.

The Social Construction of the Industry Affects Local Musicians

We may see capitalism as the instigator of the Romantic ideology af man
ideology which affects both consumers and producers of music. This ideolaygdsec
manifested in the expressivist positioning of some local musiciansyaattempt to
locate the “real” of their music inside themselves, as an expressauthantic
individuality- -not corporate manipulation. What this leads to are nansiavho create
and express individuality under terms offered to them by the industry itedi-rocker
Basil says “I write rock songs so | can play my own rock songs,” and that hisislus
“pop music at its core-- so it's accessible.” What does “rock” and™‘pman? Peterson
and Anand may say that Basil’s intentions are a result of “those in lth¢dienusic)
tailor(ing) their actions to create cultural goods like thoseateaturrently most popular
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as represented by the accepted measurement tools,” which happens onamécons
tastes are reified as a market” (317). Jam rock/funk musician Jelsritat “original
music is a little more personal.” And, of course, original music igtée"limore

personal, but not a “lot.” The teramiginal musicis a reaction to the stockpiling of
recordings and the money those recording represent. Without the indusgidiori
music” would not even exist. As Jacques Attali put Maise: The Political Economy of
Music:

Even though the modern musician, because he is more abstract, gives the

appearance of being more independent of power and money than his

predecessors, he is, quite the opposite, more tightly tied in with the
institutions of power than ever before. Separated from the struggles of

our age, confined within the great production centers, fascinated by the

search for an artistic usage of the management tools of the great

organizations (computer, electronic, cybernetic), he has become the

learned minstrel of the multinational apparatus. Hardly profitable

economically, he is the producer of a symbolism of power (116).

Attali’s stark Marxist reading of the music industry leads us toad f
consideration concerning the industry. The industry’s emphasis on inditychledds
musicians to the communal and performative activities that music prodactiually
consists of. We see this in Attali’s rhetorical positioning of theiectarsvs. the world.

At the local level, music’s communal activity is, in the dimension lvthe present
research focuses on, a mutual dependence of musicians and club owners. Musidians nee
the music venues (clubs) in order to have a place to play, and the venues nekeghsnusic
in order to bring in business. But the relationship between musicians and cluls owner
has traditionally been strained. As Boulder guitarist John said, “club syaery
single one of them for the most part, they don’t understand.” Del, jazz chadrow
argued that “a lot of musicians are full of lip service-- they rentélement issues
because of their name.”
Ft. Collins rock/rhythm and blues bassist Mac offered that “therd’slstil

owners, promoters or whatever who treat us like we're part of thestaéfior
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something,” and Boulder booking agent/musician Neil said that “If you'reérgagjaces
that aren’t respecting you because you just have to play, then that sucksay be said
that these statements do not represent irreconcilable diffsrbat@een concretized
formal characteristic of musicians and non-musicians, but wayththabmmodification
of music plays itself out in the rhetoric of those involved in local mpsitormance.
Instead of realizing that the venue/musician relationship is a negessarboth parties
often seem at odds with each other.

In order understand why this is, we need to consider why these parties are
involved in music in the first place. A simple reading of this situatidhasmusicians
enter into the relationship in order to perform their music for listemétisout which
music would be a self-involved activity, thus limiting the possibility gbgment and
accruement of economic rewards. Musicians also play in bars in ordekémena fans.
Venue owners enter into the relationship in order to make money for thisie$sisa
business which is based on an appreciation of music. But it remairistzatacnues
have overhead costs, such as rent and electricity, which need to be paid for.

These are considerations that a musician should be aware ofs ydisanother
reason why the industry’s rhetoric of the individual expressor works wishdvantage
of the local musician as he or she enters into a relationship withua véth without
realizing that the venue/musician relationship is one based on making foottee club.
Another way that the industry’s Romantic ideology works to blind musit¢aatise
community involved in local music production is that a focus on the individues gihe
impression that anyone can play music; all they have tolo®iisdividual This is an
idea that music fans can readily adhere to.

The survey | conducted with Northern Colorado music fans uncovered such
perceptions. In response to the question “do musicians play music because tthexakes
feel good,” the28 year old female physical therapist said that musicians ldynmysic
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to make themselves feel good, “it's about self-expression.” A 28 year olchesdth
care worker offered that “musicians do, and should play because it thakeseel
good.” A 39 year old male in customer service replied that “musicianypimalty see
in smaller/local venues” play in order to feel good.

I encounter music fans who are enamored with expressivism all ge Itiwan
be disheartening to see fans get swept up in this rhetoriespediallythe music of
other musicians who | feel are just relying on old expressivist mussgeds in order to
make fans. |try to be “authentic,” and in doing so | can fool myself into redi¢hat |
don’t have to try to make fans like what | do. There is definitely a loverélatigonship
that musicians have with fans. But I'm not sure | would want all fans to be asattusi
discriminating as me. Were that to happen, | may not have many people at my shows!

I assume that it is simply a reality that some fans are knowlelégmad
perceptive, such as the 30 year old female librarian from my suiveysaid that
musicians play music “because it makes them feel good, but it's one of anjy m
reasons,” and some fans are less cognizant, such as the 39 year old man i custome
service who believes that “those that are truly inspired play simpiusedhey must.” |
interpret this statement as typical of reified notions of RomantiEwhich pervade the
way people think, and in turn, talk about music. | began the present study under the
assumption that the musicians themselves might use this kind of rhietaveyer, while
| did interview musicians who said that they “need to play music,” no musicians |
interviewed described themselves as anything like “truly inspiead]’no one said that
the situation was “simple.” This customer service worker’s stateisiantexample of
why it is not just the musicians, employers, and advocates whose expréssolisgies
work to disadvantage the musician economically. When music fans pendeve
musicians do as “simple inspiration,” musicians face additional ativeérghe
professionalization of their work.
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This may be because fans confuse the feelings they get from musibevith t
perceived work of the musician. In this way, fans and musicians are noiffevand
given that many people “regard themselves as fans, amateur criticsferwitkfin
styles and genres that particularly interest them, and can indeed tseknstvdedgeable
as professional critics within these specific domains” (Hargrea\ads ). Because it is
easy to enjoy music, perhaps audiences (and musicians) assume geryittis produce
music as well. | get mixed feelings when | hear people say how much music means t
them. On the one hand I'm glad, because those are the people that will come to my
shows. But on the other hand, it can be disheartening because those peaplethér
music events by bands and artists that | feel are just playing the gagtrotisician, and
doing it well, much better than | can do. Could it be possible that | focus too much on the
music, and not the performance? Should | be impersonating a musical shaman,
conducting a ceremony through which my audience can transcend earthly ennui? Will
that allow me to unproblematically relate to my audience? Will tHangea record deal
with one of the four major music labels?

The music industry, with its four major recording companies, is highly
competitive. | found much rhetoric denying the presence of competition indavor
individuality from two musician employers. Club owner Bill claimed that “andis
ever terrible,” while booking agent Neil argued that “there’s yaadl competition here
(Boulder).” These essentialized and idealized conceptualizationgfians and
community are based on ideas of the authentic individual, ideas that wibtdd fa
maintain any credibility when analyzed from a social-epistemic ideoldgywe have
seem, social-epistemic ideology cannot be easily applied to music. Mtssisaa kind
of holding cell for expressive and Romantic ideas in society. Whilatibes, film,
intellectual, and artistic pursuits carry their share of expressignd Romantic ideology,
it may be argued that those who are involved in those pursuits operate dremfra
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slightly more socially aware perspective, while musicians, both profedsind amateur,
seem to be less willing to let go of any of the “mystery” of being a musidiais may
be because of the way that music, unlike those other forms, seems to besser ipr
our lives today; on television, websites, and in our cars and as the “solpapeal of
public places.

Music is everywhere; on iTunes, at Guitar Center, Wal Mart, and Amazan.com
As Hargreaves et al. observe, “music plays a greater part in thefisexe people than
any time in the past. This is partly the result of the extremply tachnological
developments that have occurred in the last two decades or so, allied toghsiimcr
commercialization and economic power of the music industry” (1). The pencewné
music, combined the availability of recordings, instruments, and venues wilibhwe
even the most inexperience bands play on their stages, enables the mysigsic@s an
activity where “self discovery and fulfillment take place awayf the job” (Berlin 677)
to continue. Not only is the “music as authentic expression” motif all arouind us
society (think Monday Night Football with its emphasis on country music,sspze,
and alcohol- all elements of the “away from the workplace” situatianntiany sports
fans, musicians included, identify with and use as points of identificati
disassociation back at the workplace) but is also in the rhetoric ansie@mployers,
advocates, and fans use when talking about the meaning of music.

The music industry is based on the “theoretical assumption that tieedbc
extra-musical meaning is in the musical object itself” (DeNora 5)e llook to a recent
issue ofRolling Stonethat much revered media source, we can see how this happens.
Given that Barthes said that “Music, by natural bent, is that which at creige® an
adjective” (179), let’s give a few adjectives the rhetorazadlysis treatment. In the
March 3, 2011 issue (with Justin Beiber on the cover), we read that that omthe ne
R.E.M album, Michael Stipe “isn’'t as emotionally expressive as he wasb(rpast
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albums. The Low Anthem “plays despairing songs at cripple-spirit speed,”raosl A
Lee is an “evanescent soul man” (74).

So when Bill, the club owner, talks about music fans as “human types that need
that musical experience, or when he says that musicians “have to love eyhdbthor
when Basil, the indie-rock entrepreneur, speaks of “uninhibited, unconaingsaih
expression,” one has to wonder whether these are the “voices” of uncorrupted
individuals speaking, or familiar rhetorical positions that make eriagustry
executives’ mouths water. Just because we play on the local scene, and neght not
even see a music industry executive, doesn’'t mean that the wider industry ddéechot a
us, and that our ideologies do not feed capitalist interest.

What we see happening here are musicians buying into expressivisteietori
positions, which prevents them from fully noticing the co-opting of those pusity
capitalist interests in positions of power. Most of the subjectehiiewed were aware
of such co-opting, but several of them expressed points of view which sugtpedtias
awareness is not ever-present. Much of this unawareness has to dewdiscursive
structure” which favors “one version of economic, social, and polittcahgements over
other versions” (Berlin 667). For instance, Boulder booking agent and folk rock
musician Neil, asks “if you agree to play for free, are you gettingdipff@” Neil
followed this astute statement with a definitive “no,” but the questibbfestls
unanswered.

Neil's question points to the ideological separation of “artisti “entertainer.”
Basil considers this dichotomy as well, arguing that “the conundrumbeihg a
musician is if you want to make music or make money.” | have felt the say in the
past, sometimes playing just for beer or thinking that professionatiamsiwere
missing the whole point of playing music since they wanted to be paid fangplagut
through years of both making music and making money, sometimes separatelyand oft
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simultaneously, | have to question the music/money dichotomy. | still havartiee s
feeling | did when | was playing for beer- -that music is not about money. And, of
course, it is not just about money! It's about connecting to others through sound,
enjoying life, performance, and as my old pal Nighthawk would say, making a “joyful
noise.” But that doesn’t mean that we should not be paid for musical work.

There will always be amateur musicians, as there should be. However,
professionals should respect themselves by only playing for a decentandgbereby
freeing up the non-paying gigs so that amateurs can work on their cragtmaimean
that professionals may not be able to play as much as they want to, or may hage to tak
second job, or play gigs they don’t necessarily like, but playing guitar inagacity is
not a bad job to have, in my book. I'll play “cover band” gigs, especially if doing so
enables me to have the time to work on writing, performing, and recording my brigina
music as well. But a possible result will be that venues begin toagaie seek quality
professional performers (the kind they have to pay for) over cheap (or éssjalented
and less skilled labor.

Stephen Groce refines the perceived difference between artists aridieats
by pitting audience -oriented “copy” music performers against originalcrpesformers
who place more value on creativity. Groce learned that copy musiciamais@emore
as a job than a form of expression, while original musicians’ ideology “pesduc
definition of themselves as artists” (406). | feel that originalicmuss could learn from
copy musicians in that copy musicians are particularly adept as consitihaiing
audience. A common argument about copy musicians is that they consider émeaudi
too much. As Boulder jam-rock guitarist John says, “you can't let the audientel
what you play,” but “it's selfish to say ‘f--- the audience, we’re going to datwe
want!” Basil, the indie-rocker says that music is “more about expre$giomtoney,”

Bill the club owner says that “musicians don’t want to look like they're iad@bout
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money,” and Susan, the musician advocate, says that she “loves managing barsgs becau
(she) can be in control.”

What we see in these statements from Basil, Bill, and Susan axengdeof the
performative characteristics of identity . As the music industry plagasrtance on
musical performance in the conventional creative sense, the waysetierttis “artist”
or “singer” are performances remain hidden from view. When musician ddvoca
Reuben says that “everybody wants to play,” we might read this as “everybotty tor
perform the role of musician,” due to the high social capital musicianyeezgibeing
the “sacrificed sacrificer,” the voice of the people. Club owner Bill stdeds the
performative aspects of music, saying that with music, “you just put ybargehere,”
meaning the stage and in front of the audience that is the not-self, a skeitiby pms
operate from when attempting to put across authentic individuality to amaeedie

Music is a physical activity involving a performance. The industry, as wha
social philosopher Pierre Bourdieu referred to as a “field of cultuoalugtion” (Moore
440), separates this type of physical performance from the musical prddaittiae
industry sells-- a product which depends on “financial gain and audience dpprova
(Moore 442) for its success. Instead, the industry works as a field wfatydtoduction
organized around “a particular practice” and existing “relatively autondigdfrom the
social structure at large” (Moore 440). The field of cultural produckieory is how
Bourdieu explains “the interests and motives pursued by thosenetioceart and
culture” (Moore 440). Moore says that rock music became a field of dytteduction
in the late 1960’s with political upheavals and the emergence of the bqapiéerculture
(441). Atthat point, rock music went from being a form of (physical) ententzit to “a
cultural genre that was expected to be loaded with artful significawceozial

conscience” (442).
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Rhetoric of artful significance and the Frith’s “rock ideology” appdaegularly
in my interviews with local musicians, employers, and advocates. For exd&nple
Collins club owner Bill feels that “no band is ever terrible (because) gaitnessing
someone sharing something, and there’s art in that.” Ft. Collins bassistiahat
“expressions and thoughts-- music gives it a way of coming out.” Ft. Collins
singer/songwriter Keith recalled that “when | was coming up | didn't see agyshicred
in the world except for music.” And Ft. Collins indie rock musician Basibgnized that
playing original music “is a huge part of my aesthetics.” Nowhere in anysafttiiioric
do we hear anything that resembles the famous proclamation from the Rolling Stones
“it's only rock ‘n roll but I like it!” This may be because fields ofitcwal production are
“fractured between two types of logic, logics that shape how argtlite, and drama is
created but also what audiences come to expect of artists and how odtinstdutions
confer legitimacy” Moore 442).

The “heteronomous” logic measures success in economic terms, while the
“autonomous” logic “scorns the pursuit of profit” and believes in “thecgple of ‘art for
art's sake” (Moore 442). We may also read this logic differéagaepidemic of a
Cartesian duality, or a “mind-body, or mind-world split” (Covach “Destruagyijiin
that the heteronomous logic extols physical work and exchange value while antignom
logic lauds the “higher” artistic functioning of the mind. And the industrygsaalue
on rock/ pop music, its ideology, the field of cultural production that surrouratgdithe
autonomous logic that the field has valued since the late 1960'’s, accorogr®. In
this way, the industry can use the rock ideology in order to preservyenitsiel really
operating under the heteronomous logic of making money. However, the locabhmusic
still adheres to autonomous logic as he attempts to express individualitgutoaomy-

valuing musical world which exists a result of the industry itself
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We see this in Basil's comment that his music is “pop music at its soits
accessible.” Basil feels that his music is “pop” (industry sponsored &tiits “core”
(assumes an inherent Platonic unity of an industry sponsored term), sodgssible” (it
can be sold because it contains an autonomous element of “art,” which resiges at
music’s “core”). Judith Butler’s claim that identity is “a regathprocess of repetition”
means that there is no real “core” to Basil’'s music, but instead,Usg s a
performance. To Butler, performance is “a repetition and a rituatjvachieves its
effects through its naturalization in the context of the body, understoodt,iapa
culturally sustained temporal duration” (xv). In this case, Basil’'s msisianstantly
being performed, even as he talks about it with me. As musical identity theoris
Theodore Gracyk says:

We construct our own identity in the same public process that announces

that identity to others. If music is ordinarily understood to playeirol

the articulation of identity, there is no good reason to deny such a role to

popular music. Unless one is hostage to the myth of pure, authentic self-

expression, it is obvious thatusicians and other performecenstruct

an identity through the repetition of certain choices, such as songs

performed, mode of dress, and so on (201 emphasis added).

Musicians also construct their identities through the way they Ivalita
(perform) what they do and how and why they do it. There is a certain way of
rhetorically positioning oneself which benefits those in power in locala{akib
owners, booking agents, more experienced musicians, and the record industry, for
example) as it marginalizes the musician herself. The music industlg tiee rock
ideology and the logic of autonomy in order to preserve the “myth of pure, autbafitic
expression,” and to preserve the industry’s control (economic and disteipotier
cultural goods. In other words, the industry benefits from musicians’ failusalize
that music is a performance which maintains an industry dependent upon arsfleady i
of new product in order to a) be able to provide limitless choices to corsandrb)
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find that next big “hit.” This point is not lost on Basil; yet his rhetosic we have seen,
says otherwise.

I am not so much interested in how Basil (or any of my interview subjects)
actually feels about music. That is another matter altogether.intarasted in how their
language (our language) constructs their reality. This chapter haamegempt to do
that through an analysis of the rhetoric of those involved in local music pramducti
However, besides the linguistic rhetoric used to create an image ofitawitedf-
expression and/or socially constructed reality, there is somethitigtstinding
elsewhere” (Williams 130). It is a “kind of feeling and thinking which ieg&tlisocial
and material, but...in an embryonic phase before it can become fully adfculat
(Williams131). In the next chapter | will explore ways we mightiffilthe gaps found in
the expressivism/social-epistemicism continuum concerning this “kifekebing,” and
what a study of musician rhetoric can add to the conversation in rhetdrooamposition
concerning rhetoric and ideology. In addition, | will explore how community ligerac
may help musicians take more control over their economic and artisticieleséind

lastly, | will review the autoethnographic method | used in composing my thesis.
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Discussion
“I have blues with a feeling. That's one thing | can’t describe.”
-Little Walter, “Last Night”
“All this emotion is kept harmless at bay not to educate somebodyhs. fri
—Phish “Chalkdust Torture”
“The main goal of the music business is to not feel stupid.”
-Keith

The central conclusion to be drawn from this study is that musiciansotda:
more control over the material conditions of their existence. | havedd@mseconomic,
social, cultural, and economic factors which my graduate edugatibetoric and
composition has brought into sharp focus. | have myself entered intodlssourse
community, or what rhetorical linguist John Swales has defined as a grouphalsic
“goals or purposes, and use(s) communication to achieve those goals” (Boran8o8),
this task required me to adapt to a different manner of using languagesdwamadyzed
the language of my musical identity and that of those like me. As suthaware that
my argument is one which uses the language of an academic discourse dgrandni
hence | do not expect it to be easily received by all musicians. Nor do | expect t
rhetoric and composition academic discourse community to find my argument as
accessible as, say, one about the first-year composition course.

What | am suggesting requires a paradigm shift which entails a diffeegrof
thinking about local music production. Expressivist ideologies remain domimgs of
talking and thinking about local music production, but if an awareness wiatysethat
music is discursively constructed in society can allow musicians tastadd that it is
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the larger industry, and capitalism in general, which uses the moessixist
ideologies in the music discourse community to its advantage, then parasigg&ins
will attempt to take higher measures of control over their munsithi$ way, musicians
may arrive at a more complete respect for themselves, their créttheir fellow
musicians by taking measures to ensure that they are not being usetsibpérose in
positions of power in both the small (local) and large scale (industryptiog of
expressivist music ideology. This is difficult to tell musigasince, for some, their
position of subordination fits well with other aspects of their liveggedally if they are
comfortable financially. Another reason this is a challenging disnuss advance is
because musicians love what they do, and it often feels antithetitiaéforto take their
music too seriously.

The emotional relationship we musicians have with the aural art forfterssm
prized that the main objective is to not do anything which might harm thabnslaip.
Introducing the political aspects of local music production, it could be @rgas the
possibility of taking the focus off of the music and the enjoyment the musigsbriBut,
as Esther told me, “musicians get so wrapped up emotionally in their musicethat th
can't take a step back and look at the big picture.” This quote is the consumma
example of the tension between expressivist and social-epistelicgye It suggests
that the musician who fully acknowledges the socially constructed natweabhusic
production is left in a bind. Do not many musicians play and perform for the sole
purpose to “get wrapped up in their music emotionally?”

If the true musician “self” is a product of Romantic reifications ofiithgrthen
why would the professional musician choose to keep trying to produce art? Why would
they then not treat music production as a Fordist assembly line-type buskatset, if
a musician does not acknowledge the socially constructed nature of tleebmisess,
will she not be in a position to be taken advantage of by others? G@nwiill
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acknowledgement of the social construction of local music production bringabout
feeling of hopelessness, persuading an individual that local music produdtionlyvi

put her in a position of subordination? Such contradictions, unexplored, can put
subordinated musicians at a disadvantage. “As long as their ambiguistge/ieire
warned us, “the oppressed are reluctant to resist, and totally lackterodiin
themselves”Pedagogyl6). The ambiguity and contradiction | uncovered in my analysis
of musical rhetoric needs to be addressed if local musicians areaméself-assured
working participants in the local business of music.

Filling in the Cracks in the Continuum

The problem that underlies these questions is this-- the value of 8&ntories
of rhetoric and ideology, with respect to musician empowerment, is predicaéed on
knowing musician subject who is a rational participant in culture andigo@at music
is not always characterized by rational thought. Quite many of theatiotis for why |
play music that are not based on reason. Something “happened” when | filst hear
electric guitar music. Even though | was only five years old, the enesgeiicls of the
electric guitar and the drums made me feel a certain sense of freeddmveryic
exciting. As a young boy, | was incontrovertibly inspired! | was alloweaki® guitar
lessons at age six, but my mom refused to buy me an electric guitar, agthey w
expensive, and she didn’t know if | would take to the instrument. My parents bought me
a small nylon-string acoustic classical guitar instead.

The lessons | was taking at Amro, the local music store, did not hold my
attention because | was being taught to fingerpick and read music from a bk w
contained tunes like “Eighth Note Study” and “Michael, Row Your Boat Ashore.” |
wanted to play the guitar to make sounds like the ones | heard coming frordemy ol
sisters’ rooms in the morning, as they blasted Van Halen, Boston, and Abradmhét
we were getting ready for school. Though | was not interested in my igsisans, | still
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liked going to the music store because while waiting for my lesson to begindiwalk
up and down the wall of electric guitars that Amro had for sale. Identical in,shape
different colored Fender Stratocasters all hung above my head in a row.mlrena
particular shiny blue Stratocaster as the sexiest looking thing | kadgesn as a six year
old. The salespeople would let me strum it for a while (with an actuak guaek!) until

it was time for me to go into the lesson room and play “Aura Lee” on my nyliogsstr
very slowly for my teacher.

Eventually, | quit the guitar. But years later the interest was renewaedmhe
oldest sister Michelle gave me a copy of Stevie Ray Vaughan and Double & dilde
Alive on cassette tape. With my twelfth birthday approaching, my parents &ggetd
me an electric, a red Squire Stratocaster, and | started lessonghagdime with a new
teacher, Chris. Around the time that | started lessons with Chrispldisd that | could
learn how to play the guitar by listening to music and then emulating the sounds on my
instrument. | found out that | could do this when my friend Ben left his electric keyboard
at my house one weekend. | learned one of the pre-set tunes from the keyboard’s
memory bank, and later, when | played it for my teacher, he told me thatdtSvas
Bach’s “Ode to Joy.” Chris wrote out, or “transcribed” the notes on mstafapaper
for me. This was when | began my journey in learning music by listening to it, or
“playing by ear.”

| used to practice for hours a day--so much that my arms, wrists, hands, and
fingers would ache. | did this so that | would obtain the strength needed to make the
sounds on the guitar that | wanted to make. | sought these sounds becaugieotithe
I would gain by doing so, but also because just the thought of making those sounds gave
me butterflies. Since then, the butterflies reappear often, espedmty hearing new
music, old music, performing onstage, learning a new aspect of music theooykiorgw
up a new original song with my band in the practice room. When considering these
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feelings, and their importance to my music, | find that they do not haveea@iabe
expressivist/social-epistemic continuum. For that to be so, | would need to be able
rationally account for their existence. In short, these feelingsamnay attempt to
consciously express myself, nor are they the result of deliberation about havlmusi
meaning is socially constructed in society and culture. There is rboch music and
our reaction to it as performers and listeners that lies outside tlyzalal

The Cultural Structuring of Affect

Literary theorist Raymond Williams, in arguing for a theory of culture témta
three different stages in the development of what we interpreuéiare.” Williams’
three stages, which all work together through “internal dynamic relat{@@g) are the
dominant, residual, and emergent. The dominant, which is what we are keenlpfware
is a hegemonic culture which has the most influence on societies and ecorbnaes.
residual contains older cultural forms which continue to be active iatgpand the
emergent consists of new cultural meanings and values. The emergertttisewha
dominant struggles to incorporate as it tries to seize “the ruling tiedfiaf the social”
(125). The dominant, residual, and emergent are all aspects of the socia),farhic
Williams, implies they are aspects of the already-formed past. nis & music, we may
see the dominant as represented by the current popularity of Justin Bedbresidual as
the blues music of John Lee Hooker, and the emergent as new, but that whidomay s
become dominant musical forms. While truly emergent forms are diffecdefine, in
many ways | see certain aspects my own music and that of sevesapetns in
Memphis, Ft. Collins, Boulder, and Denver as emergent cultural forms.

But not all culture can be contained by the dominant, residual, and emergent.
Williams described what he called “structures of feeling,” whichcaraprised of
“meanings and values as they are actively lived and felt” (132). Ttrastuses are
gualities of presence, and | argue, comprised of what literary critie@aiebrook, in
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her book on philosopher Gilles Deleuze, referred to as “affect,” existthinwa chaotic
and free-roaming” (Colebrook 18) flux which language cannot organize and wisth e
prior to the “self” or “subject.” Whilaffectionsare “what happens to us (disgust, or the
recoil of the nostrils at the smell of cheeseafféctis different:
Affect frees these forces from the particular observers or bodiesxpaovience
them. Affects are sensible experiences in wiagularity,liberated from
organizing systems of representation (22).

The sense of our lives is comprised of elements such as words, iméfptsar
and sounds which we use to organize reality, but these elements eetiiffévent,
virtual sense which we can think into existence in order to understand stmgsi@and
the problems that such elements presuppose (Colebrook 21). The theory affiffbct
Deleuze proposed was a philosophical concept designed to challenge us e yiomé
common-sense ways of discerning what we experience. This thinking-beyondiaioes
correspond the rational ways we usually use language in order to constiitictTaal
ordinary manner in which we perceive the world hapetsnsivelywhere objects are
ordered and “mapped on to a common space, differing only by degree” (Colebrook 38),
but Deleuze suggested that we perceive the vioiaisively As Colebrook explained,
“Affect is intensivebecause it happens to us, across us; it is not objectifiable and
quantifiable as a thing which we then perceive or of which we are cas5¢i8).
Because of this, affect does not happen within being, or the present, buagxistaal
possibility. Williams differentiated his “structures of feeling” frohe dominant,
residual, and emergent cultural forms by arguing that the former exish wie present.
We feel things in the present which have not had the time to become domindnglresi
or emergent. But the dominant, residual, and emergent exist as part of tlwe gast,
continually receding presence. While | may be playing the residual formex biusic,
for example, | am natnly playing the residual form of blues music. | am also being
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affected by my environment. It is possible that the residual form, cochhiitie the
affective context of the present, may result in some new emergent forrh, itgei€ has
the possibility to become a dominant form. When this happens, affect getht"daug
culture, and in this way, we can see how cultural activity structuiest.af

Music, Affect, and the Body

Because we must think it into possibility, affect exists in a virealm. Cultural
and political sociologist Deborah Gould says that affect is “unbound: it has=do f
object, no pre-given aim, but rather is unattached, free-floating, maoigitgy¢ (26). We
can understand music in this virtual sense as sound which exists in pmegbsmsgular
form, which, before arrangement into “music” exists as different taffec “sensible
experiences in their singularity, liberated from organising systémepresentation”
(Colebrook 22). Cultural theorist Lawrence Grossberg, citing philosophean Bri
Massumi, said that affect is “a pre-personal intensity correspondihg fmssage from
one experiential state of the body to another and implying an augmentation or @iminuti
in that body’s capacity to act” (80). Affect is “the energy invested iiticpdar sites”
(Grossberg 397). These sensible experiences, for music educators KeittuHi
Marianne Ploger, are “how nonverbal communication works,” and they can bednser
into a musical performance because “music is nonverbal communicati@fiorm of
sound” (“On Affect”).

This nonverbal communication is possible because of affect, and Hilleger P
argue that there exists an affective “language” which musicamsnaster through
practice. Affectis “the suggestion of the expression of an emotiongaoétaging, a
physical state, a state of mind, or an attitude” (“On Affect”). Human eminot
affect because our feelings are real, but when wasai€tve are feeling a certain way,
then we are using affect, according to Hill and Ploger. Although | argue fibettiafnot
a “thing” that we can control as easily as Hill and Ploger propose, | de tgitemusic
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without an affective component is blank and expressionless. An audienisetméteel
conviction” that an emotion is being expressed because if they can justy ik@ow”
(“On Affect”) that an expression is being transmitted, then thar &atusician)
attempting to express that emotion has failed. This is because “we oftemiargw
things we do not feel” (“On Affect”). This is because:

When | experience data—such as colour, sound or texture—I subordinate

it to an everyday concept. Art works in the other direction. It disengages

the ordered flow of experience into its singularities (Colebrook 24).

| see affect, then, as sensible experiences in which we invest our.eBangg
these experiences are non-rational, we can only be aware of their preA#iaces are
experiences which we cannot signify; thus we must think them into pagsibiffect is
also “often described as will, mood, passion, attention, etc” (GrossbergRB&)ng is
similar to affect. 1 am applying Grossberg’s definition of feeling hase'a socially
constructed domain of cultural effect” (80). Life “feels” differémteverybody. As
Tom Petty sings, “You don’t know how it feels to be me.” But affect and feeling are
always operating in feedback—one always influences the other. Wieit¢ iafa virtual
element which we must think into possibility, our socially constructethfgeinfluence
the way we think affect. And conversely, since, according to Deleuzet exists prior
to the concept of the subject, then Wirtual potentialof affect will always exert it
influence on the way we feel. Affect is not a substance, it is a philasdgleincept of
possibility where sensible experiences are liberated form organiatensy of
representation, such as language.

| adopt rhetorician Lynn Worsham'’s definition of emotion as “the tight braid of
affect and judgment, socially and historically constructed and bodily livexjghnwhich
the symbolic takes hold of and binds the individual, in complex and contradicagsy

to the social order and its structures of meanings” (1002). Butithalso strict physical
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feeling, and the corresponding physical sensation. These primary bodilyfypelng
and sensation also influence the virtual sensations produced fromaaidettte resultant
socially constructed feelings, or what | will caffective feelings

Musicologist Robert Walser, referencing a book by philosopher Mark Johnson
calledThe Body in the Min{L987) refuted the “Cartesian split between mind and body
that covertly underpins virtually all Western discussions of meaniti)( Johnson
insisted that “Our reality is shaped by the patterns of our bodily movetherdontours
of our spatial and temporal orientation, and the forms of our interactitmebyects”

(119). The concepts we use to make sense of the world “come after, and are based upon”
(119) physical phenomena such as balance, for example. Bike riding can bd,leatn

only through physical experience, so when “we balance a checkbook, weigh onsoptio

or blow off steam in order to stay on an even keel, we are conceptualizing ertieacti

in terms of our physical experiences with balance” (119) through bike ritlingjwe are

using language metaphorically.

In trying to understand music in this way, Walser arrives at the undergjandi
that the meaning of music is embodied. Turning to image schemata theory, flaiske
that through “bodily movements through space, our manipulation of objects, and our
perceptual interactions” (120), music operates non-linguisticaleylobked specifically
at how force works on the body, and how that action makes meaning in music. Walser
argued that music, like language, works metaphorically to make mearforges which
act on the body. These metaphorical meanings “arise out of human experiesagal of
interaction with a material world” (121). Walser analyzed the forhersata in relation
to the musical timbre of distortion in electric guitar sounds. At a ‘taaati historical
moment,” distortion begins to be perceived as “intentional transgres#ien tizan
accidental overload- as music rather than noise” (123). Dimtdscomes a signifier for
“social constructions of gender, politics, and religion,” and is “avail&d different
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social interpretations and uses” (124). Walser concluded thattidist@s musical
sound, is meaningful in that it is a manifestation of “our most basic erpes®f self
and environment, but it is also historically and culturally specific” (125)

Distortion is not the only element of music that operates metaphoridalyme
and tempo, for example, are also available for different social uses. @sgny
example of distortion shows us how much about music is based in bodily senses.
Although Walser never refers to affect, thinking of affect as thealigotential for
sensible experiences, which we must think into possibility, shows us how araffetty
can be interpreted in so many different ways. The Deleuzean intémpret@dvocated
by Colebrook, Hill and Ploger, Grossberg, and Gould enable us to come closer to
understanding how affect influences emotion and works as a “suggestieeting” in
a body. It provides a way to define feelings as “opaque to ourselves, asisgrieth
we do not quite have the language for, something that we cannot fully grasp but
nevertheless is in play” (Gould 26). Affect in the virtual sense all@sats understand
how the way we feel is a complex interaction of many factors, neveelgrticated in
the body, but never separated from it either.

I try to allow affect to happen while on stage, but that is not entirely ug.to m
As Gould argued, “affect necessarilyingelation tothe social and the cultural and thus
cannot be thought of as some pure outside, but neither is it reducible to sush(f@iye
In this way, affect, as sensible experiences in their singularitpnaatdies, but
importantly,bodies in societyinorganic matter is another factor that influences affective
contexts. Theoretical physicist Karen Barad argues “for a posthurparfistmativity,
or a performativity that considers the complex relationship betveeguage and all
matter (human and nonhuman)” (McRae 148). From a postumanist perspective, | am

only a musician because of my instrument, and my instrument is only an instrument
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because | play it as one. It is in my relationship with the guitar thitgstrament comes
to matter, but it is also in this relationship that | come to matteR@@t48).
Post-Human Music

From a Deleuzean perspective, affects are elements that existaghoand if
humans were not available for affect to work through, then affect wouldiwotker
ways. Affect is like the potential energy that was transfenad the person who made
my guitarinto my guitar. My guitar’s string tension, electronic circuits, and p#yfec
shaped wooden neck contain the potential for affect, but only when | physidaily the
guitar does that affective context become realize. My guitar éxgension of me, and |
am an extension of my guitar. On stage | use my fingers and a plastic pibkate vine
guitar's metal strings. These vibrations are read by electromagmeatitines in the body
of the guitar calleghickups. The pickups turn the vibrations into an electric signal which
travels through a wire and is sent into my amplifier where it becoffeeteal by vacuum
tubes like you would find in an old television set. Electric AC current powers th
amplifier and fires up the tubes, which squeezes the signal and seritie ispeaker.
Here, the signal, now fully powered, vibrates the thin cone of the speakesaapks as
sound.

The audience interprets that sound both physically and rationally. HEoget
these two meaning making methods implied by the sound suggest feelings iretaotd m
others in the room, and this affective context manifests itself in pos&bleonnections.
While this is happening, | am trying to let it happen. Sometimes | feahihaudience
is more tacitly aware of this than | am, so if | start thinking too much, Igoktdt them.
It would be great if | coultistento them, but that would be difficult to achieve with the
technology we use. |feel the muscles ache in my right shoulder becausa tmgsa
been hanging down in the same position for quite a while, and then | realize nasleg
been rocking to eighth notes to keep time. My old sound engineer Dawn once told me

118



that a musician can keep more accurate time by tapping their foot to lealf sot try
that; anyway, | became self-conscious about my leg shaking. Now thattiaa@vignt is
over, and with the pleasant image of my friend Dawn in my head, | relax and peyad m
to Johnny’s mandolin. Is there something | can be playing which will fit in with the
major 3% and high root note he is playing? Becoming aware of James taking a guitar
solo, | turn the volume down on my guitar so that his notes will ring out efflctive
without the similar sound from my guitar interfering.

As | lean into the microphone to sing, it smells bad, and | make a met¢aio
bring my own mic next time. Over the years I've gotten used to hearing my own voice
ringing through the room, so | try to use the microphone as an instrument, allot@ing it
amplify my natural voice so that | don’t sing too hard, which will result in mysnote
going sharp. At the same time, | want to keep constant pressure coming fliomgsy
so that my notes don't sag flat. | also try to stay spontaneous, inflectingl avitior
emphasis if it feels right or making up a new rhythm to the lyricgxiapose with the
figure that drummer Graham is playing on his hi-hat. Bassist JD comdthia vocal
harmony, and | have to re-concentrate on my melody so that our voices combine to the
desired effect. Simultaneously, | am playing a chord progression on theagaitar
making sure my volume level is set so that when we get to the bridgesufrtgel can
turn it up and produce a dynamic effect with the entire band. And once in a while
through all of this, I take cues from the audience to just have fun andtkajoyoment.
More often than not, this is the best way to allow the affective cobtexnon-rational
dimension of music, to manifest and direct my musical choices.

Affect and Ideology

Hill and Ploger outline a method for putting affedb one’s music. | disagree
with this in part because | believe that affect can be performedibuiaver just
performed; there are somatic, social, cultural, and economic conditions Wwhiugpec
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how affect is produced. In contrast, | suggest that it is a component of théamiagab
is toallow affect be realized by both musician and listener, which takes practice
experience, and continuous adaptation to ever-changing musical, sociaglcultu
physical, and of course, affective contexts. However, Hill and Ploger’stibafiof
affect as a “suggestion of a feeling” is helpful here because thatahsistent with my
conception of affect as a pre-personal singularity, a potentialitynéagetic investment
existing in a virtual realm.

Grossberg said that “Affect is perhaps the most difficult plane of huifeaio |
define and describe, not merely because it is a-signifying (and contempe@nyithso
heavily directed toward signifying practices), but because there istivalorocabulary
to describe its different forms and structures” (80). Grossberg reatetitat although
affect is difficult to define and comprehend, that “does not mean tleat &fsome
ineffable experience or purely subjective feeling” (80). As | nometil earlier, affect is
what makes up Williams’ structures of feeling, and this affect is strutiarall cultural
activity, even that of non-commercial, local musicians. Local musiciangplay in a
world where affect functions as a catalyst, providing much of the potemtidlation to
continue playing music. And while it is possible that the same may be trine fiorore
successful musicians working within the larger music industry, other eccalcsmnid
occupational factors exist which may serve to motivate those individuatstal
activity, which may be a reason why music in dominant, residual, or emergenalcultur
forms exists in the present state of being, because the industryesesaircture. In fact,
we may say that the industry structures musical feeling. But professioabhiusicians
may be better served to understand their music as existing in the rgabssilfility, or,
as Deleuze might say, as becoming. As Gould argues, “The ‘capture’ ¢f edfiebing

it up in culture, diminishes potential through inhibition and subsequent chrapoéthat
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which is actualized” (27), and with this in mind, it seraéamusicians to think of their
music production in this way.

However, for a musician whose goal is to simply reproduce dominant forms in
order to achieve success, recognizing the already captured (prefsmtnatulture may
be beneficial. But for musicians like myself who wish to create, perfand work in the
realm of the possible and imaginative, who remember and want to continuedteope
through those feelings we got from music in the first place, before vweeamere of
dominant cultural forms and their power in society, it does us a diss¢ovianction
from a foundation of being. This is not to say that local professionals shouythpot
dominant, residual, and/or emergent forms; rather, an awarenegscoframusic
needed in order for musicians to understand how culture structures the “bodily,
inarticulate, less-than-fully conscious, sensory experiences” (Gollof 2@usic, and so
that musicians may come to think outside hegemonic industry and media-driven
conceptions of music. Music will always have that “excess” (Grog&#rmeaning
which we can't quite put into words. And musicians may not be able to prove the

cultural structuring of affect, since:

This excess, while ideologically constructed, is always beyond

ideological challenge, because it is called into existence akgctilhe

investment guarantees the excess (Grossberg 86).

The way that we shape our lives and language around sensible exgeisence
what Deleuze callswestmenin affect. Investment in affect does not correspond to
expressivist notions of “essence.” Dominant cultural forms are predioata
conception of music as something which exists “out there,” a Pldtmmdation which

implies that “true” music transcends the ordinary. Affect iglicated in and by the

social, and consequently, ideology. As Grossberg claims:
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...affect is the missing term in an adequate understanding of ideology,
for it offers the possibility of a “psychology of belief” which would
explain how and why ideologies are sometimes, and only sometimes,
effective, and always to varying degrees. It is the affective inesstim
particular ideological sites... that explains the power of the #ation
which bonds particular representations and realities. It is theiaffect
investment which enables ideological relations to be internalizéd a
consequently, naturalized...If Affect cannot be “found” in the text or
read off its surfaces (any more than meaning can), it is alsosbehat
affect is not simply something that individuals put into it. Affedtself
articulated in the relations between practices. It is, as Lyotag®stsy
the unrepresentable excess—the sublime?—which defies images and
words, which can only be indicated. While affect is intensive, feelgg “
a socially constructed domain of cultural effects, (and) the same,objec
with the same meaning, giving the same pleasure, is very different in
different affective contexts” (Grossberg 80).
Grossberg’'s argument sheds light on how Berlin’s theories, while sugpes
political empowerment, can only do so with respect to rational subjects wiho wis
to be empowered. In this sense, not only is affect the missing term iaggeol
but ideology is also the missing term in affect theory. Since affettmething
wethinkinto possibility, then ideology, as providing “the language to define the
subject (the self), other subjects, the material world, and thiéores of all these
to each other” (Berlin 669), must influence affect and the way it istated in
different societies, cultures, and power structures. Ideology also ésCoeal”
because of the way we invest ourselves in affective contexts.

In light of the affect theory | have reviewed here, | postulate the hdé¢a t
feelings are how affect works in light of social context, and emotion isoih&cious
naming of a feeling. However, “emotion” and “feeling” are used interchangedhbig
may be because of the ways that feeling and emotion themselves produceentsy aff
forming a feedback loop of affect/feeling/emotion. We can see this it misi
instance, jazz music heard in a cramped New York basement club, with loarldht
filled with provocative characters, will produce different emotionsfigelthan listening

to that same jazz music alone in a Subaru station wagon driving alorigraitaiie
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highway. Fill that station wagon with a group of foreign exchange students fpam Ja
and the affective context changes again. While the feeling/emotionciing of travelers
has is shared, the way affect is experienced, via feeling/emotion, wilfedi for
everyone according to the way each individual's affective capadthéen socially
constructed. And the social affective context created by this difiereitian turn
enable a new affective potential for all those in the car.

| wonder how interviewing musicians from other cultures would have affect
my research. When | conjure up images in my mind of musicians from Tibiet, Ma
Spain, and Peru, or even New York, Los Angeles, and Austin. | see them all bent over
their instruments with looks of intensity on their faces while otherstand, or dance
around them. |imagine thatl musicians are affectively invested in their music in some
way. Those affective investments, and the different cultural stascthich influence
those investments, determine how ideology shapes the experiences of musieisins’
In turn, that ideology shapes how affect is lived and felt. In this way, evess Berlin
himself was operating within an affective context which led to his lifelomgnaitment
to social causes in composition studies.
How This Study Informs Rhetoric and Composition

James Berlin’s theories of rhetoric and ideology can be critiqueded) and
ultimately supported by determining affect. However, were we to simglgghrd
Berlin’s theories in light of the recognition of affect, such a move @vouly propose
new binaries in the field of rhetoric and compaosition and put the fieldiaadvantage,
losing one of the most important contributions to critical discourse theasieald, |
propose weaaddaffect and the affect/feeling/emotion feedback loop to Berlin’s tagdmi
an effort to see how we can maximize the transformational impactéhat’'8rhetoric
and ideology can have on the local professional music career. Although iectiis $
will point occasionally to writers and the writing classroom, | walhtinue to focus on
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my study of musicians. | do this because | do not wish to attempt to draw any
conclusions about writing from my study about musicians; such a move would be a far
reach at best. Instead, | will leave it up to the reader to make their owaations, if

any, to the writing classroom.

One of my most important findings, that the expressivist/socialezpist
continuum could not completely contain all of my musician rhetoric, led me to a book
which rehistoricizes the field of rhetoric and composition and the statdnomy
proposed by Berlin. 1A Counter-History of Compositipgomposition theorist Byron
Hawk attempted to find “ulterior categories beyond...expressivism and-sp@éemic
rhetoric” (87). Hawk found that expressivism often includes many ditféoems of
meaning-making rhetoric, and as such, tends to be the category in which Hafih¢o-
rhetorics are placed. With respect to social-epistemic rhetaigk Helt that the term,
while valuable, is only worthwhile when considering rational discourse. In tarder
attempt a move beyond this binary, Hawk brought a long abandoned term, vitalism, back
into the disciplinary discussion. Vitalism, simply put, is the theory or psaafedefining
life. Hawk argued that vitalism, as it pertains to rhetoric, had been satisota
expressivism due to its interpretation as a method “left up to the noystayiit of
geniuses” (34).

Vitalism for Hawk is divided into three sub-categoriggpositiona) which
“looks to notions of electromagnetic force” (136) to explain lifgestigative which
“examined evolution and cell theory” (137), azwmplex which “complet(ed) the shift
from substance-based theories to event-based theories” (139). Congdisryithe
type that Hawk argued for bringing to writing pedagogy, is defined by theatiatizhat
life “could no longer be seen as a thing: it was clear that complex fomasdgmatter
and that micro levels of informatiaffect development and organization” (139). We
tend to think of life as some substance in the body, but here Hawk is sdytrecnotion
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that information, such as DNA, is a key part of the way life works. Tderfrom life
as substance- based to information-based is how Hawk bridges vitalmracience to
rhetoric.

Vitalism, “in most of its forms does not subscribe to subjectivism, iddatism,
or an individual will” (20), but instead seeks “a more in-depth understandlifg of
(which) becomes a key aspect of a methodical practice within compleextsin8).
Central to this understanding of life is the way that bodily knowledge at$anath
rational knowledge, and vice-versa. | interpret Hawk’s vitalism asyatavtake into
account the complex interactions of rational and non-rational knowledgeyas the
influence epistemology. This is where we see Berlin’s taxonomy of ideology
encountering problems in light of Hawk. As Hawk argued, “Berlin acceptgsstia
framework for his politics and writing pedagogy (wherein) language and ideolog
become a more central element in his epistemological maps, a turn thatelii
excludes vitalist or bodily epistemologies in favor of more mind-cethigedagogies that
focus on unmasking false consciousness” (8).

Similar to writing students who believe in the “general princighat writing can
“change the world,” musicians may find that “historical circumstaneesuch that this
belief in and of itself is not enough to generate change” (Hawk 79). Aalg res
musicians “come to believe that we cannot change...according to our delsivek 79),
which leads to cynicism. Hawk argued that social-epistemicismté&kealogical
system” (80) which “wants to see the subject in relation to #raesits of the
communications triangle but can only imagine, ironically, a more mystatain of this
relationship” (112). Berlin’s social-epistemicism basically assiechoice for those he
seeks to liberate from repression. Applied to music, social-epissemias the potential

to distance musicians from music once they realize that change is notgassésls one
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accepts “the way things are.” This is where | see the importancdireicaapplication of
Hawk’s vitalism to the local professional musician experience.

Hawk helps bridge the gap between Berlin and the local musician. Without a
consideration of how musicians make meaning through complex vitalist epistgesol
Berlin's theories of expressivism and social-epistemicism leaventisécian as a strictly
political figure. Of course, as we have seen, musicians are poligiaed$, but part of
the reason they are political is because they deal with a type of knowlaaidrecannot
be easily assigned into a rationally comprehensible category. Havehizres with the
notion of complex vitalism as a solution to this conundrum. Complex vitalisnersna t
which can help writing instructors understand how students make meaning, through
composition, in often unpredictable ways; however, vitalism, in this seraeoisf use
to inquiry into how musicians make meaning of the unique situations they find
themselves in- situations in which rational knowledge is but a partwiters, the
situation is similar. Not all meaning-making processes for mgrdee rational, and a
complex vitalist epistemology added to composition theory allows us to satzpt-
epistemic theory to individual writers, each bringing their own historé¢®nalities, and
bodies into the classroom.

This move into complexity theory can also help composition theory unddrsta
what | call the “expressivism of critical discourse.” At times nigitiny research, |
wondered if researching the rhetoric and ideology of local professionatiamssthrough
the autoethnographic method was becoming expressivist in its own right. | bdgah t
like my foray into the musician experience was indicative of the “autfierture of
critical inquiry, with me as the isolated literary figure, a burdamgholder of truth, and
the ultimate “sacrificed sacrificer” (Attali 12). This was esplly evident during one of
my interviews. | met Boulder folk rock musician Neil in a coffee shop ind&spand
we instantly hit it off. With the snow falling in sheets outside, Neilldadnched right
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into a discussion of the differences and similarities between ti@oHins and Boulder
music scenes. Later, during my formal interview of Neil in a back rodimeashop,
things were going fine until | asked him if he ever sees musiciansgéitiped off” by
Boulder music venues, and if musicians allow this to happen because thegadesireh
to perform publicly that they will accept non-payment for their performance.

At this point the interview became tense, with Neil expressimglwvious
disapproval of my question. Neil, who also books music acts at two localsyenue
repeatedly shifted around in his chair, shook his head and looked with dishelibiein
rafters, searching for answers to my question. He eventually replied, imbtgitbm
speech, that he has never seen anyone get taken advantage of, nor has heveimself
been taken advantage of. Neil then extended this appraisal fuatyiag 9've always
seen music scenes be pretty fair.” Neil's answers seemed totimaplywas not only
ignorant of “music scenes” in general, but also that my motives wepgeistion.

“Maybe | don’t need that much,” he said, “Maybe I'm a fool, but | never feel’lke |
getting ripped off.” Although my intentions were to help musicians, thdtiatl was
doing this by attempting to uncover unconscious ideological reasoning made mé. suspec
| had to clear my throat a couple of times and my heart beat increased. Tistugbes
through my brainOkay, why am | doing this again? He’s right--music is better when
money is not involved--I've always known th&tlo one signed up to be a sucker,” Neil
continued. It took physical effort to stay on track and challenge Neiksrita

position. Neil and | had never met before this interview. Neil had no idea wéry | w
interviewing him; he only knew | was doing it to get material for a cellgaper. And
this was the first time | had challenged the ideology, face to facemafsician | did not
know personally, in a town (Boulder) | was new to.

After the interview, and once my digital MP3 note taking device waed off, |
struck up a conversation about Gibson acoustic guitars and bluesman “Mis5kEsim
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Hurt, two of my favorite music related subjects. | felt that this wasssary because |
wanted to retain my status as a musician. My standing as a mussiaaditionally
relied on a few things: having public performances at which to play, beihgfaband
that gets together and practices frequently, and being seen as amingictgeyes of
others, especially other musicians. Criticizing the politics of venues and sceses is
familiar territory for me; criticizing the politics of my fellowusicians is not. In my
attempt to help local musicians become empowered, | began to feel the afeaoiaition
of the literary man” creeping in.

As musicologist Simon Frith claimed, “realism inevitably means a non-raenant
account of social life, and a highly romantic account of human nature” (“Tewar
Aesthetic” 44). In my concern about myself “going native” and becoming exala#t|
was arguing against, what was on the line was my own status as a musici&e, and
possible loss of “self” that losing that status would mean. And what it meaoghi
dialogic and affective. In fact, it is not only both, but it's a unique weawing of both;

a kind ofdialog-affectiveepistemology. In this way, a consideration of how affect works
in musical politics may be a way to incorporate Berlin's theories intsigian ideology
without those theories becoming expressivist. The feeling and emotion “sgundi as

a result of my research with Neil points to the possibility that treoreaur interview
turned sour was because we were attempting to grapple with the higkthwaffealm of
local music production by using reason.

Deborah Gould reminded us that contrary “to accounts that assume rational
actors or that lodge emotion within cognition and thus see the formegely leoherent
and uncomplicated, a focus on affect advances our scholarship by forcing us to contend
with the complexity and indeterminacy of human thought and feeling, and the
unpredictability thereby introduced into political behavior” (29). Looking biéaekasn't
until my digital MP3 recorder was turned off that Neil and | talked about hova muc
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music means to us. When the recorder was on, the discussion was an attemptsto discus
music and ideology rationally. Once | turned the recorder off, | began to bezesiiee,
we both moved around a lot more while talking, our voices intensified, and thegist
became more “musical.” Perhaps it is not a coincidence that this facalsdion was
what enabled a mutual understanding to form between Neil and me befordeude par
ways that snowy day. | am now convinced that the next time | interviBusiian, |
will try to incorporate more non-rational meaning making activity aeoto allow the
interview to become more musical. Another consideration is the way thizialitys
(flow, rhythm, tone, non-rationality) works in interviewiagy subject.

| will offer a few final ways that my research may inform thedfief rhetoric and
composition in the form of future possible research questions. These quasticinawn
from ambiguities and contradictions found within the problematic themibe of
continuum, and while they have developed from my inquiry into local music production,
it is possible that the application of Berlinian theory to the adittedd experience of
musicians may be able to illuminate how rhetoric and ideology work in othlkes ofl
life, of which the writing classroom is one. Here are some possible arkeasref
inquiry: In what ways might the community of the classroom manifest itsalense of
expressivist supra-individuality? How instead can we use the divefsitudents’
experience in acknowledging the collective effort which goes into a wolass
achieving its goals? How can this be realized by centering our attentiamabn w
rhetorician Marilyn Cooper called the “ecology” of writing, which, comtita Berlin's
social-epistemic view of a writer “persuad(ing) others to belisveeadoes” (366),
focuses instead on writing as a dynamic “activity through which a pertiooraighly
engaged with a variety of socially constituted systems” (367)?

Realizing that ecological systems are “in real time...congtahanging” and, in
contrast to “static and limited categories of contextual modelsitaesjocking systems
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which structure the social activity of writing” (Cooper 368), how can xpoee identity
in the classroom? Can examining the ways our identities are constamitynchand
performative allow students to come to understand Berlin’s modes of rhetoniafr
more “personal”’ and/or vitalistic perspective, where both bodily kndyedend rational
information become implicated in a complex web of meaning? How can we apply this
perspective to the classroom in order to fornuapredictablemethodology, mirroring
local music production? The unpredictable method would see that “self-zatiosli
through work, which makes artistic activity so attractive, occur(ing) ibtthe outcome
is unpredictable, (where) the possibilities of personal inventemvate open, (yet) at the
same time, the artistv(iter) is never sure that she will express herself in her work as she
expected to” (Menger 558). And how can we incorporate into the classroom what we
learned here about autoethnography? At the end of this chapter | wilpatteamswer
this question as | explore the implications which have resulted from my lauwgeaphic
method, but first | would like to look at how community literacy theory may helméxte
the work done here into the world of the local professional musician.
Applying Community Literacy to Local Music

For radical educator Paulo Freire, literacy, as the subtitlesdfd87 book co-
authored with critical literacy expert with Donaldo Macedo implesansReading the
Word and the World Literacy, for Freire, entails “a critical reading of realitiitéracy
34) where “Reading does not consist of merely decoding the written word or lapnguag
rather, it is preceded by and intertwined with knowledge of the wdrltéracy 29).
Critical pedagogy specialist Henry Giroux offered his interpretasfd-reirean literacy,
arguing that to be able to “name one’s experience is part of whatrisrteaead’ the
world and to begin to understand the political nature of the limits andpibes that
make up the larger society” (7). In this way, literacy is “an emancipptditical
project” (Giroux 7) which is used to help students realize their ggarthe world.
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In search of social transformation, and driven by a humanist and pedagogical
desire for the self-empowerment of oppressed people, Freire appligdrarsyl efforts to
the community, not just students in the school environment. Integrastprdject is a

denial of the “banking’ concept of educatioPddagogyb3) which sees knowledge as a
“gift bestowed by those who consider themselves knowledgeable upon thosehelyom t
consider to know nothing” (53). Under this model, a student is a passive rézeptac
waiting to be filled with the knowledge that the teacher gives him. BueRexognizes
and encourages the knowledge that students themselves bring to pedajfogitahs.

This results in €o-intentionaleducation” Pedagogybl) in which students and teachers
teach each other, and knowledge “emerges only through invention and re-invention,
through the restless, impatient, continuing, hopeful inquiry human beings pursue in the
world, with the world, and with each othePddagogys3).

When these literacy conditions are set, the critical educator andidéist can
begin to work on the empowerment of the oppressed. This is done by movingenvay f
the banking model and instead using a “’Problem-posigdagogy60) model of
education, which responds to “the essence of conscioustiessenality... (and)
embodies communication” (60). Problem solving “epitomizes the speciattrésac
of consciousness: being consciafisnot only as intent on objects but ...consciousness as
consciousnessf consciousness” (60). Problem solving is dependent on the oppressed
realizing “that they, too, ‘know things’ they have learned in theiticegla with the world
and with other women and merPédagogy4s).

Part of what individuals, oppressed or otherwise, know is based in a combination
of rational and non-rational knowledge. Rhetorician Kristie Flecksteiposed the
concept of magewordwhich works according to the double logics of languags’'s
logic and the bodily senses’logic. As iflogic marks “boundaries by separating reality
into categories and subjects” 27) whgdogic is corporeal and “inseparable from
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imagistic communication” (24). These two logics intertwine and eneganing
together. With respect to musicians’ unique brand lafgic, we may consider
musicologist Jerrold Levinson’s introduction of the term “musitatdicy,” which may
be “largely tacit, not explicit” (24). Musicians often gain this knowletige largely

intuitive, experiential, non-verbally-mediated way” (24). A musychiérate person:

need never have digested a formal definition of concerto or fugue, need

never have grasped the least fundamental aspect of harmonic theory,

(but) need only have an implicit grasp of these things—in his bones and

ears, so to speak. His literacy ultimately resides in a set ofiexpally

induced, context-sensitive dispositions to respond appropriately to

musical events in specific settings, and not in terms of recoverable

information in a mental dictionary of musical matters. (25)

In this case, we can access what performance scholar Robert DeChaitteecall
“heuristic power of musical experience” (82). For DeChaine, “Musical exyjerirces
an encounter between mind and body, clearing a liminal space that is simultaneously
charged with affect and fraught with tension. Musical experisaepsexposing the
arbitrariness of binary divisions between memory/imagination and stafject” (81).

This is the type of knowledge musicians bring to events of problerimgaotvwhich they
come to realize the ways that they have been operating under dominatingssykieh
decrease the affective possibility of music. Using problem solving tnadvthe

struggle of the oppressed “begins with men’s recognition that they have baegatfs
(50), Freire argued. However, through this uneasy recognition, and in the course of a
engagement with critical dialogue, the oppressed can begin to see “esarhile
vulnerability of the oppressor” (46), such as the suggestion that thesspyse‘in the

act ofhavingas a possessing class...suffocate in their possessions and nafentery

merelyhave (41). Recognizing the vulnerability of the oppressor is not enough,

though. The oppressed must also realize how “they prefer the secuotyf@fity
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with their state of unfreedom to the creative communion produced by freedomesind e
the very pursuit of freedom” (30).

Quite simply, we may see the oppressors of local professional musisidmsse
who control the means of production and distribution of music; namely, venue and label
owners, radio programmers, and the wider music industry. As culturéinesied
what we know as “music” into dominant, residual, and emergent forms, local amssici
who think within the continually receding presence of these social foecmme,
according to Freire, “Submerged in reality (and) cannot perceiveyctbariorder’
which serves the interests of the oppressors whose image they havalized”
(Pedagogy4). Freedom in this case depends on “educational projects, which should be
carried out with the oppressed in the process of organizing them” (36), edmisists of
“Critical and liberating dialogue...reflective participation in tlog @f liberation” (47),
and “dialogic cultural action” (148). This action consists of coopmratinity,
organization, and “cultural synthesis,” in which the “dialectickitiens ofpermanence
andchange,”which are present in any society’s cultural action are surmounted by
learning “with the people, about the people’s world” (161).

Musician Organizations as Potential Sites for Community Literacy

In local musical circles, this type of learning has traditionalken place
informally. In light of the fact that there are no formal rules, dodrioelaws governing
local music production, musicians, venue owners, and others involved in local music
production typically make up their own rules and codes in order to regulate musical
activity. As music sociologist Pierre-Michel Menger finds, “Léagrby doing plays
such a decisive role in many artworlds initial training is an impefileering device”
(541). In the music artworld, the line between amateur and professional is being

constantly redefined, and there is no formal definition of what a “musisia As such,
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extramusical activity works as a kind of “non-musical improvisatiwhich musicians
must use to navigate the ever-changing conditions of the business.

With two musician organizations | researched, this improvisatory approach wa
used as well, with any formality coming from board meetings where the group would
decide how to use its limited funds in order to aid the local music scdrmue,
things were different with respect to the organized musicians’ unioenndd, whose
president, Reuben, engages in official collective bargainirtgawic and state-run
bureaucracies. However, Reuben’s organization is primarily made up o$toached
studio musicians, an elite group of technicians who differ from “popular’aians such
as myself in that they are less reliant on building audiences, enghiggntly with venue
owners, performing self-composed music, where in the local scene thdaméiar
with, “each musician behaves like his own employment agency, compil(ing) ertony
of probable and possible jobs” (Menger 547). This is what is required dfergabyed
musician who does not have the benefit of working with a personal manager mgbook
firm.

The local Ft. Collins musician association tries to work within a non-union
framework by focusing on education. However, the organization relies on,virotlts
of their president, Esther, “giving musicians education they need.” etlbization is
characterized by “Professional Development” seminars, where the gingp ior “panel
participants” -- record producers, musicians, and music lawyerscio teasicians how
to “make it” in the music industry. While these individuals do describeehgereal
challenges one must confront when trying to break into the larger mdsistiy, they
rely on using the banking model of education. The musicians’ associatiamghtire
panel participants, attempts to teach local musicians about the busurigasdrawing

“on the thematic content of their action from their own values and idecémgl their
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starting point is their own world (161). While these discussions aweraé/e, there are
more pressing local issues which these panels could address.

| have seen this type of pedagogy in the form of a collection of Ft. Collins
musicians listening to speeches given by famous music lawyers and prquinegesthe
panels seem more adept to “confronting culture itself” (161) by focasingrger music
industry matters while avoiding the sticky, uncomfortable issues surraulutial
performance. However, at its most recent festival, the orgamzaial make the
important move of offering a panel discussion with representatioasrfrany local
venues, showing that the organization is committed to a more informeddenal s
While the panel participants do attempt to “learn, with the people, aboutdple’se
world” (161), real change in the community will require these typéscaf panels to
occur more often, and musicians will need to engage in a critical diseuiting&ose in
positions of power on the panels. | believe that all involved: musicians, esrgleynd
advocates will benefit from this type of critical dialogue.

Apart from education, the organization primarily stakes its reputati@mon
annual local music festival. The 2011 festival was hugely succesdhlth@usands of
local music fans turning out to enjoy great local music. Most all of th@B80 musical
acts were great, the venues were prepared, and the fans were happyhéofifi@en
dollar cover charge, which offered entrance into over thirty local weower the course
of the weekend. Although the springtime festival offers an exciting oppgrfoenibands
to play in front of audiences, promote themselves and network with each ofiinels i
the organization struggling to pay bands a decent wage. So what is a degent Since
music performance does not result in a regular exchange value, the pasashat
decent musician wage, in general, are hard to define. But from what oldeiamsis
have told me, a hundred dollars per musician was common in the 1970’s, a rate which is
hard to come by today. Granted, technological and cultural changes infthisnoay
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decrease, but local musician organizations, acting as a middle manretuseians
and clubs via the local festivalpulduse their position of authority in the community to
make a huge statement about tangible economic support for musicians.

By not standing behind local professional musicians in their efforts to be
included in the business of local music, the organization’s feséadlyrdoes nothing
more than introduce music venues to many bands who are obviously willing to play for
100 dollars per band, which is the average that bands have made at pats.f@sie
organization only selects quality musical acts for its festiVdére the organization to
pay each band a higher wage, one more reflective of how serious the drganaes
local music, local venues would not only realize the real worth of qualigy togsic, but
they would come to understand that there is a group of concerned citizens in the
community who are commited to local music. The Ft. Collins organizatisimeito
transform the community into a music scene like Austin, Texas, but witrsamlida
economic local music base, such a transformation appears to serve thioreptithe
organization itself rather than the actual community of musicians. And by ngt bei
active year round the organization fails to preserve the momentumatgehby the
festival throughout the rest of the year.

That being said, the organization is young and working with limited funds. But
with a new central office, there is now a place for musicians to. n@&mede it is staffed
and regular office hours are determined, it should be highly beneficial to theunityym
as long as the group of friends who run the organization remain willing to make new
connections with all members (social, cultural, economic, and class-basled Fof
Collins music community. To do this takes the initiative to meet new eyl the
organization cannot take on this task alone. As for myself, as one sp#officl plan
on compiling a list of all local Latino bands so that the few who are clyrrecbgnized
do not have to be in the “World” music category in the organization’s lisicaf bands
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by genre. In this way, the organization can serve as an example to thfethestity of
the strength that a diverse local community affords. The local Ain€bhs committed
itself to bringing all local musicians together, and is on its way tangdhat a reality.

The new office is great development which will help bring all membetseof t
local musician community together. As was mentioned earlier, the typarairig that
musicians engage in together typically takes place in informaiggtsuch as in clubs,
before or after performances, or at rehearsals. Basil longs falaridependent record
store, “a physical place to go talk to people about local music. We don’tHzyehe
says. Regardless of what form it takes, an educational program foranusici
empowerment would rely on the “framework of musical/extramusical connegiltnh
is tacit and internalized” (Levinson 26), but through dialogue can be accessed.
Potential Directions for Critical Musical Discourse

In order for these connections to be examined and understood as forces which
arrange experience for musicians, such as “the built-in pervasivaaingeof artistic
undertakings and careers” (Menger 542), a critical discourse must éaiee Blor
possible prompts which may drive that critical discourse, | turn to Mengintistic
Labor Markets and Careers” (1999), an article which explores many of thert®ncer
alluded to in my interviews. First of all, we have bassist Mac’s conbatriwe've been
lucky to be able to do this as out full time job, but it's harder these"d&geith told me
that if he is driving home from a gig, an hour away, having only made forty dollars, he
asks himself if it is all really worth it. So how do we make the job ofarmsre
manageable? While discussions of industry record deals and coateactgortant, it
would also serve local musicians to discuss the ways in which “the hefiaftthe artist
as well as the orderly course of an artistic career appear today to bee@periables
in the process of how highly competitive and contestable labor and prodketsnar
interacting or not with state and public intervention, operate and evolveig@n®&44),
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and how that affects our daily lives as we struggle to maintain gigs sedtan build
an audience, while making sure to not be used as free or underpaid entettéonme
local venues (or unfairly contractually obligated to record companie)eavhile
trying to maintain our identities as musicians.

Another area of inquiry as part of a music community literacy endeavadd wou
be the fact that musicians “repeatedly cycle between severdbjadhsexperience
occupational and sectoral mobility and yet to continue to think of thenssadvartists
(544)...without stopping to produce art works” (545), where holding “other jolsfdeut
one’s vocational field of activity corresponds to a better known scheme of tooapa
risk diversification, though the hackneyed examples of artists féodeold down jobs
totally unrelated to their art are partially misleading” (563). As Ftlirol
singer/songwriter Keith says, “I still can’t make a living dtWhy do musicians
continue to create even though they are not working as musicians? What likibygens
musician stops producing musical works? What if that is all he or she doédl
exploration of how a musician maintains a “day gig” while playing musiogét rand
when and how to “make the jump” to full-time musician can be a generatoresslisn.

Another potential area of inquiry pertains to the way in which “compatiti
cannot be separated from the individualistic search for systemifiicatity and
innovation that has been characterizing the production of art since the niheteetury,
so that artists, like all other social actors, do not behave otheintkasiependently and
competitively” (560). How does trying to create new music in light ofrilastry’s
desire for “systematic originality” affect the musician’s idigf Menger also notes that
“Individuation through creative work, which greatly accounts for the adimirati
artists, requires that others have an interest in one’s work, and, cambedbat some
competitive comparison occurs” (559). Although, as musician advocate EzyisefTo
make it work take your ego out of it and put the better of the music communitgrébiw
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So how can a music scene work together if music under late capitalisrinteaently

competitive endeavor? According to Menger:

Talent should be considered not only as an exogenous factor of market

success but also as an endogenous factor shaped by competition through

innovation. The more competition raises the rate of innovation or, at

least, of differentiation between prototype-like works, in exploiéind

stimulating consumer demand for novelty, the more the sorting

mechanism will be based on shifting specifications of marketabld tale

(571).

Menger is saying that talent is not based solely on individual musicdiiiypa
Is there a way to use this insight in such a way as to empower musidiostwtibeing
disaffective? How do “Innovations in artistic production, as a result ahtbeaction
between new techniques, aesthetic shifts, and market transformatémsto lower or
to modify the usual skill requirements and/or the quantity of input factdhei
production process” (567)? Dialogue about impact of the interaction between
technology, music fans, and economics on the ways musicians make mugibecoul
highly productive, because after all, “It was professionalization by #rkanas the
organizational form of artistic practices that made possible gt of creative
individualism” (571). And lastly, how do we nurture the art of non-academic music
performance in young musicians? As Basil told me, “youth in this city thaabare
music aren’'t being afforded an opportunity to display it publicly.” What ca
communities do to foster young talent, and how can such development of taleotdead t
community which not only values art, but the work that goes into art? Discootsela
these prompts will foster the type of complex, co-created, ecologicaldagevthat will

benefit musicians, regardless of whether or not they remain local loic&yeenough to

get a chance to enter into negotiations with the wider music industmypmunity
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literacy, consisting of Freirean dialogue of problem solving centered onisksass can
be beneficial to the local musician community.
What We Can Learn from Punk’s DIY Ideology

Punk musicians found themselves in a unique place in history after the “roc
ideology” had become corporatized, with The Who and Queen writing “rock o@erds”
Led Zeppelin traveling on their own plane. During the 1970’s, punk musicians “exposed
the complicity between rock and the music industry,” and in “exalting amisite they
laid the foundation for a populist medium of cultural production in which @assi
energy, and having something to say” (Moore 446) were important attributes of new
music, instead of technical proficiency and studio wizardry.

The punk music of Black Flag, The Sex Pistols, and others was a rebellion
against all forms of hegemony. Yet, from The Clash to Green Day, punk, like rock
music, became part of the corporate music structure, and those who did nottchoose
become part of that structure formed independent music labels. Whiléititese
labels quickly became a kind of farm system for the major music indtis¢riabels and
musicians who were able to keep themselves in a position to both erdatistaibute
new original music, yet still retain control over it, were the ones walized that music
is a business, and should be treated as such, if for no other reason than ttherotect
integrity of the music and the musicians who make it. It's ironic that pugkahbly the
most anti-mainstream, rebellious, and “expressivist” of all Amennasic turned out to
be the perfect example of the life cycle of expressivism in music. Ram&das free
expression, fell prey to that ideology, and learned from it, enablinguke no continue
with its expressive nature, albeit one informed by an understanding of takysoci
constructed reality of music. This resulted in the formation of indepetabsis. Began
by small blues, jazz, and rock labels of the 1950’s, the practice of neg@ndkl releasing
music “independently” of large music corporations was revisited by punk latikle

140



mid- 1970’s. “Indie” music continues today and allows many musicians the opportunity
to record and release their music.

For many punk influenced musicians, who embrace the rebellious aspects of
punk over its business savvy DIY element, a “career” in music may seem lik
contradiction in terms. Just the thought of music as a job may elicitestiva# response
of distaste, evidenced in Basil's claim that “if you're trying to be aeramusician
you’re going to look like an a--hole.” If that is Basil's personal belief eoming music,
who am | to argue? As the “30 year old female librarian” from my survewsfc fans
says:

Possible other reasons why musicians do what they do: love of music,

love of instruments, love of performing, favor for a friend, pay the bills,

meet girls/boys, annoy parents, make parents proud, avoid a "real" job,

justify lifestyle, try new things, visit new places, get famous, meet

famous people, get free stuff, prove high school bullies wrong...

| agree with some of these reasons; others make me squirm atlittRubthe
librarian’s point is well taken. There are many reasons why wenplsic, and if Basil
wishes to play as a non-professional, then that is his right. Howereyiserve Basil's
best interests to, in the words of musician advocate Esther, “figure oukiwtaif band
you're going to be.” To be fair, Basil embraces all aspects of punk, ndhgugated
down anti-authority rhetoric, but also the “punk rock ethos, the DIY and all tlift s
he says. But it would be useful for Basil and other musicians like him to dechi=o
long they want to adhere to those reified and socially constructed prindsalsil speaks
fondly of the days when he and his friends threw house parties in order to péarm t
music, but these days Basil sometimes plays in bars, where he ofteys filoime empty
handed.” Like his acknowledgement that the possibility of getting a bust@gstor his
own fledgling record label is a “real life business decision that | nedihtodabout,”
deciding whether or not he wants to continue to “bypass the bar sceney shples at
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bars will help him continue to create and perform efficiently. DIMansetaking control
over one’s musical production, not adopting reified notions of the Romantic nmusica
dismissing the very real economy of music.
Implications of Using the Autoethnographic Method

In my interviews, and through my complete member research status and my
commitment to theoretical analysis, | often felt as if | was inéevirig myself. In this
way, autoethnography helped me “convey (the) complexity and ambiguity” (Bassler
guoted in Bartleet and Ellis 8) that makes up the local professional nansar.cl
became keenly aware of the fact that the only reason my music may teritaitis
because the abundance of other musicians, and the way that the industis/@foc
individual talent, sets the conditions of possibility for me to be abldltogaelf
“authentic” or individual.” Everyone | interviewed seemed to have, or espassnse
that music is a personal activity, and | indentified with most of what theyohsad,.
Basil personified my resistance to conformity, Mac reminded me of mysthlai he still
has fun playing music, and | connected with Kate in that work ethic comprisegea |
part of both of our musical identities.

These characteristics are extra-musical; they correspond tmt my music.
My music is really just sounds | make with others, or sometimes bgliny&ome
conversations sound like music to me. Sometimes | even attempt to, in my head,
transcribe dog or bird sounds into a melody, or develop a rhythmic patterrootsteps
or from the sounds of the chainsaw at my summer tree trimming job. I'vesahean
fascinated by the way sounds make me feel, because to me, that is@lsresund.
It's amazing how when I'm fully comfortable and uninhibited by anyone or anything
can pick up an instrument and play it and simply enjoy my physical reaction to the

sounds—consciously keeping my mind from thinking about notes, scales, or chords. |
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feel the same as DeChaine when he says that sounds rfitearianything to me, which
is not to say they don't affect me” (84).

This is why | think that an awareness of the socially constructederaftmusic
doesn’t mean we lose what we had: emotion, energy, feeling, and affect. wilhese
always be an integral part of what | do while my eyes are closed on stageleoravhi
composing or recording. In fact, | don’t see how tbeyld notalways be a part of what
| do. As musical autoethnographer Chris McRae wrote, “Listening tacmiksi
performing music, also changes bodies. It changes how we hear the world, efudeher
it changes how we move through the world” (144). The argument that paying strict
attention to these facets of a music career will decrease my amaifeadive
investment in music is similar to the common belief that studying a pfditerature
will by definition ruin my enjoyment of it. Learning new concepts, studying, and
researching in an academic setting does not blind me to any “real” kiyaweisting
“out there” in the world. And by learning new ways of thinking, | am not wicstag
myself from common sense “truth.” | don’t buy the argument that an awardribses o
socially constructed aspects of music is dangerous to my love of music. hifngnyt
taking care of myself, my financial situation, and my meaning-mghkotgntial actually
puts me in a position to enjoy, create, and work within the imaginativetiegfeand
knowledge-producing realm (musical and academic) easier and more often.

This is where | see the theories of James Berlin having the mosttimpay life
and work. Without my research into expressivist and social-episteniciché may
never have discovered and/or revisited Colebrook’s interpretationlefizan
philosophy, Williams’ critique, Hawk's theories of invention, the affectipproaches of
Gould, or the literacy concepts of Freire. | made these inquiriediedteapplying
Berlin's theories, and then questioning, through critical study and applicttewalidity
of his theories, and as a result | arrived at a place of great reedesdrairation for the
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man. His work functioned as a heuristic which enabled me to compose a thehis whic
looked critically at my music, my work, my scholarly endeavors, and—dag—
my(self).

I will always play music because it makes me feel good, it is futh] kearn a lot
from it. But right now, in addition to being a rhetoric and composition scholar, | am a
professional local musician, and even though my musical work makes ngedegll
know that there is another side to being a musician which involves the géfvstak as
well as the on-stage labor of physically playing and singing, performing, conghedth
other musicians and the audience. | owe much of my critical understandingwbtkis
to my graduate study in rhetoric and composition.

As Esther says, “people get so tied up in their music emotionally thatahiy c
take a step back and look at the big picture.” | used this quote in the last cisagqute
example of why an analysis of ideology is important for local profedsionsicians, but
here | am using it to suggest the role of the activist rhetoricitarnms of the ability to
influence the ways that others not only communicate but also think &leaut t
relationship to others, to economies, and to the ethics around the produadtion a
consumption cycle of local music. Esther did not always say thinghigelthave been
using her insight in my autoethnographic work on a regular basis since #issinyear,
and back then she would have said how passionate she is about local music and how
much it means to her. “The aim,” as Bartleet and Ellis say, “becomes teinfpers to
critically reflect upon their own music experiences in relation t@atheethnographic tale
being told” (9). So I consider my work with Esther to be an example of the
transformative effect of autoethnography, not only for myself but for ither

As a result of my autoethnographic inquiry, Esther’s rhetoric about music
production and circulation has changed. Esther’s quote represents hermgepeni
understanding of her own patrticipation in the whole local music enteraridd believe
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that | had a part in that. Esther is coming to terms with her own emotional tonnec

the local music scene, and how her own passion for local music can be mqustthan
personal connection to the local scene; it can be used to help oth&hedsg picture.”
Autoethnography helped me not only see the big picture, but the small pictue#;as w

my personal connection to music. Two years ago, as | was planning to study masic as a
English grad student, | was hoping that my research would help me gain a more
comprehensive understanding of music. It did that, but it also enabled me to respect
music more.

| have a deeper appreciation for what it is that | do; not only as a anydicit
also as a scholar. Combining the two has been nothing short of an adventores at ti
exciting and at others tiring. It's simply more fun to work on the boundariegof t
discourse communities, and one feeling | never experienced throughout tleisspras
boredom. Playing a gig and coming home at one in the morning and writing about it, and
contextualizing that autobiographical writing within academic reseaade for a very
satisfying feeling. And playing a gig and sharing what | had been writing about with m
fellow musicians let me see a hew dimension of my musical colleageesinalities;
nearly every musician | shared my research with was supportive arebtater | gained
respect from my colleagues because | was taking weatere doing seriously enough to
write my Master's thesis about it.

When this would happen, | definitely felt the autoethnographic challenge of
being a complete member researcher. The term is almost a coitradiébw many
complete members of a group actually make an effort to study it? One muicdn w
practiced a few of my interview questions on asked me, “Why are you doing thiz, ma
You know about all this stuff!” It is true; | was familiar with the isstieaised to my
friend, which is precisely why | needed to ask him those questions. For nagself
musician, | feel that a failure to maximize the possibility of affiechusic is reducing
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my potential as a musician and the amount of creative work | can do. Whzdd theat
| know everything there is to know about music, | am working exagdynstwhat
music is and does. Music is non-rational, and opinion is how we use reason to make
decisions. For Deleuze, opinion is the direct linking of affect tantedligible. When
we e feel something, we then use our capacity to reason to make senséeefitita
We use language to invest ourselves in that feeling. We organize cuaidound our
investment in affect, and this leads to common sense extensive thinkingnde these
investments are overcoded by applying signifiers to them that we begsutoethat
these affects and intensities represent some “pre-existing red¢biGok 108).
Opinion, in this way, puts an end to thought and allows us to forget “the charftenshyt
and incantations of primitive cultures” (Colebrook 108). Opinion assuméshie world
is “easily translatable into a common language we all share” (@oleli8). As Hill and
Ploger notice:

Adults who are self involved or are not queued into paying attention to

affect may not understand what an infant wants by its expressions and

often end up blaming the infant for being irritating. This attitude is not

dissimilar to how many classical musicians think about audiences. That

is, if concert attendance is declining, they are too quick to blamediste

for their lack of interest in non-affective music making. Thigate is

one to avoid like the plague. It accounts for why famous opera houses

and many symphony orchestras are in financial insolvency (“On

Affect”).

Such an attitude is also detrimental to local performing musicians géraies.
It shows how easily we can “read” the affective possibility of musgnagething
concrete; a structure which we can rationally manage. Even Beaa@sdmy of the
modes of rhetoric is an opinion about how people “read” the world and act on that
reading in a rational sense. However, to overlook Berlin's theorassibe they do not
account for tacit bodily knowledge would be forming yet another opinion, and a

damaging one at that. Berlin's work provoked me to realize that if masisiant to be
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able to continue to have the “musical” experience of creating, performitapaa@ting
and improvising, we should add to our arsenal of tools, and that involvesaegnaas of
the social construction of music culture and the ideologies that go.into it
Autoethnography was my method for fostering that awareness without lbsing t
affective dimension of my experience, because just as “the wonle ohasician is
inherently corporeal, an autoethnographer also draws on and works from embodied
knowledge and experiences” (Bartleet and Ellis 10). Both musicians and
autoethnographers also emphasize performativity and ask the audiencegtotberga
“on a number of different levels, from the intellectual to the embodidtketernotional”
(20). In this way, autoethnography acts as a methodology of complexity whiclvelgssol
subject/object binaries. Autoethnographers engage in criticd), aih affective work.
Through autoethnography, | came to realize how close academic and non-academic
knowledge really are to each other, | gained a new respect for th@traati¥e power
of music and language, and | arrived at a more comprehensive understanding of

individuals as critical participants in cultural activity.
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Consent to Participatein a Research Study

Colorado State University

TITLE OF STUDY: An Autoethnography of Local Music Culture in Nagth Colorado

PRINCIPAL INVESTIGATOR: Dr. Sue Doe, English Department. Contact Infornmatio
Office phone--491-6839/Email—sue.doe.colostate.edu

CO-PRINCIPAL INVESTIGATOR: Joe Schicke, Colorado State University EnglishdGade
Student. Contact Information: Phone—(901) 335-6&084il—joeschicke@gmail.com

WHY AM | BEING INVITED TO TAKE PART IN THISRESEARCH? To support the
ongoing effortof the maintenance of a viable local music scene bplpesuch as yourself, you
are being invited to take part in this study.

WHO ISDOING THE STUDY? The study is being done by Joe Schicke, graduatkest of
Rhetoric and Composition at CSU, and is being @emdy Dr. Sue Doe, English Department.

WHAT ISTHE PURPOSE OF THISSTUDY? In an effort to bridge scholarly theory in
English composition studies and the real life cbods of working musicians in Northern
Colorado, this study will use theories of compaositin order to examine how and why local
musicians take on careers in the music businessthis study, by obtaining perspectives of
people like yourself on local music culture, we édp improve working conditions of local
musicians and others involved in the music busiaeskinform composition theory from a unique
perspective as well.

WHERE ISTHE STUDY GOING TO TAKE PLACE AND HOW LONG WILL IT LAST?
The study will be conducted in December of 2010 datbiary of 2011, and will take place at
different locations selected by each interviewipgrant. The time commitment for interview
participants will be no longer than forty five mies.

WHAT WILL | BE ASKED TO DO? If you choose to participate, you will be askedaie part
in an interview at the time and location of youooking within the specified time frame. You will
be asked to select a pseudonym in order to prgtectidentity.

ARE THERE REASONSWHY | SHOULD NOT TAKE PART IN THISSTUDY? We
foresee no reasons why you should not take painisrstudy.

WHAT ARE THE POSSIBLE RISKS AND DISCOMFORTS? It is not possible to identify all
potential risks in research procedures, but thearebiers have taken reasonable safeguards to
minimize any known and potential, but unknown, sisK his analysis will treat each interview
participant anonymously. The researchers therefate that there are no known risks associated
with the procedures associated with this study.

Page 1 of 3 Participant’s initials Date
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ARE THERE ANY BENEFITSFROM TAKING PART IN THISSTUDY? There are no
direct benefits from taking part in this study. Hawer, you may be pleased to know that your
participation may directly and positively influenaesearch on the working conditions of those
involve in local music culture. In particularjstthe hope of the researchers that this study will
honor your contributions to the local music scemé educate a diverse audience about the
important and culture-sustaining work you undertaken you create, record, and perform; and
when you employ and/or organize musicians.

DO | HAVE TO TAKE PART IN THE STUDY? Your participation in this research is
voluntary. If you decide to participate in the stugou may withdraw your consent and stop
participating at any time without penalty or logdenefits to which you are otherwise entitled.

WHO WILL SEE THE INFORMATION THAT | GIVE? We will keep private all research
records that identify you, to the extent alloweddoy.

Your information will be combined with informatidrom other people taking part in the study.
When we write about the study to share it with otlesearchers, we will write about the combined
information we have gathered. You will not be idised in these written materials. We may
publish the results of this study; however, neitymur name nor any other identifying information
will be disclosed.

Further, we will make every effort to prevent angavho is not on the research team from knowing
that you gave us information, or what that inforimats. For example, you will be assigned a
randomly selected letter for identification (fostance, the letter “A”) and the papers associated
with you will be coded as follows: Al, A2, etc. Nokages will be made between your study
identification (“A”) and your real identity as weeainterested only in aggregate data, not indiidua
performance.

WILL | RECEIVE ANY COMPENSATION FOR TAKING PART IN THISSTUDY? You
will not receive compensation for participatiortlis study.

WHAT HAPPENSIF | AM INJURED BECAUSE OF THE RESEARCH? The Colorado
Governmental Immunity Act determines and may li@dlorado State University's legal
responsibility if an injury happens because of stigly. Claims against the University must be
filed within 180 days of the injury.

WHAT IF | HAVE QUESTIONS?

Before you decide whether to accept this invitatmitake part in the study, please ask any
guestions that might come to mind now. Laterpifiyrave questions about the study, you can
contact the investigators, Dr. Sue Doswt.doe@colostate.eduJoe Schicke at
joeschicke@gmail.com. If you have any questionsuabour rights as a volunteer in this research,
contact Janell Barker, Human Research Administrat®70-491-1655. We will give you a copy of
this consent form to take with you.

This consent form was approved by the CSU IngsiitatiReview Board for the protection of
human subjects in research on

WHAT ELSE DO | NEED TO KNOW? The interview that will be conducted near the ehthe
study will require use of audio taping equipmerit.audiotapes will be maintained in a locked file
cabinet in Dr. Sue Doe’s office during the courbéhe study and data analysis period. Tapes will
be destroyed at the earliest date allowable bytitisinal Review Board policy.
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Your signature acknowledges that you have reathtbemation stated and willingly sign this
consent form. Your signature also acknowledgesytha have received, on the date signed, a
copy of this document containing three pages.

Page 2 of 3 Participant’s initials Date

WHAT ELSE DO | NEED TO KNOW? The interview will require use of audio taping
equipment. All audiotapes will be maintained irvekied file cabinet in Dr. Sue Doe’s office during
the course of the study and data analysis pefl@ghes will be destroyed at the earliest date
allowable by Institutional Review Board policy.

Your signature acknowledges that you have reaéhtbemation stated and willingly sign this
consent form. Your signature also acknowledgesytha have received, on the date signed, a
copy of this document containing three pages.

Signature of person agreeing to take part in theyst Date

Printed name of person agreeing to take part irstiney

Name of person providing information to participant Date

Signature of Research Staff

159



APPENDIX 2

MUSICIAN INTERVIEW QUESTIONS
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Interview Questionsfor Musicians

How long have you been playing professionally?

What type of music do you play?

What does it mean for you to be a musician? Is it a way to express yourself, make
money, or both?

Why is it important to you to be able to play not only other people’s music, but also
original music at your gigs?

Describe your interaction with different local music organizationd) asa¢he Colorado
Music Business Organization, the Denver Musicians Association, the khsColl
Musicians Association, etc. Do you find these groups effective in helpingiemssin
their careers? How could they be more effective?

What measures do you take in order for others to take you and your music career
seriously?

In what ways do you see venue owners taking advantage of musicians, and in vghat way
do you see owners treating musicians fairly?

How do you think wider forces, such as the music industry and media, affechtuent
of and quality of gigs you get?

Why is it important to you to be able to play not only other people’s music, but also
original music at your gigs?

How does technology and the internet figure into your music career?

How do you feel about the practicewfdercutting?What do you think drives one
musician to undercut another?

Would you take a paying gig if the employer specified that you could play cover songs

only?
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MUSICIAN EMPLOYER INTERVIEW QUESTIONS
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Interview Questionsfor Musician Employers

How long has your venue been open?

Were you ever a working musician?

What do you think the role of a local music venue should be as a part of a lstal m
community?

How do musicians contribute to your bottom line?

To what extent do you see yourself as an advocate for local working meSiditow is
your advocacy enacted?

With respect to the musicians who perform at your venue, what makes patrores choos
your venue over others when they go out to listen to music?

How does technology and the internet figure into your role in the local musiece
How do your patrons’ react when you charge a cover at the door, and what can musicians
do to make that cover charge worthwhile?

Would you rather hire a cover band or an original band? What are your thoogtuts
that bring both originals and covers together?

What can local musicians do for themselves in order to foster an ecafigrtiidving

local music community?

What are some of the pressure that you are under that others might not kndv about
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MUSICIAN ADVOCATE INTERVIEW QUESTIONS
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Interview Questionsfor Musician Advocates

How long has your group been around?

What is the organizational structure of your group?

To what extent do you see yourself as an advocate for local working ma8ickéow is

your advocacy enacted?

Do musicians need to make certain compromises in order to be arjisaicall

economically successful? If so, what are these compromises?

How would you like to help bring the local music community together? What is stopping
you from doing that?

How does technology and the internet figure into what your organization does?

How does education play into what your group does? How do you educate the local

musician community, and what are the key areas of that education?
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Music Fan Survey Questions

Respondents checked boxes as responses to the following statements, and
respondents were also given the chance to comment on these statemeauftgheAll

material used in this thesis came from those comments.

strongly disagree/disagree/neutral/agree/strongly agree

-I believe that musicians should get paid a fair wage for performing.

-1 think it is right to charge a cover at the door if that money goes to theiamssic

-I think some of the money collected by cover charges at the door should go to the bar,

club or music venue.

-1 think that the drinks | buy at live performances are all | should havaytfop.

-1 think that musicians perform mainly because it makes them feel good.

-Musicians do what they do because it is who they are, and they will doranida be

able to play music.

-Musicians do what they do because they have to pay the bills.

-I am happy to pay a door charge for musical acts that seem to work haidipatmg

the audience’s entertainment needs and desires.

-l am happy to pay a door charge for musical acts that don’t seem to worry abbut wha

others think and play music that satisfies the performers’ amiséds.

-Please include your age, sex, how many music events you attend a month, ifgou are

musician or not, and what you do for a living.
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