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ABSTRACT

This thesis examines the occupational folklore and
folklife of bar musicians in St. John's, Newfoundland. In
carrying out the research, three methods have been employed:
formal interview, participant-observation, and question-
naires. Eleven musicians were interviewed and the perform-
ances of many more observed in a number of bars in or close
to the downtown area of St. John's. Questionnaires were
distributed to the bar patrons who made up their audiences.

Rather than taking a generic or biographical
approach, as has been previously used, a locus, the bars in
which musicians perform, is the principal focus.

The main objective of this study is to describe and
analyze what it is that musicians do each night in the bars.
Before this examination could be made, a descriptive frame-
work had to be developed within which to view bar behaviour.
Accordingly the thesis is divided into three major sections:
the first offers a description of the bars, noting their
types, clientele, physical structure, and management; the
second examines the attitudes and expectations of performers
towards professionalism, the union, management, status, and
role; the third discussesAperformer/audience relationships

and interaction.
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It was concluded that in order to survive in the
bars, musicians must employ a numbexr of occupational
strategies which are used to counter the often disruptive
effects of audience behaviour. Such strategies are as much
a part of the work technique as the performance of a song.
They are enacted to deal with such hazards as drunks,
troublemakers, and inattentive audiences. These strategies
are learned through the constant doing of the job, as
musicians learn to anticipate possible situations and

encounters in the bar and to reflexively respond to them.
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When I began my research in January 1978, I starced
by making notes each time I went to a bar where there was
a musician playing. My analysis to a large extent is that
of an insider (that is, an audience member) who must alter
her stance in order to examine the rules of conduct which
govern interaction between the musician and audience.
While there are advantages in beginning a study with an
insider's perspective (one can make observations without
drawing attention to oneself), the familiarity with the
situation is itself a disadvantage in that many subtle as
well as obvious behavioural cues may be internalized and
missed when recording data. This problem, inherent in any
study of one's own culture, is partially mitigated by the
information obtained from the musicians' own statements
about their work and work 1life. While I am an insider as
a patron of the bar and as a member of the audience, I am
an outsider in terms of the occupational group in question.
Thus, my observations and interpretation of specific and
generalized encounters during a performance can be checked
and reinterpreted from the musicians' own viewpoint. How-
ever, as a member of the audience my perceptions have been
molded as such. My initial reaction to and interpretation
of events in the bar will be similar to many of the other
patrons who are not playing a participant-observer role.

Having shifted my purpose for going to bars—--that
is from a natural participant to a participant-observer-—-

I can draw upon past and current knowledge to reconstruct
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the cultural scene in such a way that both musicians and
patrons can recognize and better understand it.

As a participant-observer I was able to focus on
the space-time properties within each bar, standing behav-
iour patterns, the musical performance, appropriate and
inappropriate actions, and the individual types of patrons
in the bars. When I knew the musician who was playing 1
was often able to sit at his table and during breaks gain
an insight into conversational patterns, narrative struc-
tures and themes, joking behaviour, and attitudes about the
audience that night. Although I felt free to raise ques-
tions, I tried to keep these questions to a minimum and,
if I felt they could wait, would bring them up during an
interview. I was reluctant to place a strain upon my
relationship with them by demanding too much of their time
and attention while they were working. When I was not
sitting at the musician's table I would try to seat myself
where I could observe his behaviour at close hand.

My field notes were usually written up at home at
the end of the night or first thing the next morning. I
would often jot down notes on a piece of paper during the
night and ater expand on my observations. This also gave
me the opportunity to write down questions that I could
raise during interviews.

At the mid-point of my research I devised a ques-
tionnaire, which was distributed in several bars to patrons

during breaks in the performance. A total of 120
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questionnaires were distributed and 101 were returned.
The questionnaire was designed to find out basic socio-
logical data (sex, religion, marital status, age,
education) as well as indicate musical preferences in
terms of individual performers and types of music (for
example, blues, folk, country, rock 'n' roll), responses
to what the individual considered to be a good bar per-
former and their general responses to the musician. My
primary interest was to see how the patrons' expectations
differed from or matched those of the musician. By finding
out what type of person the audience felt made a good bar
room performer 1 could, to some extent, see if the musicians'
conception of their role in the bar met with thosebof the
audience.

There are many limitations to a questionnaire of
this nature circulated in a bar. First, the setting is
not conducive to serious research in that the patrons go
there to relax and socialize. Since almost all have been
drinking, the seriousness with which they answer the ques-
tions and the amount of time they are willing to spend on
them is limited. For this reason 1 kept the questions as
brief as possible, using multiple choice where 1 could,
and confined them to two sides of a single eight by ten inch
page. A sample of the questionnaire is included at the end
of this chapter.

The questionnaire is limited by its form. It

cannot account for all of the variables in terms of an
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individual's responsiveness to being guestioned, past
experience in filling out questionnaires and suspicions at
being studied. The degree to which it is disruptive (for
example, the respondents might be having a lengthy personal
conversation) may colour the answers in terms of both length
"and content. Other variables include the level of literacy,
the interpretation of gquestions, the respondent's possible
desire to provide the researcher with what he feels to be
an appropriate answer, a possible hostility towards
academics and how seriously they take the researcher; all
of these variables must be considered when using the ques-
tionnaire as a source of information.

Because of its form, the questionnaire can provide
only an approximation of attitude and behaviour. It gives
no idea of frequency or gradations of the types of behav-
iour listed.

Finally, the questionnaire is limited in its content.
Since I am concerned with specific information I have geared
the questions to these needs. I have assumed that the points
I want clarified are those that have motivated the respon-
dent's behaviour in the bar.

In spite of its limitations,the cuestionnaire has
indicated the range of behaviour, expectations and atti-
tudes of the patrons in the bars. I found that, in
general, people were willing to spend the time to answer
the questions, especially when they saw others in the bar

doing so. Only a few treated the exercise as a joke and
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most were conscientious in thelr responses. Several asked
me about my research and expressed a genuine interest in
the subject.

The information obtained from the questionnaire has
been used in conjunction with my own observations of the
patrons' behaviour as well as with any information I could
get from patrons during direct questioning in face-to-face
encounters. The questionnaires have been used as a minor
research method and the information obtained from them has
been treated accordingly.

During my research I compiled approximately fifteen
hours of taped interviews after having talked to eleven
musicians. This crucial part of my research enabled me to
obtain an insider's perspective of bar performance and
other occupational considerations that would have been
impossible to acquire by simple observation.

I began interviewing in March 1978. Since I knew
a few musicians in town I had no difficulty in setting up
appointments with them. They were more than willing to
talk to me and when I decided to pursue the study they
were helpful in suggesting other musicians with whom I
might speak. Since I had already established an easy
rapport with them, I had none of the difficulties that
researchers often encounter while trying to break down an
informant's reserve and establish an atmosphere of trust

and ease.
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In his chapter on interview methods, Kenneth
Goldstein mentions two types of interview techniques, the
non—-directive and directive interviews. He states that
most interviews '"'will consist of a compromise between the
two techniques. . . .”9 My interviews were conducted in
this way. I compiled a list of questions that I had handy
and sometimes referred to during the sessions. I would
open with a general question asking how they first began
to play in bars and then let the musician go from there.
If the topic of conversation wandered too far from the
types of information I wished to cover, when the oppor-
tunity arose I would ask a question that would turn the
conversation back to the points I wanted explained. How-
ever, it was often beneficial to let my informant direct
the interview since he would often speak of aspects of the
occupation that I had not previously considered.

Before setting up an interview I always made sure
to see the musician perform at least once so that I would
have some idea of his repertoire, style and manner with
his audience. After seeing a musician perform I could ask
him about specific incidents I had observed in the bar.

After each interview I would immediately transcribe
or make an index of the tapes and note further questions

I could ask. Sometimes I would ask the musician these

9Kenneth S. Goldstein, A Guide for Field Workers in
Folklore (Hatboro, Pa.: Folklore Associates, 1964), p. 110.
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questions without the use of a tape recorder and note h:
comments by hand. If it seemed that this method was
inadequate then 1 would set up another interview.

The interviews provided me not only with informa-
tion about the technical and behavioural aspects of the
occupation, but also provided an insight into particular
subjects to which I had little or no access (for example,
musicians' dealings with the union).

Informants' statements and narratives have been
included throughout the body of the thesis. These have
been footnoted according to MUNFLA accession anc C'" num-
bers. The following is a list of informants and the
MUNFLA numbers, which correspond to taped interviews and

which will facilitate the recognition of source material.

Name Accession Number "C'" Number
John Parsons 79-597 C4556
" C4557
Martin Laba " C4558
" C4559
" C4560
Peter Narviez " C4561
Glen Tilley " C4562
" C4563
Bryan Hennessey " C4564
" C4565

Ron Hynes " C4566
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Name Accession Number "C" Number
Scott Goudie 79-597 C4567
Dennis Parker " C4568
Terry Rielly ' C4569
Neil Rosenberg ' C4570
Anna Kearney " C4871

" C4872

Throughout the text I have used "I" to designate the
informant, and "F'" to designate the interviewer (Fraser).

Using the methods of participant-observer, ques-
tionnaires and interviews, I have attempted to describe
and analyze the occupational life of bar musicians in St.
John's. Folklore behaviour operates within the occupation
to order, inform upon and make manageable musicians' every-
day work experience. Such behaviour has been documented
as it emerges in the bar; it is also described and assessed
in musicians' personal experience narratives. These nar-
natives deal with recurrent incidents which take place in
the bars and speak of working conditions, problems and
methods of dealing with the variety of situations which
develop during the course of the night.

Those subjects and themes which I have chosen to
deal with focus primarily upon performer/audience inter-
action. The ethnographic data has been prefaced with a
descriptidn of the bars and a discussion of such topics
as roles and status in order to provide a descriptive

framework within which the reader can set the interaction.
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When speaking to musicians do you find that they are
friendly?

most are Some are none are do not know

What type of person do you think makes a good bar room
performer? (explain)







21

Fiddle: Songs and Stories of the Bituminous Industry1 and

Minstrels of the Mine Patch: Songs and Stories of the

Anthracite Industrx.2 Initially interested only in folksong

(see Songs and Ballads of the Anthracite MineSB) Korson

broadened his approach and collected a number of other genres
such as narrative, superstition, folk medicine, and on-the-
job folk speech. His documentation of the socio-cultural
matrix from which the lore sprang and to which it spoke
stimulated others to make more intensive contextual studies.

His introduction to Pennsylvania Songs and Legends4 urges the

study of the lore of both rural and urban groups in its
natural context.

Green's study of recorded mine songs, Only a Miner:

Studies in Recorded Coal Mining Songs,5 acknowledges the debt

that contemporary folklorists owe to Korson. Green's

exhaustive study of topical and traditional recorded hillbilly

1George Korson, Coal Dust on the Fiddle: Songs and
Stories of the Bituminous Industry (Hatboro, Pa.: Folklore
Associates, 1943).

2George Korson, Minstrels of the Mine Patch: Songs
and Stories of the Anthracite Industry (Hatboroa, Pa.:
Folklore Associates, 1938).

3George Korson, Songs and Ballads of the Anthracite
Miner (New York: Fredrick Hitchcock, 1927).

George Korson, Pennsylvania Songs and Legends
(Philadelphia: University of Pennsylvania Press, 1949).

5Archie Green, Only a Miner: Studies in Recorded
Coal Mining Songs (Urbana, I11.: University of Illinois
Press, 1972).
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and what tools are useful in gathering information in the
industrial arena. Green also looks at critical anthro-
pological studies, novels, poetry, autobiography, and
history. He further notes that popular fiction set in
work contexts provides excellent ethnography. While he
explains his own contradictory position, that is, he studies
industrial lore, yet is hesitant in enlarging the term
"folk," Green affirms that the factory is an appropriate
field for folklore studies.24

Robert S. McCarl presents an operational definition
of occupational folklife and develops a critical theoretical
framework and methodology with which to apprehend
and interpret data. He suggests that the central craft or
process of an occupation be taken as the prime shaping or
articulating force in the work group and that it is from
this craft or process that all expressive modes of inter-
action are derived. His holistic, contextual approach
looks at the rhythms, techniques, processes, and stylized
forms of interaction from the native point of view.
McCarl's thecory of occupational culture approaches tech-
nique, gesture, oral expression, and custom from a non-
generic, process oriented, folkloristic, and social scienti-
fic foundation. He demonstrates that work processes and

techniques are inextricable from and form the basis of all

24Archie Grecn, "Industrial Lore: A Bibliographic-
Semantic Query," Western Folklore, 3 (1978), 213-245.
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musicians, or local musicians who have not achieved wide
public recognition have been largely ignored. Fanzine

books and articles, for example, deal almost exclusively
with the careers, biographies, music, and pgrformances of
such musicians as Paul McCartney, Mick Jagger, B.B. King,
Muddy Waters, Hank Williams, Bill Monroe, and others. Since
fanzines aim for a wide popular distribution, and since the
public is interested almost exclusively in famous persons,
this material is written with an eye for fulfilling such
needs.

Scholars have taken a number of approaches to the
study of the lives, careers, and music of prominent musi-
cians, singers, and composers. There is a plethora of
generic, biographical, and performance-centred studies. A
number of theses studies examine performer/audience rela-
tionships and interaction, and the rules that govern these
concerns. Such studies are exemplified below.

Extensive sociological research has been directed
towards jazz musicians. Viewed largely as a deviant sub-
group, which has rejected the musical preferences, as well
as the mores and values of mainstream American culture,
this group has become both within society and the litera-
ture a symbol of the alienated artist in North America.
Sociologists, s :th as Howard Becker and Robert Stebbins |
and jazz historian Nat Hentoff, have examined the occupa-

tional concerns, techniques, and careers of obscure and
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Neither Becker nor Stebbins state directly who their
informants are. However, from their writings one gathers
that these are musicians who do not have popular, national,
or international recognition. Hentoff, on the other hand,
looks at the careers of nationally and internationally
famous musicians. He views occupational hierarchies in
less localized terms than Becker and Stebbins. The com-
munity of musicians knows no state or national boundaries.
He deals with the changes in jazz as a musical form and the
changing attitudes towards jazz in the wider community. By
giving biographical data on such artists as Count Basie,
Duke Ellington and Charles Mingus, Hentoff provides a
description of not only the jazz scene in the United States
but also the cultural milieu from which it comes.

The literature on jazz musicians focuses on a
highly esoteric musical form and musical culture. Jazz
musicians characterize their audience as '"squares' and
accordingly develop attitudes and strategies to deal with
them.31 While many of these are similar and even identical
to those of the bar musicians in this study, the condition
of alienation, which is so intense among jazz musicians,
is rarely present in the relationship between non-jazz
musicians and their audiences. As Hentoff points out, rock
music is multifarious and is created by the young so that
it is no 1ongervsquare for a reasonably sophisticated

listener to like music that everyone else in his generation

S3lpecker, p. 258.
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"grooves" to.32 The audience who listens to a rock, pop,

or traditional performer has, for the most part, a closer
affinity to this music than to jazz. Thus, the gap felt
between the non-jazz musician and his audience is neither
as intense nor as wide as the gap‘felt between the jazz
musician and his audience.

Simon Frith's sociological study of rock music
examines the rock industry, the musicians, and their audi-
ences. He demonstrates that there is a close relationship
between musicians and audience, which is largely due to the
fact that both have similar backgrounds and interests.

Frith argues that more than anything else it is the 1live
performance, which binds musicians to their audiences and
which creates the ties symbolized by rock festivals and
concerts.33 Moreover, Peter Narvaez states that on a local
level, the performance of a popular song in a small room
context serves "to reify the sentiments and artistic expres-
sions of a 'star' who is never really seen.“34

Recent studies of punk rock suggest that urban

British teenagers have rejected fifties and sixties rock

music as the product of affluent middle class individuals.

32Hentoff, p. viii.

33

Simon Frith, The Sociology of Rock (London:
Constable, 1978).

34Peter Narvaez, '"Country and Western in Diffusion:
Juxtaposition and Syncretism in the Popular Music of New-—
foundland," Culture and Tradition, 2(1977), 107-114.
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Punk rock, on the other hand, a product of the ''gutter,”
offers a totally accessible musical form and life style,
which is created by teenagers from, for example, east end
London slums. The distance between musician and audience
is almost completely destroyed as fans join the musicians
and often participate on stage.35
Blues has attracted folklorists in recent years.
Charles Keil, in his sociological/folkloristic study Urban
Blues demonstrates the closeness of the relationship between
the urban blues singer and his audience. His description
of the Big Bobby Blue Bland's performance at the Ashland
Auditorium on Chicago's West Side illustrates the ritual-
istic nature of the call and response patterns in the
relationship between bluesinan and audience. He notes that
the performance represents the dramatic synthesis of
charisma, catharsis, and solidarity in the aesthetic pat-
terns of Negro culture. The audience is not a passive
spectator, applauding only at the appropriate times, but is
an integral and crucial part of the performance itself.
While the audience is an integral part of the jazz per-
formance—-—-though Becker and others would point out that
this audience is usually played against rather than played
to-—-the critical difference is that there 1s a unity in
expression or an expressive identification between the blues

performer and his audience. The blues singer's sentiments

o

°5Virginu Boston, Punk Rock (London: Plexus, 1978).
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and the expression of these sentiments through performance
are anticipated by the audience and fulfilled by the per-
former.36

Folklorist L. Mayne Smith similarly notes in his
study of bluegrass musicians and music, that the relation-
ship between bluegrass musicians and their audience is
informal and close. Special friends and family in the
audience are acknowledged by the musicians on stage to
increase the sense of identification between listeners and
musicians. The fact that many listeners' motives for attend-
ance may be as much social as musical and that a part of the
audience may chat during the performance, reflects a com-
fortable, informal attitude towards the situation rather
than a rude disinterest in the music.37

William Ferris, another folklorist, documents the
development of the blues in the Mississippi Delta. He sets
contemporary Delta blues in its historical, geographical,
social, and cultural context and illustrates the reciprocity
between the blues as an expressive form and the culture from
which it issues. The blues speak to the larger matters of

conflict in the lives of the performer and his audience.

Like Keil, Ferris documents the critical relationship and

36Charles Keil, Urban Blues (Chicago: The Uni-
versity of Chicago Press, 1966).

371,. Mayne Smith, "Music and Musicians: An
Introductory Study of a Musical Style in its Cultural
Context," Diss. Indiana University, 1964.
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interaction between performer and audience, and offers a
forty—-one page transcription of a house blues party. In

Blues From the Delta, Ferris argues for the in-context study

and analysis of this musical genre, demonstrating that the
text is shaped by and emerges in the interaction between the
pérformer and his audience. The small room context of the
blues party allows for optimum communication between per-
former and audience. Ferris' study describes the roots of
the urban blues performance discussed by Keil and provides
a great insight into the relationship between this musical
form and its cultural matrix.38

Peter Narvaez examines the itinerant Afro-American
songster and downhome blues street singer and suggests that
social history, blues lyrics, and biographies of black
entertainers, reveal that such musicians have been strongly
influenced by wandering Mexican street singers. The Mexican
trovador of cantador provides a geographically immediate
model for the Afro-American singers, their influence being
reflected in musical instrumentation, style, and technique,
and most especially in modes of performance ritual and life
style. The performance styles of blind black singers are
described as they play in the streets to wﬁite and black

audiences.39 In his study of the music and behaviour of a

38William Ferris, Blues from the Delta (Garden City,
New York: Anchor, 1979).

39Peter Narvaez, "Afro-American and Mexican Street
Singers: An Ethnohistorical Hypothesis,' Southern Folklore
Quarterly, 42 (1978), 73-84.
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black street performer, '"'Bongo Joe," in Galveston, Texas,
Patrick Mullen looks at a performer who is closély aligned
to traditional folk society in the structure in which he
works. Joe is historically linked with traveling street
performers. It is the structure of the performance rather
than its content which is seen as traditional. Mullen
describes the performance situation, the audience, and the
combination of traditional and innovational elements that
influence the performance. He observes how Joe's white-
oriented frustrations are vented as he satirizes individ-
uals on the street and engages in verbal contests with
members of the audience. The performance depends upon and
is shaped by the individuals in the audience. Their econo-
mic and verbal responses allow Joe to fulfill his role as
performer.40

A biographical approach to the blues 1s provided
by another folklorist. David Evans' portrait of Mississippi
blues singer Tommy Johnson compiled from reminiscences of
friends and relatives offers a description of the 1l1lives of
"folk professionals," those singers who participate in the
commercial side of blues, yet who are still "folk singers,"
as revealed through accounts of their lives. Evans examines
the way in which blues singers alter their repertoire to

meet the needs and expectations of black and white

4OPatrick Mullen, "A Negro Street Performer:

Tradition and Innovation,' Western Folklore, 29 (1970),
91-103.
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audiences.41 Robert Baron similarly describes how Salsa
musicians in New York selectively adapt their repertoire to
changing audiences and contexts. The commercially success-—
ful musician manages to maintain continuity with musical
forms from the past while adapting them to contemporary
contexts.42

A biographical approach has also been used by such
folklorists as Edward Ives, John Szwed, Henry Glassie and

Roger Abrahams.43

In his biography of Almeda Riddle,
Abrahams discusses, among other topics, the development of

a singer's repertoire in terms of the determinants of song

choice. Granny Riddle's primary criterion for the presenta-
tion of a song was the age group of her audience. Her
repertoire was divided into two basic groups: adult songs
and children's songs. The songs were further broken down
41David Evans, Tommy Johnson_(London: Studio
Vista, 1971).
42Rober’c Baron, '"Syncretism and Ideology: Latin

New York Salsa Musicians,'" Western Folklore, 36-7 (1977-
78), 209-225.

43Edward D. Ives, Joe Scott: The Woodsman-—
Songmaker (Urbana, Il1ll.: University of Illinois Press,
1978); John F. Szwed, '"Paul E. Hall: A Newfoundland Song-
Maker and his Community of Song,'" in Folksongs and their
Makers, ed. Henry Glassie, Edward D. Ives and John F.
Szwed (Bowling Green, Ohio: Bowling Green University
Popular Press, no date), pp. 149-169; Henry Glassie
"'Take that Night Train to Selma': An Excursion to the
Outskirts of Scholarship," in Folksongs and their Makers,
ed. Henry Glassie, Edward D. Ives and John F. Szwed
(Bowling Green, Ohio: Bowling Green University Popular
Press, no date), pp. 1-70; Roger Abrahams, ed., A Singer
and Iller Songs: Almeda Riddle's Book of Ballads (Baton
Rouge: Louisiana State University Press, 1970).
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into, for example, courting songs and obscene songs, which
were sung when she deemed them appropriate. This study,
essentially a "folk-autobiography' examines two concerns of
folklorists, the singer and the songs, and, thus, provides
a great insight into the development and use of repertoire.
Repertoire categorization and selection are also examined in
a study by George Casey et al. They argue that the classi-
fication of the audience by the singer determines the songs
in his repertoire which will be utilized on a specific
occasion. The '"good'" singer has a conscious awareness of
the differences between the groups for whom he performs and
he accordingly modifies his performance to fit his percep-
tion of the special tastes of a particular audience.44
Bennett Berger offers a description of a joint con-
cert given by a local symphony orchestra and a rock group
and illustrates the differences in the norms that govern
audience behaviour, and the confusion each experiences
before becoming aware that such differences exist. The
orchestra, initially taken aback at what they thought to be
the bad manners of the rock audience, slowly realized that

they were both operating under different rules.45

44George Casey, Neil V. Rosenberg, and Wilfred W.

Wareham, '"'Repertoirec Categorization and Performer-Audience
Relationships: Some Newfoundland Folksong Examples,"
Ethnomusicology, 17 (1973), 397-403.

-
4t‘)Bennett M. Berger, '"Audiences, Art and Power,"
Trans-—-Action, 8-9 (1970-72), 26-30.
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There have been few studies of musicians in which
the researcher has used the bar as his central focus. The
attitudes of a bar performer towards his audience and a
folk taxonomy of the audience is provided in Michael Mel-
ford's brief paper on a bluegrass bar. Melford lists many
éf the most distasteful aspects of performing in bars,
focusing primarily upon the rowdy behaviour of the patrons
and the requests that performers would rather not, but
inevitably do receive. Though the article is written in a
somewhat tongue-in-cheek manner, Melford articulates many
of the attitudes and problems that bar musicians develop
and experience.46

Another study of bar musicians is Clinton Sanders'
treatment of small-time bar musicians in Chicago. He
examines the rules of behaviour that govern performer/
audience interaction, and the attitudes of musicians
towards their audiences and other musicians. He illustrates
the ambivalent position and attitudes of bar musicians
towards performing in bars, and discusses occupational con-
cerns, ideals, expectations, hazards, and techniques.
Sanders also describes how tensions and conflicts can be
eased by the development of cooperative links with club
personnel and regular patrons. In a relatively short paper

Sanders effectively describes the major concerns of this

46itichal J. Melford, "Working the Hillbilly Ranch,"
Autoharp, 27 (1965), 1-3.
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Dividing bars into five categories (skid row taverns,
downtown/cocktail lounges, drink-and-dine taverns, night
clubs and road houses, and neighbourhood taverns) they
describe the physical settings, class, and sex of patrons,
and the primary function of each type of bar. Similarly
éottlieb, in a study of the differences in neighbourhood
taverns and cocktail lounges, and Richards, in a survey of
taverns in New York, note the ecologiéal location and struc-—
ture of the settings as their primary determinates in typing
bars.so LeMasters provides an insight into the beliefs and
attitudes of blue collar workers in his study of one working
class tavern. As with the studies mentioned above, he does
not provide'much detail pertaining to behaviour, though he
does 1list a number of games and activities that are carried
on in the bar.51
While location, physical structure, patronage, and
function are definite considerations in the present study,
rather than being used to develop a typology of the bars,
they have been viewed with one basic question in mind:

how do these factors effect performance?

S0pavid Gottlieb, "The Neighborhood Tavern and

the Cocktail Lounge: A Study of Class Differences,"

American Journal of Sociology, 62 (1956-57), pp. 559-562;
Cara E. Richards, '"City Taverns,'" Human Organization, 22
(1963-64), 260-268.

51E.E. LeMasters, Blue-Collar Aristocrats: Life-

Styles at a Working-Class Tavern (Wisconsin: University
of Wisconsin Press, 1973).
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Although these sociological studies do not take
an ethnographic approach they are important in that they
are perhaps the first that broke with the traditional
moralizing perspective from which bars and more specifically
alcohol consumption had previously been viewed. In these
works, the bar, especially the neighbourhood tavern, is seen
as an integrating rather than destructive force in the
lives of its patrons. Functioning as a meeting place where
social relationships are established, the bar is a place of
recreation, a place where people can go to talk over per-
sonal problems and to enjoy themselves. Alcohol consumption,
while central, is not the first priority of bargoers.

This was, in fact, attested to in a 1943 study of
pubs by a group of anthropologists in an industrial town
in northern England. It was observed that more time was
spent by more people in public houses than in any othér
institution except for private homes and workplaces.
People were drawn to pubs because they provided a context
in which they could be socially active, as opposed to social
gathering places, such as theatres, in which they were pas-
sive spectators. This comprehensive study described the
structural features of pubs, their sub-settings, and the
various uses that patrons made of them. Through the use of
personal experience narratives and comments of patrons,

bartenders, and barmaids, the researchers developed a
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detailed ethnographic description of pub behaviour.52

There have been several recent ethnographies of
bar culture. These are Cavan's macro analysis of bar
behaviour in San Francisco, Roebuck and Frese' micro ana-
lysis of an afterhours club, and Spradley and Mann's
occupational study of cocktail waitresses.

Cavan visited approximately one hundred bars in
the San Francisco area and developed a typology based not
upon location, physical structure, or the characteristics
of the patrons who frequented them, as had been done in
previous studies, but upon the primary uses that patrons
made of the bars. She arrives at four types: (1) the
convenience bar, (2) the night spot, (3) the marketplace
bar, and (4).the home territory bar. Though different in
location and function all bars exhibit three transsitua-
tional features: all serve alcohol, all are unserious con-
texts, and all are on the fringes of respectable Americah
life. Focusing upon three general categories of activi-
ties, seating and spacial distribution, internal movement,
and face-to-face interaction, she describes the stable
reproducible features of behaviour that comprise the
"standing patterns of action'" in the bar. Such patterns
are seen to persist independent of changing clientele; they

are routinely expected within the setting and treated as

52Mass Observation, The Pub and the People (London:

Victor Gollancz, 1943).
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fitting and proper for the time and place.53

Cavan's focus is less upon why people go to bars
than on what they do in the bars they patronize. She sug-
gests that bars provide a context that is less restrictive
than ''serious' settings, such as offices or restaurants,
and where sociability and playtime activities are para-
mount. She argues that the setting 1s an "unserious' one
in which nothing really counts, and where actions have no
real consequence.

Roebuck and Frese use Cavan's conception of the
bar as an unserious setting in their study of one after-
hours club. The authors give a detailed description of
the club, noting the employee and patron types, the various
sub-settings, and the types of behaviour that take place
in these areas. As does Cavan, they discuss the latitudes
of and ground rules for behaviour and the types of social
control that make up the patterns of action in the club.
They use personal narratives obtained through formal inter-
view, and their own observations gained through participant-

observation, to illustrate the insider's perspective, con-

cerns, priorities, and actions.55

53Sherri Cavan, Liquor License: An Ethnography of
Bar Behavior (Chicago: Aldine, 1966).

54

Cavan, pp. 49-66.

55Julian B. Roebuck and Wolfgang Frese, The
Rendezvous: A Case Study of an After-Hours Club (New York:
The Free Press, 1976).













CHAPTER III

THE BARS

Types and Clientele

As mentioned in the review of bar literature,
several sociologists in their discussions of public drink-
ing places describe ideal types of establishments--the
skid row tavern, the downtown/cocktail lounge, the drink-
and-dine establishment, the nightclub and the neighbour-
hood tavern.1 Such typologies are based primarily upon
the ecological location and the physical structure of the
bars. Cavan's seminal ethnography broke with this approach
as she constructed four ideal types of bars based upon the
special use to which each setting was put. While she
states that due to loosely defined expectations such uses
may be possible in all bars, an establishment may be
characterized by the primary use to which the setting is

put.2

1See, Boyd E. Macrory, '"The Tavern and the Com-
munity," Quarterly Journal of Studies on Alcohol, 13
(1952), 609-637, and Marshall B. Clinard, '"The Public
Drinking House and Society,'" in Society, Culture and Drink-
ing Patterns, ed. David J. Pittman and Charles R. Snyder
(New York: Wiley and Sons, 1962), pp. 270-292.

2Sherri Cavan, Liquor License: An Ethnography of
Bar Behavior (Chicago: Aldine, 1966), p. 144.
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the Cabaret and Freddy's all have a number of older work-
ing class men who frequented the bars long before musicians
were introduced and who continued to do so (although with
reduced frequency and duration) when musicians became a
regular feature. The introduction of musicians, particu-
larly to Bridgett's, altered the nighttime attendance
patterns of the regulars, though their daytime patterns
remained unchanged. The musicians began to draw a sub-
stantial number of university students, younger working
people, and professional people (e.g., lawyers, doctors
and university professors). It was also at this time that
women, who had previously been excluded from the bar, began
to attend.

Instead of remaining the exclusive domain of the
regular, these bars, with their live entertainment,
began to attract young single people. Bridgett's has
increasingly taken on the characteristics of a marketplace
bar, which unattached persons of either sex frequent in

the hope of finding a potential partner for the night.8

81n typing such bars as Bridgett's and Martha's
as marketplaces, I must restrict Cavan's definition to
the use of the bar as a non-commerical pickup spot. In
her ethnography, Cavan described the sale of stolen
merchandise and drugs, prostitution, and gambling as
normal activities in marketplace bars. Thus, many were
known as centres for illegal activities. Such activities
were not observed, nor do I mean to suggest tnat they
might occur in the bars in this study. For a description
of heterosexual pickup practices see Cavan, pp. 178-190.















59

The placement and structure of the stage critically
effect two aspects of performance; the first concerns visi-
bility on the part of both performer and audience, and the
second concerns protection of the performer and his musical
equipment.

Musicians, of course, prefer to perform in a setting
in which they can see and be seen by the patrons. When
patrons are unable to view the performance it is unlikely
that they will become responsive. Similarly, the performer
who is unable to make visual contact with a majority of the
patrons, and who is thus unable to receive the necessary
feedback from them, may well think of himself as little more
than a live jukebox.

I wish I was more in the open at Bridgett's
[downstairs] just because you have more of an over-
view of what's going on and more people can see

you. . . . I mean they've got better sounding music
on records at Bridgett's that they can't see. So

if they're having someone sing the best difference
is that they can see them, which it would be nice if
more people could do.l1l

Most of the musicians who have performed both
upstairs and downstairs at Bridgett's preferred the upstairs
arrangement since, there, the musician was the focal point.
Unlike downstairs, where the musician was hidden in a corner
between the bar and the front wall and could be seen by

relatively few people, the stage upstairs was in full view

of all of the patrons. The performers were pleased with the

LlyUNFLA, Tape, 79-597/C4556.
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In his discussion of the "'dynamism of space,' Hall
argues that man's 'perceptions of space is dynamic because
it is related to action--what can be done in a given space
... .”13 Each person has a "'number of learned situational
personalities,”14 which are "associated with responses to
intimate, personal, social and public transactions.”15 Four
distance zones (intimate, personal, social and public ) each
with 1ts close and far phase are described in terms of the
actions acceptable and senses dominant within a particular
range.

The act of performing music in bars is a public per-
formance in which the musician is accorded a specified ter-
ritory. This territory is sometimes sharply defined by a
stage, which is raised above the floor. If there is no
stage the performing area is defined by the musicians'
equipment. Audience members know that, unless invited,
they must not step onto the stage, or if there is none,
behind the microphone.

Each bar has its own setup in terms of the place-
ment of the performer's area and the proximity of the
tables and chairs to that area. Upstairs at Martha's has

the greatest distance between performers and audience, some

13Edward T. Hall, The Hidden Dimension (Garden City,
New York: Anchor, 1969), p. 115.

14Hall, p. 115.
194211, pp. 115.
16

Hall, pp. 116-125.
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fifteen feet. Upstairs at Bridgett's, the Cabaret and the
Cochrane, and downstairs at Martha's, all have approxi-
mately a ten foot separation, and Freddy's and downstairs
at Bridgett's normally have about a five to seven foot
distance. All of these distances are subject to variation
on individual nights as tables and chairs are shifted
around to accommodate additional patrons.

At Freddy's, when the bar was crowded, chairs and
tables were set up as close as one foot from the musicians.
A musician or patron could, at this distance, easily touch
the other. According to Hall, six to eighteen inches con-
stitutes the far phase of intimate distance, and one-and-a-
half to two-and-a-half feet constitutes the close phase of
personal distance.l7 Since '"'the use of intimate distance
in public is not considered proper by adult, middle-class

) 8
Amerlcans,”1

such enforced proximity between performer
and patrons can well inhibit the actions of each. It is,
for example, perfectly proper to stare at a musician while
he is performing. However, when a patron 1is sitting only
one foot away from him, staring becomes so intimate an
action that the patron might well avert his eyes, glancing

up at the musician from time to time. The musician who

must perform to the room, finds himself singing at a

volume intended for distances of ten feet or more. Even
174211, pp. 117-119.
18

Hall, p. 118.
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though his voice is '"'miked" he is singing at a volume
which intrudes upon those patrons who are seated too close
for comfort. Further, he is aware that patrons are able
to view his performance on a more intimate level than he
would normally wish. At one-and-a-half feet bodily odours
can be detected, and vision is extremely clear so that
small details about the face are visible as are skin
textures.19 Thus, performer/audience interaction and the
performance itself become inhibited when an adequate physi-
cal distance has not been established between the musician
and his audience.

While the actual physical structure of the stage,
combined with proper lighting, serve to define the perform-
ance, the stage also provides a physical separation which
is often needed for the performer's protection. While a
patron might more easily take it upon himself to invade a
musician's territory if he need only walk over to him, he
might think twice or be more intimidated if he has to step
up onto a platform to get to him. However, the musician's
person and performance are not the only issues here, he
must also be sure that his musical equipment is protected.
After having built a platform at the Cabaret, the manage-
ment also found it necessary to construct a fence around
the stage. The Cabaret, probably the most rowdy bar that

the musicians performed in, was a context in which fights

19Ha11, pp. 116-118.
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musicians to express themselves, or letting their customers
in for some great music. All they are interested in is
raking in the bucks. "2l Paul Kelly, the successful owner/
manager of Bridgett's was an articulate representative con-
cerning the position of bar managements. He stated during
én interview that "above all this is a business. It's nice
if I can get some enjoyment out of it, but it is a money-
making proposition.”zz

The relationship between musician and management,
which will be dealt with in Chapter IV, represents a
critical juncture in the social structure of the bar. The
underlying element in the conflict is the dichotomous
nature of the occupation; it is both a service occupation
and, as well, an artistié endeavour. While the musician
perceives his actions falling most exclusively within the
realm of art, the management perceives them as falling
within the realm of service.

The management of a bar provides musical entertain-
ment to draw a crowd who will purchase drinks. Paul Kelly
is intent upon developing an informal easygoing atmosphere
in which his patrons can communicate verbally with the
musicians during breaks and, if they wish, actively
participate during the sets. He feels that a party-like

ambience will draw the most customers.

21lpersonal conversation with Louis Chiaramonte,
20 February 1980.

22personal interview with Paul Kelly, 5 May 1980.
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The ambience is heightened by a particular type of
musician. While Kelly does hire a number of musicians who
perform a variety of musical styles, he has certain expec-
tations that they must meet if they are to continue to be
hired. First, he wants musicians who are not "'serious'"
about their music; '"'serious" musicians easily become
offended and distracted by boisterous crowds.23
The type of crowd that most musicians prefer--the
attentive, quiet, listening crowd--is not, from the
manager's point of view, particularly good for business.
Crowds don't necessarily mean business. Some come
for the music and not to drink. These aren't the
kind of people we want to attract. We want people
who are going to drink and have a good time. This
isn't a concert place.24
Although he stated that people would not come to
Bridgett's as much if there were no musicians, and that the
musicians get the crowd "in the mood,'" Kelly does not want
the musicians to become the central focus of attention.
They should remain peripheral, while socializing and
drinking should be the patrons' primary interest. It is,
for example, a well established fact among musicians and
management alike, that more drinking is done when the
musician 1is off stage than on. Kelly noted that he would

sometimes have to ask a musician who had performed into

his break to stop for awhile to make sure liquor sales

2‘DPersonal interview with Paul Kelly, 5 May 1980.

24personal interview with Paul Kelly, 5 May 1980.
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at Bridgett's to stop providing entertainment upstairs.
All of the musicians interviewed indicated that upstairs
was much more conducive to performance than downstairs.
The musician was the central focus, people tended to be

a little quieter and the acoustics were better. However,
it was indicated to the management by a number of patrons
that the physical layout as well as the atmosphere was
not conducive to socializing; they could not mingle. As
a result, after a year, the stage was removed and pool
tables and pinball machines, both of which draw a sub-
stantial clientele during day and night, were installed.
The fact that the musicians preferred performing upstairs
had no effect on the decision.

It is the opinion of the management at Bridgett's
that a musician cannot make a living playing music in
Newfoundland. There are not the opportunities that exist
on the mainland for concert and recording work and those

who play in bars cannot really do so on a full-time basis.

Even though they do not want "serious'" musicians, Bridgett's

expects a great deal from their performers. While techni-
cal expertise is not expected, performers are expected to
exhibit a certain social competence.

We are always willing to give new young people, who
are just starting out, a chance. If they are really
nervous and blow it the first couple of nights we
let them stay. They will improve after a little
while. How are they going to get experience if
they can't get their first job?27

27Personal interview with Paul Kelly, 5 Mayv 1980.
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Because Bridgett's provides a sound system the
new local performer does not have to invest in expensive
equipment. By providing a sound system Bridgett's is able
to attract exactly the type of musician they are looking
for.

However, the management expects the performer to
know how to operate the sound system. Moreover, the bar
staff usually has no such knowledge so that on any given
night a musician who has no experience with sound systems
is left to his or her own devices. As a result, many would-
be bar musicians are discouraged from performing because
of their ignorance of audio technology. Novices usually
gain this knowledge from friends who are established per-
formers. These friends help them set up prior to their
first few gigs and show them how to operate the public
address system in the future.28

While Kelly does not require technical expertise
on the part of musicians he does expect a "professional"
attitude toward the job--they must perform despite the
conditions in the bar on any particular night-—-without a
"professional' commitment to the role or a serious inter-
est in the musical performance. He wants musicians to
maintain a form of interaction with the crowd that meets

the clientele on their own terms, reduces the social

28 . . N -
Personal conversation with Peter Narvaez,

16 September 1980.
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distance between them and heightens the relaxed, party-
like atmosphere. The musician in sucha situation is open
to any number of encounters with patrons and is expected
to handle them in a friendly way.

The needs of the musician are secondary to those
of the patrons. As Dennis Pérker remarked: "The manager

wants what the patrons want."29

The management knows
that attendance would be reduced were musicians not to

be featured. However, they also know that there are
enough musicians who either enjoy this type of social
presentation or who need the money badly enough to put up
with the conditions in the bar. Moreover, there are
simply not a great number of bars in St. John's where
musicians who do not play "top forty" songs can perform.
Consequently, bars like Bridgett's have no difficulty in

finding musicians to perform each night, even when they

do not cater to the musicians' demands or expectations.

29MUNFLA, Tape, 79-597/C4568.
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respond to a less than enthusiastic audience, in a less
than adequate physical setting. However, in an occupation
in which the expression of personal style is central to

the completion of the work and in which the individual is
an artist as well as a worker,‘the line between work and
leisure becomes obscured so that earning a living is
potentially an enjoyable experience.1 At the same time,
the more the audience diverts the musician's attention from
the musical presentation, the less his enjoyment, and the
more like "work" the gig becomes.

Both work and play are value laden and ambiguous

terms. To the musician work connotes drudgery; work is
not to be enjoyed. Playing is an experience that only
becomes work when it ceases to be pleasurable. The situa-

tion is an ambiguous one because even though musicians do
not call their gigs work, in actual fact, they know that
gigs are work. They must "hussle'" to line up gigs, they
must spend hours rehearsing and arranging material. In an
occupation that is essentially insecure, in which there are
no guaranteed hours, no unemployment benefits, it is
critical that the actual doing of the job compensate for
such drawbacks. Thus, enjoyment of the job, or more to the

point, the conception of the job as enjoyable, as play

1Stebbins notes a similar situation with jazz
musicians. See Robert A. Stebbins, '"'Class, Status, and
Power among Jazz and Commercial Musicians,'" Sociological
Quarterly, 7 (1966), 198.
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part—time musicians' performance in bars is in opposition
to their daily activities (that is, their work) and is com-
parable to the motivations of the audience who use the bar
context as an escape. There is, then, some degree of unity
in the function that the bar provides to both -musician and
audience. While performance in bars 1is an enjoyable part-
time pursuit, it is not looked upon as a desirable full-
time activity. One part-time performer stated:

I couldn't see myself doing this full-time. I mean

I would go berserko bonkers. I feel that it's 1like

a novelty, a departure from what I do during the

day, which is kind of ridiculous. And this is more

authentic. . . . I would probably hate it if I had

to work there all the time. I really do feel that

I could do it all the time part-time. I could do

it while I was doing another occupation.

Another performer who had worked full-time observed:

I have done it 1like five or six nights a week and

it seemed at that point like work. I was driving
and playing, driving and playing. And just driving

all the time. Driving just about drove me out of
my mind. I really hate driving.® :

Both of these musicians are able to enjoy the
experience because they perform in bars on a part-time
basis. The full-time performer may become jaded by the
experience.

I can think of a couple of performers who play in
bars really just for the money and really can't

stand it. I don't do it that way. I really enjoy
it. If I was doing it five nights a week I

4MUNFLA, Tape, 79-597/C4558.

SMUNFLA, Tape, 79-597/C4561.
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wouldn't enjoy it. It would seem like work. But
I enjoy it if it's just one or two nights you know,
a couple of nights every other week, or whatever.

Musicians who work only two nights every two or
three weeks can more easily forget annoying experiences
in the bar, knowing that they will not have to contend with
similar occurrences on a nightly basis. Full-time bar
musicians, however, must deal with all of the various
occupational hazards each night that they perform.

It is difficult to state exactly how many nights a
week, and weeks a month, that a full-time bar musician
works. Most of the musicians included in this study are in
fact, part-time. Some are full-time musicians, in that
they work for CBC,7 give the occasional concert, or compose
for and act in stage shows, working the bars when they are
otherwise unemployed. Some make their sole income from
bar gigs for extended periods of time. Both Dennis Parker
and Terry Rielly, who are full-time musicians and who play
the bars regularly, indicated that they did not 1like to
play bars seven nights a week. The difference between full-
and part-time musicians 1s that the former indicated that
they would become jaded after playing seven nights a week,
four weeks a month, while the latter may become stale after

two or three consecutive nights.

OMUNFLA, Tape, 79-597/C4561 .

7Canadian Broadcasting Corporation.
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However, even when a night is particularly enjoy-
able and the musician has had a good time, the presentation
is a serious one. Huizinga notes that '""the consciousness
of play being 'only pretend' does not by any means prevent
it from proceeding with the utmost seriousness, with an
absorption, a devotion that passes into rapture. . . .”8
Even though the musician may be doing something he enjoys--
a state many musicians and non-musicians alike would con-
sider antithetical to working--the presentation is both
professional and serious. Goffman provides an important
insight into the question of seriousness in his analysis of
games. He observes:

We also see that the notion of taking a game too
seriously or not seriously enough does not quite

fit our notions of the contrast between recreational
"unserious'" activity and workaday '"'serious' activity.
The issue apparently is not whether the activity
belongs to the recreational sphere or the work
sphere, but whether external pulls upon one's
interests can be selectively held in check so that
one can begome absorbed in the encounter as a world
in itself.

Although the amount of time spent in bars has a
great effect upon how much musicians enjoy performing, it

is the seriousness with which the musician, whether he is

full- or part-time, treats his performance which is at

issue. If he is part-time and he is not dependent upon the
8J. Huizinga, Homo Ludens (Boston: Beacon Press,
1950), p. 28.
9Erving Goffman, Encounters: Two Studies in the
Sociology of Interaction (Indianapolis: Bobbs-Merrill,

1961), pp. 69-70.
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I1f payment is used as the major criterion, and it certainly
simplifies the situation if it is, then the full-time
musician who makes his living performing is a professional.
The part-time musician, who is paid but who has other full-
time activities from which he either derives his major
salary or, in the case of a student, occupies the greatest
portion of his time, is then a semi-professional or an
amateur.
Another criterion used to determine professionalism
is public recognition of a musician by the community, as a
musician. Such recognition may be accompanied by payment
and by the granting of certain privileges.12
While the etic definition of professional uses

payment and public recognition as its major criteria,
the emic, in-group definition is concerned with behaviour.
There is a general consensus among musicians that profes-
sionalism depends not upon the number of hours spent per-
forming, or a full-time commitment to music, but upon
technical expertise; attitude and dependability. Such
factors are illustrated in the following narrative:

We had a guy in our band who was recommended by a

mutual friend in another city. And he was a good

musician and we heard him play and he could do a

lot of stuff and knew a lot of tunes. He filled a

need that we had. And we discovered the guy, he'd

get on stage, and first of all he never arrived

ahead of time for the gig so we had to set up

everything. He'd always walk in late and we'd have
the mikes all set up. . . . This is pretty typical

12Merriam, p. 125.
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of the conflicts that emerge in this kind of ~
situation. He always showed up late. We had set
up the sound system ourselves. He had tuning
problems with his instruments, he wouldn't learn
the arrangements, he forgot them, he never knew
what key we were in . . . he would forget words,

he was so laid back that he was no help, he was an
anchor. He was just out of it on stage. And the
one thing I really demand on stage is movement from
one song to the next. I think that's one of the
secrets of our success. . . . I'm uncomfortable if
there's somebody around who's lackadaisical and slow
and doesn't pick up on what we're doing. . . . And
I really think that's important and part of being
professional. That's being professional. It's
like getting up on stage and handling the situation
and also being professional is making sure that your
mike is on and being concerned about the sound
system and evaluating your performance afterward;
what worked and what didn't work. All of that kind
of thing I think is really important. It's part of
the enjoyment of doing it.l13

A professional is, then, someone who can be depended
upon by his fellow musicians, who shows up for gigs at the
proper time, who learns and competently performs the
materials, and who is concerned with and rehearses the
material.

Another emic criterion is that of technical
proficiency. A professional is someone who exhibits a
superior degree of technical expertise, while the term
amateur has come to be applied to the unskilled novice.

One musician commented that he would be the last person to
say that another, who was part-time, was not a professional,

since he was such an excellent musician.14 For the first

I1SMUNFLA, Tape, 79-597/C4570.

L4UNFLA, Tape, 79-597/C4566.
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following narrative notes the advantage that the experi-
enced musician has:

That's something that comes with [time]. I mean,
I'm no big person that's been on the road and all
that crap, but I have done it for quite a few
years, fairly regularly. . . . I was talking to
somebody about this recently. If I ever made a
mistake I'd sort of flinch, maybe lose a beat or
stop and act really stupid about it. But now,
like I was talking to Peter . . . the other day.
And the other day someone dropped about ten glasses
on the floor about two feet away from me at
Bridgett's and I didn't even blink. I was in the
middle of a song. You know like five years ago if
that had happened I would have gone, '"Oh, oh,"

and jumped or you know, tried to make some feeble

remark about it. But you're prepared for it now,
like you're in a little shell of your own and it

doesn't matter. It's funny how that happens, how
it changes. . . . Just experience, and the old

saying goes there's no substitute for it.

Professional behaviour is the combination of atti-
tude, approach and technical skill that both full- and
part-time musicians must exhibit in order to perform com-
petently in bars. It incorporates technical know-how,
such as musical skills, and also interpersonal social
skills, such as manipulative strategies and expressive
self-control. These strategies and skills are learned
through experience, by doing the job over and over again,
and are framed by a basic attitude that treats the presenta-
tion with a seriousness that transcends social and economic

preoccupations.

2OMUNFLA, Tape, 79-597/C4556.
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and for radio and television broadcasting a member is not
required to pay more than thirty dollars per year. :

There are also a number of fines for which musicians are
liable should they break rules stated in Articles 1V, IX,
and X, of the constitution and by—laws.24 Such infrac-
tions would include performing for less than union wages,
performing with a non-union musician, failing to report a
job, performing while union fees were not paid, and failing
to fulfill a work obligation.

The fees, fines, and dues paid by members are used
by the union executive for the protection and support of
the membership. Musicians are required to report all
engagements prior to a gig.25 The musician signs a con-—
tract with the bar, which must pay union scale wages. Any
musician who works for less than union scale is subject to

a fine.26 Should a bar renege and attempt to pay a lesser

sum, the musician can report this to the union and action

will be taken against the bar. The union also provides a
group insurance policy for death or disability,27 an
23

Atlantic Federation of Musicians, Article II11,
Section 11B, p. 20.

24Atlantic Federation of Musicians, Articles 1V,
pp. 22-27, 1X, pp. 36-38.

25Atlantic Federation of Musicians, Article X,
p. 41.

26Atlantic Federation of Musicians, Article 1V,
Section 1, p. 24.

O
“7At1antic Federation of Musicians, Section 10,
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insurance plan for musical instruments,and a pension fund.
For the most part, the musicians interviewed in
this study resent paying fees and fines, stating that they
will never receive the benefits.
I think the union is nothing but a bloody hassle.
For every gig I play at CBC they take 7% for
this so-called pension fund. I'm quite sure 1'11
never see the pension fund. I think it's bull-
shit. I don't see why I have to pay 7%. The
only reason I'm in the union is because I do play
CBC gigs. I would not be in it otherwise, 1
Jjust would not .28
Another informant told the following narrative to

illustrate what he considered to be unreasonable demands

on the part of the union.

I mean is a good example. went and
played a session that we did for CBC for "Up At
Ours." I wrote a theme song for that series and I
asked to come in and play on it. And so

he had to pay a work dues of seven dollars and
some cents to the Halifax local for working out-
side of his jurisdiction. . . . And they sent him
the bill for it and they sent him a twenty-five
dollars service charge. So wrote back and
wanted an itemized list of all the services he was
being charged for. And they sent him back a very
curt letter saying please pay this bill or you will
be expelled from the union and you'll have to pay
a full amount of initiation dues to get back in
plus all past dues that Zou may have incurred
while you were expelled. 9

In order to give this memorate rhetorical emphasis,
the narrator has exaggerated the incident and heightened
the narrative effect. As Santino has suggested, such

occupational narratives provide an insight into specific

28\MUNFLA, Tape, 79-597/C4567.

29\MUNFLA, Tape, 79-597/C4566.






March 26, 1979

Dear Sirs:

Since I recently sent you $43.96, enclosed find $10.10

(85 for the tardiness of my dues, $5.10 for "Up at Ours').
I will not send the '"'service charge'" of $25 until such time

"performing

as a further explanation is made. From the comment
without a paid up membership card'" it would appear that this

is hardly a service charge but rather a fine. If this is in

fact the case, I find it exorbitant to say the least since the
engagement was but a week and a half into the new year. Isn't
there any period of grace whatsoever? Please remember how distant
Newfoundland musicians are from "their'" local which does not send

out bills for dues until after memberships have expired and

fines imposed.

Please do not misinterpret my comments. I am perhaps one of the
staunchest supporters of the union in St. John's. However, it is
extremely difficult for me to promote an organization as
"benevolent'" when it imposes such severe financial penalties on
supporting members (who have a consistent history of being in

"good standing'') for such a slight transgression as mentioned above.

Yours sincerely,

Figure 8. Letter to union
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in the music equipment I own than I make in a year.
To have decent gear you can easily write off a
year's earnings. And you're always needing
maintenance and new things. . . . And then you
have to have a vehicle to transport when you own
your own gear. It would be great if all the

clubs had a uniform PA that you could use.

Many musicians point out that it is the responsi-
bility of the bar to provide them with a PA system:

One of the things that pisses me off about the
clubs here is that they expect you to have your
own sound system and that's one reason why the
acoustics are so unreliable in the clubs around
here. If you go by a club by club basis, because
everybody has to make their own arrangements for
acoustics and mikes and so on. Bridgett's has a
system but they don't have very many mikes. You
have to take pot luck on mikes. So we own our
own mikes and we rent the head and the speakers.
But if these people had any kind of sense and saw,
looking at it in the long term as an investment,
they'd invest in a decent sound system.42

When a bar does not have its own system the
musician must buy, rent, or borrow equipment for the evening.
Unfortunately, the equipment does not always meet profes-
sional standards. One musician experienced problems after
obtaining a set of speakers at the last minute:

Friday night I had horrible speakers, what 1 con-
sider horrible speakers and it just didn't sound
good. And I didn't 1like it. I didn't like the
way it sounded. So I didn't play very well 1
think .43

The cost of renting equipment can take a large part

of a night's earnings:

41MUNFLA, Tape, 79-597/C4569.

12MUNFLA, Tape, 79-597/C4570.

43MUNFLA, Tape, 79-597/C4559.
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Professionals have their own sound systems and
they don't trust the PA system in bars. With
reason because the PA systems in . . . bars are
generally as cheap as the bar owner can get them.
Because the idea with the bar as far as the bar
owner is concerned, . . . 1s to spend as little
on live entertainment as possible, so he can
realize a low break even point in terms of what
you sell each night. So that's an eternal
problem.46 '

Bridgett's used to charge the musicians that they
hired five dollars for the use of the sound system. In
1976-77 Bridgett's paid five dollars less than other bars
so that the musicians were forced to rent the equipment
that was necessary for them to perform.

There is little that the musician can do to counter-
act this problem with the management. Many are happy that
the bar provides any type of sound system since they cannot
afford to purchase their own. Many rely upon fellow
musicians to lend or rent them sound systems.

Peter Narvaez came in and really helped me out.

I borrowed his system a couple of times. That was
a big help and I found more than anything there
when you have that kind of consideration and
assistance from fellow musicians that it means a
great deal.47

Management assumes little responsibility for the
upkeep of their own equipment, and assumes even less for
musicians' equipment that has been damaged or stolen from

their premises. One performer had his expensive sound

system stolen from the Cabaret one night.

46MUNFLA, Tape, 79-597/C4570.

47"MUNFLA, Tape, 79-597/C4871.
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a gratification, to lose it, a deprivation.64

Goodenough attempts to clarify some of the more
confusing aspects of status in his criticism of the way
that it has been employed as an analytical construct. He
calls for a clear distinction to be made between status-—--a
collection of rights and duties--and social position or
identity--which is a persona, such as father or child,
doctor or musician. Thus, a status is the reciprocal
rights and duties that exist between two identities, for
example, musician and audience, in an identity relation-
ship. Since a status is a collection of rights and duties,
then a particular social identity will occupy a different
status in each identity relationship. Thus, in order to
understand status one must look at the relationship
between two social identities.65

In summary, status has been used to designate a
collection of rights and dutiés, a social rank synonomous
with a social identity, a social position in terms of an
individual's collective identities, and finally a state of
having or being without respect, esteem, and prestige.

To return to Merriam, whose use of status con-

notes social position, and who points out the ambivalent

64International Encyclopedia of the Social
Sciences, Vol. 15, 1968 ed., 253.

65Ward H. Goodenough, "Rethinking 'Status' and
'Role’ : Toward a General Model of the Cultural Organiza-
tion of Social Relationships,” in Cognitive Anthropology,
ed. Stephen A. Tyler (New York: Holt, Rinehart and
Winston, 1969), pp. 312-314.
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deference is extended, a deference which is also extended
to his friends.
The second identity relationship in the bar is
that of performer/audience. In the eyes of the audience
the musician has a very special status. As evidenced by
the opening quotation, many patrons are hesitant to
approach performers and, in fact, hold them in awe. As a
result, patrons have developed customary and strategic
approaches and formulaic openings to initiate conversations
and make contact with musicians. As performer, the
musician has a formal identity.
You have this instant identity, real strong identity.
I've had all kinds of people . . . lots of people
come up just to strike up conversations. Either
they want to know the performer, they get off on
that, or they're just really interested in the
music.

Another musician observed:
[Introducing people to the band] flatters them.
Usually what happens is these people come in and
they bring their friends so that they know you
but the friends don't know you. So they come in
and you see them when they come in. Often you
wave at them from the stage if you recognize them
and they, you come over and they can introduce
you to their friends. And it kind of gives them
brownie points.70

As will be discussed in the following chapter, the
musician does not relate to the audience as a whole, but

according to personal categories, which he has developed

through repeated performances in bars. As a result, in

SOMUNFLA, Tape, 79-597/C4558.

“OMUNFLA, Tape, 79-597/C4570.
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biographies other persons hold of him.

Here we are speaking of status on two levels. One
involves an occupational stereotype thought to be held by
the wider community through which the status of musicians
within that community may be measured. The second is that
of an individual who is a member of the occupation and who
enters into an identity relationship--son-in-law/father-in-
law—-—and who will affirm or destroy that stereotype with
reference to himself by his personal behaviour. His status
in the latter relationship will depend upon a variety of
factors of which his occupation is but one.

Stereotyping, occupational or otherwise, is a com-
plex process through which the behaviour of unknown others
can be quickly anticipated; it 1s the semantic simplifica-
tion of a complex of behaviours. When a woman brings home
a man with whom she is entering into a relationship, and
tells her parents that he earns his living playing in bars,
she risks their displeasure. Operating under the stereo-—
type they see a person with no job security, whose morals
are suspect, who works in a context which is frequented by
persons with questionable reputations, and who is a
potential drunkard and drug user.

We are dealing here with the esoteric views of
musicians rather than the exoteric views of the wider
community. Musicians think that members of the wider
community apply a negative stereotype to them, which

results in their low status. As Bryan Hennessey stated:
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stressed only the music, without relying upon jokes or
verbal patter to ''get' an audience.
There 1s no strict consensus among musicians in

St. John's as to the status of entertainers. One informant

suggested that:

Sometimes you've got to work on an audience. Some
people are terrible musicians but they're excellent
with audiences. You see I'm not an entertainer,
like I'm not an actor. Some people can get on stage
and even though they can't play a bloody chord on
the guitar they can get the audience with them.
Because they're actors they have mastered the art

of manipulation. . . . As far as I'm concerned I'm
there to play music and I'm going to play as best

I can and the audience is there. If they want to
listen they can listen but I'm not going to go out
there and convince them. I'm not into being a 87
salesman. That's why I'm not into commercial music.

This is a somewhat purist attitude to musical pres-
entation and one that is common to jazz and folk musicians.
The informant, a part-time musician, who is otherwise
employed, is sufficiently secure economically to expect
this type of artistic purity. PFull-time musicians have at

times incorporated theatre and jokes into their stage per-

formances.
F: You and Glen seem to . . . it's almost like
you have an act. You have jokes you get into and
the way you introduce songs is really funny and
catches people's attention. Is that something
that you've worked out too, or did that just come?
I: That's something we learned through doing
theatre. . . . Before I was just a musician's

sort of musician. When I played on stage 1 was
into doing my songs well, but wasn't really inter-
ested in entertaining as such. Like there are
people around that are great musicians but not much
into entertaining except for when they'’'re doing

87MUNFLA, Tape, 79-597/C4567.
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is diametrically opposed to the musicians' insistence that
the audience should first and foremost appreciate the music.

Unlike jazz musicians, who form an extremely
esoteric group, with rigorous expectations in terms of
musical technique and purity, St. John's bar musicians
tend to be more open minded and versatile concerning the
enjoyment achieved when playing a number of musical styles.
While status may be highly subjective in terms of musical
style, those musicians who exhibit superior technical
expertise are the most highly respected.

There 1s a sense of ''making it'" in the bars in St.
John's, though musicians are rarely paid according to
merit. The novice who buys a guitar and who performs at
Bridgett's for the first time is usually paid an identical
wage as the experienced musician who is technically pro-
ficient and who has been performing for twenty years.
There is a certain status in having played upstairs at
Martha's, since it is well known that the better bands
play there. There is, however, little opportunity for
advancement in terms of studio and concert work. Musicians
can get CBC gigs, but, except for a very few who are
regularly employed by CBC, these are infrequent and as one
informant pointed out, extremely tedious.

Technical proficiency is probably the greatest
single factor upon which status within the community of
musicians rests. While performance style does influence

the respect shown to one musician by another, there is a
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"which is the actual conduct of a particular individual

n101 Thus, the difference

while on duty in his position.
between typical response (that is, role) and the role per-
formance of an individual in a given position becomes
obvious. Further, Goffman suggests that the difference
between the two is partially due to the individual's per-
sonal perspective and definition of his situation.102
When a musician performs music in a bar, he is also
performing the role of a bar musician. There is little
concensus among musicians concerning their role in the bar
so that personal perspectives and definitions of the situa-
tion do result in a variety of types of role performance.
One conception of the musician's role is that of

the provider of background music:

I: I think a bar's for drinking and I'm providing

more than anything, background music. People want

to talk, talk and drink and that's what a bar is

for. The music is there for ambience, the whole

mood and atmosphere of the bar and that's what the

musician's function is. If he gets pissed off

about the fact that no one's listening to him

he's in trouble man, because he shouldn't be in
that context.

F: I've seen guys walk off the stage.
I: Yeah well you know, what bullshit. You don't
have that. [total attention] If you want that

you go to a coffee house where people come for the
express purpose of listening to the musician, or
to a concert if you can get to that.103

101Goffman, Encounters, p. 85.

1OZGoffman, kncounters, p. 93.

103\ UNFLA, Tape, 79-597/C4558.
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around town long enough for him to establish a following.
When this is the case, on any given night a part of the
audience may include fans/friends who have come because
they know and enjoy his music. However, the presence of
the musician in the bar is only incidental to many of the
patrons who have little if any interest in the performance.

Whether or not a musician realizes that his music
is regarded as background music, his expectations of how
it will be received are based upon his past experiences in
the bars. Each time he decides to perform in a particular
bar he knows that he will receive a variety of responses
from the patrons. Since the musician is aware that the
patrons' behaviour and involvement with the performance
can vary in each bar as well as from night to night, and
from set to set in the same bar, his expectations concern-
ing the responsiveness of his audience and the conditions
in which he must play must be constantly modified to suit
each context.

Some bars are known as "listening bars.' In these
the musician can expect, though not rely upon a signifi-
cant number of individuals to show interest, pay attention
and applaud.

Bridgett's [upstairs] is more of a listening place.
But it's set up that way, so it works. So if you

get a good gerformer in there, you'll have a good
audience.10

107 UNFLA, Tape, 79-597/C4566.
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musicians perform solely for each other or for their own
personal satisfaction. Similarly, by calling the audience
""ignoramuses' and treating them accordingly, the bar per-
former employs an occupational strategy which will allow
him to disregard their lack of interest. As will be dis-
cussed below, a musician who places too much emphasis on
positive audience response, may well become debilitated,
if such response is not forthcoming.

Accompanying the characterization of the audience
as ignorant is the strategy of isolation. Sanders notes
that when the focus of his musical communication is inward
directed, the musician attempts:

. . . to encapsulate himself in his music, thereby
physically shutting himself off from an audience
whose failure to respond in the expected manner
attacked his perception of the performance as a
unique and accomplished work of art.l117
Isolation or the inward directed performance is a critical
and constantly used strategy, which 6 in essence, allows bar
musicians to suspend interaction with the audience until
such time as that interaction will provide an impetus
rather than an obstacle to performance.

Perhaps the most extreme occupational strategy
employed by musicians when patrons are noisy and inatten-
tive is to leave the stage before the set is over. Leav-
ing the stage may be accompanied by a scowl or a few

derogatory remarks to the audience.118 However, to many

117Sanders, p. 275.

1188ee page 141.
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Musicians who perform in groups play more for each
other than for the audience. Musicians who are seated in
the bar often make up a select segment of the audience; a
segment to whom the solo musician often directs his musi-
cal presentation. In such instances, musicians derive
more satisfaction from interaction with other musicians,
and consider their criticisms and appreciative comments as
the most significant.

Even though the individuals present at the bar do
not constitute an audience in the same way as those present
at a coffee house or concert, and the musician cannot
demand that the patrons act as if they were in one of
these contexts, ideally he wants them to be attentive.

The act of performing in any context, whether it is the

nl21 the enactment of

recitation of a monologue at a '"time,
a contemporary drama on stage, or the telling of a personal
experience narrative at a party, 1is a calling of attention
to one's self and one's actions. There is an important
ambiguity in the bar between the presence of and lack of

involvement with the audience regarding the appreciation of

the performance. While he cannot demand applause, the

121 . } . . .
A "time" is ""in essence, a situation where the

deviations and role 'reversals' sanctioned by the occasion
are fully achieved. People at a time may drink, dance,
and joke sexually in a manner normally thought to be quite
out of order.' See, James C. Faris, Cat Harbour: A New-
foundland Fishing Settlement, Newfoundland Social and
Ecc-~-mic Studies No. 3 (St. John's: Institute of Social
ani conomic Research, Memorial University of Newfound-
land, 1972), p. 157.
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The foregoing diagram has been devised to illus-
trate the relationship of three factors that pertain to
musical performance in bars: standards for performance,
role, and ego investment. While it points to the varia-
tion that might be found in the attitudes of bar musicians,
there are definite patterns and similarities, regardless
of attitude, that have to do with personal and occupational
expectations.

Personal expectations pertain to the ideal condi-
tions for performance that the musician would like to see
in the bar, that is, the way in which the musician believes
the audience should behave while he is performing. Occu-
pational expectations are based on work experience and
pertain to the way in which the musician knows that patrons
in all probability will behave. On any given night, when
a musician performs, these two sets of expectations are
either challenged or affirmed.

Personal expectations will vary to some extent.

As one musician noted:
. . . 1if Bridgett's puts an ad 1in the paper
saylng such and such a person is appearing at
Bridgett's from this date to this date then it's

like an announcement of a performance, isn't it?
So therefore you should go with that attitude

to listen and be quiet. . . . And if it's a bad
performance then you leave. Or at least try and
be unobtrusive, be quiet. At least be polite.

Or be quiet if you can't be polite.129

129MUNFLA, Tape, 79-597/C4566.
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Since a performance has been advertised this
musician hopes that the audience will treat it as such and
act accordingly. Yet he knows the context has a social-
izing and not strictly performing atmosphere, so that the
chances of gaining the quiet attention of the audience is
unlikely.

Some musicians allow that a certain amount of
chatter is natural and acceptable and believe that the
musician who expects quiet is in trouble.

The attitude I have come around to is that 1 almost
resent people who come and sit up front real
attentive like, drink one beer all night, close
their eyes and rock back and forth to my music.

I just think . . . you're in a bar what are you
doing? . . . People want to talk, talk and drink
and that's what a bar is for.130

While there is a difference in the degree of noise
and attention that each musician expects from the audience,
there are two critical personal expectations which speak
of a very basic rule of etiquette, and one which they all
hold in common. Patrons and other individuals in the bar,
with the exception of other performing musicians, must
never interrupt a musician during a performance. An inter-
ruption of any kind--engaging the musician 1n conversation,
stepp