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PART 1

INTRODUCTION



Chapter 1

CONSUMING MUSIC TOGETHER:
INTRODUCTION AND OVERVIEW

Kenton O’Hara and Barry Brown

1. Introduction

Listening to, buying and interacting around music is an immensely important
part of everyday life and a key part of the cultural material through which social
action is constructed and organised (e.g. DeNora, 1986, 2000; Hargreaves and
North, 1997, 1999; Cohen, 1993; Crozier, 1997). Music can make us feel happy or
sad, relaxed or energetic, it can highlight special occasions or evoke valuable
memories. Music is a rich part of our environment - providing cues for structuring
activity and creating appropriate atmospheres and ambience. Music also plays a role
in our social lives — talking about, displaying, swapping and sharing music are all
ways through which we express who we are and interact with others (e.g. Brown
et al, 2001; Willis; 1978; Frith, 1978).

The way we consume music is not simply about listening but involves the ways
it becomes integrated into our personal and social lives. This is very much
determined by the technologies through which we experience it: how music is
distributed, rendered, purchased, organised, shared, chosen, listened to, interacted
with and repurposed. This relationship between technology and the ways people
consume music in their everyday lives can be illustrated by looking at some key
technical shifts over the years and how they created new and interesting social
phenomena around music consumption. A notable example here is home taping
technology. At the time of its introduction, this technology was seen as a threat to
the music industry in terms of replacing actual music purchases. Social Research
has shown, however, that the effect of home taping on consumption was much more
complex providing a means by which friends could swap and share music. Such
behaviour was socially rich, providing a vehicle for conversation, identity
management and tokens of affection and gift giving. A second notable example,

3
K. O’Hara and B. Brown (eds.), Consuming Music Together: Social and Collaborative Aspects of Music
Consumption Technologies, 3—17.
© 2006 Springer. Printed in the Netherlands.



4 1. Consuming Music Together: Introduction and Overview

also based on tape technology was the hugely influential Sony Walkman. Through
this process of miniaturisation of music delivery, the Walkman allowed music to be
consumed in new places such as the car and urban environments. As a consequence
music consumption could now accompany, a whole host of new activities under new
social circumstances (e.g. Bull, 2000; du Gay and Hall, 1997).

Yet technical shifts over recent years have disrupted existing music practices and
created new social phenomena around music and its consumption. Parallels with the
above examples can be seen in more recent technological advances, namely peer-to-
peer online file sharing applications (e.g. Napster, Gnutella) and the hugely
successful iPod. While in some respects, these new digital alternatives afford some
common social and behavioural phenomena with their historical counterparts, there
are also significant new behaviours and social consequences of their new digital
capabilities. For example, with peer-to peer applications such as Napster, the sheer
scale of the Network over which music is shared can have a tendency to remove
some of the social aspects of the music sharing seen with swapping tapes among
friends. Likewise, a simple increase in storage capacity afforded by the iPod over
the Walkman allows entire music collections to be carried around with a person. Not
only does this change listening behaviour and circumstances, it also affords the
social value of the portable device as a projection of a person’s musial identity.

The aim of the current book is to explore the impact of technology on the way
people consume music within the context of their everyday lives. In particular, the
concern of the book is to emphasise the social and collaborative behaviours and
values that occur around music consumption. It seeks to understand the role of
technology within these practices: how technology shapes these practices and in turn
how these practices shape new technology. While, there has been much pioneering
work in the social sciences around the social circumstances and values under which
music is consumed (e.g. DeNora, 2000; Hargreaves and North, 1999), these have,
with a few notable exceptions (e.g. Bull, 2000), not been so concerned with the
techological components of these practices. Likewise, many discussions of new
technological possibilities for music consumption have not attempted to couch their
descriptions with reference to the intricate details of social practice outlined by
the social sciences. The current ungrounded debate in the music industry around
music piracy and copyright theft stem from the lack of careful attention to social
practices in relation to new music technology. There is a narrow concern for music
consumers as passive audiences for distributed music rather than thinking of
consumers as active users of music.

With this in mind, the current book brings together the work of key researchers
from both the social, and computing sciences, documenting in detail how music
technologies are currently used and the complex practices which have arisen around
music listening. The book goes beyond reporting on current social practices of
music consumption to explore what new technologies can be built, and the potential
new social and collaborative possibilties these may bring. Accordingly, this book
combines studying current practice, with the design of technologies for new
practices. It containts both lessons from the present, and the technologies that will
likely be important in the future. By combining the careful study of social situations
with the design of new technologies in this way, the book bridges two different
research approaches which have much to gain from each other. Bringing technology
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design to social research can focus research by the need to test findings in the form
of specific technologies. In turn, bringing social research to technology design can
prove to be a powerful motivator for new design concepts, as well as grounding
technology in real life practices and needs. As the chapters in this book show, the
combination of social science work with technology design can break important
ground in both designing technology and understanding the social world.

2. The Book

We begin the book with a chapter by Tia DeNora. DeNora’s work is an
important starting point for the book in that it introduces some of the key ways in
which music “gets into” our daily lives and experiences. Music, DeNora argues, is a
key resource in the formation of a social reality; a resource from which social,
cognitive and emotional structures are created through people’s everyday activities
as social beings. Understanding the ways music plays a role in the formation of our
everyday social experiences is key to exploring technologically mediated musical
experiences. In this respect, DeNora’s chapter lays some of the important
foundations of social understanding around music that pervade many of the
discussions of new technologies elsewhere in the book. Drawing on three actual
examples of music experiences in everyday life (listening to a song on the radio; an
aerobics class; and an in-store shopping experience), she sets out to demonstrate the
key theme of the chapter, namely that music, via its emotional effects, is a condition
of action in real time. It is part of a conglomorate of features (e.g. actors, time,
space, acts of engagment, social conditions and the material spatial environment)
that produce social events. Drawing on a musical metaphor, different ways in which
the social effects of music are manifest are presented as variations on the main
theme. One such variation is that music, as part of the aesthetic of social spaces,
suggests or encourages appropriate actions or roles we might play in these spaces. It
is part of the way people make sense of a place. Another variation is the way music
triggers memory and that remembering is key to the process of musical occasioning.
That is, music is not simply paired with memories but, rather, music is seen as a
fundamental part of the thing being remembered as well as a fundamental part of
means ‘through’ which the remembering is done. Music is used to structure
situationl ambience and emotion; to get people in a particular mood and to convey
social meaning to other social beings. Further, music is considered as a technology
of the self. The extent to which people comfortably or uncomfortably inhabit a
musically configured space, and the actions through which this is conveyed,
highlight characteristics of the self and others. Music, then, becomes a resource for
the identity work that people do on a daily basis. New music technologies, and the
new modes of distribution and use they bring, shift the ways in which some of these
social and emotional activities and experiences can be realised. This inevitably
raises many new questions and it is these which we are beginning to explore through
the social-technical investigations presented here in this collection.
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2.1 Sharing Music

The next section of the book tackles the issue of music sharing, a particularly
salient topic in recent years with the rise of on-line file sharing applications, such as
Gnutella, Kazzaa and Napster. The chapter by Brown and Sellen opens the section
with a critical look at the rhetoric surrounding the industry debate about on-line file
sharing and its impact on the music industry. Much of the rhetoric, in particular that
from representatives of the music industry, has been infused with negative value
judgements in relation to music sharing behaviour. Use of terms such as “piracy”
and “copyright theft” leave in no doubt the moral message the industry is trying to
communicate. The moral values found in this rhetoric, though, seem at odds with
those found in the everyday copying behaviour of ordinary people. Brown and
Sellen argue that this industry rhetoric stifles sensible consideration of the issues
around copying issues. Brown and Sellen take a step back to understand how music
sharing behaviour fits into the broader context of music consumption behaviour,
such as listening, buying, owning and collecting. Exploring the pragmatics of music
sharing, the authors explore how conventional music sharing is something which is
embedded in social practices. For example, Brown and Sellen discuss how music is
played in social spaces where friends come together. The music that accompanies
these social gatherings is, as DeNora would argue, a resource for social
“occasioning” in the way it is chosen, listened to and discussed. Music become a
vehicle through which tastes and values are are understood, discussed and evaluated.
Music tastes are a resource for understanding and portraying the identity of friends
within these networks.

It is not unsurprising, then, that the majority of music sharing takes place in
exisiting social networks. As discussed in the following chapter, sharing among
existing social networks is an important reason for the success of iTunes. It also
helps understand the importance of collecting music because of the way it comes to
represent something of the self and the group. With this, an important feature of
these collections is how they come to be displayed to others; this act of display
being bound up with the impression management work that gets done among
friends. Likewise, the actual exchange of music between friends becomes rich with
social meaning, ritual and reciprocty (cf. Taylor and Harper, 2002). It embodies key
aspects of the relationship between the giver and the receiver and demonstrates, for
example, the giver’s knowledge of music and awareness of the receiver’s taste and
circumstances (indeed much of this social element of music sharing is lost in the
relatively anonymous large scale online music sharing applications). What Brown
and Sellen argue is that ownership and sharing of legitimate and copied material
takes place within the context of particular social values and meanings. It is only
through this level of understanding that we can engage in a sensible debate about
on-line file sharing practices, music piracy and different ways that music can be
distributed and purchased legitimately.

The second chapter builds on similar arguments but with a different technology,
namely iTunes and, in particular, the ability of iTunes to share music on local
networks. With iTunes, Voida et al. argue that the ‘person’ (which Brown and
Sellen claim is lost in the large scale peer-to-peer file sharing applications) is
returned to the centre of the music sharing experience. Unlike previous file sharing
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technologies, the sharing of music files in iTunes does not involve them being
copied across machines. Rather they are streamed from one computer to another on
a particular subnetwork. This unique position of iTunes within the spectrum of
music sharing possibilities enables new social effects to be created. It is these which
Voida and her colleagues unpack in their study of the everyday practices of music
sharing in the workplace using iTunes. By displaying individuals’ music collections
and making them visible to others, iTunes becomes a resource for impression
management and other social acts such as those outlined in DeNora’s work. People
not only use it to make judgements about other users but are acutely aware that they
too are being judged by others.

This chapter highlights people’s behavioural changes that occur in the knowledge
that they can be viewed and judged. For example, people were seen to rip more
CDs to their iTunes to create “representative” collections. A critical aspect of this
impression management comes from the fact that iTunes only shares music across a
subnetwork. What this means is that the members on this subnetwork are likely to
meet in real life, and to share membership of real world social and organisational
entities. In constrast to other online communities where identities can be entirely
fabricated, the subnetworks have social meaning reflected in the real world. In this
regard, Voida notes, for example, how the presence of a departmental manager on
the subnetwork, creates an impetus for refining identities as portrayed through
playlists and online names. The chapter goes on to argue that this relationship
between the online and offline networks is important enough that problems are
caused when the mapping between them is not perfect — for example, when a
departmental member finds they are on a different subnetwork from their
colleagues.

The streaming of music rather than copying also lends itself to particular
frustrations, for example when a colleague’s machine is switched off. This also
makes the ritual hand over of music a slightly different proposition in iTunes than
it is with the more tangible exchange associated with, for example, compilation
tapes. Voida nevertheless points to some additional behaviours to which social and
emotional significance is attached and which approximates to some of the gift
giving type behaviour associated with music sharing, e.g bringing in CDs and ripping
them to iTunes especially because someone “special” on the network wants to listen
them.

2.2 Choosing Music

In the next section, the book examines issues concerning choosing music. Given
some of the social consequences that music brings about and the social meaning
it can convey, the control over music weilds significant social and economic power
to those who possess it. Different technologies allocate this control across parties in
different ways in particular social settings. This distribution of control over music
in public spaces is explored in Chapter 5 by O’Hara and colleagues. They look at
key stakeholders in a public café/bar setting and their different reasons for wanting
to control the musical aesthetic of that space. For the owners of that space and those
who work there, music is used to differentiate different periods of the day and fit
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comfortably with the kinds of social activity appropriate for these periods.
Likewise, through the choice of music and its properties (e.g. volume) they are able
to maintain a certain amount of social control over the group of people who go there
(e.g., playing a cheesy tune at the end of the evening being used to encourage people
to leave). However, by keeping all the control over music with the owners of the
space, the patrons of the café bar are left unempowered. They are passive
consumers of the music that is played for them.

O’Hara et al. attempt to explore the importance of music choice for both parties
in these public settings by altering the distribution of choice and noting the social
effects. They do this by inroducing Jukola, a digital jukebox that allows the patrons
of the bar to collectively nominate and vote on what music should get played from
the bar’s music collection using handheld computers on the tabletops. Introducing
such technology inevitably created a certain amount of tension among the owners
and workers of the space since it removed some of their ability to maintain social
control and manage identity through music choice. However by empowering the
patrons of the space, it created new possibilities for social action through music
choice. Choice of music was something which became discussed and negotiated and
this became the basis for doing identity work, shared reminiscing, communication
of power relations and ‘doing friendship’ through playful games around the choice.
What is highlighted by the chapter is the importance of thinking about music choice
in process terms rarther than simply outcome terms. The introduction of the
technology does more than just improve the musical outcome to reflect more closely
the tastes of the patrons. Rather, it changes the whole process of choice in the sense
that the end consumers become actively involved in the choice. It is through the
conversation and negotiation leading up to the choice that much of the valuable
social meaning of music is embodied.

In Chapter 6, Crossen and Budzik present their Flytrap recommendation system.
Digital technologies for purchasing and listening to music have provided an
important source of data that can be used for socially grounded music choice
and recommendations. Data mining techniques employed across groups of people
can help derive patterns in listening and purchasing behaviour and relationships
between songs and music genres that simply would not be available through
reflection and introspection. The aim of the Flytrap system is to use such patterns to
select music in public settings that reflect the shared preferences of groups of people
in these settings.

Like the pioneering Music FX system (McCarthy and Anagnost, 1998) from
which it’s inspiration is derived, Flytrap uses active badges to identify who is in
a particular public space and on the basis of their respective listening profiles,
calculates the preferred tracks to be played. However, the Flytrap system has some
key differences from Music FX both in intent and design. In particular, the aim of
Flytrap system is not just to create a more enjoyable musical outcome that matches the
tastes of the group. Rather, it aims to provide a musical common ground” that can
be used to promote social interaction among its participants. This aim has particular
implications for the construction of the algorithm used to calculate the appropriate
music. It is also the reason why they explored different ways for people to visualise
how a choice was derived from the preferences of people present in the space. This
makes more explicit to the users of the system, the links between music and actual
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people — again highlighting the social importance of music and identity. This
contrasts with other systems such as Music FX which, in some senses, were
designed to make these things disappear. The Flytrap system also derives its
information from the actual listening habits of people. The system has an agent
attached to the media players of individuals’ computers. This is important for a
number of reasons. First is that there is no burden on the users to create their
musical profiles. Rather it is something that is derived automatically in the
background. Second, it allows for a much richer set of information to be derived
that relates to the context of listening habits and which can be used in a more
sophisticated group preference calculation. This “automation” of choice raises some
important questions and the need for a balanced approach to the design of these
systems. For example, as with the chapter on iTunes and later chapter on tunA,
there are concerns with how the public and private are managed. Making things
visible has both pros and cons according to particular circumstances. Flytrap, in
making individual preferences visible to others is no exception to this concern.
Likewise, there is debate raised about the extent to which automation can fully be
achieved given the complexity of social and contextual factors that influence music
choice. So while the Flytrap system has the potential to extract a richer and richer
set of circumstantial factors that could facilitate automation, the authors also
highlight that there comes a point where some mediated human intervention should
be given.

2.3 Mobile Music

Given the cultural significance of portable music technologies over the years,
notably the Walkman and most recently the iPod, the next section of the book is
devoted to mobile music. The section starts with a piece by Michael Bull, who in
Chapter 7 explores the culture of mobile music listenting through perhaps the most
significant music technology of recent years, namely the Apple iPod. While these
mobile music devices are generally characterised and understood as personal
stereos, Bull argues that the behaviours surrounding them are deeply social. These
devices allowing music listening practices to be immersed in a whole host of
new social spaces and situations, altering the way people relate to their surroundings
(the aesthetic dimenison of relational experience) and to other people within those
surroundings (the moral dimension of relational experience). These mobile listening
devices then, through the strategies used to control music in public places, become
a means by which our sense of the social becomes, mediated, managed and
understood. To illustrate this, Bull presents a Taxonomy of control strategies
seen in the use of personal sterecos and explores the social consequences thereof.
For example, headphones are used as an implicit “do not disturb” sign. Likewise,
listening to personal stereos in public affords a certain amount of “civil disattention”
(Goffman, 1971) by allowing what Bull calls a non-reciprocal gazing— an important
concern, in particular for women who wish to avoid the unwanted gazes of others.

While Bull acknowledges the social context of personal stereco use as not being
something peculiar to the new crop of “MP3” players, he highlights that their new
functionalities provide new means by which music can be controlled in public
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spaces. He discusses how features such as flexible playlist creation or shuffle play,
as well as the large storage capacity, dramatically alter the consumption of music and
auditory aestheticisation of experience in public spaces. In addition, because of its
huge storeage capacity, the iPod becomes an embodiment of people’s musical
identity which they can then carry around with them. They become something that
can be browsed by others with whom one is interacting, again with important social
consequences. Indeed, this even allows them to be used as the basis for “iPod clubs”
in which people use their own particular iPods to provide the entertainment for
a particular social occasion. This leads on to the other key feature of Bull’s chapter,
namley the collective listening behaviours that occur with the iPod. Bull highlights
how particular features of the iPod make it more likely than it’s Walkman
predecessors, to be used as a collective listening device in shared spaces such as the
home or the car. Accompanying these collective possibilites are a range of new
social issues such as power and control that were not so apparent in consumption
behaviour surrounding tradtitional personal stereco use. For example, who controls
the iPod when there are passengers in the car or when more than one person
is listening to it in the home. These become important considerations for how these
devices should be conceived and how they might come to be designed in the future.

The collective use of portable music devices is picked up in Chapter 8. In this
chapter, Bassoli and her Media Lab colleagues present the tunA system, a mobile
peer-to-peer application for proximity based music sharing. The work builds on
the notion of music consumption as a social experience, drawing on, for example,
observations of shared Walkman use (as described in the work of Michael Bull) and
the social motivations underlying the success of certain on-line music sharing
applications. While Bull’s work highlights the sometimes subtle and implicit aspects
of “personal stereo” use, Bassoli’s tunA system seeks to more explicitly support the
social and collective in a reconceptualised Walkman design. Essentially the device is
an MP3 player with wireless networking capabilitites. When other tunA devices come
into range it is possile to share the music profiles on these other devices. Playlists on
the other devices in range can be viewed, music from one deivce can be streamed
to another for synchronous listening, and tracks on other devices can be bookmarked
as a reminder. On top of this, the devices also have the ability to message between
each other such that people can have text based conversations. In this respect,
the music becomes a conversation key (Sachs, 1992) for people, providing them with
a socially important resouce for initiating communication with coproximate others.
Such technical capabilities raise all sorts of intriguing social possibilites and concerns.
These devices, much more than personal stereos, become a resource for identity
understanding as well as identity presentation. The music carried around with you
can no longer be understood simply in terms of what people want to listen to.
Its visibiltiy to others means that it becomes something to be carefully managed
in terms of what gets presented to particular people under particular circumstances.
As with the discussion of iTunes presented earlier, this visibility has potentially
both positive and negative social consequences that need to be carefully managed.
For example, what might be regarded as a positive projection of identity in one set
of circumstance, may in another set of circumstances be an invasion of privacy
and security concern. The chapter goes on to explore issues such as these through
a small scale user trial of the system.
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Ostergren and Juhlin in Chapter 9 discuss music listening in the car. The
work described in the chapter draws again on key observations in the work of
Michael Bull (2001). First, that music listening is a key part of the aesthetic
experience of driving and something which “binds together the disparate threads
of much urban movement” and which makes interesting the otherwise mundane
places that people travel through. The second, is that while driving is often in many
ways a solitary activity, in traffic, much of this is an accompanied solitude. In
traffic, drivers are aware of the presence of other drivers around them, taking
an interest in what they look like and what they are doing. These brief social
encounters with other drivers in traffic are a place where judgements about each
other are exchanged on very limited information, such as what they look like,
the car they are driving, etc. For Ostergren and Juhlin, the car driver is a modern
day flaneur.

With these observations in mind, they set out to create a more social experience
around the music that people listen to in their cars. They present their SoundPryer
concept, a collaborative car stereo which, like the tunA concept described in
the previous chapter, moves away from the notion of music listening as a solitary
experience within the bubble that is the car. Sound Pryer allows both local play
as in a traditional car stereo but also remote play in which the device picks up
local broadcasts from other Sound Pryer users. The system is deployed on a PDA
and uses MANET technology to provide a cost free broadband exchange using the
inbuilt wireless transmitters the PDAs contain. The range of this wireless
technology is limited. This, though, is regarded by the authors as an advantage
as it emphasises the importance of physical proximity in the shared musical
experience as opposed to something that is removed from space and the possibiltiy
of seeing people with whom you are sharing music. This shared musical experience
comes either from /listening in to the music of passing Sound Pryer users or by being
listened to by passing Sound Pryer users. Both of these types of experience immerse
people within a social interaction along the lines of the brief traffic encounters
described in the work of Michael Bull (2001). Importantly in Sound Pryer, the
interface presents some representation of the car that provides some means of
identifying the music played with a particular car. This allows people to use the
system for identity work seen in other systems presented in the book. In
the fieldwork they present of the system in use, people were seen to look round
for the source car from which the remote music was being broadcast. Likewise,
as modern day flaneurs they would also smile at passing drivers if they felt that
driver was listening into their music. Doing identification work through shared
music consumption is thus considered to be an experience enjoyed from both
sides — from the listener and the one being listened to.

2.4 Music and Dance

In this next section we take a look at music and dance. As well as the collective
nature of dance in relation to music, the section explores the associated fan cultures
and communities that surround music consumption through dance. It does this from
the perspective of some very different technologies. In, Chapter 10, Jacob Smith,
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takes a look at music video games and their fan culture, focussing most explicitly on
the dance simulation games, Dance Dance Revolution (DDR) and ParaParaParadise.
With DDR consoles in arcades, players choose a song to dance to. The machine
then plays the song along with a series of dance moves in the form of arrows on the
screen which direct the player to touch the corresponding dance pads with their feet.
This activity must be done in time with the music. As the player interacts with the
music through the dance, the machine responds to the performance with cheers and
boos and associated terms of encouragement or derision. In this sense, the game
creates a heightened sense of interaction with the music. An important feature of
this interaction with the music through dance is that the body becomes a spectacle.
Being played in arcades, these are public settings where the body spectacle typically
attracts an audience. That the performance is public changes the way music is
consumed in much the same way that kareoke changed music consumption through
the publicity of its performance (Drew, 2001). For Smith, this public performance
in arcades becomes an important part of the development of the fan culture around
DDR, a fundamental social part of music consumption practices. Local DDR clubs
get together to compete against each other in tournaments. Particular kudos is given
to performers in these tournaments who learn the moves in reverse specifically so
that they can turn around to “dance for the crowd” rather than the machine.

Alongside the fan culture that is built up through these localised in situ activities,
Smith also examines the role of the Internet in the creation of a more global fan
culture around DDR. Fans, for example, are able to discuss the peculiar brand of
Japanese Hip Hop that is unique to DDR, the uniqueness of which is an important
part of the whole DDR experience, fan identity and sense of community '. Fans are
also able to discuss their favourite songs online, swap the songs and search for DDR
rarities. The web sites also feature videos of tournaments that allow people to
follow the fortunes of their particular teams and star performers. In this resepct, the
chapter argues that the Web has mainstreamed fandom, making it much more
readily available to people. The chapter goes on to explore some interesting
gender issues associated with fan cultures that arise through the types of dance encouraged
by the charateristics of particular interaction devices. With DDR, the dance pads
encourage a very physical and athletic style of dance that has created
a sometimes macho community and culture — in particular, as seen in the competitive
nature of DDR tournaments. This is contrasted with the much more restrained
Para Para dance of ParaParaParadise in which the player interacts with the game
via infrared sensors responding to choreographed hand movements. As a
consequence, the nature of the dance is much less competitive resulting in
a more open and less competitive online community. What Smith demonstrates
in this chapter, then, is how such music games provide new ways for bodies to
interact with pre-recorded music and how this can become a significant and
powerful factor for the formation of community and performance of identity.

The discussion of music, dance and community continues in Chapter 11

1 . . . .
With more recent home versions of the game, the song selection also consists of some more

mainstream songs as well as the more bespoke DDR Hip Hop. In this respect, the game
creates new ways in which to consume and interact with more mainstream music.
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by Karneza Moore. In this chapter, Moore offers a socio-technical persepctive
on “clubbers”, dance music consumption and contemporary “clubbing” culture.
The focus of this socio-technical analysis is not on the technlogies that one might
typically associate with dance music/club culture (e.g. DJ Decks). Rather, she
explores a seemingly much more mundane technology and the role it plays in
the organisation of dance music consumption practices, namely the mobile phone.
Of particular interest here is that in contrast to many of the other technologies
presented in this book, the mobile phone has, at first glance, a somewhat indirect
relationship to music consumption practice. However, this importantly broadens
the way we think about technologies in relation to collaborative music consumption.
In Moore’s analysis of club culture, then, the phone is positioned as a technology
that is inextricably bound up in the social and collaborative experiences of
dance music consumption; a technology that is both a creator and enabler of dance
community activities. The aim is to move our understanding beyond the simple
notion that clubbing is just a “group of people coming together to listen to music at
a set time and place.” The organisational practices of dance music consumption
are something which extend to contexts and settings pre and post club and into
“real life”. It is only by examining these practices across these broader settings that
we can come to understand the social and emotional siginificance of mobile phones
for dance clubbers. Such an understanding, Moore argues, can play an important
role in the design of new mobile applications and services in the domain of dance
music consumption.

Bearing in mind the above discussion, Moore presents key examples of mobile
phone use within clubbing culture. First is the role of the mobile phone in the
procurement of illegal substances prior to going into a club. The consumption of
illegal substances goes hand-in-hand with the consumption of dance music.
As illegal substances, though, there is inevitably risk associated with these
procurement practices. Key here is the mobile phone and its relationhip to the
perception and management of risks associated with this procurement of illegal
drugs. Second, is the use of the mobile phones in the organisation of clubing nights
out. While this may not appear something unique to dance music culture there are
specific practices of this organisation that are. For example, the rounding up of
“randoms” as well as “real life” friends is an important feature of the open culture
of organising clubbers nights out. The mobile phone also brings a certain fluidity
and mutability to the arrangements which paradoxically is both a source of feelings
of freedom as well as anxiety that arrangements will fall through (especially in
combination with illegal substance use). Within the club itself, the mobile phone
provides the means to maintain group bonds. Text messages are used to bring
disparate party members together when a good tune comes on as well as to manage
the wellbeing of friends through particular phases of substance use. Through these
findings, then, Moore presents a more grounded notion of clubbing culture and
commuity as mediated though mundane technologies that actually relate to the real
world practices and values of “clubbers”.

Staying with the dance music and the nightclub, the next chapter considers a
somewhat different technology. In Chapter 12, Cliff presents an automatic DJ
system called ApDJ in which collections of dance music are sequenced and
seamlessly mixed by a computer. The mix that is output from the system is
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presented as a single continuous audio file that can be played in a nightclub of
people or through a media device such as an iPod. Our concerns here are with
the use of the system within a nightclub setting.

Sequencing is of course a very social concern in that the ordering of music is
used to transport a group of people through various emotional and physical states.
There is also an important social relationship between the DJ and audience, with
the DJ using “white of the eyes” feedback from the audience to fine tune what is
played and when. While CIliff respects these social concerns, he argues that there
are key features of the task that are mechanistic and which therefore make it ripe for
automation. He also argues that that there are alternative ways to derive feedback
from the audience using sensor technologies from which social and behavioural
judgements can be made. The social nature of dance can be “summarised” through
patterns of sensor technology output. With this in mind he presents extensions to the
core hpDJ system, that use a variety of sensor technologies to determine ongoing
crowd response to an automated sequence of music. This feedback is used to
determine ongoing sequencing. Some of these technologies passively sense features
of the environment or audience; others depend on an explicit technology mediated
response from the audience such as a button-press vote. In this respect, the crowd
determines the sequencing collaboratively as well as potentially composes
completely new remixes collaboratively. Cliff raises many interesting issues about
copyright, authorship and ownership that come about due to the new and explicit
relationships between the audience and the ongoing musical composition. It is these
issues that we turn to in the final section of the book.

2.5 Consumption as Production

The final section on Consumption as Production opens with a chapter by Atau
Tanaka. In Chapter 13, Tanaka describes how new technological infrastructures
for creating, rendering and distributing music, change the way that music can be
consumed and appreciated. Accordingly the relationship between producer and
consumer must shift. A key part of Tanaka’s work centres around the notion of
idiomatic writing. That is, people write music that specifically suits the particular
charactersitics of the instrument on which it is to be performed, or the acoustical
properties of where it is going to be performed (e.g. a Cathedral). Tanaka’s claim is
that while idiomatic writing practices have been employed in relation to instruments
and spaces, they have not really been applied to particular properties of the new
technologies for rendering and distribution of music. Take for example, network
music performances in which music is performed not just for a local audience but
also to be consumed by an audience of people over the Internet. Transmission
delays and losses in quality are typical characteristics of music via this medium that
traditionally have proved a frustration to many musicians. The argument of the
chapter, however, is that such characteristics are an inherent property of the medium
which need to be embraced in more idiomatic composition.

The basic tenet of idiomatic writing becomes of particular interest here when
Tanaka introduces technological possibilties for end user participation. In the MP3q
system, for example, the listeners mix multiple music streams using an abstract
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graphical text interface, as well as contribute their own sounds. The musical piece
starts off as an empty shell but is evolved by the participation of the listeners who
add their own contributions as the base material for the piece. The point here is
that the original author has to give up a certain level of control over the piece. The
composition for them lies in the creation of the “open system” which listeners
can contribute to. The production process changes by virtue of the interactive
possibilities for the end consumer.

Tanaka’s broader aim then is to find the “musical voice” idiomatic to the
democratic network and create architectures for collective musical processes that
blur the boundaries between production and consumption. With this in mind
he presents his Malleable Mobile Music System in which people collectively listen
to a familiar piece of music via their respective portable music players. The music
is remixed on the fly according to the movements and gestures of the listeners
as they move around an urban environment. The music is sensitve to the social
dynamic of the listeners. In this resepct, music pieces are no longer seen simply as
deterministic products to be downloaded and consumed. Rather, they are better
viewed as structures of possibility, to be completed only at render time with the
active participation of the listeners.

The relationship between content producers and consumers is further explored
in the final chapter by Dillon. Once again the rhetoric of the music industry
surrounding copyright laws is called into question, this time within the context of
contemporary sampling culture in music making. Within this culture, music is not
simply consumed as an end product but rather is appropriated and repurposed in
the creation of new music. The everyday practices of music consumption within
this sampling cluture do not fit neatly within the music industry’s model of
copyright and piracy. This has led to the formation of the Creative Commons
Movement (CCM) which recognises the link between music distribution and
creation through the repurposing of distributed content. This link is manifest in
the CCM’s more flexible licensing arrangements associated with distributed
materials that allow them to be apppropiated within the sampling culture. As with
Brown and Sellen’s efforts to inform music industry rhetoric, Dillon argues that
an exploration of everyday music repurposing practices is necessary to inform
the debate. Towards this goal, she presents some research looking at the everyday
collaborative music creation practices of school children. As with O’Hara’s
distinction between process and outcome described in Chapter 5, Dillon argues
that creativity cannot be understood by simply looking at the outcome product.
Rather, to understand what is really happening, it is necessary to look at the
process of music creativity. The process Dillon presents is a collaborative one.
This collaboration is a social process; a negotiation that provides an opportunity
for many of the social values of music to be manifest. Through one’s orientation
to particular samples, their associated cultural references, and how one makes these
visible in their repurposing, much social meaning can be expressed.

Dillon continues the explorations of collaborative music creation and content
repurposing with a discussion of Interconnected Music Networks. These allow
distributed groups of people to collectively repurpose material in the creation of new
music. Much of the work in this area has been criticised for its tendencies towards
high art rather than appealing to a broader audience. Dillon however, highlights
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some exceptions, namely the Beatbug Network and F@ust Music Online. Again it
is the social aspects of these processes that the chapter draws out. With the F@ust
system for example, users input their preferences for musical content to be
repurposed. These preferences become a common ground scaffolding on which
strangers are brought together online to collaborate creatively in producing new
music through the reporposing of mutually understood published content.

Through her examples, then, Dillon shows how the new technological
possibilities for accessing, downloading, sharing, composing and co-constructing
music on-the-fly mean we need to rethink our approach to the consumption of
published music. The music industry, she claims, should recognise the social,
creative and political power of computer networks in the ways people can and will
be able to consume music in the future. Rather than becoming entrenched in existing
approaches to consumption, the industry should understand and embrace the new
practices and opportunities that technologies are bringing in a way that suits both
consumers and producers and the evolving relationship between them.

The collection of chapters presented here is not intended to provide a
comprehensive account of social and collaborative music consumption practices as
mediated through particular technologies. Rather, the attempt is to consolidate some
important examples of research effort and the diverse perspectives they represent.
Without this consolidation, it remains difficult to assimilate these diverse
perspectives and, as such, many important issues get overlooked by the respective
social and technical camps. By drawing the perspectives together, we hope to raise
questions and highlight issues that help us think more critically about the social
shaping of music consumption technologies and the technological shaping of social
practices surrounding music consumption.
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Chapter 2

MUSIC AND EMOTION IN REAL TIME

Tia DeNora

1. Introduction

There has been a venerable history, perhaps especially in popular music studies,
of ‘reading’ music for its social content and, by implication, for the ways that it
‘constructs’ emotions and the body. This work, which is often defined as part of the
‘new musicology’ (begun circa 1980s so no longer ‘new’) may be understood to
have provided the basis for more recent focus on music’s actual and dynamic
involvement in the formation of subjectivity and emotion within specific social
settings and in real time and on the processes through which music’s producers and
recipients draw music into the vortex of their on-going subject formation.

In short, music does much more than depict emotions. It is a condition of
affective experience. In this respect, music works in real time, as it is heard and
overheard, produced, remembered, and imagined. Music is part of the basis of our
social experience; it is a resource in actual formation of social reality. How then
does music ‘get into’ daily life and daily experience, and how is it a resource
through which social, mental and emotional structures are produced and reproduced
as part of our natural normal work as social beings?

To introduce these ideas, I will present three examples, drawn from earlier
research. In all three cases musical experience may be understood as eventfiul
experience (DeNora 2003: 49), that is, as taking place in real time and space, and as
involving change and outcome over time.
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Example One:

“It [car radio, switched on as the speaker started the car] was playing the Double
Concerto and I just had to stop, and some friends were coming behind, you know, and
1 was just in floods of tears, and they said, ‘why don’t you turn it off’? and I said, ‘I
can’t’ and that, it was ages before I could listen to that, or anything like it without
thinking of him.” (DeNora 2003:62)

These are the words of a woman who, at the time of an interview we did together
in late 1997, was in her early fifties. The respondent, ‘Lucy’, is describing how, one
evening, after her usual mid-week choral practice, she got in her car to drive home
along Devon’s beautiful country back roads and happened upon music that triggered
strong memories of her father, literally stopping her progress.

Example Two:

In 1998 Sophie Belcher and I conducted research on music’s role as a prosthetic
technology of the body. We focused on an exercise setting in which music’s role
was central — aerobics classes.

Within a ‘typical’ aerobics session, the songs employed blocked out phases or
chunks of time that were in turn associated with type, speed and intensity of exercise
movement. The songs also demarcated the grammatical structure of the exercise
session, from warm-up, to high energy ‘core’, to (cooler) ‘post-core’ to ‘cool-down’
(in which toning exercises are performed). Each of these structural components was
associated with particular tasks (types of movement), problems to be overcome (e.g.,
lack of coordination, acquiring motivation, sustaining energy and strength) and
values (as when participants speak of a ‘good’ session or ‘good’ music).

We learned early on in our research that an aerobics session is much more than a
physical activity. By this I mean that the physical passage from one phase of the
session to the next involved more than mere physical movement. It also involved
things like emotion, motivation, pleasure, expectation and, more subtly, different
calibrations of consciousness. In other words, aerobics is a psycho-cultural event,
one that involves a passage from one to another state of consciousness over time,
from one to another level of emotion. These passages, moreover, are linked to the
styles and physical demands associated with the phases of aerobic sessions. To
‘succeed’ at aerobics, in other words, involved a conglomerate of emotional,
physical and cognitive ‘work’. This work was, we found, musically assisted. Put
simply, music was a medium through which body and consciousness were shaped
and modified during an aerobics session.

For example, different types of musical materials were employed to realign class
members over time so as to enable different forms of embodiment at different times
in the session. It is important to note that she ‘uses’ music in a dynamic manner,
pairing it with further devices and practices that frame it for consumption/reception
and that underwrite the uses that the music may afford. For example, a good
instructor may alter her speech tone and style to consolidate these affordances. The
instructor who ran the class ‘barks’ her instructions during the core phase, rather like
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a drill sergeant might bark ‘orders’, in synchrony with the music’s seemingly
relentless pulse, effectively encouraging class members not to ‘think” but rather to
‘move’. As the music enters the post-core phase, by contrast, the instructor
modulates her voice back to a more conversational, matter-of-fact mode (pitch,
style, phrasing, thythm and volume), making use of a slightly legato form of speech
that contrasts with the staccato utterances during the core and highlights the
sentimental-feeling orientation of the ballad numbers. This is and example of a tacit
strategy for taking class members, as it were, ‘out of’ the music and recalling them
to the ‘head’ world of ordinary conversation and interpretation, a style she employs
even more markedly in the final ‘toning’ section . It highlights a point that should be
read as a subtext to all that follows, one that has been at the centre of my own music
sociological project since my days as a graduate student (DeNora 1986) — music, in
itself ‘makes nothing happen’ to paraphrase Auden; it is music in specific contexts,
as framed and consumed, that holds power ‘over’ its recipients.

Example Three:

As part of the research on music’s ambient role in public spaces, we conducted
in-store ‘shadowing’ experiments. These involved a volunteer shopper and a
researcher, both equipped with tape recorders and microphones. The volunteer was
told simply to engage in High Street browsing activity, to enter/exit shops as she
liked and to ‘think out loud’ into the lapel microphone as she moved through each
space, commenting on anything that came to mind — store ambience, music, goods,
etc. The researcher followed the shopper at a distance, commenting in turn on the
shoppers movements and activities, for example her handling of goods, the length of
time she spent with goods, etc. There was to be no contact or communication
between volunteer and researcher until the shopper deemed herself ‘finished’ with
all browsing (usually after she had visited all or most of the shops on the street). The
aim was to consider music’s role in retail outlets in context of the retail atmosphere
and its connection to the consumer experience — in real time.

Figure One is a transcript of a few moments during a ‘shadowing’ session. On
this occasion, I and the volunteer shopper, ‘Annette’, were spending the morning in
a small British city, wandering in and out of various shops on its High Street.
Because both tapes were recorded in the same space, at the same time, with music
playing in the background, it was possible to align the utterances of each speaker
over time and, of course, in relation to the music.? This transcript shows a 46 second
period of in-store time.

% This was a meticulous process. It could have been simplified had we been able to use digital
technology. In follow-up work we intend to explore these issues but with several volunteers
and several researchers simultaneously.

3 George Michael, Listen Without Prejudice, 1990 epic467295-2.
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Song Time in Seconds Shopper Research Shadow
[notes on music]® (Annette, age 24) (Tia)

1.15 [end solo phrase] It’s quite relaxing ...perhaps not.
1.17

1.19 These are nice

1.21

1.23 Too much lolly though

1.25

1.27

1.29 [“...year of...”] Too long

1.31 [‘...these songs]

1.33

1.35 [*...about you’]

1.37 Oh that’s a YUMMY Certainly,  would like
1.39 jumper! to come back here
1.41 later!

1.43

1.45

1.47 [wrongs- break] Mmm. Sixty five pounds.

1.49

1.51 A black one as well.

1.53

1.55

1.57 Mmm. It’s definitely George

1.59 Michael.

1.59

Figure 2-1. Transcript of in-store shopping experience showing the relationship between
music being played and the consumer’s experience

In this example we were in a somewhat ‘up-market’ store and a new song,
George Michael’s ‘Waiting (Reprise)’ began to play, roughly 15 seconds after we
entered the shop.

The reader will notice that the purpose of this shadowing exercise was not
fulfilled (i.e., I, the researcher, was meant to be reporting in detail on what the
volunteer shopper did). There is, in other words, a lot of blank space where the
researcher should have been offering observations. Initially, we deemed this
experiment a failure — it didn’t show anything of significance!

And yet, looked at from a different angle, this ‘silence’ was itself significant.
It helped to highlight how, in store, even the supposedly neutral researcher was
drawn in to the aesthetic environment. Consider, for example, the passage beginning
at 1.37.

As illustrated in bold on the transcript, this was a synchronous moment
of enthusiasm, marked in bold. Both the volunteer shopper and the researcher
(me) expressed emphatic pleasure in relation to some aspect of the shop,
Annette commenting on a ‘yummy jumper’ and Tia on how she would ‘like to come
back here’.

In short, here are two individuals, moving through an acoustic and material
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space independently of each other, and occupying different positions within
that space (though one is meant to be watching and reporting on the other).
Apparently independently, both exhibited a type of emotional response
synchronously.

Linked to this moment but more broadly in store to the ambient environment
of which music was but part, the paralinguistic features of our talk (i.e., its sound
parameters and stylistic stance) changed — the volume increased (in the way
it typically would [in Britain, perhaps even more in the USA and I am American]
when a ‘high’ point is being identified), both of us also engaged in additional
more melodic variation (pitch variation) and employed higher pitched notes — again
typical within the generic British speech community, though obviously varying
by region, ethnicity and many other factors. Indeed, when I began to listen to
the tape of my own voice (during transcription), I was surprised not only by the
level of enthusiasm I expressed at this moment, but also at how, while this music
was playing, and in this particular shop, my speech style changed remarkably —
and I have described this in print elsewhere (DeNora 2003:113). In store, my
character had been transformed unbeknownst to myself! Actor Network Theorists,
such as Michele Callon, would describe this as interessment — the interposition
of two subjective trajectories and the drawing in to or on to one (Callon 1986).
I became, I think it is fair to say, a different person, and certainly different in
a stylistic (paralinguistic) sense to the person I had been only moments before.
Music can, as I believe this example helps to highlight, enter in to the ways
we perform self in real time and in real space. What then was the music ‘doing’
at this point and how might that sonic structure have helped to structure the micro-
temporal ambience at and just before 1.37 of the transcript?

At this point, the song is developing, becoming more agitated, moving toward a
musical climax that occurs some seconds later, and doing so in such a conventional
manner that ‘anyone’ familiar with pop music would ‘know’, albeit perhaps not
consciously, that we were nearing a musical high-point, one on which, melodically,
Michael’s voice actually can be heard to break. Simultaneously, the lyrics make
arguably their most direct appeal to the listener, the ‘you’ of the song. (At the time,
in-store, I had never heard the song before and was unfamiliar with Michael’s work;
Annette spoke on tape of how she thought she ‘knew’ the music.)

Because 1 was personally involved in this incident I can report on my own
experience here, the memory of which, I should note, was present before listening
to the tape. (For example, Annette’s enthusiasm over the ‘yummy jumper’ was in
relation to a bright orange jumper; she then moves on to notice a black one in the
same style; I ‘knew’ I felt a little ‘up’ at that moment in store and remembered the
slight rush of feeling. I did not remember/was not aware of my paralinguistic style.)
Listening to the soundtrack of that experience however I remembered more clearly
the sensations of that moment, the feeling behind my utterance (‘Certainly / would
like to come back here later’).

2. Theme and Variations

These examples illustrate the theme I will to speak to in the second half of this
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chapter — music’s role as a real time mediator of emotion and action. In each of
these examples it is possible to see music as one component in a conglomerate that
includes: (a) actor(s), (b) time, (c) space, (d) act(s) of engagement (with music and
with other things), (¢) social conditions and (f) material-spatial environment.

All of these features coalesce in and interact to produce social events, as events
in so-called ‘real time’ (is there anything but real time, this moment now, when we
think, speak or otherwise act and when we re-present moments past or profile
moments future?).

How music works, in real time as a medium through which both emotion and
action are configured, provides, in my view, a topic through which to think about the
non-cognitive, aesthetic and material bases of action, experience, interaction and the
reproduction of action over time and space as socio-cultural and psych-cultural
institutions. Here, then, is a theme and some variations.

2.1 Theme: music, via its emotional effects, is a condition of action
in real time

It can interrupt action, it can make some things (such as Lucy’s driving) difficult,
dangerous or impossible to do, either for reasons that have to do with a clash of
symbolism (e.g., would it be ‘right” or ‘respectful’ for Lucy to have simply ‘gone on
her way’ at this profound moment of remembrance?) or because the actor as an
embodied and feeling being has simply ‘lost’ the physical capacity to ‘go on’.

This is a point that good aerobic exercise instructors know all-too-well — using
‘core’ music for too long during a session can cause an injury since class members
may be so ‘into’ the music that they are no longer conscious of bodily fatigue or
pain (indeed this is precisely what music is encouraged to do in some pain
management contexts).

Brand managers and ambient designers in the retail sector are well aware of
music’s ability to divert actors from pre-planned or on-going courses of action and
on to organisationally preferred trajectories, as when some diners in the UK may
be inclined to purchase more expensive wine with dinner when classical music is
playing in the background.

Many scholars have written of how music is used to seduce customers, to keep
them in-store and to otherwise set-the-scene. They know that action, including
the most important action in-store — the purchase — and the also-vital behaviour
of lingering and handling the merchandise can be musically conditioned. To repeat
what I think is probably now my mantra, this is not to suggest that music ‘causes’
behaviour through any direct or unmediated process, but rather that, in conjunction
with many other factors, music may provide a ground upon which mood, emotion
and conduct is configured in real time. Music is a condition and a resource
for (emotional) experience and action.
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2.2 Variation One: music possesses scenic properties; it may imply
ambience, mood and local aesthetic/affective style within a setting
and these ambient properties are linked to modes of embodiment

Music may be used or perceived to connote occasion and action style, and this
includes the admixture of embodied and emotional style as well as social personae
or types of roles we might play. In this sense, it can be understood as, the words
of the late Pierre Bourdieu (1985: 724) one of the ‘active properties’ with which
social spaces are constructed and ‘practically perceived’ (ibid:726). This theme is
illustrated clearly in the above examples of the retail space and the aerobics class
where actors can be seen to latch on to music’s properties, incorporating them into
the on-going embodied, emotional and stylistic performance. The research on music
and purchase decisions also illustrates this theme — consumers are likely to “fit’ their
purchase decisions to the subconsciously perceived scenic properties of a space.

In a sense, then, actors can be seen as cognitive and pre-cognitive sense-makers,
putting together self and role and calibrating emotion and mood in real time. This
sense making project includes finding working answers to implicit questions (and
a preparedness to account for self in relation to these questions) such as “who am
I/are we? What is happening here and what can be done here? What is appropriate?
How do I feel and how do I fit in? What are the embodied features of this situation?

To develop this theme through the example of aerobics classes, music does much
more than provide the coordinating ‘pulse’ for exercise. Different styles of music
over the course of the session place different types of embodied agency on offer
to participants, the gentle and somewhat ballerina-like habitus of the opening lyrical
warm-up numbers, the ‘heated’ mindlessness of the strenuous core, the recall to
consciousness in the ‘cool-down’ ballads. If one is ‘fit enough’ to participate in
these classes, one can appropriate or inhabit the musically configured space with
ease, indeed with pleasure — the music thus minimises difference and imbues actors
with embodied capacity. If, alternately, one is not fit for the exercise class, the
music, via the actions that are implicitly and/or explicitly ‘fit’ to it will mark one’s
difference, indeed, one’s dis-ability. In this sense, music may provide media
for the aesthetic and embodied production of social exclusion, including the
distribution of opportunities for feeling and embodied expression. Music is a
material through which the relational figures of ‘fitness’ and ‘disability’,
‘competence’ and ‘incompetence’, ‘taste’ and ‘vulgarity’ are constituted.

2.3 Variation Two: Remembering is often key to the process of
musical occasioning

For example, actors may ‘fall into’ a mode of feeling-being that they recognise
as having ‘done before’, either by themselves or as seen done by others (including
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media examples), as when we are aware of the generic signals that, say, smoochy
music gives off and the types of conduct it ‘reminds’ us of and thus may afford, or
as, in Lucy’s case, the Brahms triggered a rich seam of highly personal memory,
bringing to mind very many things about her very dear father and their shared
listening experience, after dinner, sitting by the hearth. (Indeed, it is worth noting
here that this signal musical experience on the road happened at roughly the same
time of evening as the music listening she shared with her father when a young
woman.)

Moreover, music may also provide the terms or models within which to imagine
a particular feature of reality, for example, might Lucy, who elsewhere describes
how she finds, ‘the me’ in music, have especially loved this concerto where the
larger and lower voiced instrument (the masculine, paternal voice?) is paired in
dialogue with the smaller, higher voice (daughter)? I only wish I had pursued this
question at the time of the research. It might have helped to show how memories are
not simply paired with music, but how what is remembered was both made ‘of’
music at time A, and remembered ‘through’ music at time B (DeNora, 2000: 67). To
speak of this issue is to recognise music as an ingredient for the forging of
experience in time and space, a process that is characterised by an interlacing of
experience (feeling, action) and the musical materials that come to ‘stand in’ as
referents for that experience, that provide experience with metaphoric and temporal
parameters.

24 Variation Three: because music is associated with social
conventions, music may ‘remind’ actors of conventionally
appropriate modes of action, ones that ‘go with’ the music

When this happens, it is appropriate to speak of music as providing cues or
quasi-scripts for action characterised by varying degrees of formality (e.g., from
improvisation to ritual). To the extent that this occurs, the study of music in real
time connects the so-called ‘micro’ realm of individual experience with the ‘macro’
realm of cultural/musical structures.

‘The biggest unanswered question in the sociology of culture’, Swidler has
suggested (2001a:206),* ‘is whether and how some cultural elements control,
anchor, or organize others.” According to Swidler, an anchoring practice is one that
‘creates a situation of action’ (Swidler 2001b:83). It is a tacit framework from which

* There is a cultural theoretical move on-going within current American sociology to speak of
‘repertoires’ of action (Swidler 2001; ASA Culture Section Newsletter, Winter 2004:
http://www.ibiblio.org/culture/newsletter/). This perspective develops Swidler’s influential
notion of culture-as-toolkit and shifts cultural analysis from ‘values’ to ‘practices’ and to
how people ‘use’ culture.
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other practices may be seen to flow. Swidler describes these anchoring practices
as, ‘silent,” constituting, ‘the unspoken realities upon which more directly symbolic
or linguistically mediated activities are based’ (ibid: 85).

Thinking of music as ‘silent’ is fruitful for socio-musical research (as well
as nicely ironic and reminiscent of John Cage’s 4°33’’!). In particular, the idea
of music’s ‘silence’ elaborates music’s role as a medium for creating what Swidler
terms a, ‘situation of action’. Within such situations actors mobilise and manipulate
various cultural ‘tools’ or ‘resources’ for action, a process that they do with varying
degrees of ease and skill.

I found actors doing this as a matter of routine so as to structure situational
ambience and themselves as emotional agents within those ambient environments
(e.g., as something they ‘needed’ to do to get up or get through a phase of
action/interaction [music to get motivated for an evening meeting] or to produce
an atmosphere conducive to a type of action, for example, music for erotic and
intimate encounters.® There, respondents described using ‘sacred type’ music for
intimacy so as to signal the serious and transcendent quality of their interaction with
their partner, ‘soft’ music to create a feeling of relaxation, and so on. In all of these
cases, the music could be understood (by those participants) as a medium through
which action and action potential and capacity (agency) may be formulated.

In all of these cases music’s technologies of distribution are active, enabling
or constraining the task at hand. For example, when Columbia first introduced
the long-playing album, it prototyped use with a sketch of a man and woman in what
might perhaps best be described as a bourdoir, emphasising the advantages of
uninterrupted music (in my research on music’s uses in daily life, older respondents
described the difference an LP could make for ‘getting into the mood’ — namely, less
disruption for record changing. The ability to stack of LPs enhanced this further).
Conversely, the longer playing unit of music affected the parameters for ‘choosing’
and changing the on-going flow/cessation of music. One gained longer envelope
of sound while relinquishing the ability to interact with the sound environment in
shorter time intervals. One could no longer, as a dj, constantly tinker with the
musical direction of the situation. On the other hand, one’s mind (and body!) were

5 As described by Biernacki in The Fabrication of Labour, his study of labour relations in
the 19th century England and Germany [U. California Press, 1995:3]), ‘silent’ (tacit)
practices arise through actors’ engagement with materials. It is through the study of this
engagement that we can see how practical interaction with and use of objects and material
practices underwrite action and conception. In Biernacki’s study, ‘the hallowed form of
unobtrusive practices’ (1995:36) underwrote the schemas through which labor was
conceptualized and discussed. In other words, it was through the routine employment
of objects and through material practices of manipulating and producing objects, that
socio-economic discourses and economic and managerial policies were forged.

® For a richly detailed study of the cultural materials of intimacy, see M. D. Wilson-Kovacs,
Women, Pleasure and Everyday Life: An Ethnographic Investigation into the Cultures
of Sexual Intimacy, Thesis Submitted for the Degree of Doctor of Philosophy, University
of Exeter, September 2004. contact: m.d.wilson-kovacs@ex.ac.uk
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freed from having to deal with music on a frequently recurring basis. With digital
recording, the possibilities for seamless musical ambience are again enhanced. For
example, a young respondent in the music in everyday life study described how she
and her boyfriend crafted the sonic backdrop to their time together in his university
hall of residence. He had, she said, ‘a fifteen million CD changer. I’m like, “I didn’t
know they existed!” * (DeNora 2000:112).

Arlie Hochschild’s well-known concept, ‘emotional work’, complements
Swidler’s notion of culture as providing repertoires for action. By the term ‘work’
Hochschild means, ‘bodily co-operation with an image, a thought, a memory —
a co-operation of which the individual is aware’ (Hochschild 1979:551, quoted in
Williams 1996:129). Hochschild initially used the term, emotional work in context
of occupational sociology, to describe the type of non-contractual and gender-
segregated ‘work’ that was increasingly part of the modern, service-based workplace
(Hochschild 1983).

I find Hochschild’s concept useful however for thinking about the role that
music plays and can be made to play in the emotional work we do outside the
workplace in our daily lives and, in contrast to Hochschild’s emphasis on how we
are ‘aware’ of how we may be co-operating with an image, etc, I would emphasise
that we are often at best only quasi-aware of how we engage in this ‘work’. So much
of our ‘intelligence’ as social performers is tacit, felt, intuited or otherwise not
always ‘known’ at the level of consciousness, as discursive, cognitive ‘information’.

Swidler and Hochschild have provided us with some of, in my view, most useful
images of action-as-cultural-practice, one that resonates richly with Bourdieu’s
lifework. If there are ‘weaknesses’ in the theoretical perspectives of Swidler and
Hochschild, and Bourdieu himself, it is that neither has considered action in real
time, and neither have considered the warm, hot, cold, cool, ‘tears, laughter, warmth
and trembling’’ of actual social being. This lacuna eludes embodiment in social
action, including feeling, and it misses an equally critical matter, one moreover that
raises the profile of sociomusical studies: investigating music-and-action in real time
provides an excellent opportunity for examining the role and importance of feeling-
in-action and its link to social structure. Such an examination, however, requires
a far more powerful lens than most sociologists (apart from those who study socio-
linguistic matters) are willing to employ.® As analysts of conversation have shown, a
great deal may happen in a split second and it is within these eye-blinks that
trajectories of action may be set, affirmed and altered. Music shows us how Time is
of the essence. This leads to the next variation.

7 <[A]lmost everything that is important for social life unfolds within this minute web of
times, spaces, gestures and relations’, says Melucci (1996:1), much of which involves and
invokes the ‘earthly consistency’ of emotions, ‘fed as they are by moods and sounds, by
odours and vibrations. Fear and joy, tenderness and sorrow are not merely ideas but tears
and laughter, warmth and trembling’ (ibid, p. 72). I am very grateful to the late professor
Melucci for early help with my earliest research on music and emotion, Milan 1996.

8 I hasten to say that music therapists, particularly those working in the area of Creative Music
Therapy, have understood this point for decades.
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2.5 Variation Four: the interaction between musical response and
emotional effect is often-split second

One of the most effective devices for getting aerobics class members into the
right mind-body state for moving from warm-up to core was a brief syncopated
(cha-cha type) rhythmic figure. Tiny as it was, this small figure could actually be
seen to energise class members — it placed on offer an ‘up-lifting” and ‘catchy’
movement style that was pleasurable to mimic with one’s feet, precisely what was
required as and if the session were to move from warm-up phase to core phase. The
fact that this so-called ‘Latin’ rhythm was set in context of a piece entitled,
“Yodelling in the Canyon of Love’ (wherein clearly audible passages of yodelling
were juxtaposed with cha-cha rhythm in a kind of joyful melange of ‘cheesy’
styles!) created a joyful-playful frivolity making the prospect of moving into the
hardest phase of the session bodily and emotionally appealing. The cha-cha rhythm,
like the Brahms for Lucy, provided a ‘switch’ for emotional being, in Lucy’s case,
back to a mode of reflection and remembering, associated with grief, in the case of
the aerobics class, associated with a passage of playfulness and heightened energy.
In both cases we can see an almost instantaneous recalibration of emotional —
embodied state brought on by music. In both these cases, moreover, this
recalibration involved the reconfiguration of actor and agency, the former becoming
again a grieving daughter, the latter becoming an energised body, temporarily
separated from self-identity, responsibility, fatigue and conscious awareness.

This instantaneous dimension of music’s relation to the often unconscious
recalibration of affective action and affective actors as types of beings highlights
music’s momentary ability to generate emotion (characterised by sudden onset or
flare and subsiding fairly quickly — as when we experience flashes of anger or joy)
versus mood (less intense but longer lasting — as a background condition of action —
as when we speak of feeling aggrieved, melancholy or relaxed).’

At different times in aerobic sessions, the instructor we spend most time
observing would stop the music, sometimes shouting emphatically, ‘bad music!” So
too, in independent and quasi-independent shops where clerks retained control over
music programming, we observed musical interruptions, where staff would decide
that the music ‘wasn’t working’ (sometimes not working for them, sometimes with
the idea that the music wasn’t working for the customer, the time of day or the
general mood. In both these examples, the technologies of music distribution enable,
with the flick of a switch, an often dramatic shift in ambience, just as lighting may
be dimmed or enhanced or altered. In global retail chains, where the music is a
permanent fixture and where staff have no input, music was, by contrast, hard-wired

? See DeNora 2003:106-7 and Parkinson et al, Changing Moods: The Psychology of Mood
and Mood Regulation. (London: Longman, 1996).
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into the system as a non-negotiable condition of the scene.'® Because, increasingly,
music is part of a global soundtrack in public places, actors may also use music
playing technologies (personal stereos, mp3 players) to reclaim spaces and overlay
those spaces with soundtracks of their own choosing, sometimes thereby reframing
the spatial experience (Bull 2000).

2.6 Variation Five: Musically induced emotion may in turn be linked
to actors’ attempts to identify their feelings with features of the
external social world and thereby become pivots for shifts,
consolidations or intensifications of action trajectories

When I and Annette were in Enigma, both of us experienced a surge of emotion
in store, both at the same musical moment. I cannot speak for Annette here, but I
recall my own experience well — moving deeper into the store, in pursuit of Annette,
noting the acoustical properties of the music and suddenly feeling of well-being,
noticing the atmosphere and furnishings, the order and artistry of the store. At this
stage I was conscious of the music, noting in a verse about how, to paraphrase the
lyrics, there was a year of the singer’s life in his songs, most of which were ‘about
you’ [i.e., | was being ‘personally addressed’] and the way in which these words
were paired with a burgeoning musical climax. Speaking for myself at this stage, I
know I was — somewhat involuntarily, since I would profess not to ‘like’ this type of
music [data in itself!] — ‘responding’ in a musically induced manner. Unfortunately,
I have no data on Annette’s experience of this moment and indeed, I had forgotten
the moment until I transcribed the tape of my own voice. (I remembered only that I
‘liked’ the shop.)

In both my case and Annette’s a kind of, for want of a better word, connection to
or liking of the atmosphere. For both of us, this was quickly linked to an object — a
‘yummy jumper’ for Annette (with the potential of purchase looming) and, for me, a
self-commitment to return sometime to the same shop, when off-duty. Music, at
least for me, set me up emotionally in a socially standard way — I ‘felt’ something
which I then substantiated by linking it to an object — the shop, and the pleasure 1
found in it.

Surges of emotion, when they are ‘silently’ achieved, as with music, are often
accompanied by actors’ immediate attempt to locate a reason for their feeling, to
supply a predicate for it (‘I feel suddenly happy because...”) and this is what I think

1% Of course, extremely ‘low tech’ music distribution — such as someone strumming their
guitar as part of the on-going sonic backdrop of a social event — can be changed instantly
with as much ease as is permitted by the musician’s repertoire of music and musical skill,
so too the whistler in a public place. Programming flexibility did not arise with new digital
technologies and is always relative, not to mention locally defined.
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I was doing at this moment in-store, at roughly 12.30 pm in January 1998.
Emotion is undoubtedly a relational, temporal phenomenon; indeed, there can be
no emotion without variation. How we ‘feel’ has everything to do with how we felt
before and how we imagine we will feel later or again. And this is why music, as a
medium that presents itself in and over time, and that constitutes quality and
quantity of time (as George Michael’s ‘Waiting’ performed musical waiting — even
in its tempo, roughly one beat per second) is so powerful in relation to the emotions.
Much has been written about the connections between music-over-time and
emotion. But to point to music’s temporality is to offer a necessary but not sufficient
account of how music and emotion are linked. What is it that music does, in the time
that it takes?

2.7 Variation Six: music, understood generically as the shape and
texture of sound over time is a sensuous medium

Music partakes of body culture in extra-musical realms and so describes or can
be seen to delineate such things as closeness, tension, styles of touch (think of
musical critical and pedagogical discourse here, such as ‘attack and release’ [sic] or
staccato and legato). The George Michael song playing in Enigma, for example, was
both slow-paced and highly textured, acoustical music — one could hear clearly the
traces of the body in the music, the ‘grain’ of voice, as Barthes has described it (the
muscularity of the music) and the sound of fingers slipping along the guitar
fingerboard. In this way, music can be understood to present two forms of bodily
experience — the actual experience of the musician, in terms of what it takes to
produce sound and the perceived/imagined bodily phenomena that accompany that
production (sweat, heart rate, strength, physical restraint, breath, energy) and,
related but not necessarily identical to this, the perception/imagination of the body-
in-the-music — as heard or heard and seen when there is a ‘sight of sound’ (Leppert
1993).

When we ‘like’, ‘hate’ or otherwise respond to musical material, we are
responding to, among other things, what that music will afford in terms of thinking
about or experiencing our and others bodies, and indeed in this respect, the study of
the body-in-the-music illuminates the mostly tacit subject of touch, sociologically
and social psychologically conceived. Just as in aerobics classes it is possible to
learn how to feel and move (pain, absence of pain, motivation, ability to jump or
move in quasi-choreographed, stylised ways), so too, in intimate situations it is both
possible to touch in musical ways (slow, soft, fluid, etc) and to feel in musically
mediated ways, as when one’s erotic sensations may be kinaesthetically produced
(see DeNora 1997). These are issues well-developed in music therapeutic research
devoted both to pain management (Maranto 1991) and to the transcendence of
bodily suffering (Aldridge 2003; Pa) and the relearning and relational repositioning
of the body in relation to musical grounds and referents for its location (DeNora
forthcoming).
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3. Recapitulation

The examples and themes described above help, I hope, to highlight why the
study of music and emotion needs to be considered as part of a cultural sociology of
the actual, related to conditions of musical experience and music’s impact upon
action and, in turn, why the study of musically instigated emotion leads on to
sociological concerns with the structures of agency and action.

In short, music is a means through which individuals are drawn into the social
world and socialised as types of feeling beings — agents. To restate the theme: music,
via its emotional effects, is a condition of action in real time. We have seen how
music does this work in the following ways: (a) as a scenic property of action where
its ambient properties may be linked to modes of embodiment (for example, in
public spaces and in aerobic classes where actors switch modes of being —
comportment and embodied emotional style, mostly without conscious awareness).
(b) through the ways that music may trigger memory and through how actors draw
upon memories of stock situations and aesthetic styles and, related to this, (c) music
may be consciously or quasi-consciously ‘read’ as providing cues to actors about a
situation’s on-going meanings and potential meanings and trajectories, (d) music’s
dynamic power as a condition of action may involve split-second processes, musical
and responsive and (e) actors may, when stirred by music attempt to locate an object
for their feelings in the setting or elsewhere in the external social world. In all of
this, music’s technological mode of presentation is far from neutral; by contrast it
affords, in its own right, music’s possibilities, its potential uses and thus its powers.
How actors realise these powers and incorporate new music-technological practices
into their own daily lives is of especial importance to the ‘new’ music sociology and
indeed, thinking about music as a ‘technology of the self” is also to think about
music as material and technological practice.

A focus on music as material practice raises important questions about music’s
modes of distribution, for the opportunities for affective experience that music
provides may be differentially distributed across populations. This distribution may
take social forms (for example, there may be some soundtracks and their imputed
aesthetics and ambience that some types of people find difficult to inhabit in terms
of psychological comfort or because others do not view their location as credible
within them). It may also take a technological form, when technologies of music
distribution make certain things more difficult to do (while simultaneously making
other things easier) or when they asymmetrically allocate control over music to
some and not to others (e.g., according to gender, age or technical expertise). These
are, inevitably, questions that call for ethnographic, applied and action-based
investigations and the future of socio-musical-technical research — in so far as it
examines how actors appropriate music-as-technology is an area that promises much
for our understanding of the musical bases of being and for how structures of
difference and power may be underwritten through music’s invisible powers from
moment-to-moment in daily life.
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Chapter 3

SHARING AND LISTENING TO MUSIC

Barry Brown and Abigail Sellen

1. Introduction

One of the most controversial computer applications of recent times has been the
“Napster” file sharing system. Napster made front-page news worldwide in 2000,
with the legal drama around the service causing much comment and attention
(Hellmore, 2000, Richtel, 2000). Napster allowed users to copy MP3 music files
across the internet from other Napster users. Although Napster was finally shut
down by the US courts, it was quickly replaced by a range of related music sharing
services — such as Gnutella, Kazzaa and Soulseeker. These applications have also
recently gained /egal competition — in the form of the iTunes music store and a
resurrected Napster (similar only in name) offering legal music downloads.

Despite the attention given to internet sharing, physical music sharing is an
activity that has been commonplace for many years — sharing of music between
individuals through copied tapes and CDs. In this paper, we investigate both sharing
with conventional media and compare it to online music sharing. We situate music
copying in general music listening practices, looking at how individuals not only
share music but also how that sharing is affected by their listening practices.

The data collected for this chapter come from in-depth interviews with thirty six
users of both conventional music media and adopters of computerised music
technology — in particular music compression such as the MP3 file format. This data
lets us unpack some of the contrasts between using physical tangible media (such as
tapes or CDs) and computerised music files. Although these interviews were
conducted before some recent technological developments (such as the mass market
popularity of the iPod (Bull, 2005)) they allow us to study some of the relatively
slow changing practices which take place around music, the work involved in
listening and sharing to music. In particular, our data gives us a chance to move
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away from seeing music consumers as an audience, to thinking of them as music
users. That is to say, rather than seeing music consumers as a mass audience to be
differentiated according to music taste, we ask what issues and problems, in detail,
do individual music users have with their use and sharing of music in their lives.

The original focus of our interviews was music sharing, and in particular the
social activities that take place around sharing physical music media. However, our
data led us to explore music consumption more broadly — sharing is only one part of
music practice, and is impacted by a range of other aspects. The tangibility of
physical media, for example, encourages the collection of physical media over
digital music files. The interviews allowed us to inverstigate how music is important
not only for listening to, but also as something that forms a collection, and in turn
how that collection can be part of forming an identity. In the implications section,
we draw out the relevance of these findings with a number of new concepts which
explore how advantages of physical media can be integrated into the design of new
music media technologies.

2. Studies of music

The literature on music falls mainly into two large and well-researched fields:
musicology and cultural studies. Musicology considers music itself as its object of
study, for example, investigating classical, popular and non-western musical styles
(Bennett 2000; Scott 2000). In musicology, music has been investigated as an
object of study, somewhat removed from any particular way in which it is produced
or consumed. Within cultural studies there has been more of a focus on the attitudes
and uses to which music is put in different cultural groups (Longhurst 1995; Gay,
Hall et al. 1997). For example, in Willis’ book “common culture” (Willis 1990), he
discusses how young people, in using different music products, creatively rearrange
and reinvent those products, vesting them with their own meanings in the process.
Willis describes how simple audio equipment like record players, microphones and
tape-to-tape copying machines were appropriated by teenagers to provide
entertainment at parties, and also as leisure activities in themselves. This “hidden

creativity” in consuming music can also be seen in research on amateur musicians
(Cohen 1991).

However work in cultural studies seldom gives sufficient attention to the
mundane details of the use of music media from a consumer’s perspective. That is,
such research is not concerned with questions such as: Where do people listen to
music? With whom? What activities take place in conjunction with music listening?
How is music acquired? Why do people choose one form of music media over
another? How do they share music with others? So while great attention has been
played to the culture around music, the actual mundane acts of listening to music has
been mostly ignored.

Alternatively, work that has looked specifically at music sharing has generally
focused on recent economic and legal debates, such that over recent decline in the
sales of pre-recorded music (Rob, 2004). Yet music sharing is hardly a new
development — one of the first recorded instances of music piracy was the copying
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of Allegri’s Miserere by Mozart in 1769 (Galan, 2000). Copying music and the
associated problems of piracy have remained ever since. Chesterman and Lipman
(Chestermann and Lipman, 1988) describe three types of pirated music. Counterfeits
are copies of music sold for profit in shops or markets and often passed off as
original copies, bootlegs are unauthorised release of artists work, such as recordings
from live performances, and home-taping is the copying of music by individuals for
use in their car or to be given to friends. It is home-taping which we will have most
interest in here, since it is the category of piracy which is most relevant when
discussing internet music sharing technologies.

Controversy raged around “home taping” since the event of the compact cassette
tape in the sixties. While the record industry has claimed at various times that home
taping is “killing music”, tape manufacturers have claimed that home taping
increases sales, as individuals come to hear music they would not normally purchase
(ibid, 141). For example, the British music industry’s representative body conducted
a study that claimed that 55% of the population used tapes to copy music, whereas
the tape manufacturers claimed 22%. For the music industry, however, the key
question was what proportion of copied music would otherwise have been bought.
Their own surveys suggested 51% of copied music would have been otherwise been
bought, whereas the tape industry argued that copying actually increased sales as
individuals copied music to “try before they buy”.

Value judgements about music sharing are inherent in the terminology that one
uses to talk about the activity — does one speak of music piracy, or music sharing?
Very different values are evoked by both of these terms. One evokes the values of
theft and abuse, the other of community and reciprocity. For example, showing
careful use of language, the UK anti-piracy organisation calls itself the “federation
against copyright theft” (FACT), evoking a direct analogy between theft and piracy.
However, as has been discussed in the legal literature on piracy there is no simple
analogy between theft and piracy (Couser, 1999). For example, theft as an activity
denies someone else the use of an artefact, whereas in music piracy, almost the
opposite happens — the use of some media is extended to whomever pirates a copy
of it. This is not to downplay the damage that can be done to recording artists if they
are not properly compensated for their efforts. This provision — that artists are
compensated sufficiently to record new material — is at the heart of American
copyright law. It is for this reason that within the U.S. the sharing of music between
friends for personal use is legal (Plumleigh, 1990), although even this ‘fair use’
protentction has been called into question by recent legistlation. In this article we
refrain from taking a judgemental stance on copying practices. Instead we seek to
understand what is involved in the changing practices involved in copying, and how
this fits into the broader practices around music listening.

These issues have been cast into sharp relief with the advent of online music
sharing technologies. However, there are still few detailed descriptions of copying
practice, of why media is copied, for what purposes, from whom, and as part of what
other activities. One exception is Voida ef al’s chapter in this volume on how the
sharing of music has been integrated — legally — into the iTunes application and how
practices have sprung up around the relatively limited features that it offers for
sharing.
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3. Methodology

In collecting data on the practices around music use we took a broad ranging
approach, seeking to explore as much as possible the range of practices around
music, of which sharing and copying are only one part. One focus was the different
affordances of music media and technology (e.g. tapes vs. CDs vs. digital music
files) and how this influenced activities around that media. The study looked at the
whole “lifecycle” of how consumers use music, from how people first find out about
it, to how they obtain it, listen to it, share it, organise it and collect it.

We felt that in a study such as this it was as important to study conventional
music media use as much as use of the new music technologies. The change in
media, as with other recent moves such as that from recrods to CDs, results in a
range of changes to the practices involved. Contrasting conventional and new media
use thus brings out absences in new practices which are instructive for design.
Accordingly, we chose thirty-six music consumers from three different groups:
teenaged users of conventional music media (e.g., CDs, vinyl, and tapes), adult users
of conventional music media, and a group of new music media users, namely MP3
users (see Table 3-1). The rationale for focusing on music enthusiasts came from an
analysis of market data collected in the U.K. by Mintel (Mintel, 1998). Mintel’s
survey asked consumers how many music products (singles or albums) they had
bought for themselves in the last year. These data show that while only 16% of the
population make eleven or more music purchases a year, this relatively small group
accounts for 65% of the total number of music purchases made in the market. It
seemed to us, then, that understanding this influential part of the population would
be a good first step to understanding music use. We therefore screened for
participants who fell into this category. We were also interested in understanding
teenagers’ behaviour, since teenagers are particularly heavy purchases of music
(Mintel, 1998), and are a key market for the music industry. It is worth remarking
that when these interviews were carried out new music media users were still in the
minority, as iPods and the like were yet to gain their widespread acceptance in the
UK. The selection criteria we used for the three different groups are summarised in
Table 3-1.

Table 3-1. Different user groups according to music consumption habits.

Group No  Criteria Av. %
Age  Male

Teenage 12 > 11 music purchases a year and age <20. 16 42%

conventional No use of MP3 files.

Adult conventional 12 > 11 music purchases a year and >=age 20. 30 42%
No use of MP3 files.

MP3 early adopters 12 > 11 music purchases a year. 27 71%
Listen to MP3 files > 5 times a week.

Total 36 24 56%

As the aim of our original data collection was to uncover the details of music
behaviour across a broad spectrum, we used semi-structured interviews to ensure
that the important issues we wanted to discuss were covered. The questions we
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asked were designed to probe a range of activities from first awareness of music
through to collecting and archiving behaviour. As much as possible we also tried to
unpack specific examples of participants’ activities around music. So, for example,
we asked participants to describe the last three times they had copied or purchased
music. Here the focus was not just on their interaction with the music but also on the
context within which the activities took place (such as where they were, who they
were with, and what other activities they were engaged in). We also asked a more
extensive set of questions for the MP3 group.

4. Results

We discuss the findings from our interviews in two different sections. Firstly, we
dicuss how conventional music media came to be used, in particular music sharing
with conventional media but also the ways in which music is collected and arranged
by music enthusiasts. We then move on to discuss the use of digitial files, focusing
on some of the issues which result from the lack of tangibility of digital files. These
findings are drawn together in the implications section where we discuss design
concepts developed directly from these results.

4.1 Conventional Music Media

4.1.1  Choosing and selecting music to play

For out users of conventional music technology, their choice of music was
determined to a large extent by what technology was available in the places they
listened to music. In different parts of the home, in the car, or out walking, one has
access to different sound systems and different collections of music media. In the
car, for example, nearly all our participants had a tape player with a built-in radio.
This limited their music listening to either the radio, or pre-recorded tapes. In the
house, the standard set-up was to have a main sound system in the living room, with
satellite systems of limited capability in other parts of the house. This meant that
some rooms, such as the kitchen or bathroom, became exclusively radio or tape
playing rooms.

These differences in technology across spaces meant that participants often faced
the problem of managing the distribution of music media from one room to the next.
Music would be carried around the house and be left in different distributed piles.
One participant had even taken all his CDs out of the boxes and put them into a
portable wallet so he could more easily carry his collection from room to room.

Listening to music while outside the house generated further frustration for our
participants. Portable CD players were seen as cumbersome, and portable minidisk
players, while smaller, still suffered from a limited selection of music and added the
further complication of another format. Listening to music in the car also had its
own complications in terms of the dangers of theft, the high cost of car-based CD
systems, and the problems of limited music selection. In part this shows something
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of the opportunity which the iPod fills — playing music from your collection
wherever you are.

Inside the house, in terms of actually choosing from a collection of CDs, some
enthusiasts felt strongly about the pleasure of looking through the spines and
selecting CDs to play. Others preferred to avoid this, and often left CDs in the
player for days on end. Generally people had their collection stored a short distance
from their main hi-fi, with a smaller pile close by. This small pile contained either
new CDs, or ones they had recently played. While this simple form of pile
management helped to restrict the search space of music when changing the CD, in
practice participants complained that it also presented an effort barrier to listening to
music from the main collection:

“A lot of time when I come back from work what I listen to is what is in there before.
1 just whack the stereo on and push okay.”

“But I do like the whole thing of choosing the CD spines ... like a baby! Pulling out
the red things and the blue things. 1 like choosing something and looking at the
graphics on the case.”

“I am massively lazy, so I suffer from a recency effect.”

Another issue which arose was whether to listen to pre-recorded music or
broadcast radio. Again, this was a choice somewhat dictated by the available
technology, however it was clear that for some participants the radio served as a
back-up source of music when they ran out of pre-recorded music since they would
often be in situations where they only had access to a limited number of tapes (such
as the car) or CDs (such as the kitchen):

“I get bored with the tapes I've got. The radio tends to be fresher.”

Some participants were also surprisingly strategic about their radio listening.
These enthusiasts knew what programs were on the radio at what times, and would
choose depending on the current program without even turning the radio on. Often
they took advantage of the temporal structure of radio broadcasts to make their
choice. That is, the fact that there is usually news on the hour, or that certain types
of music are played at certain times of day:

“[ listen to Radio One and listen to it at the points where I know they 're going to play
tracks that aren’t on the play list. [ listen to the Simon Mayo show just to get the
three tracks — and the other day they had the most beautiful little selection.”

The diversity of technology across places presented a number of obstacles to
unfettered use and choice of music. This included the need to carry around and
organise a physically distributed collection, the need to copy across formats,
problems in managing and searching large collections, and limited access to music
in different locations.

As Bull’s chapter in this volume reports the ability to carry your whole music
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collection with you is a big motivator for the popularity of the iPod. Yet for most
music listeners some, if not most, of their collections will remain in conventional
formats alongside their new music media. This managing and juggling will
therefore be part of music practice for some time.

4.1.2  Copying music between friends

While market surveys report that 15% of the UK population copy music using
conventional, non-Internet means (Mintel, 1998), all of our interviewees (both MP3
using and not) had copied some original recordings with conventional formats:

“Oh, [I copy] at least once a week. This week I've probably made about six or seven
but at least once a week I'd say.”

“It’s about 50-50 whether I copy it or buy it. It really depends on how available it is
to be copied.”

The mean amount of copied material in our enthusiasts’ collections was 28%. This
suggests that copying was an important part of our enthusiasts’ music consumption
behaviour. Perhaps unsurprisingly, the major motivation for copying music was to
avoid buying the music. The primary advantage of copying is that one saves money
and can experiment with music that one might not have otherwise bought:

“That is one of the advantages of (home) taping, quite often you re not sure whether
you'll like it enough to get it on CD but by taping you can listen to things and find out
about a lot of different types of music and find out what your taste is.”

However, this is not to say that those who copied music, did not buy music. We
found no significant correlation (negative or otherwise) between the amount of
copied material people owned and the amount they bought. Suggesting that copying
did not inhibit his buying, one enthusiast who copied music heavily commented:

“Whatever I've been doing I've always spent as much as I can of my money on music
without going bankrupt.”

While this could be a feature of our sample (we chose individuals who frequently
purchased music), Mintel has also reported that only 2% of their sample of the UK
population copy music regularly but did not buy music regularly (ibid).

The major source for material to copy came from friends. Indeed, copying music
was an activity very much embedded in existing social networks. For the teenagers
we interviewed, a common social activity would be to visit friends’ homes and play
video games or relax together. In these settings, music would nearly always be
played, providing both a way of moderating the mood of the group, as well as a
forum for finding out about new music. The older music consumers we spoke to also
discussed music being played in groups, as a way of producing amicable social
situations when friends or family visited their house. In these setting it is natural to
ask for a copy of music from a friend, since it is easily available at the point where
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the music is listened to.

These settings are important for spreading the all important “word of mouth”
about new music. Friends would play to each other new music that they had
purchased or discovered. These social music listening environments promoted the
exchange of information and taste about new music. Not only did friends get to
listen to each other’s music collections, but friends filtered music for each other,
deciding what they thought others would like to listen to. This involved a form of
mutual understanding; friends would get to know each other’s taste in music and so
design their recommendations, and in turn their opinion of each others
recommendations:

i

“I really value (my boyfriend’s) opinion as he usually gets it spot on for me.’

“I think its because you get to know a person’s musical profile, for want of a better
word, you can trust certain people’s recommendations.”

In this way, our enthusiasts and their friends acted as a form of collaborative
filtering mechanism in how they found out about music and passed on
recommendations (and copies). Friends also often searched through each other’s
collections, looking for music that they might borrow or perhaps copy. Thus
friends’ collections were used as sources of new media to experiment with and
explore. Another important social method by which music tastes were shared was
through the swapping of compilation tapes (see also (Willis, 1990) on this topic).
This sharing of music, although time consuming and cumbersome with most current
technology, was particularly valued by our interviewees:

“All the cassettes and CDs that I treasure are the ones which are compilations. And
it tends to be the way I get into a new music area. I recently have been getting into
dance stuff because of John who taped his DJ collection for me and is gradually
getting me into harder and harder stuff.”

Overall, these social methods of finding out about music were very important for
how our participants found out about music. In asking them to rank 14 different
ways they could find out about music, “Someone I know played it to me on their Hi-
Fi” was the highest ranked. This notwithstanding, a number of enthusiasts also
underlined the frustrations they had with finding out about new music:

Int: “Do you ever have troubles finding out about music?”

A: “Yes I do a hell of a lot actually, I always hear it off my mates they always seem to
find out about it but I seem to miss it all the time.”

These frustrations highlight the potential for new technologies that help
individuals to discover and expand on their music tastes. This is a point we will
return to later when we discuss implications.
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4.1.3  Identity and collecting

As has been remarked before in the literature (Frith and Goodwin, 1990), music
choice is tied up with the formation of identity and membership of different groups.
Often youth sub-cultures identify themselves using music as a way of forming and
establishing their identity. Examples of this include “mods and rockers” (Cohen,
1972), “skinheads” (Clarke, 1975) and more recently “ravers” (Redhead, et al.,
1997). To our interviewees, this connection between identity, sub-culture and music
was also apparent, if in a less extreme way. The participants often would have
friends who shared a taste in music. This gave them opportunities to socialise
together around music, by going to nightclubs or live music together. Particularly
for the teenagers we interviewed, a shared taste in music was an important bond for
groups of friends. However, the older enthusiasts we spoke to also talked about
having groups of friends with whom they frequently discussed new music, often
swapping popular recordings and recommendations. Some enthusiasts even went as
far as saying that if someone liked the same music they liked, this created an instant
bond which would make friendship far more likely:

“There’s an instant connection, like if I meet someone who listens to the early Verve
stuff then I think there’s something really important going on inside them [...] I think
it brings me a lot closer to people if you can share the exhilaration that music can
bring you.”

This is perhaps not surprising: music taste, as with other tastes, can be seen as
part of an individual’s identity. Others who have similar tastes may have other
aspects of their identity in common. Later in the implications section we will discuss
how this connection between identity and music can be exploited to enhance
socialising online.

This connection between identity and music also followed through into
collecting music. In many ways a music collection acts as a tangible presentation of
one’s taste in music. Music collections were something that the enthusiasts took
pride in:

“Your library expresses who you are. If everyone had access to the same stuff [...]
it’s not the same.”

In particular, a collection of original recordings (as opposed to copies) was very
much valued. Over and over again in the different interviews the enthusiasts
returned to their perception that originals were better than owning a copy. While this
was often described in terms of the superiority of a purchased original — having the
sleeve notes, having a CD over a cassette tape, better quality recording — there was
also a strong perception that a copy was less legitimate than an original:

“It’s nice to have something permanently and properly, a bit of a feeling that (home)
taping is quite scab [...] I don’t think it’s a moral thing, it’s a more sort of genuine
thing that you actually like it and gone out and bought it. I'm mildly embarrassed
about taped things.”
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“If it is a band I really like I'll buy it for collectors use.”

“I buy something if I think I'm going to listen to it lots, I mean its easy to buy
something like the Beatles White album because it’s going to last a long time.
Although I listen to it far more on the [copied] tape version than I ever do on the
CD — that’s kind of the irony of it all.”

One possible reason for this could be the connection between collecting and
identity. In some ways, a music collection is a physical manifestation of an
individual’s taste in music. Thus if music taste is part of identity, then so is a music
collection. A frequent comment from our participants was that if they found they
really valued some music, they would then go out and purchase an original to
replace the copy. This suggests that having a collection of originals that reflects your
taste in music is an important reason for buying rather than copying. Having a
collection of originals of good music indicates good taste in the owner of a
collection. As Belk puts it:

“[A] benefit of collecting is in enlarging the collector’s sense of self. [...] the choice
and assembly of objects to form a collection is ostensibly a self-expressive creative
act that tells us something about the collector. [...] The surest way to undermine a
collector is to observe that the collectible or collection ‘is not you'.” (Belk, 1995,

p89)

To some of our enthusiasts, having an impressive collection of originals was a
way of standing out from others. In this sense displaying the music collection
became important, since the collection says things about us that it would be socially
unacceptable to express aloud:

“I believe I've got optimal music tastes and I think my record collection reflects that,
other people should respect it! (laughs)”

This has some implication for the design of new music technologies, in that
digital music fails to properly support this collecting behaviour. This is not to say
that there is no cache in collecting digital files. Yet these files fail to support much
of the ‘collectability’ of physical CDs and records, in the way they can occupy space
in a collectors home, how they can be displayed to others in the home.

4.2 New Music Media Use

We now move onto music activity over the Internet, as conducted by our MP3
users. Many of the MP3 files which our enthusiasts had on their computers were
recordings that they also owned in conventional formats. A CD can be placed into a
computer and the music “ripped” onto the computer’s hard drive in MP3 format.
Yet the different affordances of digital files led to a range of different usage
patterns.
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4.2.1  Tangibility

A key difference between computerised music files and physical music media is
that they do not have a persistent physical presence which can be arranged to create
an aesthetically pleasing display. Browsing through these on-line collections is also
very different from browsing through physical collections with their accompanying
artwork and sleevenotes. In addition, because they are not physically embodied, they
are not as linked with social interactions. For example, digital files are not as
desirable as gifts. They cannot be purchased from shops in the way that physical
CDs and rcords can be. Moreover, digital files also have a number of serious
practical problems with durability. File formats change frequently, and playback
devices change:

“I wouldn’t be so keen on that [...] if everything is not physical then you've got
worries [...] it will be harder to lend to friends who haven’t got the technology to
access your collection and also not having sleeve notes and things like that.”

“No, there’s no point. I like choosing — I like going through my records and then
spotting one, if it was digital I'd have to [ ...] scroll down and it would be words.”

These limitations seem to impact on the collectability of digital files. Our
participants saw a collection of digital files as inferior to a collection of tangible
physical media. When we asked our participants about collecting digital files rather
than physical music objects they were consistently negative, even those who used
MP3 files extensively. Digital music files were untrustworthy, of lower quality, and
unreliable:

“I think I'd always like to have something there — the solid thing. The option of being
able to do that [collect the music digitally] would have to be a lot cheaper than
having a CD, I don’t know whether 1'd actually trust it.”

This suggests that physical objects are more suitable for collecting and that
current digital files do not support all the subtle activities involved in collecting. Of
course, this is not to say that collecting digital music files does not have its own
attractions. As mentioned in the introduction, this finding is similar to our findings
on the use of paper documents (Sellen and Harper, 1997), and suggests some
barriers to digital music superseding physical formats. For these reasons, we would
argue that MP3 should not be seen as replacing physical media but rather as a
complementary format, at least in the short to medium term.

4.2.2  Music copying online

It is ironic that one of the major drivers of the Internet, a network originally built
for the millitary and funded by business, should turn out to be the illegal sharing of
media. Some estimates put the amount of internet traffic generated by peer-to-peer
downloads as high as 80% (CacheLogic, 2005). Certainly it has been a driver
behind the growth in high speed internet connections to users. Yet while peer to
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peer applications allow the sharing of files between users, they seldom support much
in the way of communication around music sharing unlike physical sharing,
something which has instead been taken up by a wide range of websites which
support interpersonal communication, such as webforums, chatrooms, IM and the
like.

Our MP3 enthusiasts exhibited the same kinds of motivations behind copying as
the conventional enthusiasts, but took advantage of MP3 files by either downloading
from online file sharing system or by exchanging them with friends. In some cases,
copying MP3 files followed a similar pattern as conventional copying. In these
cases, files would be shared between friends over local networks, such as at work or
on a college campus. For example, many of the university students we talked to had
personal computers connected to the university network meaning that music could
easily be shared between friends’ machines:

“You can [download songs] off the network. I discovered Stereolab, and I liked one of
their songs and one of my mates said ‘oh so and so got it on his computer’, so I went
and had a look at that and he’s got both albums on MP3, so I downloaded them off
and listened to them.”

However, the main method of music copying which the MP3 users discussed
was the use of file sharing networks. These systems obtains music files by searching
the machines of users also connected and downloads music files directly from them.
Accordingly, unlike conventional music copying, this form of copying goes on
generally between individuals who do not know each other and will probably never
meet. This difference in technology also means that the number of tracks available
far exceeds what could be copied from friends. At the current time, there are over
three million tracks available for downloading. While many of these are duplicate
files, this does give an idea of the amount of music available.

As might be expected, this change in the amount of music available changes the
copying which is done compared to conventional music sharing. The enthusiasts
talked about using online file sharing to experiment with new types of music that
they would not have necessarily bought. This music was downloaded from
strangers, without a social context, yet from a far wider range of music than
available from friends. In doing so they complied somewhat eclectic collections of
tracks, instead of downloading whole albums:

“I think there was a Quincy Jones song, the theme from “Minder” — don’t know what
came over me that night — and it would have probably been... Jolene by Dolly Parton.
I wouldn’t dream of going and buying them.”

“I sort of do it in batches, just old classics that I have in my collection and I want to
copy or just records I never got round to buying and I don’t want to go back and buy
an old album because I just wanted the one track off'it.”

So rather than downloading music to directly replace buying, this downloading
was more a way of exploring music that the enthusiasts would not normally have
bought. Certainly, for the enthusiasts we interviewed they claimed that using online
file sharing had encouraged them to experiment with new music and did not make
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them any more reluctant to buy CDs. In fact, some said that this had increased their
music purchasing (a finding also confirmed by other questionnaire studies of MP3
users (Jupiter, 2000)):

“I wouldn’t say its cut down on my music purchases at all, in fact to a certain extent it
would make me go out and buy it in a way if [ hear something by an artist on MP3 if |
like it that much I'll go and buy it.”

“It’s influenced which ones I buy but if I like it 9 times out of 10 I will buy it. I don’t
think it has replaced buying the physical thing.”

This behaviour may have in part been caused by the time that it takes to
download music online (it takes about three hours to download an average album
using a conventional modem). However, our enthusiasts with broadband
connections showed similar behaviour — the physical media still had a crucial role in
their music use.

S. Lessons for the design of new music media

In the above two sections, we have highlighted some of the details of sharing music
in both conventional and MP3 form. Music sharing with conventional media is
deeply embedded in social activities, connected with both friendship and identity.
For these activities, the physical nature of conventional media is highly important in
how it affords certain uses, particularly the collection of music. For computer-based
media, we have discussed the use of online filesharing services: how it differs from
conventional copying, and how it can be used as a tool for browsing and exploring
new music.

5.1 Selecting Music

A key set of lessons can be drawn from the differences in practices around new
and conventional music media. Some of the changes in practices are due to the
limitations in new media, some of which could be countered by better design for
digital media. For example, while digital media supports much more flexibility in
how it can be played (such as shuffling through a complete collecton), it loses the
physical manipulations which CDs and records support so well. As remarked
above, many CD listeners keep a small pile of CDs separate from their colleciton as
a ‘recently playing’ collection. Yet few, if any, music players support this
functionality. This would be easy to support with a ‘shelf’ inside the application
which allowed users to keep a small collection of albums which they had just
purchased or were currently being listened to. A second failing of digital media is
the division of music into individual songs. While iTunes and Windows Media
Player support organising a music library — to an extent — in terms of artists and
albums they offer only limited support for this. A user cannot keep a playlist, for
example, with multiple albums grouped together yet kept suffiently separate. This is
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easy with physical CDs — just put three CDs together. Media player applications
could thus support much more the organisation of music in terms of albums, the
natural organisational form of physical media.

52 Collectability and Display

As we remarked above, digital media files also loose much of the collectability
of physical CDs. It is not just that physical CDs are more attractive than ephemeral
digital files. Rather, they support uses which are much harder with digital files.
One cannot leaf through information about that album in the form of sleve notes.
Lending music to friends is harder. The emotional attachment to objects which
much of collecting depends upon is lost. Of course, digital files do have some
advantages — they are much easier to share, and they can be displayed online in new
ways (see again Voida et al’s paper in this volume). Yet one can foresee a number
of ways in which digital files could recover some of these advantages of the physical
form.

First, there could be much better support for the presentation of self through
one’s online collection. One could easily display a pictorial representation of one’s
music collection online on a website. While hardly as attractive as the physical
presentation of a wall of CDs, it would support identity presentation through
collections of digital files at a distance. Digital files could also provide much more
in the terms of extra information about albums purchased. One could imagine extra
content contained along with an album’s downloaed files which can be broswed on
an iPod while listening to that content. Band photos, articles and the like could then
be read while listening to that music.

Lastly, and most radical of all we could forsee an attempt to recombine the
physical form with digital media. One concept for this we have developed is the
‘music book’ — this takes the form of small CD sized books. Each book represents
one album, yet, rather than storing the music itself, the book is designed to connect
with an online copy of the music. Music books contain a small RF tag that acts as a
unique identifier. The book itself contains information and articles on the artist and
album, much like an extended version of the sleevenotes that currently come with an
album. When the book is waved in front of a suitable player, the RF tag is read and
the music connected with the book is downloaded from the Internet and played. In
this way, the Music Book can be used just as a conventional record or CD would
have been, giving a tangible and substantial representation of the music.

However since the music is stored centrally, what is played can be of near
unlimited duration and can be accessed from any device connected to the Internet.
This means that any Internet connected player — either portable or home-based — can
access the music without having to be physically close to the Music Book. This
combines the advantages of the physical and virtual. Music Books can be collected
and displayed just as conventional CDs are. This supports the all important sense of
ownership and collection which was discussed above. Searching for a piece of music
can be done by physically looking through the collection of Music Books, rather
than having to choose a album on a computer interface. Music Books can also be
lent or borrowed. Music Books therefore combine the advantages of both the
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physical and the digital music distribution worlds. With this system, users can
choose to buy music digitally online. If the music is bought online, the music (or the
rights to access the music) can be downloaded to their player. This gives them the
ability to instantly listen to the music on their digital player as soon as it is
purchased. Soon after this, the corresponding Music Book is sent to them using the
conventional post. The music tag on the book links to the digital music content. The
individual therefore has instant gratification in that they can listen to the music
digitally as soon as they buy it, but they also have the corresponding advantages of
the physical artefact. Music can also be sold through existing retail outlets, even
though all the actual music is distributed electronically.

5.3 Friendship and Community

A major part of this popularity of online music sharing is the ability to browse
through media, sampling different types of music. This suggests entertainment
media as a powerful “hook” for Internet communities more generally. The results
above show that while conventional music sharing occurs with friends in social
environments, with online sharing much of this sociality is stripped away. Certainly,
sharing music online with current technology is an activity that is very ‘lean’ and
involves little communication . These findings imply that online music applications
could better support communication with friends around their music collections.
Further, as discussed above, music taste is also part of an individual’s identity. This
means that those with similar tastes in music may have other aspects of their identity
in common. If we meet someone who shares a particularly eclectic music taste then
there is at least the potential of a bond of friendship. At the very least, there is a
common conversation topic. This suggests that online music applications could
exploit this to support community and the generation of new friendship around
music.

Some of the connection between identity and ownership has been discussed in
work on collaborative filtering systems, specifically systems which support filtering
for individuals with particular expertise, such as “Who Knows” and “Expertise
Recommender” (Mcdonald and Ackerman, 2000, Streeter and Lochbaum, 1988).
However, looking at the example of music emphasises a connection between
identity and collecting behaviour which has been previously neglected. This
suggests that for some collections there is a special connection between the owner
and the collection — since the collection has been selected in part to represent that
person. In this case it is music, however other examples are collections of movies,
art, books or academic papers. These collections could prove to be especially
valuable for identifying individuals.

A second invention we are investigating looks specifically at the differences in
music sharing online and in conventional media, in particular the amount of
socialising that takes place around music sharing. As we discussed above, music is
an application that is particularly suited to linking with creating friendship or
community bonds, since in the physical world it is strongly linked with social
activities. A similar observation comes from the collaborative filtering of friends’
music tastes for each other. This suggests that the music collections of friends, and
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those with similar music tastes, would be a useful resource for discovering new
music. With conventional music media, the enthusiasts we interviewed would look
through friends” music collections to discover new music and experiment with
music that they would want to listen to. Therefore there may be value in browsing
through other’s on-line music collections as a way of exploring music.

These observations led us to develop an application called “the Music Buddy” to
help support discovering new music, and making friends through music. In
designing the Music Buddy, our aim was to design an application that would
combine some of the advantages of physical music sharing with those of Internet
music sharing. This system starts by uploading a list of a user’s music collection
onto a centralised server. This is done by an application running on the user’s
machine which collects a list of MP3 files using MP3 format ID3 tags which list
album, artist and song. This list is then sent to the centralised server which records
which users have which songs. The server then supports the browsing of this and
others’ music collections using a normal Internet browser. To start, the system
displays lists of songs by user. By clicking on a song, album or artist, a list of other
users who also have that music is then listed. In turn, these related collections can be
browsed. Importantly, this design does not enable copying music or infringing
copyright. Instead, it only provides the names of individual tracks which are held on
the server. The system then offers links to on-line music retailers to listen to legal
samples of the music. In this way, users can explore new albums with the
convenience of having an immediate link to a retailer if they should wish to
purchase new music.

This “music browsing” functionality is an attempt to address some of the
frustrations our interviewees expressed with finding out about new music. Different
music collections act as a form of collaborative filter, in that one can browse through
different music tastes in a structured way. Existing collaborative filtering systems
(such as the Firefly and RINGO systems) work by a user specifying a set number of
items which they like (Shardanand and Maes, 1995). With the Music Buddy,
however, a user’s music taste is automatically uploaded in the form of a list of the
MP3 files they already have on their machine. This provides a more reliable and less
troublesome way of getting at different users’ tastes in music. Once a user’s music
taste is in the system, the system can then use techniques for matching the user with
other users to suggest music that they might like.

While the current version of the music buddy works on a stored collection,
aspects of its design could easily be integrated into online music purchasing
websites, since these websites contain a record of all the music purchased by
particular users. In part, this extends the functionality in the iTunes music store for
sharing ‘iMixes’ — playlists which users can form and offer to others as selections of
songs. Taking this further to support both music stored locally, and more extensive
discussion forums could prove to be a valuable social ‘hub’ in the way that Amazon
reviews have brought business to that website.

54 Purchasing Music Online

In closing our discussion some observations can be drawn concerning the recent



Consuming Music Together 53

popularity of legally purchasing online music. While the advent of the iTunes music
store happened after we had conducted the interviews for this chapter the comments
of our interviees are suggestive of why iTunes may have succeeded where others
failed, as well as for the future development of these services.

A number of our interviewes complained about the lack of honesty associated
with copied music — as one of our interviewees memorably commented, copied
music ‘is a bit scab’. The association for many is that copied music is in bad faith,
that it neither helps the artist nor is it completely commensurate with being a ‘good
person’. This is not to say that this stopped our interviewees from having copied
music — everyone we interviewed had some copied music, rather that these feelings
could motivate the purchase of online music, despite its disadvantages when
compared to physically purchased music. Buying music online, then, can be seen as
a sign of honesty — but also of being properly ‘into’ the music. A collection of
purchased online music is superior to a collection of copied music, even if those
files have less technical capabilities due to digital rights management.

This suggests a disadvantage with subscription services such as Napster which
offer an ‘all you can download’ model of music access, but only so long as a
subscription is paid (a rental music model). These services do not present a clear
model of ‘owning’ music, removing much of the motivation of buying music in the
first place. Why ‘rent’ music through a subscription service when one can
download it from the Internet (albet illegally). Yet ‘purchasing’ music is part of
rightfully owning some music and building allegance to a band. Purchasing online
supports these feelings in ways that renting does not.

It should be added that there are also a range of prosaic reasons why purchasing
music online is increasing in popularity. Legal challenges by the music industry,
where they have ‘sued their customers’, have obviously put some users off
downloading music online from peer-to-peer services. The usability of most current
peer-to-peer applications is below that of Napster — not only in their interface and
reliability but also in the number of fake downloads which are not what they are
described as, spyware integrated into the applications or a general association
between peer-to-peer downloading and computer viruses. These factors, combined
with iTunes’ exellent ease of use, encourage online purchases for many users.

Yet for some music enthusiasts the ability to find whatever music they want
online, for free although illegally, will mean that they will seldom purchase music so
long as peer-to-peer services exist. It could be that as with home taping this group
will remain a minority which can be safely ignored by the music industry, as the
majority of music consumers find it safer and more comforting to buy their music,
either online or from stores.

6. Conclusion

In this paper we discussed a study of music sharing in both physical and Internet
forms, drawing implications for design. Using empirical data collected with
interviews with 36 music enthusiasts we explored consumers’ music sharing
practice. While the group that we studied in this paper — music enthusiasts — is
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relatively small, it is worth emphasising again that this type of consumer makes the
majority of music purchases.

This discussion took two parts. First, the paper discussed conventional music
practices. This was a practice very much tied up with existing social processes, such
as socialising with friends. In particular, friends were important for finding out
about new music through recommendations and searching through friends’
collections. In this way, friends act as a form of collaborative filtering for new
music. Moving on to the use of online sharing services we commented on the
differences between copying music physically and over the Internet.

As a final comment it is worth pointing out that iPods and digital music files are
not the end point of the development of music technology. Just as formats are
superceeded by more convient newer formats, so it is likely that these devices and
formats will be superceeeded by newer technology. One possibility is the use of
wireless networks to stream whatever music one desires from a central point.
Alternatively, portable storage may become sufficent to store all the music ever
recorded with ease. While these are beyond current technology they would in turn
herald changes as with the move from physical to new music media. Music usage
will thus continue to be a co-existance between the new and the old, rather than
simply the replacement of old technology with the new technology.
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Chapter 4

SOCIAL PRACTICES AROUND ITUNES*

Amy Voida, Rebecca E. Grinter and Nicholas Ducheneaut

1. Introduction

Music sharing technologies appear to exist tenuously between the possibilities
supported by technical innovation (e.g., peer-to-peer discovery protocols) and the
constraints of political, legal, and ethical considerations. These political, legal, and
ethical considerations — digital rights management laws, in particular — have
catalyzed much of the recent changes in music sharing technologies and have led to
an almost exclusive research focus on those issues (e.g., Bowrey & Rimmer, 2002;
Kasaras, 2002; Lam & Tan, 2001).

There is, however, a gap in the research that is available to inform current music
sharing technologies — a lack of understanding about users’ actual practices
surrounding music sharing (a notable exception to this is Brown, Sellen &
Geelhoed’s comparison of music sharing offline with online music sharing via
Napster (2001)).

Apple Computer’s iTunes" digital music jukebox software has been one of the
few music sharing technologies that has successfully walked this apparent fine line
between taking advantage of certain technical innovations and conforming to the
constraints of political, legal, and ethical considerations. A study of iTunes music
sharing practices enables the research community to better understand the moving
target of music sharing technologies and practices and the implications of the
positioning of music sharing technologies between technical innovation and
political, legal, and ethical considerations.

' http://www.apple.com/itunes

* This work is based on an earlier work: Listening in: Practices surrounding iTunes music
sharing, in Proceedings of the SIGCHI conference on human factors in computing systems,
© ACM, 2005.
http://doi.acm.org/10.1145/1054972.1054999
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In this chapter, we report findings from an interview-based study of the day-
to-day practices surrounding iTunes music sharing among employees of one
corporation. We describe a variety of iTunes music sharing practices and examine
their relationship to the technologies of iTunes — the interface and discovery
protocol. Prior to this study, what was known about iTunes music sharing came
from media reports that largely focused on use in the college setting (Kahney, 2003).
These reports placed their emphasis on a single social effect of iTunes usage, a type
of musical voyeurism, termed “playlistism,” that had been hyped in college
newspapers (Aubrey, 2003).

The ability to see and subsequently judge others’ playlists arose when Apple
released a version of iTunes that supported the sharing of music collections on the
same subnetwork via the Rendezvous (also known as OpenTalk or ZeroConf'?)
discovery protocol. Suddenly, individuals could listen to and examine not just their
own music collection but those of anyone on the same subnetwork.

This change, from iTunes as a single-user jukebox application to a tool for music
sharing, clearly brings with it the potential for social effects that have not yet been
studied. What are the everyday practices involved in iTunes music sharing? Are
iTunes users really casting musical judgments upon other iTunes users? In what
ways does the design of iTunes impact how the impressions of others are being
constructed? What additional kinds of work are created to ensure that the
impressions others are constructing are desirable ones? What are the implications of
a technology whose social structures are predicated on solely technical network
structures? How does the discovery protocol and dynamic nature of the system
impact user experience? How do users make sense of the comings and goings of
users and their music libraries? These were some of the questions we set out to
answer in our study.

In the remainder of this chapter, we provide a brief orientation to the iTunes
application and an overview of technology and music sharing, including a
discussion of related work and a design space for music sharing technologies. We
then present the results of our study. These results cover a range of topics including
the adoption of iTunes; the impression management involved in iTunes music
sharing and the impressions that are created; how users make sense of the dynamic
system; experiences of rediscovery; implications of the overlaid technical, musical,
and corporate topologies; and how iTunes is appropriated in different contexts to
create different soundscapes. We interleave design implications throughout these
results. Finally, we relate our results to broader themes of the music sharing design
space, of iTunes as an online community, and of the positioning of music sharing
technologies between technical innovation and political, legal, and ethical
considerations.

2 http://www.zeroconf.org
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2. iTunes

iTunes is a “digital jukebox” for organizing, sharing, and listening to music on
both the Macintosh and PC platforms (Figure 4-1). Each music file can be tagged
with a name, artist, album, genre, and rating. These tags can then be used to sort
libraries or portions thereof. In addition, genre, artist and album tags can be used as
filters on a library, filtering out all but the “film score” genre, for example. A user
can also search within music libraries.
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Figure 4-1. iTunes

Any sort, search, or filter operation will result in a transient music playlist. Users
have two options for creating persistent playlists within their library. First, they can
simply drag selected songs into a playlist. Second, they can create a “smart” playlist
by defining a set of rules over the library, such as “include only unplayed music.”
iTunes generates several default playlists, including “My Top Rated” and “Top 25
Most Played.”

Using Rendezvous, iTunes users can share their music in two ways — either by
sharing their entire library or by specifying which playlists to share. Rendezvous, a
zero-configuration networking protocol, supports publishing (the act of sharing) and
discovery (the act of finding) across a subnetwork. A subnetwork (colloquially
known as a subnet) is a small division of a computer network, created a priori by an
administrator, that reduces the volume of network traffic by allowing machines on
the same subnet to bypass routers and communicate directly with each other. Users
see others’ shared music automatically; they do not have to take any explicit
network connection actions.
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In contrast to previous online music sharing technologies, iTunes music sharing
does not support copying music over the Internet. In iTunes, music files reside only
on their host machine and, when shared, are streamed to another user’s computer.
One side effect of this mechanism for sharing is that when a music sharing host
shuts down iTunes, her music is no longer available to anyone who might be
listening.

Other features of iTunes that are not directly relevant to this study include the
ability to rip and burn CDs to and from one’s own library, access to Internet radio
stations, and an online iTunes music store.

3. Music Sharing & Technology

The history of the relationship between music sharing and technology goes back
to at least 1963 when Philips introduced the cassette tape (Lubar, 1993). Music
sharing was carried out via mixtapes (or party tapes, as they were originally known)
(Reid, Calloway, Dukes, Byrne, Parry & Waller, 2003). The use of mixtapes thrived
in certain musical subcultures, such as the hip hop subculture, in which many of the
best records were “not legally available” (Frith, 1986). In these subcultures,
mixtapes helped individuals develop a collective sense of identity based on shared
musical interests (Ebare, 2004; Hebdige, 1990).

In both musically-oriented subcultures and among other individuals, mixtapes
provided a means of establishing and maintaining social bonds with other people.
For example, dating has long been facilitated by the ever-popular romantic mixtape —
a carefully crafted collection of songs given to a person as a sign of an existing or
desired relationship. While the underlying technology may have changed to CD-Rs,
the social practice of gift-giving that surrounds mixtapes and the intent of that
exchange to forge a closer bond through shared music has remained the same.

In contrast, the first wave of peer-to-peer file sharing technologies (e.g., Napster
(Brown et al., 2001), Gnutella (Adar & Huberman, 2000), and KaZaA (Good &
Krekelberg, 2003)) brought with them very different music sharing practices.
Collectively, these systems provided access to huge quantities of music. Because of
the massive volume of content available, users were bound to find almost anything
they looked for. Theoretically then, these systems made it possible for individuals
with divergent musical interests to share files with each other. In practice, however,
one could only find a song through an explicit search. It was impossible to browse
through another user’s library without first conducting a search for the name of a
specific song in that library. Searches, then, were more likely to lead a user to music
libraries with shared or overlapping musical interests than they were to lead a user to
a library with completely divergent musical taste.

These large-scale, peer-to-peer applications also tended to anonymize music
sharing interactions (Brown et al., 2001), making “the human” in the system
secondary to the explicit search for a specific music file. Even after locating a
desired file, the music sharer was often relegated to being the signifier of a desirable
or undesirable bandwidth for serving songs over the Internet. In addition, while
some of these peer-to-peer systems had built-in chat functionality, we know of no
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accounts of this functionality being used. Some systems (e.g., Napster) separated
chat from song download in its interface, making it difficult to talk while getting
music and further decreasing the potential for sociality.

In this first wave of peer-to-peer file sharing, then, not only were the interactions
anonymous, they also acted as filters, filtering out those users with no overlap in
shared musical interest or knowledge. Perhaps, in part, as a consequence of this lack
of strong social connection, some researchers interested in peer-to-peer file sharing
focused more on what were perceived to be crises in collective action (Adar &
Huberman, 2000). Other researchers responded, instead, to broad concerns about
economic and legal consequences of peer-to-peer music sharing (Bowrey &
Rimmer, 2002; Kasaras, 2002; Lam & Tan, 2001).

The difference between the strong social bonds among individuals sharing music
via mixtapes and the relatively anonymous experience of online music retrieval
mirrors the findings of Brown et al. (2001). Indeed, they argue that much of the
sociality has been stripped away in massive-scale online music sharing and, as a
result, propose that technologies be designed to support the sociability that exists in
face-to-face music sharing. As a new type of technical artifact, we were interested in
seeing whether the specific features of iTunes supported sociability better than the
massive-scale online music sharing systems.

iTunes populates novel territory in the music sharing design space (Figure 4-2).
First, by making people, not music, the first class objects in the system, iTunes does
not favor shared musical interests over divergent ones; this potential to support
music sharing among individuals with divergent musical interests sets iTunes apart.
Second, since discovery is restricted to a subnet, it occasions music sharing among
people who may be quite intimate all the way to people who may never have met.
Yet, music sharing interactions over iTunes will never be as anonymous as the
massive-scale, peer-to-peer systems because the scale is smaller, the human aspect
of the system is foregrounded, and perhaps most importantly, because each group of
users has IP addresses on the same subnet, each group will share something in
common, be it working for the same company, living in the same dormitory, or
frequenting the same coffee house.

Divergent
Musical
Interests
iTunes
Napster,
Gnutella,
Shared £ KaZaA...
Musical Miages
Interests
Intimacy Anonymity

Figure 4-2. Design space of music sharing technologies
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4. Method

We conducted 13 semi-structured interviews of iTunes users. The interviews
lasted approximately 45 minutes each and were held in the participants’ offices. To
the extent possible, the interviews focused on specific examples of social aspects of
iTunes use. For example, we asked participants to tell us about the last time they
discovered a new music library in iTunes. The 13 participants were all employees of
a mid-sized (~175 employees) corporation. Ten of the participants were researchers
in various technical disciplines; three of the participants were administrative support
staff.

The network topology of this company consisted of four wired subnets. Three of
the subnets were defined by the physical layout of the building — floor 1, floor 2, and
floor 3. The fourth subnet was used by the members of a department within that
corporation. Theoretically, then, our participants belonged to four different groups
of iTunes users; participants were able to view and share the music only of those
members of their subnet group. In reality, we interviewed between two and eight
members of each of three subnet groups, ranging in size from 3 to 12 known
members. One last participant did not share his music library; if he had tried, he
would have belonged to the third floor subnet group which had no other members
(Table 4-1).

Table 4-1. Participants’ subnet distribution

Subnet Number of Number of sharing iTunes
participants users
Floor 1 2 (P1-P2) 3
Floor 2 2 (P3-P4) 7
Floor 3 1 (P5) 0
Dept. A 8 (P6-P13) 12
S. Results & Design Implications
5.1 Adoption, Critical Mass & Privacy

Twelve of the thirteen participants in this study shared their music via iTunes.
Those who used iTunes as a personal music library prior to the version release that
enabled sharing upgraded their versions of iTunes and started sharing immediately.
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The rest enabled sharing as soon as they started using iTunes; sharing, as it was
seen, was part of the “ethos” of the application:

“...the fact that you can then see immediately that other people are sharing their
music then sort of implicitly makes the whole ethos be that you ought to share.”(P12) "3

Only one participant did not share his music via iTunes. Sharing, he felt, was
something that students, not co-workers, would do. Although he was incorrect at the
organizational level, it was interesting to note that his machine was connected to the
only subnet in which no one else shared their music, so his intuition was correct for
the co-workers nearest him.

5.1.1  Design Implications: Jumpstarting Network Effects

The visible foregrounding of others’ shared music libraries in the interface
seemed to encourage people to share their own music collections. The challenge,
then, would seem to be to get the first person to share their music. In our data, we
noted at least one pair of users who initiated iTunes sharing on their subnet by
making a commitment to share their music with each other. The number of
individuals sharing on their subnet grew from that initial two. For iTunes, unlike
many collaborative applications, the critical mass required to fuel adoption may be
as small as one or two users willing to share their music.

Another sharing design decision also played an important role in iTunes
adoption. By default, one’s own music sharing is turned off; users must explicitly
turn it on. One participant (P9) reported that if his music had been automatically
shared, he would have strongly resented it and turned it off. Giving users control
over whether they share their music from the start respected users’ privacy concerns
in sharing.

5.2 Impression Management & Access Control

By turning iTunes’ music sharing on, people made their music libraries available
to others on their subnet. This act also brought with it varying amounts of additional
work — the work of determining what identity to portray through one’s own music
library, something sociologist Erving Goffman termed “impression management”
(Goffman, 1959, 1967) .

The most intentional account of impression management came from a participant
who already had a small iTunes library when the version of iTunes with sharing
functionality was released:

3 All identifying information, including names of participants and their music libraries,
department names, and, where necessary, artists and genres of music have been changed to
preserve anonymity.
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“I just went through it and said, “Eh, I wonder what kind of image this is, you know,
giving me,” right? I just went through it to see if there was not like stuff that would be
like, I don’t know, annoying; that I would not like people to know that I had.” (P11)

For this participant, music sharing led to the additional work of ripping more
CDs to create a more “balanced” portrayal of himself:

“When the sharing happened...I had not ripped everything from my CD collection...It
was fairly heavily skewed toward the classical and soundtrack part of my
collection...the order in which 1'd popped the CDs in. And I remember thinking about
this and was like, “Gee, that’s not very cool....” So when we started sharing, I started
re-ripping things, adding stuff to my collection...I added more to kind of rebalance it
and cover a wider breadth of genres that I had in my collection.” (P11)

Another participant had not given the contents of his music library the same
degree of scrutiny. With respect to constructing an identity, the contents of his
library were complicated by the fact that he occasionally purchased music online for
his wife. These songs were by artists that he did not listen to or like, and he was
disturbed by the impression that these songs could give others:

“I mean if people are looking at my playlist to get a picture of the kind of music I like
and don’t like, you know. Or to get a little insight into what I'm about, it’d be kind of
inaccurate ‘cuz there’s, you know, there’s Justin Timberlake and there’s another
couple of artists on here that...Michael McDonald, you know. Some of this stuff’ I
would not, you know, want to be like kind of associated with it....I guess part of it is it
wouldn’t be bad if, you know, people thought I was kind of hip and current with my
music instead of like an old fuddy duddy with music. 1 mean I sort of like to
experiment a little bit with stuff. 1 mean I'm not like totally wild but I like to
experiment with, you know, some newer stuff. So I guess it would be okay if people
thought that I had good taste. It wouldn’t be so good if they said, “God! He likes
Justin Timberlake? That sucks!”(P1)

Expertise played an interesting and differentiating role in the ways that our
participants crafted their identities. Some of the participants felt their libraries
should foreground the kind of music in which they had expertise — creating a
definitive repository of Jimmy Buffett music, for example. Another participant used
his own national identity to give his library...

“...a particular focus on all of the German bands actually that I have, because...if 1
have something to offer on the network, 1'd like to be able to give, you know, albums
and artists that other people don’t have.” (P11)

However, expertise not only caused users to augment and foreground music in a
library, it also caused users to hide and not share music in their library. These
participants described their expertise as being in an area they felt that, at best, others
would not “relate to” and, at worst, would be a “horrible experience”:

“I have a lot of Hindi music that is stuff that I listen and I don’t expect other people to
relate to. So that is not there.” (P4)
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1 don’t want to bother sharing all of my stupid band clips ‘cuz that would probably be
a pretty horrible experience.” (P12)

Sometimes it was not sufficient for users to craft a static identity. As more and
more co-workers joined the iTunes community, sometimes the identities were
actively managed. Most notable were the changes that one participant attributed to
the arrival of some managers to the community:

“Some people have expressed some concerns especially when the managers started
sharing, started browsing other people’s collections, about being exposed to other
people and like the contents of their playlists, like how much they like Abba or
whatever...I’'m trying to remember if [employee] changed her name when [manager]
showed up.” (P12)

The name change referred to by P12 is supported by the ability within iTunes to
label one’s collection. By default, when a user turns sharing on, the name given is
“[OS user name]’s music,” but this name can be changed. Making the name of a
music library more appropriate for a manager to see was one factor in naming a
music library. Other names referred to the hobbies or interests of the library’s owner
while others commented on the contents of the library.

5.2.1  Design Implications: Supporting Users’ Ability to Manage the
Presentation of Self

Participants utilized several of iTunes’ mechanisms for managing identity. First,
people changed the name of their music library in response to the audience of
potential music listeners. Second, iTunes allowed users either to share their entire
library or to specify which playlists to share. People who wanted to remove certain
types of music used playlists as a means of controlling what was shared.

Based on our findings, particularly regarding the role of expertise, we believe
other types of sharing control (including share by genre, country of origin, album
and artist) would have been well received. Further, as libraries get large, managing
the sharing becomes complicated, so offering users the choice to make new music
part of the shared collection at the time it enters the system may also help.

Several of our participants reported problems with their workplace iTunes music
libraries resulting from additionally using iTunes at home. One participant (P1) had
music in his library that he had downloaded at work only to take home for his wife.
Another participant (P2) had to construct a completely separate music library for
work because his music library at home contained so much of his son’s music. The
overloading of multiple identities in a single library raises other design questions
and suggests that providing some mechanism for sharing based on “which user you
are” would be of value.

More generally, the length to which people managed their shared music
highlights the relationship between identity and access control. Today, many access
control solutions are designed by security engineers with secure systems in mind.
But this study suggests that access control is more complex than simply restricting
who can see what. Access control is a tool through which users manage others’
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impressions of them. It is a technology that has been appropriated to support the
careful crafting of identity.

5.3 Creating Musical Impressions of Co-workers

For the potential listening audience, these carefully crafted views into others’
music libraries constituted “little windows into what they are about” (P1). In some
cases, participants would browse through the list of genres represented in others’
libraries to come to the conclusion that someone is “eclectic” or “easy because he
has only one genre” (P11). One participant (P1) drew his impressions not so much
from the musical content of others’ libraries as from characteristics of the custom
playlists that some users generated from their content.

However, the ability to determine whose collection was whose was made more
difficult by some of the features people used to manage their identity. For example,
the ability to customize the name of a music library confused potential listeners:

“People can give names to their collections that are not necessarily obvious. So the

first few times that SmallieBiggs here appeared on my list, I was really curious who
the heck is SmallieBiggs?...So the first time SmallieBiggs appeared on my collection,
I spent, I don’t know, maybe fifteen to twenty minutes navigating the collection, and
thinking who at [this company] in [this department] could possibly be listening to this
particular music collection. So that was, you know, enjoyable detective work.” (P11)

Although P11 enjoyed guessing whose collection it was, others found the
ambiguity more frustrating. In addition to being confused by the name, users were
also puzzled by the intent behind obscuring the owner’s name:

“I wish I could find out who these people are. That’s one thing that would be cool.
1 mean its kind of a small group. There’s only like five or six things shared here. But
like I have no idea who SmallieBiggs is. And I don’t know maybe it’s because they
don’t want me to know or because they think it’s more fun to have like an interesting
name or what.” (P10)

Many people could make educated guesses about some of the anonymous
collections by examining the music itself. Some people figured out whose
collection was whose by asking colleagues. Most participants felt certain they knew
who owned most of the music libraries. Often, if there were libraries that a user had
not mapped to an individual, it was a library that user rarely, if ever, listened to; not
knowing whose library it was, in this case, did not seem to concern our participants.

Beyond providing simultaneous customizability and ambiguity in naming music
libraries, the iTunes interface was perceived as more directly affecting the
impressions that were created. For example, when a person clicked on another
person’s library, the interface displayed each file (usually this equated to one track
of a CD) in the entire library in ascending alphabetical order by artist name:
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“[That] people’s impressions of what your collection is are probably very heavily
influenced by the things that happened to be the first thing in sort order is sort of a
weird thing...If Pete' was here...one of the first things that comes up for him...so I
think 10,000 Maniacs is in there and then the second thing I think is he listens to this
Jewish humour rap group called 2 Live Jews...If you didn’t scroll down that would be
like your whole impression of [him].” (P12)

Another source for judging other’s musical libraries came from an individual’s
own tastes and expertise. By browsing through their music libraries, one participant
was hoping to learn something surprising about his co-workers. In the end, he found
he didn’t know enough about the types of music to which others listened to know if
he even should have been surprised: “I don’t really know the first thing about music;
it’s either classical or not” (P7). This same lack of distinguishability was articulated
by another participant, also a classical-only listener. “Their collections are pretty
much the same as each other’s, so you don’t need more than one of them” (P13).

These two classical-only participants were better able to distinguish the
distinctions and articulate their impressions of each others’ music:

“He’s got quite an eclectic taste and for me, like, I can try out, especially from more
difficult, you know, more modern...music.” (P13)

To contrast, the user that is being referred to in the quote above as being
“eclectic” is the same user that another participant had decided was “easy because
he has only one genre”.” (P11)

Despite the close examination of others’ libraries, participants seldom felt that
these musical impressions significantly changed their view of a co-worker. Rather,
they felt it mostly “serves to reinforce impressions I've already got” (P12).
Occasionally, however, a participant admitted that knowledge of others’ musical
tastes impacted his opinion of them: “[P6] I have learned is a big fan of whatever
current pop is which I suppose to some degree lowers my estimation of him but not
by too much” (P12).

The more significant and longer-lasting impact of these musical impressions
seems to be the binary judgment that frequently gets made:

“So when there is someone new, I spend a fair amount of time listening to what they
have and then...binary process, either I just decide well there is nothing in there for
me or I really like it and will come back to it.” (P11)

In other words, the first examination of another person’s library seems to have a
strong influence on whether the visitor will ever return to that library.

' pseudonym for an iTunes user who was not a participant in this study.
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5.3.1  Design Implications: Scaffolding Impression Creation

iTunes’ interface plays a critical role in terms of allowing an audience to
examine and judge a collection, thereby creating an impression of a co-worker. The
name customization feature presents a design trade-off between allowing collection
owners to enhance or hide their identities at the cost of ambiguity and of potentially
frustrating listeners.

The design decision to present another user’s library as an ascending
alphabetical list requires users to do the work of scrolling down through potentially
enormous collections to see the entire contents'’. These same users, however, are
likely to make a binary decision about the value of the library based on what they do
see, whether they scroll through the entire collection or not. Alternate visualizations
designed to help novices and experts (of each library and the genres of its musical
contents) navigate their way through the contents would seem valuable.

Finally, while people make significant judgment calls up front about whether
they will ever revisit a library, almost all the participants continued to add new
music to their own libraries. iTunes did not provide any mechanism to signal that
new music had been added to an individual’s collection. In our data, we noted
several cases of participants working outside of iTunes (in person or via email) to
alert others to the presence of new music in their collections.

We think that in addition to encouraging people to reexamine libraries that they
previously had no interest in, foregrounding new music would also attract people
who liked some of the music in another person’s library and wanted to see whether
they would also like the new additions.

54 Making Sense of a Dynamic System

Although the potential dynamism created by a person adding new songs to their
library largely went unnoticed, other types of dynamic events were more visible. In
particular, the arrival of new collections on the network and the coming and going of
people’s libraries were very visible.

We were surprised by the excitement generated by the arrival of a new person
and their music collection on the network. More than one participant described the
presence of a new collection as an event:

“...all of a sudden thirty gigs more music appeared on the network. That was a
notable event.” (P12)

“Someone’s collection shows up for the first time...you wonder, you know, what their
musical taste is and you want to find out, you go through it, you want to know whether
there’s going to be some cool music that you can listen to that you don’t currently

'3 Although iTunes provides another view that allows people to filter or browse by genre,
artist, and album, it requires activation by pressing a browse icon, a feature which few
participants had discovered.
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have in your own collection or through the other people that you already
know....That’s a good event if somebody shows up.” (P6)

It was the arrival of these new collections that triggered the first and deepest
exploration of the library by many other participants.

The more routine coming and going of music collections was not as notable an
event, but people did notice. Indeed, some participants were highly attuned to this
dynamic system, noting when music libraries disappeared and responding
accordingly. Two of our participants had adjacent offices. During one interview, the
first participant noticed that the second participant’s music library had disappeared:
“Oh, [P2] just rebooted his machine. His music went away. [Shouting through the
wall at P2, next door]. [P2] what happened? Did your machine crash?” (P1).

For some participants, the dynamic nature of the iTunes virtual world mapped
conveniently on to the dynamic nature of the physical world; iTunes became an
explicit mechanism for awareness:

“The interesting thing is that so this list is dynamic, so by definition if I see those
people it means that they are online and here, which is kind of interesting because for
some people it actually sort of doubles the functionality of IM. There are some people
here that I don’t have on my IM list that I have in the iTunes so I don’t have [P6] on
IM but if  want to talk to him today I know he’s here so that’s kind of nice.” (P11)

For other participants, the mapping was more complex. Another participant had
figured out that some music libraries were shared from laptops and some music
libraries were shared from desktops. As such, if a desktop user’s library were still
available, it was possible that user was not actually present but had, instead, left his
iTunes application running:

“[P9] and Pete have the stuff loaded onto their desktops and so their things are
always here at work....Everything else disappears....Everybody else has it on their
laptop, as do 1.” (P12)

The coming and going of some members of the iTunes subnet groups also
foregrounded asymmetry in the awareness information provided. Assuming one had
mapped an iTunes library to its owner, as most of our participants had, one knew
whose music one was listening to. The music provider, on the other hand, was not
aware of who was listening to her music. When a music provider shut down iTunes,
her music was no longer available to anyone who might be listening. For the
listener, the music stopped abruptly and without warning. The provider was
informed that someone was connected to her library, but it was unclear (a) whether
someone had merely downloaded information about the contents of the library or
was actively listening to the music and (b) who that user was.

One of our participants recounted a conversation with another participant about
what it felt like to disconnect someone’s music: “She was saying how she felt bad
disconnecting because she figured someone was listening” (P12). Because the
listeners likely knew who turned off the music on them, they knew who to hunt
down: “I know that every so often when I turn this off or reboot my machine, he
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comes by and says, ‘Hey, what’s happened?’” (P3). In contrast, the music provider
did not know who they might have inconvenienced:

“I notice that when I power down at night, there’s frequently somebody, you know. It
gives you that message that says, “Are you sure you want to turn off iTunes,
somebody is listening to your music?” That’s interesting; I wish I knew who it was...”
(P13)

One participant felt strongly that music within the subnet groups should be more
consistently accessible to members of that subnet group, particularly if someone had
just logged off of iTunes for the evening. He knew that their music was still on their
machine and that their machine was still connected to the network and the music
should, therefore, be available. This participant had considered using a utility like
getTunes'® to exploit iTunes music streaming and to copy the music he wanted
access to in the off hours.

Another sense of the loss of music on a larger scale occurred on two separate
occasions when two iTunes users left the company. In one case, a participant noted
disappointment; he had been in the middle of a process of discovering enjoyable
new music from one ex-employee’s library. In the other case, a backup CD that
included the ex-employee’s music files was discovered as his old office was
cleaned. That music was illegally added into the music library of a participant,
giving the second ex-employee something of a ghost presence on iTunes.

5.4.1  Design Implications: Designing for Comings and Goings

One difficulty with the dynamism inherent in iTunes was the asymmetry
associated with closing a connection. Users disconnecting did not know whose
music they might be shutting off. The discomfort that people felt after having cut
someone off without the ability to warn them or to apologize suggests that listening
to music might be like having a conversation; appropriate closure is needed.
Facilitating closure in iTunes could happen in a variety of ways — more explicitly by
providing a chat facility (although as with Napster, we are not sure whether this
would be used) or more indirectly by automatically increasing the size of the stream
buffer to allow the connected user to finish the song.

The dynamism of iTunes also foregrounded the loss of music when individuals
logged off of iTunes. Participants reported frustration with the inaccessibility of
music that they knew was still on a particular machine and still connected to the
network. One might consider making music available regardless of whether a user is
logged on or running the iTunes application by implementing music sharing as a
system-owned service, similar to the way in which many operating systems
implement FTP and Web services. Such a feature could also be useful for civic
sharers, those who shared music without ever using the application, themselves (see
discussion in the next section).

' http://sourceforge.net/projects/gettunes
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When a user shuts down her iTunes application or even permanently leaves the
company, as was the case with the two ex-employees, there was a “hole” left in the
music community. One could explore design techniques for leaving “traces” of
those missing playlists. These “traces” could be useful if one wanted to purchase
any of the music that was no longer available, supporting users who knew they had
liked some of the missing music but could not recall the specific album or artist. The
“traces” could also support users who had been in the middle of discovering new
music in the missing libraries.

55 Experiences of Rediscovery

Rendezvous, the technology underlying iTunes music sharing, is one of a class
of technologies referred to as discovery protocols. Every time an iTunes user logged
on to share his or her music, whether it was the first or the fifty-first time, the
discovery protocol found that music library and shared it — a new act of discovery.
Our participants, however, did not experience discovery with the same repetition or
at the same level of granularity. The first time a participant saw a new music library,
it was an event, an opportunity to discover what new music might be available and
what the musical tastes of a colleague might be. Subsequent times the discovery
protocol rediscovered a music library, it was a non-event and not experienced as
“rediscovery” by participants.

The experiences of rediscovery reported by our participants, although related to
the technical discovery of music sharing, did not correlate with technical
rediscovery. The theme of rediscovery in our data was a personal, often reminiscent
one:

“I found a couple just interesting music that...I remembered from you know my
teenage years.” (P6).

This participant had the personal experience of rediscovering music while the
discovery protocol had found and shared the music library with this participant for
only the first time.

Beyond sharing experiences of rediscovering music, our participants shared a
preoccupation with rediscovery, particularly in the context of increasingly large
music libraries. One participant would drag the scrollbar of his music list to a
random point to “find some stuff that I haven’t heard in a long time” (P10). To this
participant, it had a “serendipitous” aspect to it. Another participant had a “smart”
playlist...

“...that’s called “Not Heard” which is all of the songs in my collection that I have
not yet listened to on this machine. And so sometimes I run this and this way [
rediscover things that I have forgotten.” (P11)

5.5.1  Design Implications: Supporting Rediscovery

While no participant reported negative experiences related to forgetting about
music, there was certainly an acknowledgement if not a concern for the possibility.
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If participants were worried about the possibility of forgetting about music in their
own libraries, we could certainly hypothesize that as participants become
accustomed to other relatively stable music libraries on their subnet, they may also
become concerned about the possibility of forgetting about music in those libraries,
as well.

Several of iTunes’ features provided some support for rediscovery of music in
one’s own library; rediscovery of music across other users’ libraries was less well
supported. P11 appropriated smart playlists hoping to be able to rediscover his own
music. In iTunes, however, there is no mechanism for creating playlists of any kind
over the aggregated library of shared music. One might provide general tools such
as smart playlists that function across shared resources; such general tools might
then be appropriated for the rediscovery of other’s music.

Another feature of iTunes that seemed to support rediscovery of one’s own
music was the party shuffle feature. Party shuffle served as a kind of automated DJ
for one’s own music library, selecting a random “mix” of music to play based on the
contents of a user’s library or a specified playlist. Again, however, there is no
similar mechanism for shuffling that works for music in others’ libraries; if there
were it would be able to be appropriated to support rediscovery of music in those
other libraries.

5.6 Technical, Musical and Corporate Network Topologies

Throughout this study we found overlapping networks: technical subnetworks,
networks of individuals with shared musical interests, and corporate networks of
departmental divisions and employee hierarchies. The interplay among these three
types of networks created some interesting sharing patterns.

We found three strong dyadic pairings of “compatible” users who often shared
an interest in a type of music that was not widely available on the network. In one
pair, both users were interested in jazz music. While they often talked about music
with each other, they had resigned themselves to not being able to share music
because they were on different subnets.

In the case of another pair, both interested in classical music, the challenge of the
subnet was something more tractable to be overcome:

“You can only share [with] people in the same subnet and [ wasn't in the same subnet
as her. That was the reason why I had to have help. Finally someone figured out, oh
you're not on the same subnet. So I had to get my subnet changed.” (P7)

Once the subnet “problem” had been resolved, the manner in which these two
shared music was asymmetrical:

“He doesn’t have a real extensive collection here...actually he didn’t put stuff in his
that he knew I already had so he’s just kind of filling in some gaps.” (P13)
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In other words, P7, who had never used iTunes to listen to music, brought CDs
to work to rip so that P13 could listen to them.

In the case of the third dyad, we also noticed an unspoken asymmetry. This dyad
shared interests that were originally unrelated to music. They made a joint decision
to share their music libraries with one another in order to broaden their personal
musical horizons. And indeed, this was the outcome for one member of the dyad
who described listening to the other person’s music and learning about the genres
that his colleague enjoyed listening to. Although he assumed that his colleague was
doing the same, in our interviews we found this not to be the case. The lack of
awareness about who is listening one’s music allowed two people to believe quite
different things about the nature of their music sharing.

Another feature of the relationship between technical and corporate networks
also struck us over the course of this study. Although we can not draw any causal
conclusions, we thought it was interesting that the most populated iTunes subnet in
the corporation was the only subnet organized around department rather than
building floor.

Even for those on the most populated subnet, the potential for what resources lay
beyond that subnet proved irresistible. Most typically, this took the form of
questions and speculation. Several participants reported that they were happy to be
patient; they were confident that another member of the department, one commonly
known to be a tinkerer, would discover a hack that would allow them to share music
across the remainder of the company.

Another reason to want to see beyond the local subnet came from a member of
the administrative staff who found himself on a separate subnet from those whose
research he was tasked with supporting:

“We're always, in public relations, looking, you know, to sort of get to know the
researchers better and get to know little windows into what they are about....I don’t
know these people that well and I want to have conversation pieces.” (Pl)

5.6.1  Design Implications: Exploring Boundaries of Music Sharing

Discovery protocols vary in how they set the boundaries of what they can “see.”
Rendezvous happens to use subnets. The level of technical knowledge in this
corporation was significant enough that the subnet boundaries of iTunes’ discovery
protocol were generally transparent merely through the list of what music libraries
could be seen. Yet while the specifics of the technical boundaries may be clear to
those with sufficient technical knowledge, we posit that other users would require a
more transparent accounting of the technical boundaries of discovery within the
iTunes interface.

Alternately, boundaries defined by networks other than technical networks may
make more sense for many potential discovery technology users, especially in the
case where discovery must be limited. One that we would like to see further
explored is the organizational network.

The dyads we noted in the musical topology of this organization wielded a
unique sort of power, particularly if they did, on their own, constitute critical mass.
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It seems important, then, to support these dyads, particularly when the musical and
network topologies do not overlap. One might consider ways of allowing these
boundaries to have more flexible edges, perhaps by providing guest licenses for
music sharing groups.

5.7 Soundscapes & Contexts of Use

Our participants used iTunes to create soundscapes — the sum of all sounds in an
environment and the acoustic manifestation of place (Schafer, 1977). More than just
about anything, our participants liked the ease with which iTunes allowed them to
positively influence the acoustic environment of their offices, whether it was a
matter of being able to listen to their favorite music...

“I do like the idea of having my favourite music around all the time...and part of my
environment while I'm working. And I actually think that that probably does make me
a little bit easier to get along with.” (P3)

...or the ability to drown out loud meetings next door:

“Probably the main reason I started listening to it here was there’s some people
around who are really loud and I was having trouble concentrating with people...in
adjacent offices having meetings. I could hear everything they were saying and it was
very distracting.” (P13)

In our participants’ accounts of iTunes use, there were even more nuanced
connections between these intentionally crafted soundscapes and the context of use.
While we focused our study on the office environment, our participants revealed the
role that iTunes and these intentional soundscapes played in various working
contexts — a different soundscape for doing different kinds of work. Often,
participants mentioned activities such as writing needing music without words, often
classical or jazz:

“Because the kind of listening that I do while I work calls for a different kind of
music. I probably have most of my jazz albums on iTunes.” (P4)

“I actually find music with vocals distracting if I'm trying to either code or write. The
voices just like take up too much of that neural space in my head or something and [
can’t do anything else.” (P10)

Other types of work required the crafting of other soundscapes:

“The difference is really just something like I want something more energetic or
something calm and there are some things that I know...I guess when I need to think a
lot, when I have like a problem I am solving, I don’t want...techno music because it
sort of distracts and then I can’t think. But if I have to do sort of menial tasks, I need
to pull in something that I know how to do, so I won’t fall asleep you know at the
keyboard, I'll put on something more energetic.” (P6)
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The variation in work activities created variations in working context. These
different contexts called for particular soundscapes supported, in turn, by the iTunes
music libraries.

One participant pushed this notion of context even further. He had multiple
pieces of technology in his office — desktop computers, laptop computers, and an
iPod, each with copies of his iTunes library. He related how these different kinds of
technology have different affordances, resulting in their being used in different
contexts. Each context of use had a different soundscape and these different
soundscapes resulted in different ways of using iTunes:

“Usually the standard thing is I have this Classic Jazz playlist [on my desktop] and 1

just let it play all the time, 24 hours a day. It’s set so that the music is shuffled
automatically. It just randomly selects something from one of these songs and there’s
1016 songs on display down there which continuously play for about 3.3 days. And
when it reaches the end of that shuffled list, it just goes back and just plays jazz
continuously....I do tend to listen to different things on the different devices. Usually
on my iPod, for example, I'm often listening to Motown or various kinds of pop or
even rock from the 70s, 80s. And I'm usually using my iPod in some situation where
I'm not near a computer, when I'm out for a hike or something. So I think there’s
more active music for more active pastimes, perhaps. With this guy [a laptop], I don’t
tend to have a set playlist. I tend to much more frequently select an album and play
that album. Perhaps that’s because you tend to use a portable in shorter stretches of
time. It’s less of a static, fixed thing so you're doing things in spans of half an hour,
hour at a time.... This is a tablet PC. And it’s also got iTunes on it, but since I rarely
use it in a mode where I'm playing music. I'm usually using it in a meeting. I'll rarely
use the iTunes on it.”” (P3)

5.7.1  Design Implications: Sustaining Soundscapes Across Contexts

Our data about soundscapes and contexts of use is not explicitly about music
sharing. This may be because iTunes does yet extend the features that support
creating soundscapes across network boundaries — much in the same way
rediscovery was supported for the one’s own music library but not for the music
libraries of others. When creating soundscapes in their offices, the most critical
characteristic of soundscapes seemed to be their sustainability; our participants
looked for a large enough collection of music of a similar style that they could set to
play, enabling them to return to the task at hand without having to continually adjust
the music:

“Sometimes I just go down until I find a list that has enough stuff'in it and then I say
play.” (P6)

The most common technique for creating large enough collections of music to
create particular soundscapes was to create a playlist. Again, however, while
playlists could be created from the music in one’s own library, they could not be
created from the others’ music. We believe this feature would be a welcome
addition, enabling iTunes users to create even larger soundscape-specific playlists
from across the dynamic music collections of iTunes users.
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Many of our participants were able to specifically articulate the kinds of music
that they used to create particular soundscapes for particular work activities. The
cleanliness of the mappings articulated by our participants in interviews lead us to
believe that they could do the same with a simple rule-based interface in iTunes.
If iTunes were able to monitor the applications that were open or had focus on the
user’s machine, iTunes could raise the possibility of playing a particular playlist. If
P10, for example, changed from using a web browser (surfing the Internet) to his
development environment (coding), iTunes might raise the possibility of changing to
a playlist of music without words, perhaps one that P10 had previously indicated
would be appropriate in such a context.

P3’s account of his differing use of iTunes on different machines raises the
question of whether iTunes music sharing might be fundamentally different on
different devices. Other research is currently exploring the design space of mobile
music sharing (Bassoli, Moore & Agamanolis, 2004; Ostergren, 2004; Wiberg,
2004). For iTunes as an application, this account challenges an assumption about
what the iTunes libraries represent. The iTunes application assumes that it is the
master store of all of one person’s music. This assumption works well enough when
considered in relation to specialty hardware devices such as the iPod"’ or iPod
Shuffle'®, which download specified subsets of an iTunes library. This assumption
does not work as well when considered in relation to additional personal computers,
such as laptops. P10 had to run multiple versions of iTunes; on each version he
listened to different music. Here, the assumption that each iTunes application is the
master store of all of one person’s music in incorrect. As devices proliferate and
particularly as a larger number of smaller devices have the potential to run full-
fledged versions of iTunes, one might need to consider providing more than one
version of the application — one that is meant for the master music library and
another that is for secondary music libraries. Or one might provide the ability to
specify which version of iTunes is the master version. Either way, features that
support the easy transfer of music from the master iTunes music library to
secondary iTunes music libraries and that support synchronization of music from
secondary music libraries into the master music library would, we believe, be
appreciated.

6.  Revisiting the Music Sharing Design Space

6.1 Intimacy & Anonymity

The workplace, we felt, was a particularly fruitful context for exploring the
design space between intimacy and anonymity in music sharing. In fact, the context
of the workplace challenged our implicit assumption that the axis of intimacy and
anonymity was a single, straight continuum. Over the course of this study, it became
clear that there were many facets to an individual’s identity and that interactions and

'7 http://www.apple.com/ipod
'8 http://www.apple.com/ipodshuffle
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relationships may have a different degree of intimacy depending on which facet of
identity was being foregrounded. There were many individuals in our study who
worked closely with each other on a daily basis. Many of their workplace interests
overlapped to a very high degree. From this perspective, we would probably be
inclined to characterize their relationships as being more intimate than anonymous.
But until their adoption of iTunes, most of our participants had no idea what kind of
music their co-workers listened to. The adoption of iTunes, then, meant that
communities that were relatively intimate in some facets of their identities were able
to become intimate in previously anonymous facets of their identity.

This study also foregrounded the importance of context in impression
management and the ways in which the grey area between intimacy and anonymity
in the design space — the space occupied by iTunes — may be the most critical area
with respect to impression management. In anonymous music sharing, the only
impressions one has of a music sharer are those of their music library. In intimate
music sharing, the particulars of a music library may be a small fraction of all of the
outside context or prior experience used to form an impression. As one participant
pointed out, however, it is the grey area in between that can be most problematic in
impression management:

“Music...says something about your identity, you know, in some ways, right; it says
something about who you are. I would talk about music with perfect strangers, like
someone that I would never see ever again...and someone that I know really well 1
can do this also because I know they’ll be able to sort of interpret my taste with
enough background information to know where it is coming from. But there is a sort
of in-between state where people can form misguided perceptions and you’ll have to
interact with them again so this can be a problem but they won’t have the context and
the background to reframe whatever impression they made of you according to the
proper information.” (P11)

It is the grey area represented by iTunes in which these “misguided perceptions”
are mostly likely to form, perceptions created from not quite having enough outside
context to balance the impressions given off in iTunes.

6.2 Disparateness

Although there was potential solely within iTunes for people to discover new
music, it rarely happened. Users looked at others’ music libraries and made binary
decisions. If the library contained music they did not recognize, they would likely
never return. Perhaps we might hypothesize that our participants did not want to
discover disparate music, but this was not the case either. Our participants did not
want to become musical “fuddy dudd[ies]” (P1); they wanted to use iTunes to be
“exposed to new music” (P10).

It turns out that our participants were discovering new music; the motivation and
impetus for doing so was, however, happening outside of iTunes. One participant
(P6) was invited to screenings of Bollywood movies and discovered that he really
liked Bollywood music. So when he stumbled onto something that looked like it
might be Bollywood music in iTunes, he started listening. Another participant (P13)
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was loaned a book about a musical artist. Although she was primarily interested in
the political aspects of the biography and had never before listened to his music,
when she found his music on iTunes, she decided to try it. If it were not for
musically-related social interaction outside of iTunes, these participants would not
have discovered new music inside of iTunes. This suggests the need for increased
scaffolding for the exploration of new music, particularly within music sharing
technologies that afford music sharing among users with disparate musical tastes.

7.  iTunes as an Online Community

One of the greatest challenges for technical innovation in music sharing may be
in allowing designers to make the leap between treating music sharing technologies
as personal music listening utilities and treating music sharing technologies as
online communities. Although music sharing has traditionally been a strong
indicator of group identity and has reflected shared musical taste (Ebare, 2004;
Hebdige, 1990), our study of iTunes music sharing has demonstrated that even
groups with disparate musical taste can form strong group identities. The iTunes
subnet groups became iTunes communities, highly attuned to the coming and going
of others and impacted by the loss of community members.

Throughout our discussion, we have highlighted design implications that speak
to iTunes as an online community — for example, allowing community members to
establish closure in interactions or providing a lens onto the collective community’s
(departed) music resources. These design implications have arisen in the context of
data about specific iTunes music sharing practices. One might also explore more
general techniques for “seeding” an online environment in ways that better support
communities. These techniques might include enabling awareness or allowing users
to share knowledge and expertise (Kim, 2000; Lee, Danis, Miller & Jung, 2001).

Currently, iTunes provides an awareness of the presence of other users’ music
libraries that may or may not correlate with the presence of that library’s owner.
Various other forms of awareness could be used to augment this. In instant
messaging clients, awareness of status is often maintained either by an explicit
selection of one of several status indicators or through modification of the user name
(Grinter & Palen, 2002). In iTunes, one’s own user name is not visible in the
interface. Several of our participants, in fact, had no idea what their own user name
was. Moving a customizable name field to a more visible and accessible place
within the interface, as with instant messaging, may enable it to be appropriated by
users to provide awareness. In the online community, Babble, awareness is not only
provided from an online-offline binary perspective; visualizations of the recency of
activity are provided, as well (Erickson, Smith, Kellogg, Laff, Richards & Bradner,
1999). In iTunes, this might mean that the name of a user’s library is indicated in
bold if that user has just interacted with the iTunes interface and over time, if there
are no further interactions, the name of that user’s library might fade to grey. Or
perhaps, this might mean that the more music one has recently added to one’s
library, the bolder the typeface of the name of one’s music library. Finally,
visualizations of awareness in iTunes could be extended to display which song the
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library’s owner is currently listening to, such as has been developed to broadcast
one’s music listening activities as awareness in instant messaging clients (e.g., the
“Now Playing” iChat script'?).

Access to domain knowledge or expertise has often been touted as a benefit
of joining an online community (Kollock, 1997). Our participants wanted to
“be exposed to new music” (P10); recommendation systems (Terveen & Hill, 2001)
are one technique for augmenting the word-of-mouth recommendations that our
participants exchanged outside of iTunes. Currently, iTunes supports sharing
domain knowledge by allowing users to rate individual songs, but very few of our
participants did so. If rating songs was perceived by users as being too much work,
iTunes could, instead, base recommendations on which songs were most frequently
played. This could be done on a global level by providing a list of the most
frequently played songs overall or on a personal level by recommending the
frequently-played selections from one user’s library who had sampled frequently-
played songs from another user’s library. Perhaps in a large enough iTunes
community, the value of having a recommendation system would encourage users to
rate their own songs and allow other resources for recommendations to be explored.

In general, a richer feature set that allows actions to be taken upon the
community’s collective music resources will enable other, more nuanced aspects of
this online community to be explored. For example, while the technical hurdles may
not be insignificant, the conceptually small design modification of allowing users to
create playlists that draw from other user’s music libraries may enable new roles to
emerge and new forms of expertise to be displayed, such as through community DJs
(e.g., webjay®™). In general, the key is to treat a user’s music collection not as a
stand-alone, isolated entity, but rather as a node in a community network of
co-listeners.

8.  Unpacking the Social Meaning of iTunes: Theoretical
Perspectives for Future Work

“A need is not a need for a particular object as much as it is a “need” for difference
(the desire for social meaning).”

- J. Baudrillard (from Selected Writings, 1988)

Baudrillard argues that the meaning of an artifact is constructed through use.
With iTunes, the meaning of the technology is not only bound up in its artifact-ness,
but in its appropriation in the context of a community. This meaning, Baudrillard
asserts, is a social one — most importantly one of identity.

' http://www.malcolmadams.com/itunes/scripts/scripts05.php?page=1#nowplayinginichat
2 http://www.webjay.org
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We have undertaken some discussion of the role of identity in iTunes music
sharing, with a Goffman-esque framing of how participants presented themselves
online (Goffman, 1959, 1967). We have also discussed a complementary
perspective: how others created impressions from those presentations of self. Future
work might more deeply explore this social meaning of iTunes, perhaps integrating
the social meaning of the technology from both points of view. Such an exploration
of the meaning of iTunes might also provide a more phenomenological
understanding of the technology (Voida, Erickson, Kellogg & Mynatt, 2004).

The appropriation of artifacts as a means of social differentiation is an aspect of
social meaning that might, in and of itself, be more fully explored in future studies
of iTunes music sharing. Discussed by Baudrillard (1988) and more fully elaborated
by Bourdieu (1984) and de Certeau (2002), the theme of differentiation or
distinction is one well-suited to the study of a technology that foregrounds music.
Bourdieu’s study of the aesthetic preferences of different social groups connected
anthropological views of culture with notions of high culture. His argument, in
essence, was that. ..

“Taste classifies, and it classifies the classifier. Social subjects, classified by their
classifications, distinguish themselves by the distinctions they make between the
beautiful and the ugly, the distinguished and the vulgar, in which their position in the
objective classifications is expressed or betrayed.” (1984)

Our participants were well aware that, through iTunes, they were giving off
impressions. Many paid close attention to the types of music that were shared from
their library. Expertise in certain genres of music was either foregrounded or
completely hidden. Within our study population, we noted participants whose taste
in classical music created tight dyads of sharing as well as a participant who wanted
to be known as the definitive resource for Jimmy Buffet music. A productive
direction for future research would be a more in—depth study of the relationship
between iTunes and these extremes of taste, as framed by the theories of Bourdieu
and de Certeau.

Finally, one might further explore the meaning of the sharing of music, what
may be viewed as goods, through the lens of gift giving (Mauss, 1990). One of our
participants noted that there was an “ethos” of sharing in iTunes. Some participants
said they shared because they were not embarrassed about their music and they had
nothing to lose. Others shared because they wanted to share their musical expertise.
One participant said he felt something of a civic duty to share. Another participant
shared because he was asked to. One might further explore motivations for music
sharing through the theoretical lens of Mauss’ theory of gift giving or exchange.
Mauss viewed the exchange of gifts as being intentionally strategic and competitive.
He outlined three obligations in gift giving that, while there may not be a one to one
mapping onto music sharing practices in iTunes, are nevertheless cultural aspects of
gift-giving that might generally be explored: the obligation to give gifts, the
obligation to receive gifts, and the obligation to reciprocate.
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9. Conclusion

From many perspectives, it would seem that these technical innovations pull the
opportunities of design forward while political, legal, and ethical considerations
push those opportunities back. When we fill gaps in research and add studies
of users’ actual practices surrounding music sharing to our understanding, however,
we find that this antagonistic push-versus-pull perspective does not always hold up.
It is through studies of practice that we can come to understand users’ underlying
motivations. ~ When we come to understand why a user would consider
circumventing legal means of music sharing, for example, to download getTunes,
we can also come to realize that the underlying motivation for doing so is entirely
reasonable and that the desired practice could be supported through entirely legal
means, by supporting music sharing as a system-owned service, for example. From a
perspective with an additional understanding of practice, technical innovations pull
the opportunities of desired practice forward in ways that can be politically, legally,
and ethically sound.

In this chapter, we have provided descriptive evidence of the practices
surrounding the iTunes music sharing of employees of one corporation. We have
explored new areas of the music sharing design space supported for the first time by
Apple’s iTunes. We have also explored the impact of iTunes’ technologies, its
interface and discovery protocol, on music sharing practices. These technical
innovations have allowed for a greater number of ways to share digital music and
have supported new technical boundaries among groups of music sharers.

Music sharing is a quickly moving target for research. It is propelled by technical
innovations and political, legal, and ethical considerations. Music sharing
technologies are both socially implicated and socially implicating technologies and
we hope this descriptive account of the practices surrounding their use will enable
designers to move forward in supporting desired and emergent music sharing
practices more comfortably within the space of technical innovation and political,
legal, and ethical considerations.
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CHOOSING MUSIC



Chapter 5

DISTRIBUTING THE PROCESS OF MUSIC CHOICE
IN PUBLIC SPACES

Kenton O’Hara, Matthew Lipson, Axel Unger, Huw Jeffries, Marcel Jansen,
Peter Macer

1. Introduction

Social studies of music have shown how it is a key part of the cultural material
through which social action is constructed and organised (e.g. DeNora, 2000, this
volume; Cohen, 1993). The physical properties of music play an important role in
affect regulation, perhaps inducing relaxation or perhaps increasing energy levels.
Such affective states are intimately tied with action both at the individual and social
level (e.g. Willis, 1978; DeNora, 2000; this volume). Music, along with other
material artefacts is used to create a scene for social episodes, signalling intent for
how particular social interactions would be hoped to pan out, or facilitating the
interpretation of the episode (DeNora, 1986, 2000). Music too, through the
particular association of songs and genres with certain cultures, events, eras, people
and fashion, plays a sophisticated role in eliciting congruous social behaviours and
even “appropriate” conversational style. Such associative properties of music also
allow it to be appropriated as an important mechanism for identity control both at
the self and collective levels. Through affiliation with the music or through
demonstrable behaviours in relation to the musical backdrop, particular facets of an
identity can be affirmed or denied to those who are around (e.g. Brown et al., 2001a
and b).

The social properties of music and its ability to affect social agency is not just
the concern of everyday consumers. As DeNora argues, there is an ever-growing
body of literature demonstrating relationships between music played in public
settings and consumer related behaviours. This has invariably raised considerable
interest among economic and political factions in their bid to encourage or dissuade
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certain behaviours among individuals and social collectives towards particular
“organisationally sponsored aims” and the pursuit of profit. DeNora highlights
several studies within psychology and market research that demonstrate a
relationship between music played in a public setting and behavioural outcomes
such as amount of money spent, length of stay in a public setting, which brand
chosen, and how much food and drink are consumed. Music in public settings then
is becoming a much more important, considered and utilised feature of the social
aesthetic of our everyday lives. This is particularly the case as identity maintenance
occurs through evermore conspicuous consumption practices.

The upshot of all this is that control over the music in public places is an
increasingly important source of power and social value and one which needs to be
understood more deeply by the Social Sciences. Important as they are, it is
necessary to move beyond some of the simplistic empirical demonstrations of
relationships between music and behaviour offered in the psychology and market
research literatures. As DeNora says:

“The degree of participation in the production of a soundtrack for ongoing (and
future) action, the relations of music production, distribution and consumption, is
thus a key topic for the study of music’s link to social agency. This hitherto-ignored
topic is focused on the social distribution of access to and control over the sonic
dimension of social settings.” (De Nora, 2000: p.20)

As illustrations of this perspective, DeNora points to different ways in which
particular retail organisations structure control over music policy and the
implications this has for social behaviour. For some of the larger national and
global organisations, much of the music policy is centrally determined such that all
the stores play the same music at exactly the same time throughout the day. Tapes
are distributed to each store and the technologies in the stores are specifically
modified to prevent them playing normal tapes — thereby removing any ability for
the local staff to subvert the musical policy. This is a source of frustration and
boredom for the staff in the local branches, whose motivation is thus ignored in
order to achieve musical homogeneity across the stores. Other retail organisations
are set-up to devolve autonomy over the music to staff at a much more local level.
While the staff have to operate within certain organisational constraints (e.g. limited
budget and restricted genres) they are afforded much more involvement in
controlling the musical landscape of the public setting where they work. As well as
being more motivating for the staff, the benefit here is that shop staff are “culturally
aligned” to the customer base and therefore are better able to select music
appropriate to that base.

There are also ways in which the distribution of control over music policy
extends outside to bounds of the organisation that occupies a particular public
setting. A good example of this would be the humble DJ. A particular venue will
choose a particular DJ and through this choice delimit the music that is likely to be
played. The DJ is then given autonomy within organisational bounds to control the
music according to how he/she sees fit. A part of this may be responding to
particular requests for certain songs that come from the audience. In this respect,
access to music control is distributed across various levels of the organisation as
well as across its customer base.
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Understanding this distribution of access control lies not just in organisational
structures, relationships, rules and policies. Rather a key concern for us lies in the
technological embodiment of such control distribution. While not a central concern
of DeNora’s work, there are clearly areas where the control distribution she
describes is a function of the technology involved — sometimes by design and
sometimes simply as an unintentional by-product. One example here is the tape
player used in certain retail outlets that plays tapes “in reverse” requiring special
recording equipment to create tapes that work. Only the higher level of the
organisation has access to such equipment which therefore embodies the control
structure of the music. A second example is how the DJ’s physical music collection
maintains the DJ’s status as portal to the music played. While customers can interact
with the DJ and make special requests, they don’t have the physical ability to go
through the records and put them on the decks. Consequently their ability to control
the music is mediated by the DJ’s control over the physical music source. A further
example to consider is the traditional jukebox. Through its placement in a particular
location, the jukebox gives an audience an interface to the physical musical
collection affording them a certain level of control of the musical ambience of that
public setting. This technological embodiment takes away a certain amount of fine
level control from the owners of that space.

The point here is not simply that technology distributes control across different
parties to achieve a particular musical outcome. Rather, there is something much
more significant in the way particular technologies structure the “process” of control
and control negotiation. Making a request to a DJ to play a particular song is not
simply about having some part in the musical outcome. Rather, it is an important
social engagement in itself through which many of the values of music outlined
earlier may be experienced. The request is an expression of identity that may be
accepted or rejected. It can also provide the excuse to talk further with the DJ about
musical tastes and possibilities, again a rich source of social bonding and identity
maintenance. Similarly, with a jukebox, there is a strong social element to the
process of choosing a song that is embodied in the technology. The choice is in
many ways a public performance. Consequently, for example, many people can feel
stressed by the possibility of the choice not being favoured (a reflection on their
identity) by the group at large. Alternatively they may receive considerable Kudos
if their choices are deemed acceptable by the group.

With the emergence of each new digital music technology new opportunities
arise for distributing access to control of music by different groups in public
settings. Some recent innovations in this area include Music FX (McCarthy and
Anagnost, 1998 in which active badge sensors are used to detect who is present in a
gym and combines profiles of their musical preferences to determine a suitable
music choice. Another system, HPDJ, (Cliff, 2000; this volume) uses sensors to
determine physical and physiological responses of a crowd to the music and uses
this feedback to automatically sequence and mix the music in nightclubs. Other
research systems exploit peer-to-peer capabilties of mobile MP3 devices to allow
access to the music stored on all individual MP3 players within a particlar public
space (e.g. Bassoli et al., 2005).
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One of the potential limitations of some of these systems is the emphasis their
designs give over to the determination of musical outcome. While this aspect is
important, such designs, through their tendency to automate rather than mediate
choice, perhaps underplay the importance of the very process of choice. It is through
the process and the entailed acts of engagement that the social importance and
meaning of music becomes manifest in everyday life (Willis, 1978; Cohen, 1993).
In this respect we would like to argue for technological designs that offer
possibilities for such engagement in the choice process; technologies which seek to
mediate the choice rather than simply automate it.

In reponse to the above argument, then, we present in this chapter a technology
called Jukola. Jukola is an interactive MP3 jukebox that allows active and collective
participation in the choices about music in a public place. In contrast to many of the
emerging generation of MP3 jukeboxes (e.g. eCast NetStar), which offer much the
same functionality as traditional jukeboxes, Jukola allows people, using a
combination of public displays and wireless handheld technologies, to nominate
songs and vote for them to get played in the public setting. Music choice through
nomination and voting in this way is designed to allow greater engagement with the
music and the social values this produces. As well as presenting opportunities for
users of the public space to engage in different ways with the music choice, the
system aims to offer new behavioural opportunities for the owners of the public
space to manage their music.

We begin first with a description of the system. Later on in the chapter we
present a field study of the system in use in a real world setting, a local café¢ bar in
Bristol, UK. The chapter will discuss the social and behavioural implications of
particular design features of the system and the way it seeeks to distribute music
choice across patrons and staff in the bar.

2.  The Jukola System

Jukola is made up of several different components which all afford different
levels of control over the music choice. The first component is the main unit which
stores music as MP3 files in a database. MP3 files are transferred to the device via
the CD ROM using either audio CDs or data CDs containing MP3 fies. Standard
CD ripping software is used to convert audio CDs into MP3s. This mechanism is
triggered automatically when an audio CD is inserted. The device is also connected
to the Internet. So when ripping a new CD, information and images related to the
CD are retrieved from freedb.org and amazon.com, (e.g. artist, album name, track
listing, release dates, and collaborative filtering information such as “people who
like this song also like these artists”).

The owners of the public space are responsible for building up the pool of
music that is stored on the device and in this way maintain some level of control
over the kind of music that can be played in the bar. The pool of music in the
database is also organised into collections and it is through the management of these
collections that the owners and bar staff maintain an additional level of control over
the musical ambience of the pubic space. The creation and management of music



Consuming Music Together 91

collections is done using a standard music management software package, JuK, with
some minor modifcations (figure 5-1). Only one collection can be activated at any
one time. Only songs from the active collection will be available to choose from by
the clientele in the bar. This allows more fine grained control by staff and owners
over what music can be chosen at different times of the day or on different days of
the week — according to the particular ambience they are trying to create for those
periods.  Simply pressing on a different collection will cause it to become the
currently active collection.
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Figure 5-1. The JuK 1.1 MP3 collection management interface.

Some of the important modifications to the software include a “skip song”
button. This allows bar staff to override the currently playing track if it is deemed to
be inapropriate. The software was also modified to allow bar staff to listen to a
second audio channel in parallel to the one playing in the bar. This allowed them to
listen to and review any song in the database independently of what was currently
being played in the bar. This made it possible to do collection management tasks in
a back room without having to disrupt the ongong music in the bar.

The main Jukola unit serves various different clients over a wireless network.
The first of these clients is a 15-inch touch screen display that is situated in the
public part of the bar (see figure 5-2). The interface on the public display (see figure
5-3) essentially allows clientele to browse through the currently activated music
collection. Songs from this collection can be nominated by clientele simply by
touching the particular song. A nominated song is highlighted in green and remains
this way so that other people coming up to the display can see what others have
chosen. Unlike a traditional Jukebox, the nominated song is not guaranteed to be
played. Rather, it is subject to subsequent voting by other people in the public space.
The interface also presents information about the song that is currently playing
(top left of figure 5-3) as well a short history of the recent vote winners (bottom left
of figure 5-3).
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Figure 5-3. The interface for the public display.
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The main unit also serves numerous handheld clients (HP iPAQs). These
handheld units are placed in their cradles on tables throughout the public space (see
figure 5-4) and are for use by the clientele to vote for which of the nominated tracks
should be played next.

Figure 5-4. The handheld client used to vote for the next song.

For each voting round, the interface on the handheld client presents four
candidate songs for the next song to be played (see figure 5-5a). These candidate
songs are drawn from the list of songs nominated on the public display as well as at
random from the selected collection (the ratio of random to nominated songs is
dependent on number of songs currently nominated). While the current song is
playing, anyone in the bar with access to one of the handhelds can register their vote
simply by touching on one of the four candidate songs on the iPAQ touchscreen.
Each iPAQ allows one vote per voting round - a voting round being the duration of
the song currently playing and represented by a timeline at the top of the display.
A vote can be changed at any point during the voting round simply by pressing on
an alternative choice. The percentages of votes for each song are presented in real
time throughout the duration of the voting round so that people can monitor ongoing
voting performance. The song with the most votes at the end of a voting round then
gets played.
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The handheld clients also display information about the currently playing song
(see figure 5-5). Further information about each song can be found by pressing on
their respective “i-buttons” (at the top right of each candidate song). This includes
information such as the album from which the song is drawn, release dates and
information about related artists. Clientele can use this information to make more
informed voting choices or simply find out more about songs they are listening to
which they particularly like.
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Figure 5-5. Screen shot for the handheld voting interface.

The Jukola device also has its own web site that extends the reach of the system
beyond the physical boundaries of the space where the jukola unit is located (see
figure 5-6). This web page provides a number of different functions. Firstly the
web page presents a playlist history of the songs played by Jukola on any particular
day. The top level shows the playslist for the current day including what is playing
at that exact time. But people can also click on any day in the past to review what
songs were played on that day. The aims of this functionality are both propsective
and retrospective. That is, people can visit the web site to find out what the musical
identity of the place is to see if it might be the kind of place they would want to visit
in the future. For those who have already visited the bar in the past, the web page
allows them to reminisce about the music played on a particular evening when they
visited the bar. This draws on findings in the sociological literature about how
music is used by people as reference point to particular occasions and events of
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special importance to them and to friends who may have been there with them. This
kind of behaviour can be seen in the common use of the phrase “This is our song”.

JUKOLA

tember 4, 2003

Jukeola i
jukebox th

you & lecal band or
muskcian and want te
get your music played in
the Watershed

Figure 5-6. The web page interface.

An additional purpose of the playlist is to act as a point of entry to on-line
services that relate to the music played in the bar. The example of this that we
implemented was a link from the song through to an on-line vendor. In our case we
chose to link to amazon.com and the particular CD from which the track was drawn.
A more relevant choice now would proabably be to link to one of the on-line digital
music vendors such as i-Tunes. The point here, though, is to explore the interesting
potential of the playlist as access point to on-line music related services. What is of
further interest is how this potential could be exploited by wireless mobile devices to
allow in the moment access to these related services while in the actual bar itself
listening to the music.

The second key purpose of the web site is to provide the capability for people to
upload their own MP3s to the database. In this respect the broader community of
people who may frequent the public space can contribute to the general pool of
music in the Jukola database. Such uploading behaviour would have to take place
within the confines of copyright laws. For the purposes of the field trial, copyright
restrictions and ambiguities led us to restrict this feature to unsigned bands that
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wanted exposure for their material. However, there is no reason why, with the
appropriate royalty payment mechanisms in place, such a feature couldn’t be
extended.

The upload facility was a potential point of control conflict between the owners
of the space and potential users of the space. That is, people could potentially
upload music that the owners would regard as out of keeping with the overall
musical identity of the place, or out of keeping with particlar periods of time during
the day. With this in mind, the system was set up to incorporate some form of
vetting procedure in which uploaded files had to be explicitly accepted by staff
members before they were admitted to the databse and before being assigned to a
particular colleciton.

3. A Study of Jukola in a Public Space

To explore how Jukola would be used and to undertsand its imapct within in a
public setting we carried out a field trial of the system in the café bar of the
Watershed — an arts cinema and digital media centre in Bristol.

Before installation, we conducted ethnographic observations and interviews at
the Watershed. The aim here was to build a picture of the Watershed both from the
perspective of the clientele and behind the scenes. Observations and interviews
were carried out at different points during the day to get a sense of who was using
the bar at particular times, for what purposes, the activities they were performing
there, how busy the bar was and the general musical ambience. In-depth interviews
were carried out with staff members to help further our understanding of clientele
behaviour as well as to ascertain knowledge about the “behind the scenes” roles of
different staff members. A particular focus of these interviews was the role of music
in the bar and how and why, in the context of behaviours front of house and behind
the scenes, the music came to be managed in particular ways.

3.1 The Watershed Café Bar

The Watershed offers various amenities including an arts cinema, photographic
dark rooms, conference and training facilities and various exhibition rooms. People
find themselves in the Watershed for a variety of different purposes. The café bar
(see figure 5-7) is there to serve these people using the amenities but is also well
established as a venue in its own right with people visiting there who are not
explicitly using the other amenities available.

Because of its status as a media centre, the Watershed has acquired somewhat of
a reputation for attracting an “artsy”, “intellectual” clientele. In actuality, it attracts a
much wider diversity of people, including students, business people, elderly people,
families, individuals, and groups. There are fairly consistent patterns of how busy
the bar is at particular periods during the day. At the beginning of the day, the
café/bar starts the day empty, with only a handful of people there. This gradually
builds up over the morning reaching a peak over the lunchtime period when it
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becomes very busy as local shoppers and workers come in for something to eat.
Post lunch the numbers drop off quickly until about mid afternoon when the
numbers once again start to pick up steadily towards the evening. Particular peaks
in activity occur both before and after cinema showings of which there is an early
evening and later evening viewing. On Friday and Saturday nights, in particular, the
venue can be very busy where the bar is used even more as a venue in its own right.

Figure 5-7. The Watershed Café Bar.

People in the café/bar undertake a myriad of different activities beyond simply
eating or drinking there. People read newspapers and books, write in notebooks,
talk over documents, chat with frineds, hold mobile phone conversations, work on
their laptops, surf the Internet, relax, or simply just soak up the atmosphere while
waiting for friends. People mainly visit and sit round the tables in small groups
though there are a significant proportion of solo visitors (or people waiting for
friends to arrive), in particular during the quieter periods of the day where the
atmosphere is much more conducive to relaxed solo activities such as reading.

Physically, the Watershed is split into different components: a larger main bar
area off which there is an entrance hallway and corridor-type room. The main area
in the centre is the largest room that holds the actual food and drinks bar. Small
tables are located along the main wall, throughout the room and on the raised
platform. The tables, while small, can easily be pushed together to accommodate
larger groups. There are standing areas immediately in front of the bar and between
some of the tables. Various other supportive surfaces and shelves are available
around which people can stand and rest drinks. There is also an interactive table
surface from which people can surf the Internet and check email. The walls in the
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bar are adorned with classic images from cinematic history as well as posters for
upcoming films to be screened there. Scattered around the various surfaces are
leaflets and postcards advertising upcoming exhibitions, films, conferences and
courses. Further tables exist in the entrance and corridor rooms.

3.2 Music Control in the Watershed Pre-Jukola

Music is played in the Watershed café/bar almost constantly. Before Jukola was
installed, a standard tape deck and amplifier were used to play the music. Members
of the bar staff were allowed to choose a tape to play, though some individuals were
particularly involved and the duty bar manager could veto anything they felt
inappropriate. The staff was adept at using a combination of volume and genre to
achieve the right atmosphere and level of social control. A collection of tapes has
been built up over the years being either whole albums or compilations that have
been specially constructed by some of the bar staff with a particular interest in
music. This collection continues to evolve as staff bring in new albums and
compilations that they have receorded. To facilitate the choice of appropriate music,
the tapes are organised according to three colour-coded categories loosely designat-
ing when they are supposed to be played — “Green” for the daytime, “Yellow” for
weekday evening, and “Red” for Friday and Saturday nights. “Green” music is
subdued and relaxed background mood music and more “middle of the road”.
“Yellow” music is slightly more upbeat and “Red” is livelier still. Editorial control
over categorisation now resides with one bar manager who takes considerable pride
in this task.

In order to understand the impact of Jukola, there are a number of important
issues to highlight in relation to the control of music by the staff. Firstly, much of
the music is brought in by well motivated staff. They are given a certain level of
responsibility for chosing the music because they are seen as representative of the
clientele who frequent the bar. The choosing of albums and the construction of
compilations are done with a great deal of pride and passion. What is important to
note here is that much of the creation of this collection takes place away from the
bar in the homes of the bar staff on their own machines. That is, the system of
music in the bar has to function within this broader ecology of music systems in
order to evolve the way it has. This process also takes time that is volunteered by
the bar staff rather than being something that is officially sponsored in time and
financial terms by the Watershed as an organisation. It is this volunteering of time and
resources by particular individuals that represents a considerable personal investment
in the music by particular staff.

The motivation of the staff with respect to the music has an important
organisational consequence. The creation of compilations or recording music to be
brought into the bar can take a considerable amount of personal time and effort. Yet
this activity is not given any official orgnisational time to perform. When staff
are at work, there is no time for such activities to take place. Rather it typically
happens in the homes of particular staff members on their home machines and in
their own free time. In this respect, there are issues of technical compatibility
between within this broader ecology of music systems that is impacting on the
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nature of the music collection within the bar. This process also takes time that is
volunteered by the bar staff. As such the ongoing musical ambience of the bar is
dependent on the goodwill and time of these motivated individuals. The point here
is not to argue this is an exploitative relationship by the organisation. On the
contrary, the devolution of responsibility is something that is highly valued by these
staff members. For them it provides a resource for their personal identity management
since they can express something about themselves through their choice of music.
They regard themselves as arbiters of good taste and very much enjoy talking about
new music with colleagues and punters alike.

“We do play a lot of very interesting music, not very well known music, a lot of
underground stuff, that customers really get off on and come up to the bar and say
look what the hell is this it’s brilliant, where can I get this, who'’s it by. Not
introducing them to new styles of music necessarily, but just stuff that they would love
if they’d heard, you know no one’s ever played it to them before, but it’s right up their
alley and they can’t believe they'd never heard it.”

In addition, they also valued being able to have some contol over the auditory
aesthetics of the space in which they worked.

“We all bring our own tapes in and as long as they are acceptable we are allowed to
play them. That’s one of my favourite things about the job, having input into the music
myself... I bring in my own tapes and they are exactly - they are really wicked
Jjourneys of music. I get a lot of pleasure from listening to them in the [bar]...I do put
a lot of tapes on here, more than most people. It is the control; it is because I can
decide what I want to listen to. Not as much here as it would be at home when I am
really listening to it. Most people here don’t care as much as I do. They won’t run to
the tape player as soon as the tape finishes.”

What we are highlighting here is the importance of understanding the how, why
and where of this tape recording/compilation creation process and how particular
tapes come to be chosen by certain staff members. That this process is a resource
for identity management for the staff and that it is distributed both spatially and
temporally will be important for us later in thinking about the acceptance and
ongoing management of Jukola within a setting such as the Watershed.

A further issue to consider is that for certain key members of the bar staff the
choice of music is something that they consider themselves responsible for. Indeed,
it is a defining part of their job role. The bar manager in particular was required to
be protective over the musical ambience of the place and make sure it was
appropriate for the kinds of clientele and activities associated with particular parts of
the day and week:

“At the end of the day any given day of the month there are people here who have
come to see a film, there are people here for a conference, and there are people here
for a managers meeting. If there is something on that is really, really, you know, off
the wall, a bit unusual, I am going to hear about it it’s me that the complaints come
back to... it’s not just a venue for music! If we were a venue that was specifically set
up to play music for people then brilliant...we are a bar within a media centre and we
have to think of all the customers, that’s why for instance in the day we keep the
music very middle of the road.”
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The implication of this, then, is that introducing a technology which shifts
music control away from key staff to clientele, could potentially be viewed as a
threat to significant parts of their job role. This again is something to bear in mind
in later discussions of the fieldwork findings post-installation.

3.3 Staff Control of the Music with Jukola

Once the system was installed, one of the issues was the creation of content.
Building up a collection of music was something that was going to take much longer
than the time available for the trial. So while the bar manager did get involved in
putting together some new content, this was not as extensive as he would have liked
simply because he did not have sufficient time available. For a week-long field trial
the benefits of this behaviour did not justify the effort. Consequently much of the
initial collection creation and organisation fell to the trial team but overseen, where
possible, by the bar manager. This aspect of the process was considerably
frustrating for the bar manager. While he recognised the practical necessity, it
hindered his creative control and his abiltiy to express his and the Watershed’s
identity through the music. In particular, he had difficulty accepting the assignment
of particular tracks to the relevant playlist categories — “Who put Colplay in the
evening collection?” — the important subtleties of these categorisartions being
missed by the trial team.

During the interviews with staff members though, some evidence did emerge to
suggest that their involvement with the collection management would increase over
time. Indeed the facilities for creative collection management is something that
would be valued by staff if they had more time and could reap the longer term
benefits of this invested time.

“If I had all the time in the world I would go to town. I mean I love music-it’s a big
passion and a hobby of mine. I would create all sorts. 1'd have collections that were
randomly selecting from a huge pool of tunes that were all appropriate to a certain
time of day. You would have ones where you create special playlists, where you go
right, it’s really buzzing in here now, let’s have that special party play list that you
only play when it’s really buzzing in here - play entire albums...have a Thursday line-
cleaning play list just for Simon that’s just full of hippy music that keeps him really
calm when he’s cleaning the lines.”

The issues here are not simply ones of amounts of time but also when and where
this time can be taken. Exploiting their spare time during work breaks was difficult
at first because the system did not support simultaneous audio streams for playback
in the bar and playback for monitoring purposes. The staff needed to be able to
listen to a song or at least a short snippet of it in or order to be able to assign it to a
category, or to create a new collection. So while the system was playing voted for
tracks in the bar tracks, the system did not allow other songs to be listened to in the
back room for the purposes of collection management. Previously, this distribution
of tasks had been supported effectively without explicit thought through the use of
separate tape players and use of different cassette tapes. Collapsing these functions
together in a single system had brought with it this new problem. With the
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emergence of this problem it was necessary to introduce the facility for two audio
streams to be played in parallel, one for the music being played front of house and
one for the music being monitored and organised in the back room. This feature
was particularly important for songs that had been uploaded by the clientele which
had to be vetted by staff before being made available for voting.

The distribution of collection management activities across multiple staff
members was also hindered to a certain extent by the position of the system within
the broader ecology of music recording devices. Previously, with the tape-based
system this was supported by the fact that other staff members could create their
own compilation tapes on their home machines or easily make copies of purchased
albums for playing on the system. At the time of the study, MP3 creation software
and CD writers were not sufficiently widespread in the homes of the staff working at
the Watershed. In this respect, a by-product of the new system was to partially
exclude these staff members from involvement in the collection creation process.
This, of course, is something that is shifting relatively quickly. In the long term,
with the greater ubiquity of powerful home PCs and MP3 creation software, this
is unlikely to be a problem.

While these staff members could have brought in CDs for ripping to the system,
this does not quite afford the same opportunities for expressions of identity that is
closely bound with bespoke compilations and the timing of playing a particular CD.
CDs which people have brought in are not played immediately on the Jukola system.
Rather, tracks which have been ripped from a CD simply become part of a larger
pool of music some of which might be played later. Consequently some of the
binding of person to particular tracks can become lost. In this respect much of the
key motivation underlying the staff bringing in or creating music was reduced. In
particular, this applied to the creation of compilations. Much of the value of these
lies in their status as a collection and more specifically their sequential order. The
value of having such a functionality is seen in the following statement by one of the
junior staff music afficionados.

“On a Tuesday afternoon I would sit back in the back office and create a little play
list for this coming Friday night and handpick maybe 20 MP3s and put them in a
really good order so you get a nice build up.”

Removing this level of control over sequencing of tracks, removed some of the
opportunities for identity expression through the music. Introducing such a facility
could be of benefit on future versions of the system and would facilitate some of the
distributed collection creation and management process.

Further complications with the effective distribution of this control across staff
members was found in how access to control was dynamically managed by the bar
manager. The bar manager, being ultimately responsible for the musical ambience
needed to maintain a certain level of control over the music. Relinquishing control
to other staff members was not simply a binary all-or-nothing decision. Rather, he
applied judgement as to when and for whom it was appropriate to increase or
decrease leniency with repsect to who “put music on”. With the tape based system,
this application of “judgement-based” control was facilitated by being embodied in
the technology iteself. The tapes were time-based, bite sized tokens of control over
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the music. Giving permission to other staff members to put on a tape was granting
them control over the music for the duration of the tape after which it automatically
reverts back to the bar manager. Control access, in this respect, was very “explicit”
with the tape machine and something that was therefore easily socially mediated. A
concern with the Jukola system for the bar manager was how to manage the level of
control given over to other staff members. While he was happy to devolve some of
the reponsibiltiy for music control he didn’t want the staff to have unrestricted
access to the device. Consequently a password was introduced. But this turned out
to be rather a blunt solution; a binary all-or-nothing level of control. To give out the
password to the other staff would effectively be giving them full control whenever
they wanted. This made the contingent management of control much more difficult
to do in a socially mediated way. This consequently ended up restricting the
opportunities for distributed contribution to the collection creation process.

The system did offer some different opportunities for distributing control to staff
members. For example, the public display in the bar was used by staff members to
nominate tracks as they went about the rest of their duties. This not only allowed
them to get music played for themselves, but also served some of the pedagogical
motivations bound up in music choice. That is, songs were nominated by bar staff
to steer the choice in an altruistic sense to inform people about music. They
nominated less mainstream songs, styles and artists that they thought people would
like but not vote for because they had not heard of them.

“If there were no nominations on there and it was just on random play, then I would
think I know some really nice tunes on there that people would love that won’t get
selected because people won't know what they are. So I would go on there and maybe
Jjust stick a few on. That was more just to get certain stuff played that wasn’t getting
played because people hadn’t heard of it.”

Interestingly, these opportunities became more prevalent outside working hours.
With the clientele gone, and the handhelds switched off, the staff would appropriate
the public display for their own use, nominating songs that they wanted played
while they tidied up. In many ways this opened up the system in a way that they
could expresss their identities within the staff circle through musical choices.

Ultimately, it is by virtue of giving up a certain level of control to the clientele,
that the system inevitably created a certain amount of tension with some staff
members. One key frustration for the staff was that certain songs would get
repeated throughout the day. Part of this is a tendency for most people to vote for
the familiar. But another factor has to do with the different durations of presence in
the bar for staff and clientele:

“One of the worst things is you get tunes playing over and over again. As a customer
that is not a problem, because you are not here all day, but as a member of staff you
are here all day and you don’t want to hear ‘Let’s get it on’ by Marvin Gaye once
every 45 minutes whether it’s a good tune or not. That is one of my biggest criticisms
of it. You could certainly reduce that problem.”
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For clientele, their presence there for a short durations on a single day means
they do not suffer the frustrations of repeated plays. But bar staff who are working
for long shifts on a particular day and for several days in succession, this issue was
particulalrly problematic. But the issue here is not simply about the frustration of
hearing the same song but also that certain staff members felt a certain pedagogical
drive with respect to music and a certain responsibility for what was playing. The
loss of control to the clientele was not something that was simply given up in a
sustained manner. Indeed at times, the experience of control loss among certain
staff members (in particular the bar manager) was so acute that behaviours were
enacted that shifted the balance of power back in favour of the staff and their own
particular motivations for control outlined above. One example of this was seen
when the bar manager actually switched off the public display in the bar. The idea
here was to prevent clientele from nominating for a period allowing a more random
set of songs from his music collection to be played. Another time, the handheld
devices were taken in earlier than normal, again to remove some of the clientele
control and introduce more randomness into the music being played. On a small
number of other occasions the same staff member found ways to buy back control
by repeatedly clicking the emergency song-skip function until he found a song he
thought was appropriate:

“I would just let it play through, but if I had a spare minute then [ would go and click
next until a song came on that I would want to hear and then I would go oh yeah,
that’s a brilliant tune, let’s have that, turn the volume up.”

What is clear from this is the tensions between the different stakeholders in terms
of music control. What is not clear though is the extent these tensions are an
inherent part of the system. That is, whether they would continue to play out over a
longer period than the initial trial, or whether a more stable position would emerge
as staff buy back control through inventive workarounds and greater investment in
collection management.

3.4 Clientele Control of the Music with Jukola

For the clientele, the installation of Jukola introduced a sense of control over the
music. While this control was not complete for any particular idividual, what was
important for people was being “involved” in the choice.

“If it is just down to people behind the bar you can just walk in and think oh my god.
At least you have - even if they have decided what goes on at the server, you have a
little bit of sway to get it round to what you want to listen to.”

“You are never going to keep everybody happy. But at least if people feel they have
some control they are less likely to complain about it.”

What is important here though is understanding the nature of this involvment and
the real locus of value for the people using the system. The value lies not in the
ability to influence the music outcome per se but rather what is made possible in
social interaction terms by virtue of being involved in the choice process. As with
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the staff, musical preferences and tastes play an significant role in how people can
project aspects of of their personal identity as well as providing a understanding the
identity of collocated others. Nominating and voting with Jukola became a vehicle
through which such identity management could occur. For example, a typical
scenario was for a particular group of people sat at a table to only have one handheld
device shared among them. What was voted for in any particular voting round was
then something that had to be discussed among the group. The handheld displays
became a common point of focus for the group in the course of these dicussionss.
People were observed pointing to the handheld displays as they talked and would
lean into the device to focus their visual attention and help orient the attention of
others to what they were looking at. They would make small adjustments to the
position of the display in order to draw others into the discussions (cf. Luff and
Heath, 1998). People talked about which of the song options they recognised or
didn’t recognise, which one the group should vote for, which one they thought
would win. The technology became the resource through which the dynamics of the
conversations were managed and controlled by the group. These discussions also
took place around the public display in the bar, where small groups would gather to
discuss which songs to nominate or simply comment on the highlighted nominations
of others. The majority though, occurred around the handheld devices since their
location at the tabletops supported the disucssions without disrupting the physical
cohesion of the group around the table. Maintaining this physical cohesion is an
important design consideration for integrating the technology into the bar
environment.

Such identity conversations were not just about music genre associations in
which certain choices would be praised or denigrated but also occurred at a more
general level. When we interviewed one group, they affectionately joked among
themselves as to how old they must be getting as they didn’t recognise any of the
song options that seemed to be coming up at a particular point in the evening:

“I thought it was a reflection of the time of evening we got to that we were getting to
tracks we didn’t know at all — whereas earlier in the evening there was stuff the old
people knew well.” — [laughs at their mock oldness]

We see here, then, how through engagment with the choice of music,
opportunities are provided for people to express something about themselves and
others around them.

Such identity expressions occurred also at a level of the tightly coupled group of
people sat around a particular table. For example, song options were sometimes
discussed in reference to shared memories in which particular song options were
associated with some shared time or event in the group’s past. The discussion of
which to vote for, then, became an opportunity for reaffirming group bonds and
friendships:

“If we had those [songs] it would be like oh yeah do you remember this tune — we
were out 2 years ago in Southampton and we heard this track — it was wicked man -
and then voting for it to come on sort of thing.”
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As well as identity and group affirmation conversations within the tighly coupled
groups at tables, Jukola provided interesting information to users about the identity
of other people at other tables and around the bar in general.

“It’s kind of a fun game to see what everyone else is voting for... It’s just interesting
to see what everyone in here likes. I was quite surprised Coldplay got played.”

This identity information occured at various levels of granularity. For example,
people expressed an interest in understanding what the “Watershed” as a whole
would vote for. The fact that people had explicitly voted for particular songs was
informative about the type of people who frequented the Watershed bar. Indeed, as
can be seen in the quote above, there was an expression of surprise about the kind of
music chosen by the Watershed clientele since this was at odds with their perception
of the type of people they thought would frequent the bar. A significant feature in
these identity assessments made by people concerned how they combined the
online-networked information about voting progress with the other off-line attributes
(e.g. clothing styles, age) which could be perceived about people by virtue of being
collocated in the bar. In this respect, it was not just the networked nature of the
technology that played an important role but also the way in which it was situated
within the physical environment.

At a different level of granularity, more explicit associations were possible
because the handheld displays on the table acted as public displays (see O’Hara
et al, 2004). People walking past a table could glance at what those on that table had
voted for because of the salience of the selected track. Identity judgements about
people sat at a particular table were thus made according to what they had voted for.

“In the same way as wearing band tee-shirts or labels or something, what your table
says is saying something about who you vote for on the jukebox which generally
people like don’t they — to advertise that about themselves...and then there would be
all jokes — you’d nip over to someone else’s table to vote for the Britney songs — you
wouldn 't want that on your own.”

At an even finer level of granularity, people were able to infer certain identity
characterstics of particular individuals through the synchronised association of
physical behaviours they could see with the online voting feedback. That is, on
viewing a particular individual making a pressing motion on the touchscreen on one
of the handheld devices, they could infer what that individual voted for by seeing the
simultaneous change in the voting feedback on their own device.

“And also at the beginning when there weren’t that many people around you could
tell who on different tables would vote for what because you would see them press the
button and then you would see that your screen had changed and you’d think ah you
know what they are like.”

The social nature of the choice process also manifest itself in the form of
playfulness. Much of the voting behaviour was not simply about the ability to
choose the best songs. Rather the capabilities of the technology came to be
appropriated for game like playful behaviour.

“It’s like musical bingo, a competition to see which tune wins —yay.”
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Rather than considering such behaviours as merely second order, we would
argue that they actually part of the underlying social process involved in simply
“doing friendship” . They gave the device a sense of fun for a wide range of ages
providing what one father with his family called a “common ground for the Big Kids
and Little Kids”. That the device came to be used in these ways can be taken as
some indication of it success as a “socialising” technology.

If a person voted for the eventual winner they seemed to feel a sense of pride
about the fact that they were able to select the winner. They also expressed a mild
disappointment about the times when they kept “losing”. There was a sense that the
voting was something that they should be good at rather than simply a means of
expressing their choice. This was the sense of playful competition and relates back
to the issue of how music can define group belonging and non-belonging. This
could be seen in people’s expressed sense of pride when someone commented
positively on their music nominations and choices.

The prospect of winning and losing created an ongoing sense of anticipation
throughout the voting cycle. Much like backing a particular horse while watching a
horse race creates a sense of tension and fun, so too did the ongoing voting
feedback. Some people would monitor the votes because of this fun sense of
anticipation. This became more notable as more handheld computers were
distributed throughout the bar, the greater number of voters creating much more
frequent changes in the real time voting feedback. There was evidence that people
were strategic in the way they voted, for example, picking their second favourite if
their favourite looked unlikely to win.

“You sit down, you think well that is ok I can vote on the songs and they you notice
that you have got all sorts of fun stuff like see how other people are voting so you can
tactically vote. I love the way that it does the count down thing so it knows how long
the MP3 is so it counts down to when you can vote on the next thing.”

Prediction games were played by people in which they tried to guess who would
be the eventual winner. Again this draws on some of the identity issues discussed
earlier whereby people are trying to guess musical preferences of others in the bar
on the basis of what they look like or some stereotypical notion of a “Watershed”
consumer.

“We were predicting weren’t we — saying well that one will win probably because
that one we've heard of...We just kept on saying right well we think that seeing that
it’s a Massive Attack song it might get voted but no wait a second its from the new
album so they wont have heard it.”

Subtle expressions of social relationships were also made through the behaviours
with the device. For example, upon returning from nominating some songs on the
public display, one woman commented how she just wanted to see whether her
partner would be able to guess which tunes she had nominated when they came up
in the candidates list. While such a game is in many ways trivial, guessing
succesfully or usuccessfully has all sorts of interesting social concequences of much
greater significance. Likewise people used the collaborative nature of voting to play
with unwritten rules of etiquette that would accompany such a task. For example,
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some people played friendly sabotage games where they would deliberately vote
against the songs nominated by a group member. In normal circumstances one
expects some form or solidarity here and so to deviate from these expectations can
be used for playful purposes — playing games with friends by playing with the status
of social bonds.

“I nominated my eight favourite tracks and then they conspired against me and voted
for the other stuff.”

Similarly, etiquette in relation to sharing control over the group voting resource
was something that was toyed with for the purposes of being playful with friends.
One group described a notion of Stealth Voting:

“And once weve voted for something we need to keep an eye out for stealth votes —
for when the time is coming to an end and people doing last minute votes...people on
this table actually will sneak it away from somebody at the last minute to change the
vote.”

It is through the ways in which the technology distributes control across many
people that people were able to make subtle expressions of knowledge about the
unwritten “rules” of social interaction. In turn, it is through these expressions,
playful and otherwise that people provide cues about the nature and status of their
relationship with others in the group.

A further feature of clientele control of the musical ambience was the facility for
uploading MP3s to the device over the Internet. In this respect, clientele away from
the physical setting of the Watershed bar were able to exert some influence over the
choice of music in the bar. This capability again had some important social
consequecnes in terms of identity expression. A number of local bands for example,
sumitted their MP3s to the device hoping to obtain some visibility for their work in a
public setting. Band members who had submitted songs over the Internet would
also come in to the bar explicitly for the purposes of seeing their song on the public
display and also to vote for it. For them it is a kind of mini fame in which their
work is legitimised by virtue of having their “name in lights”. On the opposite side
of this value though, came disappointment for those whose uploaded songs did not
appear. Because the uploaded songs had to first go through a vetting process the
lack of appearance of the song was taken as a sign that it was not good enough.

Along similar lines a number of people commented how the uploading feature
could become an integral part of the night out.

“If I was going to come up with some mates there would be a point in uploading
something because you think we’ll vote for that for the sheer fun of it. 1 wouldn’t do it
on my own but in conjunction with other people I probably would do it [upload some
music] actually. In fact it could become — its funny, when you think about it, it could
become a build up to a night out in a funny kind of way. So you are getting ready to
go out and you think ah lets upload some stuff and we’ll vote for that when we get in
there.”

Again, the process of selecting the music for the evening was something that
would be inherently social and something tied in to the subsequent experience of
being in the physical space of the bar.
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4. Discussion

Installing Jukola into the Watershed Bar introduced a range of new dynamics
into the control and decision making processes. From the staff perspective, while
they were interested in some of the new opportunities for controlling music through
the system, their experience overall was actually of a reduction in music control and
the identity management impliciations (both personal and organisational) thereof.
Some of this is inherent in the opening up of control to include the clientele. But a
large part concerned the changes in organisational practices that were made
necessary by the system’s characterisitcs and the broader ecosystem of content
creation and management within which the system was immersed. These proved a
barrier to staff involvement in the creation of content during their spare time in the
bar and at home. By not accounting for some of these factors, the opportunities for
content management, while functionally enhanced, were in practice removed. New
practices would probably have emerged in time to take advantage but these are
dependent on considerable organisational investment in the technology.

From the clientele point of view the greater level of control afforded by the
system was actually of enormous value to people interacting in this type of social
setting. What was important here was not so much the control of the musical
outcome itself. Rather it was the act of participation itself. In particular it is what
they were able to achieve socially through this particpation in the decision making
that was of significance. What the system did by distributing choice across multiple
people was encourage debate, conversation and negotiation around music. In many
ways the system engendered the music options to be what Sacks might call an
inexhaustible topic (Sacks, 1992). That is, the discussion of music choice became a
vehicle through which all sorts of social values, identities and power relations were
able to be expressed and perceived and played with. It is these social topics
underlying the discussions around the music choice per se that was of value and
significance to the people within such social settings.
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Chapter 6

PROMOTING SOCIAL INTERACTION IN PUBLIC
SPACES: THE FLYTRAP ACTIVE ENVIRONMENT

Andrew Crossen and Jay Budzik

1. Introduction

Flytrap is an active environment that knows its users’ musical tastes and can
automatically construct a soundtrack that tries to please everyone in the room
(Crossen et al, 2002). The system works by paying attention to the music that people
listen to on their computers. Users of the system have radio frequency ID badges
that let the system know when they are nearby. Using the preference information
it has gathered from watching its users, and knowledge of how genres of music
interrelate, how artists have influenced each other, and what kinds of transitions
between songs people tend to make, the “virtual DJ” finds a compromise and
chooses a song. The system tries to satisfy the tastes of people in the room, but
it also makes a play list that fits its own notion of what should come next. Once it
has chosen a song, music is automatically broadcast and played.

Music lives at the boundary of private and public life, and a discussion about
music preference can provide a great deal of insight about the people involved in the
discussion. Explanations for music preference are often personal—inaccessible to
those who do not share a certain social context, set of interests, or intimate
knowledge of the listener. As such, social interaction involving music preference
provides a context in which the boundary between public and private can be
explored. Listening to music in a public setting can provide the basis for social
interaction about typically private matters. Expectations about the listener are
drawn from the music to which they are listening. Yet because of the boundaries
implicit in music as a representation of self—that not everyone knows the back-
story of a certain artist or genre, nor have they trained themselves to decipher lyrics
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obscured by style—music allows the listener to maintain a boundary around aspects
of their private life that can be inferred from their musical taste, in a way that invites
a pre-defined class of others in, and actively keeps others out.

Technologies that can make personal preferences visible in a public setting
provide opportunities for studying these boundaries and the effects of manipulating
them. We focus here on a technology that intends to spur social interaction in a
public setting by making personal preferences visible to those present in the space.
Of interest to us are technologies that can facilitate informal social interaction by
highlighting common ground. The technology we discuss represents a new kind of
social environment that actively facilitates participation in social exchange by
manipulating representations of self. Musical tracks that match people’s preferences
replace the generic, “lowest common denominator” music typically played in public
environments. In exchange, users delegate control over sharing their preferences to
our technology. Having technology mediate this sharing allows us to explore the
issues that arise around privacy and trust. We built the Flytrap system so we could
explore these ideas.

2. Motivation

People’s choice of music can be deeply personal, as seen in Tia DeNora’s
ethnographic studies of music listeners. Listening to music often triggers memories
of events and experiences that have emotional significance. Explanations for music
preference often involve very intimate, private matters. One interview subject noted
that she often privately listened to Schubert’s Impromptus because they “reminded
her of her father” and listening relaxed her before work (DeNora, 2000)

Yet the very personal experience of listening to music originated in a completely
public setting. Before modern listening technologies, music was performed at small
social gatherings in homes and public places, as well as in larger venues that are
more like today’s concerts. Even with the widespread use of portable, private
listening devices today, the act of listening to music often occurs openly in public.
It is this dichotomy between the private and personal nature of the reasons for
listening to certain music—and the public settings in which the act of listening to
music occurs—that makes music preference particularly compelling.

Listening to music in public is often an invitation to the public to enter the
private space of the listener. Readers will be reminded of times they heard music
come from someone’s office, stopped in to ask what it was, and heard a very
personal story about why the listener liked the music they were playing so much.
Readers will also be reminded of times when an explanation for the music choice
was avoided, perhaps because the reason was just too personal.

This ability for the listener to invite people in, but still negotiate the boundary
between public and private by choosing what, if anything, to share about their
personal reasons for choosing certain music, is one of the properties of music
preference that make it particularly well suited for this study. People ultimately
control whether the reasons for liking certain music is shared, even if they choose to
publicly expose what music they like.
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Music often also has properties that allow the listener to select a portion of the
public to invite in, and a portion to keep out. These built-in boundaries are present
from opera (which typically filters in the wealthy and educated and filters out the
rest) to punk rock or hip-hop (which do the opposite). Readers might remember
hearing music coming from an office, and deciding not to stop in, because there was
no interest in what was being played. At the same time, commonalities in music
preference (especially if that preference isn’t shared by many people, generally)
often pre-qualify people for certain kinds of social exchanges.

Erving Goffman suggests that focused interaction in an encounter becomes
possible when commonality is perceived among the participants (Goffman, 1961).
The most interesting commonalities are those experiences and preferences that
aren’t shared by many others. This rare common ground provides the Flytrap active
environment the opportunity to promote social interaction among its users.

2.1 Public Space as a Locus for Social Interaction

Many public spaces exist mainly to support specific kinds of interactions.
Convention halls, classrooms, and train stations are all designed to support specific
uses. The constraints of the activities performed in these spaces govern the social
interactions taking place therein, which are often focused around a task. Music does
not typically play a part in the rules of social interaction in these spaces, and could
be construed as a distraction in some cases (e.g., if it was playing during a lecture).

Other spaces are designed for public use but do not typically facilitate or result in
social interaction. Elevators, waiting rooms and subway cars are sometimes even
designed to make social interaction entirely optional, if not difficult (it is difficult to
talk with someone who is reading a magazine in a waiting room). People are barely
socially present in these spaces.

Still other spaces—company lunch rooms, pubs, parks, and green space—are
designed to provide a venue for the public to interact socially on a more informal
basis. Music in these spaces establishes the mood and social constraints of an
informal environment (DeNora, 2000), and helps people to mold a socially
appropriate dramaturgical “front” to fit the space (Goffman, 1959). Some of these
spaces position music as a focal point, while others use it as a backdrop to other
activities. Coffee houses may play soft music as part of establishing an intimate
atmosphere, while rock clubs play loud music that make quiet interaction difficult.

These types of spaces—where people are socially present in an informal manner
—best suit a Flytrap installation. These spaces balance informality, social
accessibility, and generality of use for our augmented environments. Flytrap’s
synthesis of personal preferences for use in public can help to support and ultimately
change the character of these public spaces, using music as a backdrop to or basis
for social interaction.”!

2 The properties and character of public space outlined above can be used to tailor the kind
of music played. This idea is further explored in Section 6.
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2.2 Can We do Better than Elevator Music?

While it is feasible to suggest that most people visiting a blues club like blues, in
many settings it is impossible to infer music preference from the location alone.
Acquiring and synthesizing knowledge of the tastes of people present in these types
of general-purpose public spaces is a difficult task. Often the perceived difficulty
outweighs the perceived benefit and “elevator” music is played, or music is omitted
altogether. Ideally, the musical tastes of each individual present and knowledge of
the activities they intend to perform could be used to come up with better mix of
music to play.

According to Joseph Lanza (Lanza, 2004), during the early 1980s, patrons of
Pittsburgh’s airport complained of feeling uneasy waiting for their flights as Brian
Eno’s ambient composition “Music for Airports” played over the public address
system. This was a particularly poor choice of background music given that people
made specific complaints against it, instead of ignoring it altogether. We see an
opportunity to fill generic public spaces with something more interesting than
“elevator” music. We want to present visitors in the space not just with something
they like, but with a selection of their music that could promote sharing and social
interaction by weaving a musical thread amongst those in the room.

Our goal with Flytrap is to leverage rare common ground in music preference to
provide a basis for social interaction. Flytrap invites people to share the intimate
reasons for their choice of music with each other as they feel comfortable. Public
spaces can thereby be transformed into environments that facilitate new kinds of
social interaction.

3. Related Work

Already, environments are designed to support and encourage certain types of
behaviors. Yet the environments of today are often static, unless someone is
actively orchestrating the experience of those within them. The environments of the
future—the rooms, offices, churches, shopping malls, and parks of the world—will
know about the people inside of them, and will be able to craft an experience for
those people that not only reflects their preferences, but actively supports everything
they do, including encouraging social interaction and discourse, when appropriate.

One active environment is in use today at a company health club. The MusicFX
system (McCarthy and Anagnost, 1998) is a group music preference arbitration
system installed in a company fitness center. Users of the gym sign up for MusicFX
by detailing their music preferences in a survey. Users rate about 100 genre-
constrained radio channels on a five-point scale, used later by a voting mechanism
to choose the radio channel to play based on the preferences of those present in the
gym at a given time. As their music preferences change, users of MusicFX update
their survey profile.

At first glance, the goals and functionality of MusicFX and Flytrap seem similar.
Both systems strive to replace “lowest common denominator” music in a public
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space by democratizing the music selection process. Both systems model user
music preferences to make recommendations in a group context. Yet the systems
differ in their intent: while MusicFX aims to make the environment less offensive
and more enjoyable, Flytrap aims to make it socially engaging. The difference in
choice of deployment environment reflects this difference in intent.

Flytrap can foster social interaction by exposing specific overlapping preferences
that are not generally shared. In order to do so, Flytrap’s information about user
preferences must be highly granular (the system must know about specific artists
and songs). Because of the volume of preference information required, we focused
on implicit sources of music preference that can be gathered automatically, without
requiring explicit user input.

This difference in focus and approach resulted in significantly different design
choices, reflected below.

4.  The Flytrap System

A number of distributed components comprise the functionality of the Flytrap
system as a whole. Each user has a Flytrap agent tied to their personal media player,
responsible for gathering information about their music preferences, and voting on
songs being considered for play in a group setting. A central server houses a
database of song information populated by each personal agent, and a file repository
containing each of the musical tracks. Public areas where the system is to operate
are outfitted with a voting agent, user identification subsystem and music player.

4.1 Gathering Music Preferences

Deriving a user’s musical tastes from observation provides a more accurate
characterization of the user’s tastes than a survey, which requires somewhat difficult
introspection and exhaustive enumeration. Likewise, observation allows the system
to gather preferences in context, which provides fertile ground for research on more
context-sensitive methods.

Because of the personal and spontaneous nature of music selection, it is
necessary to capture people’s listening habits in an unobtrusive way, participating
directly in the act as a silent observer. Many users generally listen to music on one
of a handful of media players on their personal computers. We developed interfaces
to several popular Windows-based media. These give us access to the music a user
is currently interested in. While preferences are not gathered from portable personal
music devices, the model extends to such devices if they support the installation and
use of third-party software.

On each Flytrap user’s personal machine, their instrumented media player
gathers information about what tracks the user is listening to, and records this in
Flytrap’s database. Users interact with their media player just as they always do,
with no additional work on their part to make music known to the Flytrap system.
The tracks themselves are uploaded to the server by the agent if they don’t exist in
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the central repository. In this manner, the user’s preferences are learned through the
act of listening to the music as they would normally.

4.2 Approach to Music Representation and Recommendation

There are generally two approaches to building recommender systems:
statistical approaches, which mine usage or preference data in order to provide
recommendations (e.g., collaborative filtering (Resnick et al, 1994) or market-basket
analysis (Fu et al., 2000)); and content-based approaches, which use knowledge of
items and similarity among them to provide recommendations (e.g., FindMe systems
(Burke et al, 1996; Burke, 1999). The primary advantage of statistical approaches is
they require no representation of items and no theory of similarity among them.
Their disadvantage is that they require large volumes of rating data before they
begin to make recommendations that make sense to users. Likewise, they require
an item to be rated in order for it to be recommended. Content- or knowledge-based
approaches are the opposite: they require knowledge of items and a theory of
similarity, yet they require no rating information in order to make recommendations.

We chose to implement the following content-based recommendation algorithm
given:

1. We wanted our system to introduce users to music they hadn’t heard before

2. The number of artists available would be large and initially unrated

3. A large knowledge-base about music and genres was immediately available

4

We needed to compute similarity in order to maintain play list coherence
(see below)

The system did not immediately meet the requirements of typical statistical
methods, and therefore lent itself naturally to the application of content-based
recommendation frameworks.

As a basis for recommendation, Flytrap needs to know information about each
musical track it has been exposed to via the personal agents. Flytrap uses multiple
methods of obtaining information about a piece of music. One technique involves
looking at the metadata in MP3 files (called ID3 tags) to determine a track’s artist
and genre information. Since the genres reported in ID3 tags are notoriously
inconsistent, we use a web wrapper (Crossen et al, 2004) built around the AllMusic
Guide?, a popular music information site, as a backup to retrieve the genre of the
track given the artist. This covers cases in which the genre is available but the
artist isn’t. In cases in which no information is available about the track, it is not
included in the track database. This is a minor failing that, in practice, does not
occur very often.

2 Available at http://www.allmusic.com/
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Figure 6-1. Partial Music Genre Network. This highly connected network of genres is
derived from a crawl of Allmusic.com, an online music guide. This semantic network forms
the basis of our content-based recommendation algorithm.

However, statistical recommendation algorithms could be leveraged to cover
instances when tracks are not properly tagged, or artists are simply not known to the
system. Ideally, recommendations would not be based on loose concepts like
genre that shift over time. Artists can change genres, and tracks can vary wildly in
genre and tone, even on the same album. A representation that captured track-level
information that reflects this reality would improve the quality of the play lists our
system constructs. This could be accomplished by analyzing the acoustical
properties of the tracks themselves, and is the subject of future work.
Notwithstanding the above shortcomings, our system produces results that are
generally good enough for its users.

A song’s genre acts as a key into a semantic network of inter-related genres,
which are used to determine similarity among artists. A similarity network of
genres derived from the AllMusic Guide is used to determine similarity between
genres (see Figure 6-1). Artists can belong to multiple genres. Links between genres
are assigned weights based on the number of artists they have in common. This
similarity information is used in a variety of ways to compute a group play list,
as described below.
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4.3 Determining Who is in a Public Space

As users move from their personal spaces into the Flytrap-equipped public space,
the system needs to know who is present in the location. We used a system of radio
frequency ID badges (see TIRIS; Want et al, 1992) that transmit a unique identifier
to a base station. Each badge’s unique identification number is tied to a user’s
Flytrap music profile. As users walk into the public area, their unique ID is picked
up by the base station, informing the system that a user is now present in the space.

4.4 Deciding What Tracks to Play

After personal preferences are gathered and the system notices a user has entered
a Flytrap-equipped public space, the system begins the recommendation process.
Flytrap decides the next track to add to a play list using a voting mechanism
whereby the agents representing each user present in the room give a numerical vote
to each track in the system’s database each time a new track event is signaled. The
criteria for voting are based on artist, genre and style information, as follows:

e A user’s Flytrap agent will give a song a high vote if it’s an artist
they’ve listened to previously, and a higher vote to those they’ve
listened to frequently.

e Songs users present have never listened to before receive positive votes
from the user’s agent if the genre is the same or similar by some degree
to music they’d previously listened to.

Similarity among artists (and thereby songs) is computed by spreading activation
(see Quillian, 1968)) along the links in the genre network. For each user, the
activation level for a given genre is the ratio of the number of tracks they’ve listened
to over a certain time in that genre to the number of tracks they’ve ever listened to in
that same time frame. Thus, if N is the number of times a user has played any track
during a given time period (counting a track twice, for example, if it was played
twice in that period), and N(G) is the number of times the user has played a track in
genre G. Then the activation level of genre G, A(G), is given by:

A(G)=N(G)/ N (1)

The activation level of an adjacent genre G' is the ratio of the activation level of
G and the number of links out of G. So if [adj(G)| is the number of nodes connected
to G, A(G") is given by:

A(G) = A(G) / [adj(G)| 2

The value of a user’s vote for a given artist is given by the sum of the activation
levels of the genres to which that artist belongs multiplied by the percentage of users
that would have voted for that song. The more frequently a song is preferred across
all users in the database, the less likely it will be played. This ensures the system
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exposes the rare common ground that exists among the users participating in the
experience it crafts.

Once the voting has completed the sum of each agent’s votes (normalized by the
number of users) form a probability distribution across the entire database of songs.
Songs that get more votes have a higher probability of being played. Songs that get
few votes can still be played, but it’s less likely. We chose a stochastic algorithm so
the system could be somewhat serendipitous, causing users to become aware of new
kinds of music.

In addition to the personal user agents, the system also has a disc jockey (DJ)
agent, which has the power to override and manipulate the outcome the voting
process based on its own ‘good taste’. The rules followed by the DJ agent are much
like those a human DJ would use in deciding what to play next:

e Never play two tracks by the same artist in a row.
e  Maintain loose genre coherence across tracks.

Unless it’s “Two-fer Tuesday” on a radio station, a human DJ will not typically
play the same artist twice in a row. The Flytrap DJ agent assigns very low
probabilities to songs by artists whose songs were played the last 10 times. The
result is a less repetitious play list, and also one that frequently drifts into new areas,
because this rule significantly reduces the number of choices in a given genre
available for play.

In order to produce play sequences with as few jolting transitions as possible
(e.g., playing hard rock after classical), the DJ agent uses its similarity network of
genres to assign new probabilities to each track, based on the candidate track’s genre
and the genre of the track it just played. The probability associated with each
candidate track is multiplied by its genre similarity to the previous track, as captured
by the semantic network of genres described above. As a result, the DJ will favor
new tracks from the same (or similar) genres as the track that was just played. The
result is a new probability distribution over the entire database of tracks, which the
DJ uses to choose the next song.

4.5 Playing the Music

Once all votes are cast and a song is selected, the winning track is streamed
across the network for play on the machine located in the public space. Music that
the system votes on is housed in a central, network-addressable repository to
facilitate streaming to the playback machine.

In sum, the system understands the music its users like and broadcasts that music
in the spaces it controls.
5. Experiences and Iterations

We installed Flytrap in one of our public areas used for demonstrations, informal
student lunches, and studying. This space perfectly suited a Flytrap installation. Its
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physical design and utility promote informal activity, and its inhabitants are often
people that do not know each other intimately. Graduate students and professors
regularly use the area for various purposes.

We gave ID badges to around a dozen people and outfitted their personal music
players with the Flytrap preference gathering agent. Over 3000 musical tracks were
listened to by users during that period (and therefore made available to Flytrap). For
several months, we kept the system running so people could give us feedback.
Through a series of informal interviews and observations, we derived the following
improvements and iterations, which we implemented and deployed.

5.1 Promoting New Music

One behavior observed as a result of the initial voting mechanism was that users
were not being exposed to enough new music. Preferred artists would consistently
receive higher votes and the system would oscillate between the same few artists.
We added a rule to the DJ agent that selects music users in the space hadn’t heard
yet, using the same spreading activation recommendation model responsible for
selecting songs (except that it punishes songs users heard recently). This provides
necessary noise in the system to ensure the play list doesn’t get “stuck” in a poorly-
connected sub-graph of the genre and artist network.

5.2 The Vote Visualiser

After about a week of users interacting with the system, they began to ask us
why particular songs were chosen. Flytrap maintained an internal model of its song
selection rationale, but offered no visual representation of the process. From this
feedback we built a vote visualization component (see Figure 6-2).

The vote visualiser graphically depicts the voting process in real time. Each user
is assigned a color when their badge is first picked up by the system. Candidate
track titles have a text color based on an interpolation between the user’s color and
the strength of their vote on the track. Brighter track graphics represent stronger
votes. As votes are tallied, the track names meander around the screen. Those with
higher weights gravitate toward the center, and then the DJ’s vote is calculated and
the final track selection is made and highlighted (the song’s final position lies on a
circle with radius proportional to the probability of that song being played). This
gives the user not only a sense of how the voting process is going and a visual cue as
to the winning track, but also shows the outliers—those tracks that lost but were also
strong candidates, as well as some of those that were not.
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Figure 6-2. The first version of the Flytrap vote visualiser, working with two users. The first
user is a Bob Dylan fan, and Flytrap plays the Dylan cut “Tell Me, Momma” (top-left). The
second user, a Johnny Cash fan, enters, and Flytrap plays a track from a Cash & Dylan album,
“T for Texas” (bottom-right). Songs near the center are more likely to be played.

Users reacted positively. For those in our Flytrap-enabled space, this visual
reinforcement of how their private musical preferences overlap, promoted
interesting conversation.

While the system was having its intended effect, users sometimes voiced
concerns over whether putting their preferences up on the screen in front of
everyone was an invasion of their privacy. Although we intended to get some push-
back around privacy issues, we didn’t expect users from the same group to feel
uncomfortable openly sharing their preferences with each other. The visualization
also wasn’t scalable: with more than two or three people in the room, colors got
muddied, and there was too much text on the screen to read it.

A second iteration on the vote visualiser can be seen in Figure 6-3. This version
makes the association between users and music less visible, balancing privacy
concerns with the goal of providing enough common ground to spur interaction. It
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also promotes additional insight into the voting process (which was the original user
request). This iteration shows users the intermediate recommendation sets built by
the system during the system’s process of deciding what to play next, and by
explaining its choice in limited English. The revised interface also scales much
better to dozens of users and organizes information in a way that is easier to
consume.

Now Playing

July! July!
The Decemberists (Album: Castaways and Cutouts)
Rock: Chamber Pop, Indie Rock, Indie Pop

One person likes The Decemberists; two people like Indie Rock; last track was
Belle and Sebastian (Indie Rock, Similar to The Decemberists)

Next Up

Wilco - The Shins - Johnny Cash - Billy Bragg - The Pogues

Top Picks of People Present

mmmnp (3) Belle and Sebastian moooo (1) The Pixies

mmmmD (3) The Shins mpoooa (1) Fugazi

mmmoo (2) Wilco moooo (1) Crosby, Stills, Nash and Young
mmm00 (2) Johnny Cash ooooo (1) Brian Eno

Figure 6-3. Redesigned interface for the Flytrap system. This version presents the system’s
current and future behavior without disclosing the preferences of individual users. Instead,
users can share these preferences with each other only if they so choose.

The “Top Picks of People Present” lists artists ranked highest by the agents
representing those present, without disclosing their identities. Instead, the ranking
and number of people who influenced that choice are presented. Since the system
has no representation for the content of a given track, track names were not
displayed, because they didn’t convey any useful information. This change was
intended to directly address the privacy concerns voiced by users.

The “Next Up” list is the virtual DJ’s working set of recommendations. As
described above, this list contains any direct overlap in users’ artist preferences, as
can be seen in the selection of Wilco and Shins. Music preferred by one user
directly but not another may be added if the degree of genre similarity is high
enough (Cash). New music not directly preferred by users (i.e., not in the list of top
picks) is also added by the DJ based on the degree of genre overlap between the
candidate artist and artists in user profiles. In the example above, The Pogues and
Billy Bragg are added because of the high degree of preference for the music’s
genre expressed by users present in the space (in the example above, Wilco, Crosby,
Stills, Nash and Young, and Johnny Cash influence the choice of The Pogues and
Billy Bragg).
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“Now Playing” represents the current selection being played. Full artist, song
and album information are displayed. In addition, the system explains why it chose
the song it’s playing, which includes a combination of user preferences (genre
preference or artist preference) and similarity to the last song played.

At a glance a user can see what the system is doing and why. Displaying a
selection of the preferences of users present allow those people to start
conversations about any of the artists mentioned. Not displaying which users
influenced what choices allows users to choose whether they share that information.

6. Future Work

During the time Flytrap was running, users suggested new features they would
have liked included in the system. In addition, we noticed opportunities for
improvement ourselves based on an analysis of the system’s behavior. The
following future work reflects this.

6.1 Reflections on Flytrap’s Preference Model

The preference model employed by Flytrap represents choices of individuals for
themselves and uses those choices in contexts in which others are present. The
implicit assumption is that the relationships among the participants in the experience
crafted by Flytrap are irrelevant. This assumption is reasonable, given the music
ultimately selected by the system is influenced by all of the participants equally.
However, it could benefit the system to understand the context of its presentation
more deeply (e.g., that there is a meeting in the room and people are waiting for it to
begin, vs. lunchtime). Choices made in private are not always the same as those
made in public (Hebdidge,1979).

6.1.1  TheUse of Space and Social Context of Inhabitants

DeNora suggests that “music is active in defining situations because, like all
devices or technologies, it is often linked, through convention, to social scenarios,
often according to the social uses for which it was initially produced ...”(DeNora,
2000). Environments are often used for activities other than their central purpose.
The classroom that by day supports student learning in a traditional structured
manner is also cleaned at night, by a completely different set of people.

Flytrap should be sensitive to the use of a space. One way to establish such
context is to use properties of the music itself to determine the appropriateness of a
recommendation. Muzak® engineers listening experiences based on the stimulus
level of different pieces of music. The stimulus level is based on, among other
factors, tempo and instrumentation. AllMusic** maintains a wealth of descriptive

2 Available at http://www.muzak.com/
* Available at http://www.allmusic.com/
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data about artists, including the style and mood of their music.

Additional tags including the tempo, instrumentation, and lyrical content could
be used to functionally describe social contexts in which the music should be
played. Music with no lyrics, a slow to moderate tempo and low volume might be
appropriate play during a meeting in a conference room. That same room during
lunchtime might be better served with an up-tempo number at a higher volume. In
addition, Flytrap could integrate with calendar systems to become more aware of
how certain spaces are planned to be used, and when.

Moreover, the social contexts in which groups of people are engaged can differ
dramatically moment to moment. An informal hallway chat can turn instantly
formal when the boss walks up. Users should be able to more directly influence the
sets of their music played in certain places. Flytrap’s representation of its users
should be expanded by better understanding the relationships among them. This
could be done, for example, by using the employee LDAP directory or social
networks like Friendster?.

6.2 Richer Music Representation

Flytrap’s representation of music ends at a genre-level. It has no representation
of a track (or individual song) other than what artist performed it, and therefore what
genre it belongs to. More granular information about the music it is playing could
dramatically improve the character of the play lists it constructs.

6.2.1  Music Content Analysis

Research into analysis of the content of musical waveforms will lead to a richer
model of recommendation based on the sound of the song. DIJs regularly “beat
match” music in clubs to provide smooth transitions between songs of different
speeds. Songs can be slowed down or sped up without altering the pitch of the
music through algorithms (see Sethares et al, 2005) designed to pinpoint and adjust
the rhythmic content of music. Untapped aspects of recommendation for Flytrap
involve looking at appropriate times for playing fast or slow music, and assessing a
personal music collection for trends in rhythmic structure to provide more on-point
recommendations in the future.

Moreover, technologies that allow the programmatic detection of melody in a
rich, complex waveform can be leveraged to derive an even richer content model.

6.2.2  Environmental Annotations

Some modern media players give users a view into their music collection that is
based on the time of day in which they tend to play various tacks. This is a stepping
stone into richer environmental contexts associated with a music collection. We

5 Available at http://www.friendster.com/
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mocked up a component of Flytrap that records the time of day, weather, and season
for each piece of music played. Over time, user profiles can be built to describe
patterns in their listening habits. These patterns can be taken into account when
Flytrap makes recommendations in a group setting.

A simple example is a user who tends to listen to Christmas music around the
holidays and no other time of year. While this music is in their collection, it should
not be included in the set of possible recommendations in July. Another example is
a user who tends to listen to Billie Holiday on dark rainy mornings. In a group
setting where the weather is dark and rainy and vocal jazz is a centroid of
recommendation in the current social context, it should be weighted higher. These
kinds of patterns are indicative of some users’ listening habits and could be used by
Flytrap to make better recommendations.

6.3 Personal Annotations

Music is often internally catalogued by how it came into one’s life. Nick
Hornby’s book High Fidelity involves a protagonist who organizes his music
collection by the ex-girlfriend that introduced it to him. This organizational
mnemonic reminded that character about the time when the music was fresh to him,
and invoked subsequent recall of other life events at that time.

Music comes into peoples’ lives for many reasons and from many sources. It
may be from browsing the shelves at a music store, hearing an opening act at a
concert, or hearing it emanate from a car window. Because we can only capture the
behavior of a user in context of them using their personal media player—thus
capturing the moment when music enters a personal store—it is feasible to outfit the
Flytrap user agent with functionality that lets users add personal annotations to their
music.

Radio stations often have a call-in request line that lets listeners select and
dedicate songs. The radio station DJ empowers the listener by giving them an
opportunity to establish and publicly broadcast an intimate personal connection to
the music. The Flytrap user agent could be instrumented to let a user associate
media with each artist or song. These media could then be uploaded to the central
repository and associated with the artist or song and user in Flytrap’s database.
When the song is next selected for play by Flytrap in a public space, the associated
media could be presented.

These additional representations add a more personal dimension to music played
by Flytrap in a group setting. To other listeners, these personal associations signify
that the music about to be played is especially representative of that individual in the
manner the associated media portrays. The window into that user’s private
preferences is opened a little further, giving others additional context for making
personal connections to that person. Aside from just being fun, this is an interesting
means of attaching and recalling very personal musical artifacts in a way that can be
used by Flytrap to promote social awareness of these connections.
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6.4 User Vote Control

The Jukola system (O’Hara et al, 2004; O’Hara et al, this volume) offers patrons
control of music at a local bar with a remote control that lets users override
automatic selection. Flytrap is currently an autonomous system that leaves the final
song choice up to the Virtual DJ for subsequent broadcasting. Users of our system
expressed an interest in being able to influence the choices once they’d been made.
We imagine a Flytrap ID badge outfitted with “thumbs up” and “thumbs down”
buttons. As a new song is selected and played by Flytrap, users can express their
like or dislike of the choice by pressing one of the respective buttons. The user’s
preference is transmitted to Flytrap and used in future voting decisions concerning
that user.

The feedback mechanism is ambiguous in giving the user only two controls with
which to express an opinion. By providing negative feedback, did the user mean
they disliked the artist or was it just the particular song? Could it have been the
genre of music? A set of rules that drive learning user feedback preferences over
time fine tunes this process:

e If a user provides negative feedback for a song, a new recommendation
is generated immediately and an association is made between that track
and the user who expressed their dislike.

e If that user gives negative feedback again for a different song by the
same artist, that artist will no longer be played when that user is present
in the space.

e If a song by the same artist is played and the user is present but
provides no feedback, the assumption is that they disliked the particular
song. That song will never be played when the user is present.

e If a user provides positive feedback for a song, that song is weighted
stronger in the future.

e If a user provides positive feedback for another song by the same artist,
that artist is weighted stronger in general for that user.

This type of interaction lets users feel more in the loop about their influence on
the music being played. Behind the scenes, a profile of the idiosyncrasies of a
user’s music preferences is built for future research into more context sensitive
methods of recommendation. However, our intent is to have the system’s
selections delight its users initially, lessening the importance of this feedback
mechanism.

7. Conclusion

Flytrap was built with the purpose of exploring how personal preferences could
be gathered and manipulated to craft a group experience in a public setting. Flytrap
is a work in progress, yet it provides an example of a new kind of system: one that
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deliberately manipulates boundaries to achieve social effects. Though the system
has not been widely tested, our informal evaluation showed such environments can
be built, and that they can achieve those ends. Along with more extensive
deployment and evaluation, we envision our next steps leading us closer to a general
model of leveraging personal preference in a group setting.

We see Flytrap as a mediator of music and associated social interactions in all
environments and group contexts. Imagine the use of Flytrap spreading to waiting
rooms and building lobbies. Opportunities for exploiting common ground through
music are possible in each of these spaces. Willis promotes the notion that music’s
powers are best seen in action (Willis, 1978). Flytrap manages music intelligently in
a space populated by people with disparate tastes. Discovering music that exploits
commonalities amongst the occupants of a space establishes a basis for social
interaction. Interactions occur at the ground level of social action, exposing
personal preferences in a manner conducive to sharing.

DeNora (2000) suggests in Music in Everyday Life that “music can be used ...
as a resource for making sense of situations, as something of which people may
become aware when they are trying to determine or tune an ongoing situation.” By
providing music that brings together the personal preferences of everyone in a space,
rare common ground can be highlighted to produce an active, social environment.
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MOBILE MUSIC



Chapter 7

INVESTIGATING THE CULTURE OF MOBILE
LISTENING: FROM WALKMAN TO IPOD

Michael Bull

1. Introduction

“I am a huge music fan. When I was a girl, I dreamed of having my own Wurlitzer
Jjukebox to play my music, so I could have all my favourite songs available at a
moment’s notice. [ own over 1000 CDs, and would never be able to listen to that
volume of music if it weren’t for the iPod. While it took weeks to rip every CD I have
to my iMac, the time was well spent. The ability to take a large chunk of my music
collection with me wherever I go is amazing. [ now listen to music any time I can:
walking to and from work, at work, on vacation, on a train or aeroplane, even at
home when I don’t want to disturb my partner. I have any song I want to listen to at
my fingertips at any particular moment. That amazes me. It truly is my own personal
Jjukebox, and puts the soundtrack to my life in my pocket and at my fingertips.” (Anna)

“It has dramatically changed the way I listen to music. I use my iPod every day,
generally for 4-6 hours a day. I listen to it at work, at home, in my car, on the
subway, etc. While I frequently carried a personal CD player before, the iPod has
become a necessity. When I leave the house, I now check my pockets for four things:
My wallet, my keys, my mobile phone, and my iPod. I never go out without all four on
my person.” (Mark)

“I can't overestimate the importance of having all my music available all the time. It
gives me an unprecedented level of emotional control over my life.” (Terry)

The ability to carry your auditory identity in the palm of your hand as you move
from one place to another is a relatively recent event in the history of mobile sound
technologies. For many users the Apple iPod is the most recent of ‘magical’
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technologies that celebrate miniaturisation and mobility coupled to the power of
capacity. The present analysis based upon original research, focuses upon one
specific MP3 device, the Apple iPod, which presently dominates the MP3 market.*®
However, the development of MP3 technology should not be understood in isolation
from other mobile technologies, as Mark comments above, he never leaves home
without his mobile phone either, in many respects, the use of the mobile phone
mirrors that of the Apple iPod - all of the users contacts in the palm of their hand.”’

It is also important to contextualise current iPod usage with previous generations
of mobile music reception. Mobile sound technologies and their use do not exist in a
cultural vacuum - prior to the Apple iPod came the personal stereo. Prior to that, the
transistor radio and the portable record player and of course there exists a history of
mobile listening in automobiles through radios and then cassette players (Bull
2004). Mobile listening habits and desires also should not be separated from forms
of domestic listening in the home that often provide the cultural pre-disposition to
the desire for continual listening to either music or the voice whilst on the move
(Bull 2000).

The history of mobile listening is also the history of a ratcheting up of consumer
desire and expectation - consumers habitually expect these technologies to do more
and more for them. In the process these technologies have transformed the way in
which many users listen to, process and classify their music during their day. As
mobile technologies developed so consumers were able to choose from an increased
array of players - from the simple tape machines of the early personal stereos; the
portable CD player to more recently the mini-disc player. These new formats
incrementally increased the users flexibility and choice over their music choice.
Freedom of choice, for the contemporary music listener, appears to be qualitatively
changed with the development of MP3 technology and the development of products
such as the Apple iPod whereby users can not only store thousands of tracks but also
continually select how they listen to music. Users are able to construct an array of

% The following empirical material derives from an ongoing qualitative research project on
the use of iPods internationally. The 1004 respondents are mainly from the UK, USA,
Switzerland and Denmark. The research was conducted by Internet questionnaire
consisting of thirty-five questions concerning use. Selected individuals were then
subsequently asked to elaborate on the answers. In addition to this a smaller pilot study of
UK users was undertaken using face to face interviewing. The Internet responses were
gained from author requests placed on BBC Online News, The Guardian Online, Wired
News and MacWorld. The Apple iPod was chosen for the object of research given its
dominant role in MP3 use with around 70% of the market.

%7 Whilst the mobile phone and the Apple iPod are joined in their mobile communicative
functions, they are of course vastly different technologies. Many iPod users stated that they
actually disliked using mobile phones regularly. One reason for this is the continuous
nature of iPod use through which the user constructs an auditory cocoon around them
which in itself is often experienced as empowering as contrasted to the discontinuous
nature of mobile phone use whereby the user is always potentially at the beck and call of
others.
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playlists permitting them to stream their music in any desired configuration or
alternatively they give themselves up to the random ‘shuffle’ of the machine itself.

Whilst forms of mobile listening have often been seen as a solitary exercise it is
important to recognise that forms of solitary use are deeply social. The way in which
users occupy social space is relational. They look, they listen, and they think and
interact through their privatised and technologically mediated soundworlds.
Relational experience has three dimensions; the cognitive - how the user manages
their moods and thoughts to music; the aesthetic - how they construct their
relationship to the outside world, and the moral - how users relate to other people.
We notice the moral dimension when we feel affronted by a personal stereo or iPod
user who fails to take out their earplugs at a supermarket check out counter for
example or by the inconsiderate use of a mobile phone in public space. New mobile
technologies continually confront and inform us with how we construct our sense of
the social through them and consequently how we negotiate shared space socially.

Whilst Apple iPod use mirrors the privatising tendencies of the personal stereo,
it also encompasses a host of new ways to consume music that might be thought of
as both more ‘mobile’ and as offering greater possibilities for collective music
reception. For example, Apple iPods can integrate the user into new forms of social
behaviour through its use via automobile radios, by plugging it into home stereo
units to be played as a domestic jukebox or by plugging it into the users computer at
work. More recently iPod clubs have sprung up in New York, London and
Melbourne whereby iPod users provide the music for the evenings entertainment.

2. The Culture of Personal Stereo Use

Explanations concerning possible meanings attached the use of devices such as
personal stereos often use variants of urban theory as reference points. From this
perspective urban dwellers might be thought of as responding to an overload of
sensual stimulation and physical proximity resulting in strategies of ‘retreat’
(Simmel 1997). Alternatively urban streets might be considered as semiotically
bereft of interest (Sennett 1990, 1994, Auge 1995). Another and related concept is
of the alienating city, the city full of strangers and potential danger as reflected in
the work of Bauman and others (Bauman 1991 and 1993). These images of urban
life are primarily negative and appear to explain the desire of many to transcend
their everyday urban experience through the creation of a privatised auditory bubble
in which they can control or neutralise these negative experiences of the city. In
contrast to this largely negative image of urban experience some theorists take a
more positive view of the city invariably taking the work of Walter Benjamin as
their starting point. From this perspective personal stereo users are thought of as
latter day flaneurs in which the city becomes an aesthetic site. In a similar vein
situationalists like Debord developed the notion of the aestheticisation of experience
in which the city becomes punctuated with the ‘spectacular’. In parallel to this
the work of de-Certeau provided a focal point for post-modern images of the urban
subject revelling in the freedom of the city streets in a fragmented and
de-territoralised manner. All of these perspectives on urban life were primarily
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informed by a visual epistemology of experience rather than an auditory one. This is
significant as visualist approaches to behaviour tend to be ‘externalist’ whereas a
sound based analysis tries to grasp the subject’s ‘interiority’ resulting in a differing
explanation of the relational qualities attached to the activities attached to personal
stereo use (Bull 2000).

An auditory based explanation of mobile listening focuses upon forms of self-
prioritisation that enable users to interact or not interact with others and the spaces
passed through at will. A central metaphor for use is one of ‘control’ or the
management of experience through a creative dependency on the technology of the
personal stereo and the music contained within it. Personal stereo users often created
forms of accompanied solitude constructed through a manufactured industrialised
auditory. In doing so users transform or control their mood, thoughts and forms of
interaction with others and their environment, be it the street, the tube or the shop.
The strategies of control are summarised below:

e One urban strategy aims block out any external sound - to control one’s aural
environment very much in line with Simmel understands of the urban. From this
perspective personal stereo users were responding to the chaos and
uncontrollable nature of much urban life. By creating their own auditory bubble
they could gain their own sense of space. Users were better able to cope with the
close proximity of unknown others. By listening to their chosen sounds they
thus created a sense of their own space and a sense of order for themselves as
they moved through the street or as they sat in a crowded tube or bus. In this
sense personal stereo use acted as a form of boundary demarcator enabling users
to operationalise a range of strategies to negotiate crowded urban space.

e In contrast to this many personal stereo users listened to music in isolated streets
bereft of people or noise. For many users the desire and ability to move through
space and time accompanied by their very own ‘soundtrack’ was of paramount
importance. In doing so they felt connected to culture with musical
accompaniment becoming habitual to their daily life on the move. Personalised
and privatised music gave users a feeling of ‘specialness’ whilst on the move.

e Alternatively, and in line with writers such as Debord, users were able to
‘aestheticise’ their urban experience through personal stereo use, often
describing the city in filmic terms. Their journey would become an audio-visual
spectacle in which they perceived themselves to be the creator of the script.
These forms of aestheticisation were not in the image of Benjamin’s flaneurs
though - an image in which the subject imagined themselves as the ‘other’ but
rather a remaking of the urban to fit in with the users thoughts and desires - a
mimetic aesthetic impulse.

e Given the mundane nature of much everyday movement through urban space it
is hardly surprising that many personal stereo users reported not noticing the
spaces of the city they habitually moved through. Cities were for them not
particularly visual, in the sense that they did not habitually or actively look at
the environment passes through. Rather they preferred to be immersed in their
own auditory world - often using the music as an auratic mnemonic in which the
music listened to conjured up feelings and sensations from their own narrative.
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In effect personal stereo users were placing themselves elsewhere, transforming
their mundane daily experience into one of personal significance and meaning.

e [Equally, some users felt a sense of isolation whilst on their own and used the
personal stereo to allay these feelings. Users tended never to feel alone whilst
listening to their own chosen music - rather as many consumers switch on the
radio or television as soon as they arrive at home in order to create the feelings
of a home inhabited.

e Users often reported using music to control their own ‘internal chaos’. Music
was used as a means of ordering their own thoughts and feelings. Users claimed
that they were often unable to control unwanted thoughts and feelings whilst
alone. Personalised music permitted the user to channel their thoughts and
desires successfully. Users would describe ‘clearing a space’ for themselves
through the use of the personal stereo by creating a ‘cognitive space’ for
themselves in which they could successfully inhabit. Personal stereo use thus
minimised the contingency of the users moods, thoughts and emotions.

e Personal stereos were also used to control interaction with others. The
headphones dangling from the ears represented a ‘do not disturb’ sign making it
harder for others to initiate contact with the user. Indeed, it is unusual for
personal stereo users to initiate interpersonal contact whilst listening to music.
The use of a personal stereo in public also permitted users to engage in forms of
interpersonal strategies that I have called ‘non-reciprocal’ gazing. Users might
be stared at by others but do not have to return the gaze - listening in this sense
signifies ‘otherwise engaged’. Women users, especially, reported feeling much
more secure in urban environments (in the day at least) precisely by not having
to return the unwanted gaze of others. Users could also control interaction when
it did take place by keeping one earplug in, so that they could continue listening
to music whilst interacting. In effect users often pretended to listen to the
‘other’.

e Use was also reported as a method of regaining control over the users time.
Commuting time, for example, was often described as becoming a time of
relative pleasure as the user listened to their chosen soundtrack to the day.
Meaningless time thus became transformed into the users own time.

e Music also has an energising function for many users as they walk or cycle
through the city or as they use their privatised sounds to jog or work out in the
gym. The body works in rhythm to the music and by extension to the outside
world.

The ‘typology’ above represents the spectrum of strategies that any personal
stereo user might engage in. On any journey users might switch from one mode to
another. Unifying these diverse practices was the desire to listen to their own chosen
music when and where they wanted - preferably on their own terms. Users
described being transported into their own auditory world, transcending the often-
mundane reality in which they were placed. The transcendent quality of music was
invariably successful for users as they moved through urban culture.

Users invariably were very happy with this relatively simple piece of technology
that enabled them so successfully transform their daily experience. Yet as mobile
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technology developed so users were able to choose from an increased format of
players - from the simple tape machines of the early personal stereos to the portable
CD player to the minidisc player. These new formats enabled users to take more
music with them whilst on the move. With the arrival of MP3 technology we see a
qualitative transformation in the capacity of users to transport and listen to their
chosen sountrack to daily life. The relational qualities and strategies attached to
personal stereo use are mirrored in many of the uses of devices such as the Apple
iPod.

3. From the Personal Stereo to the Apple iPod

The swift transformation of mobile listening over the last four years has been
dramatic. On a recent visit to Dixons, a large high street electrical distributor,
I found a large basket on the floor containing the stores remaining CD Walkmans,
all on sale at a cut down price of £9.99. Today’s consumers want the listening
possibilities and choices that MP3 technology gives them.

Whilst personal stereo players permitted users to choose their own soundworld,
they did so in a very restricted way. An important element of listening for users was
the ability to synchronise music to their mood or surroundings. Users often found
themselves in situations where the music didn’t ‘work’ for them - leading to the
music reluctantly being switched off, for many users ‘incorrect’” music was
invariably worse than no music at all. Traditional mobile music technologies were
often unable to manage the complexities and vicissitudes of the subject’s moods or
environment. So whilst personal stereo use enabled users to reclaim the rhythm of
their day whilst they moved from one place to the next, it also posed problems of
music selection and transportation.

MP3 technology has also produced a radical and swift change in consumers’
expectations concerning what they can do with mobile sound technologies. The
nature of mobile soundscapes has been subject to rapid change with users now able
to modulate their experience to music - to fine tune the relationship between mood,
volition, music and the environment in ways that previous generations of mobile
sound technologies was unable to do. John, a twenty six-year-old graphic designer
from Manchester takes us through a mini history of the functionality of mobile
music devices:

“Before the iPod came a Sony MD Walkman, before that a Rio 600 MP3 player, and
before that was a long string of portable CD and cassette players. I think when I was
very young I owned a portable radio...Memory size was the deciding factor. I had
previously been using a Sony MiniDisc Walkman for a little over a year. I liked that
1 could keep 5 hours of music on a disc (much better than the 2.5 hours I could fit on
my Rio MP3 player), but I got sick of switching discs every so often. Plus, it was
cumbersome to switch between tracks. The MD player had a terrible interface for
entering song title information (no ID3 tag compatibility), so I gave up on doing it
myself after about 2 discs. I gave up on the MiniDisc and bought an iPod. I no longer
had to change discs every time I wanted to hear a particular song or album, and
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1 could carry around 80 hours of music in something roughly the size of my MD
walkman, without having to carry any discs. It was a revelation.” (John)

Johns description of the technological developments that have produced the
Apple iPod represent a combination of technological functionalism - 'what the
technologies enable him to do’ - married to a sense of wonder at the listening
possibilities that the iPod. Users invariably point to the 'freedom' of being
unencumbered that the Apple iPod provides them with. The artefact no larger than a
mobile phone - yet containing the whole of a user’s musical history:

“Prior to my iPod, I used to carry around 5-6 mini-discs (or 2-3 CDs before that) so
1 had to 'plan’ what I might want to listen to in advance. If I didn't have time, or
couldn't be bothered to change the spare MDs or CDs before going out, my choices
were then limited, often to the most recent acquisitions which would then get over-
played. Since having my iPod, I have some 280 albums at my fingertips, and often
find myself listening to something I haven't heard in a long time.” (Roger)

Users continually refer to the wide range of choice that the new technology
provides them with and appear to be increasingly attentive to the relationship
between their mood and the music listened to. Technologies like the Apple iPod
permit them to synchronise their music to volition, purpose and mood - to fine tune
the body to the rhythm of their chosen music. As such, the solitary uses of the iPod
are inherently social in that they permit a transformation and control of the user’s
everyday experience. The Apple iPod does this more successfully than more
traditional mobile devices as the user synchronises the world to their own private
soundworld - the world walks in step to the iPod user.

4. Planning not to Plan: Playlists and Life on the “Shuffle”

The technological limitations of technologies such as the personal stereo meant
that users had to invariably plan their listening modes - the effectiveness of personal
stereo use to successfully deliver what the user wanted was normally based on the
choice of appropriate music by the user. Hence, successful personal stereo use was
often based on planning - assessing what they would most likely want to listen to
for the coming day. For some users this was not a problem as they might listen to
the same music for long periods of time, changing their tape infrequently. Others
confronted with the breadth of their music collection, and unable to plan or find the
suitable tapes or CDs would merely pick some tapes in hope rather than knowledge.
The common denominator of use was that music listened to had to suit the moods
of the user throughout their periods of use. Personal stereos tended to be used as
in between technologies taking the user from their front door to their destination
seamlessly.

Apple iPod use permits a re-assessment of the role of mobile sound technologies

in the management of users’ time and casts fresh light on the cultural ambivalence
associated with the liberation from schedules and planning at the heart of the
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rhetoric of many users - indeed not to plan involves much planning for many iPod
users!

“Before when I had a Discman I had to plan ahead and think of the several CD’s I'd
want to listen to on a given day. Now there’s none of that...Whether I plan or not
depends on my mood - if I'm irritable, bored and fed up then I might choose an
album rather than shuffle through all my library - since I only want to hear stuff I
want to hear. Otherwise I might choose my 25 most played, or recently played
playlists - these can get a bit samey though - so after a while I have to renew them by
going through a burst of listening to new stuff.” (Emily)

“The iPod also makes me think about ordering songs - although I've always been a
mix-tape maker, but because it’s so EASY on the iPod, it’s much easier to get a mix
right. I also use smart playlists to make sure I listen to songs I haven't listened to
before - I share music with a friend, and when he gives me some tracks, I have a New
Stuff playlist set up to make sure that I can find them easily.” (Virginia)

The Apple iPods permit users to create endless permutations of the contents of
their machines. Whilst listening might be solitary users often share music files with
other users. Playlists can be endlessly changed and songs evaluated, scored and
listed. Typically users will have a selection of playlists that suit a variety of moods,
times of day, weather conditions, times of the year or musical genre. iPod users are
invariably planners, spending hours creating playlists for themselves. The ability to
continually adjust music with such sophistication and precision is relatively new, if
indeed the desire to do is not:

“I listen to about 100 songs a day at work, and they come from three playlists - one
I call “Dusty Tunes” which is anything on my iPod that is not soundtrack or holiday
music that [ have not listened to in a month. This is how [ start the day and will play
through until it’s empty. Then [ switch to general rotation, which is the same pool,
but with no last listened to time constraint. When [ listen to dusty tunes, if something
comes on that bugs me (a dull track on an album I have for another track or tracks),
1 will look at the rating I've given it, and if it’s a three I'll move it to a two (ones are
awful). If it’s already a two, I'll just advance through it, but I don’t do either much.
When 1 listen to general rotation, I am much more prone to advancing through 1-4
tracks until something comes on that suits the moment. Driving to and from work,
1 listen randomly to my 4 and 5 rated songs, and will also advance through them until
1 find one I am really pleased to hear.” (Ran)

Freedom from planning for many comes with much planning! Consumers appear
to engage in a form of ‘mediated spontaneity’ in which they micro-manage their
experience precisely through the use of the iPod.

Alternatively, many users switch to the ‘shuffle’ mode of the iPod at various
times. The ‘shuffle’ function plays any music contained in the users iPod at random.
In doing so, users give themselves over to their music collection and the technology
of the iPod. Heather a 33 year old projects manager in New Jersey typifies this
customisation of travelling sounds:

“It’s everything I would want to listen to - I'm a girl - I change my mind all the time
and my iPod can keep up with that. I normally listen on shuffle, there are times where
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1 will put on one song, and then half way through it I will change my mind and switch
it to another song because my mood changed or the song wasn’t capturing my mood
correctly.” (Heather)

Most users use a combination of playlists and the shuffle mode on their iPods.
The use of the random mode permits a rediscovery of much of their music
collection. Many iPod users have simply download their whole CD collection onto
their computer which may well contain thousands of songs they haven’t listened to
for some years. The ‘shuffle’ mode permits them to rediscover much music that
previous habitual modes of listening had often discounted. They can then choose
whether to delete certain songs that they no longer like or to re-invest time listening
to them afresh:

“I can make playlists for any kind of mood, or just let it play randomly, so that I can
rediscover music in my collection that I haven't listened to in a while...I love to just
turn the settings to random and then let it jump around my music collection. In this
way, I can rediscover old favourites, and I get some wonderful juxtapositions that
I would have never made on my own.” (Janice)

“I tend to listen to the iPod on random a great deal of the time. This is particularly
apt when I'm in no such mood to choose a specific album or artist. With a large music
collection, it is very easy to forget some of the gems that are in there, and random
tends to bring some of those out again. This often means Il listen to a song, then it'll
inspire me to go and listen to a specific artist, or genre...Today, I just had it in my
four and five star playlist on random.” (Thomas)

Listening to music on the ‘shuffle’ mode also permits a juxtapositioning of
music to place that users would not have normally considered, thus making the
listening exercise one of discovery and surprise. Whilst this appears to contradict the
claim made earlier concerning the functional fit between user, place and mood,
some users nevertheless claim that the music is either ‘suitable’ or that the
unexpected juxtapositioning of disparate music to their environment in itself is
stimulating. There is always a get out clause that the user can simply operationalise
by merely fast-forwarding the music until something suits.

“I like to put my music on random....I don'’t like a set playlist in order. There’s
something about the spontaneity of a random song coming on that I really enjoy...
I don’t like it all planned and I like to be surprised as to what song will come on next.
Sometimes it gets weird with the song selection, almost like the damn thing was
reading your mood and playing a succession of songs that perpetuate a mood. It
makes me wonder if the random function on the machine is just an unbiased
algorithm or if my iPod is somehow cosmically connected to me.” (Jason)

The iPod as the embodiment of the users musical identity, sometimes and
unsurprisingly takes on the aspect of an intimate friend who knows just what the
user would want to listen to at any particular time.

The continual re-adjustment of music collection and organisation to mood and
circumstance is embodied in the design of the iPod and used by many users:
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“A lot of times I choose a group of random songs in the elevator on the way
downstairs (just whatever comes to mind), then, when I get to the subway, while I'm
waiting for it I queue up a more extensive, personalized On-the-Go playlist. Basically
the first time it's just to have something on, and then I make a real playlist for the
30- or so minute subway ride in which I have nothing else to do but listen (so it has to
be something I like!)” (Daniel)

“I also love the on-the-go-playlist and make playlists when travelling. I no longer
consider a tape/CD track list as a static object and rarely play track in the order in
which they are listed by an artist.” (Julian)

iPod use thus permits the user unparalleled control over the shape of their music
collection and the mode of listening with their music collection becoming a more
fluid entity subject to the users micro management of it to suit their mood or desire
of any particular moment.

5. Automobile Sounds of the iPod

Apple iPods, unlike personal stereos, can be plugged into automobile radios and
used as a source of music. The automobile has been a favoured site of music
reception for many drivers since the installation of radios in automobiles in the
nineteen forties. Since then automobiles have become increasingly sophisticated
listen spaces with the introduction of cassette decks, CD players and now the Apple
iPod. Many journeys are solitary ones yet even a solitary journey can produce a
powerful sense of connection for many drivers as they listen to their favoured music
through their iPods. Gerard is a thirty seven-year-old Swiss systems analyst living
and working in America. His use strongly brings out the personal and nostalgic
elements attached to music consumption.

“My drive to work is about 60 minutes. The first time I use my iPod on a weekday is
when [ drive to work. I have an ‘iPod cradle’ permanently installed in my car, so
I ‘pop’ in the iPod, turn on the car stereo and ‘blast off’...Sometimes I am in a certain
mood (home sick to Switzerland, melancholy - thinking about my childhood or certain
events in my life etc.) in which case I choose a specific playlist that has all the songs
that relate to this specific situation. But in general, I have the device on ‘Shuffle’ in
my ‘Never been played’ playlist...Driving in the countryside of Indiana does not quite
take as much concentration as driving through the rush hour traffic in London.
1 usually set my car on ‘cruise control’ and just keep an eye on the traffic in front of
me. The songs transform me to all kind of places in my life....And that is what I love
about the ‘shuffle’ feature. Whenever a ‘childhood’ song comes on, I ‘feel’ like I am
back in my parent’s house. Then a track from an Australian band might bring me
back to the 2 years I have spent in Sydney. I sometimes don’t even remember that
1 have passed certain ‘points’ on my drive from or to work. This thing is a wonderful
‘time machine’ and is better than any diary.” (Gerard)

Interestingly for Gerard, in these situations he is not really alone in his
automobile but rather transported to where his music takes him. Whilst the nostalgic
element of music is well documented, the use of the iPod differs from previous use
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precisely through the control and attendant access to his musical narrative that the
iPod affords him. Gerard is able to control his memory through the use of playlists
or to have memories evoked unexpectedly as the ‘shuffle’ device throws up songs
from his musical past. The iPod more than any other technology permits the driver
full auditory control over their thoughts and memories:

“Prior to the iPod, listening to music in my car or at home involved either being
trapped listening to what the radio station wanted me to hear, or changing out the
tape or CD every ~45 minutes. The latter not only takes time, but also involves
deciding exactly what 1 want to listen to next. That's annoying at home, and
potentially dangerous in a car.” (Jane)

“I used to hate the radio and was even looking into getting XM radio in the car so
1 would be able to hear MUSIC opposed to hearing POPULAR CRAP...now I have
my own little personal radio station that knows what I like and don’t, and can also tell
me my hairdressers phone number and let me know if I have plans this coming
Friday.... My iPod IS my music in the car.” (Stephanie)

American users, whose dominant use is in the automobile (apart from the
centres of cities such as New York, Chicago and Los Angeles) often see iPod use as
a form of control against the commodification of music on commercial radio
stations with their attendant habit of cutting off the beginning or ending of most
songs. Some users will construct what amounts to their own radio channel for their
journey with a mixture of songs and recorded radio programmes listened to it their
own time, thus enabling them to free themselves from daily radio schedules.

“I love the iPod in the car, since it frees me from the bland corporate tripe that is
American radio. I am no longer annoyed by ads and bad songs - now it’s just me and
my private radio station. My wife really enjoys the iPod in the car, as it has music we
love on it, music for our kids, making it a very flexible companion.” (Michael)

“I listen to more music in the car now. I very rarely used to listen to music while
driving, as it used to give me headaches. I listen to Radio4 a lot less now. It also
means [ have a huge range of music available in the car, and not just the 6 CDs or
tapes in there... there is always something for the wife, the kids, as well as me!”
(Jack)

“I use to have 6 CD’s in my car and that was it. Now I can listen to soundtracks one
day and 80’s music the next. My music can reflect my mood! The kids can choose
between read-along stories and their favourite music too.” (Fiona)

Both Jack and Fiona in the quotes above point to the collective use of the iPod in
the automobile through the creation of family playlists suited either to all of the
family or particularly to the children in the family. Whilst this can produce problems
of choice depending on the musical taste of members of the family, many users
pointed to the possibility of creating playlists that all the family might find
acceptable - in this way musical choice produces a further sense of shared
experience for the occupants of the automobile. However the following example
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also points to the possible use of multiple iPod listening in the same automobile:

“The choice of music in the car was usually the radio or the kids CDs. Now I can
listen to my music when driving using the pod when alone. I have used the pod with
the car full of the family but not for too long as they want their music. Now that some
of them have their own pods well that is great, as we all three can listen to our own
choices. Two of the girls try to synchronise their pods to play the same song at the
same time so they can sing along together!” (Jim)

Jim, a father of three in the UK points to the potential multiple use of the iPod. It
is becoming increasingly common for all members of the family to possess an iPod.
In this example, Jim points to the problematic nature of joint listening in the
automobile due to differing musical tastes. The result is that he plays his iPod
through the car radio whilst his children listen to theirs independently or playfully in
‘harmony’ resulting in multiple sound-worlds in the same space.?®

6. Apple iPods at Work

Many iPod users have taken to listening to music at work. The ability to engage
in music listening at work is partially a reflection on the type of work of the iPod
user but is also related to the new capacities of the iPod itself.

John is thirty-five years old and works in web development for a major
international bank in New York; he lives in Manhatten with his wife and daughter.
John has a long history of listening to music but describes the iPod as having
permitted him to rediscover much of his music. He has downloaded all of his CDs
onto his computer and then on to his iPod. John, like many users, travels to and from
work listening to his iPod whilst also using it in his office at the bank.

“I now listen to music while I work...at work. I suppose this would be possible with
a tape or CD player. But there are a lot of hours in the day, so the hassle of changing
media and carrying it around in the first place means that this just isn’t practical.
With the iPod, it is...When I arrive at my desk inside my building. The iPod goes
immediately onto my desk. Although I don’t listen to it right away at work, I know
I will at some point during the day (when [ need its magical protection against
interruptions.)” (John)

So whilst John had been able to use music at work previously, it had never come
in a suitable form to make it attractive to him - what he desires is ease of use,
seamless listening and his own music on tap. The iPod on the desk also signifies a
‘do not disturb’ message to other workers. This is similar to iPod use in the street
where the earpieces signify much the same to others. The iPod works as a kind of
territorial preserve; as a form of boundary marker for others. The earphones also
signify the users status in the organisation - he can listen when he wants; this is not

B give a fuller account of the use of music in automobiles and especially singing in the car
in Bull 2004.
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tied to any notion of leisure but rather to efficiency:

“By listening to music at work, I'm now using music (or rather the fact and act of
listening to it) to a) block out distractions, b) send out a signal to co-workers that 1
am actually busy and so their interruption had better be work related, rather than just
casual chat and c) prevent myself from distracting myself (sic) - I find my attention
easily wanders to surfing the web or doing ‘other stuff’ unless I have music on. It’s
as though listening to music focuses me in on the task at hand.” (John)

Music use, in this example, represents a ‘rationalisation’ of work practice, John
can only be disturbed if it is a query about work, thus music reception enables him
to function better in terms of his perceived tasks by helping him to focus upon his
work rather than have his mind wandering off as he puts it. So, rather than music
being a distraction at work, it becomes a more efficient enabler in this example. iPod
users normally have to stream appropriate work music; either music that matches the
type of task they are engaged in. Music that fits the bill differs from one user to the
next. What unites most users is their desire for the mediated sound of music to
accompany them through their working day - iPod technology appears to have
produced the correct seamless environment working to music, unlike CD players
that need continual attention or the radio over which the user has no control of
content.

Work tasks often vie with the users fleeting moods, personal thoughts, tiredness
or lack of concentration; iPod use appears to permit the user to manage these
changing cognitive states. John listens to his music through headphones at work
rather than plugging in his iPod to his computer thus producing his own aural
cocoon within his office, a space inhabited only by him. The office itself acts as a
boundary marker. Yet his use of the iPod in his office demonstrates his authority to
transform his workspace into a privatised space of audition. The tell tale white
headphones signify to others ‘do-not disturb’ unless absolutely essential. Office
space is transformed into a hermetically sealed space for his own work and thoughts.
He works whilst listening to a variety of rock music, classical, opera, choral and 60s
motown chosen at random by his iPod.

Within this private bubble John pragmatically recognises the necessity for
interaction at work so does not get too carried away in his auditory bubble:

“I'm realistic about what it means to actually live in the real world, especially at
work. What I mean is: I understand that there are going to be interruptions and so
there’s no point in getting visibly upset. If an interruption has been particularly
pointless then I'm as likely to be frustrated by it if I was listening to my iPod as if
I was just sitting at my desk with no music on...When interrupted: I always switch it
off (using the remote) and take an earphone out. I just think it’s rude not to; in
these circumstances, you've got about 10 seconds interaction with the person. You
can’t leave them wondering for the first 8 seconds whether or not you 're listening to
them. It’s a question of respect really.” (John)

iPod use requires a re-assessing of workplace sociability and courtesy so as not
to alienate other members of staff. The obligation to interact with work colleagues is
far stronger than the fragmenting rules of recognition that exist in the street or in the
supermarket check out. Not all staff in John's workplace has the authority to use
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technologies such as the iPod, a further indication of John’s status, and to the nature
of his work within the company, unlike the working conditions of Bill who works as
a technician in an American university. Bill shares office space with others but
works primarily on his own tasks:

“By and large, it allows me to concentrate more, to remain completely inside of my
thoughts as I work. I wouldn’t classify it so much as “getting rid of unwanted sounds”
as the work environment is relatively quiet.” (Bill)

Bill’s work environment is composed of workers listening to music on their
iPods:

“The team of people that I work with has seven members. Six have iPods and the
seventh wants one. They all use the iPod at work...I only interact with others at work
to discuss design issues, and obviously those meetings aren’t something I bring my
iPod to.” (Bill)

Office space thus becomes a series of multiple individualised soundscapes
whereby workers concentrate on their work through their chosen soundtrack. Office
space might also be a contested aural landscape. Amy, a 32-year-old development
manager from Philadelphia, who shares office space with others, regulates her
listening according to her mood and to the tasks lying ahead:

“If I'm off to work I tend to listen to something upbeat but not too overpowering,
such as someone within my singer/songwriter category. Once I get to work, I usually
choose something I've heard a million times so I don’t mind if I'm interrupted. If
I have a particularly difficult task ahead of me, I tend to choose something with
a driving beat, like Soundgarden, the Matrix Soundtrack, or Rob Zombie. If I'm the
last one to leave, I put on something I can sing along with, take off the headphones,
and attach the iPod to my speakers.” (Amy)

Work is modulated through her choice of music. Working in a busy office brings
certain restrictions for Amy, as evidenced by her singing along to her music whilst
listening through speakers rather than headphones when nobody else is in the office.
Equally, the contingent nature of interaction in the office is understood, as is the
nature of her tasks that determine whether she listens to music or not:

“When I arrive at work, I take it off for a bit until I've spoken to my staff about the
day ahead, or worked out any personnel issues...[at work] I listen to it as much as [
can without letting it interfere with the course of my work. On rare days I prefer
silence, or don’t want the feel of headphones/earbuds, so on those days I leave it off.
Also, if my day is filled with meetings and/or phone calls, I'll leave it off, as it doesn’t
make much sense to me to keep turning it off and on.” (Amy)

Continual interruption makes iPod use dysfunctional with users preferring not to
listen at all. Dysfunctional because users prefer to settle into a mood through
uninterrupted listening. This limits the use of privatising technologies like the iPod
to certain types of task and particular workspaces. In general though Amy
experiences the office as a free and continuous space of listening:
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“One of my favourite moments was when I was listening to a really great song that
put me in a perfect mood, and I wanted to get some more water to drink. [ started
taking off my headphones when it hit me: I can take the iPod to the water cooler and
not miss a note! It was such a great revelation.” (Amy)

The space of the workplace is thus transformed through the users ability to re-
invent it as a privatised space over which she appears, rather illusionary, to have
total control. There is however, very little evidence of iPod users constructing
aesthetic narratives of the workplace, as they might do in the street - where many
users describe the street in filmic terms. This may well be a function of their
knowledge of the people around them whom they interact with on a daily basis -
they are not the anonymous people inhabiting the street. Or indeed may well be a
function of the rational purpose of music listening at work - to enhance the working
environment.

After work, Amy maintains her mood through her use of the iPod. The rhythm of
her day matches the music that she listens to and her step as she moves through her
day:

“If I'm walking home, I'll put on something to either de-stress me, or something to
cheer me up if it was a rough day. If I'm in the mood to take a walk around the city,
1 put on faster music to get my blood moving. When I'm wearing it and walking down
the street, I find that I match the pace and cadence of my steps to match the music.
1 also find myself setting distance markers and timing my arrival to the marker to the
music; for example, I'll say to myself “I’ll reach that corner by the end of this song.”

(Amy)

iPod use not only regulates the day for users; it creates an alternative linear sense
of progression to the day. From the enervating music in the morning to the wind
down music after work, daily experience becomes increasingly mediated and
modulated by their own chosen sounds. The world becomes mimetically ‘in-tune’
with the users desires and movements.

The office can also be a contested space of multiple recorded sound. Marianne a
38 year old web engineer from Berne, Switzerland shares an office with one other
worker who plays commercial radio all day in the office. Marianne responds by
wearing her iPod for most of the day in the office:

“During working hours I will wear my iPod as soon as I need to concentrate to
something and I don’t want to listen to my office mate's boring radio station! This
radio station plays the same songs all day long and that's really boring. I have more
choice within my iPod.” (Marianne)

She varies the volume in relation to the amount of noise being made in the
office:

“If my co-worker is on the phone and talks loudly, I'll increase the iPod’s volume so

that I won't have to hear what he's talking about (especially if it’s personal). But most
of the times I'll just have the music on a normal volume.” (Marianne)

iPod use for Marianne is private both in terms of protecting the co-worker from
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being overheard in conversation and in creating a cocoon of sound within which she
works. It is also re-active in relation to an unwanted existing soundworld. Use thus
empowers the user in relation to other workers - it is a post-fordist use of sound
within a Fordist sound space in which one worker is being fed a diet of commercial
radio, the other her randomised, yet personal playlist on the iPod. The space thus
becomes two simultaneous privatised environments - one existing in radio sounds,
the other in iPod sounds. Music enables Marianne to manage her workspace and
also makes her feel better about herself and the world around her:

“I have sometimes the feeling that music lets me see the world around me in a
“happier” or “brighter” light. I have the feeling that I'm happier when I listen to
music. But I don't always “need” that to be happier. It’s just that music lifts the
spirits when one is a little down.” (Marianne)

Whilst the use of iPods in office space is primarily a solitary exercise in
listening, at times it is used as the music system for the whole office, connected to
the speakers of the users computer:

“It has become the office sound system. I have a set of computer speakers hooked into
it, put it on random and everyone listens to it...In the office it can be anything that
takes my fancy, I think during the day at work the most played stuff is probably the
80’s music, but that is more to do with the age of the people in the office.” (Frank)

This demonstrates how technologies like the iPod can be used for general office
use - but a use in which the workers choose which music they will potentially listen
to. Yet negotiation, in this instance is also dependent upon the authority and
disposition of the iPod user. In this example, there is no evidence of file sharing or
collective creation of playlists. The iPod then is a dependent technology, dependent
upon both the organisational practices of the workplace - and the desires of the
individual worker in relation to their work colleagues.

7. Apple iPods in the Home

The dynamics of home listening are also potentially changed with the use of
technologies like the Apple iPod. There is much written on the transformation of the
home from a space in which all consumed the same media in the same space to one
in which the home becomes a multiple consumption space with an array of
televisions, radios and music systems distributed around domestic space. (Flichy
1995, Livingstone 2002) iPods can be plugged into home stereo systems working as
home jukebox systems:

“I ‘port’ it to my home stereo system and use it to play on the radios throughout the
house via the FM transmitter. When [ walk from room to room, the same music is
playing. It’s a great low cost way to have a great stereo system.” (Jeff)

The home thus becomes colonised with each room receiving the same sounds.
Collectively this may, or may not, always be desirable, in which case the iPod can
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be added to the armoury of domestic yet privatised listening nodules:

“I've gotten to the point that music portability is paramount to my day. I'll take my
iPod into a relaxing bath. If my partner is watching TV, I'll wear it while making
dinner. I'll use it to go to sleep. It’s also more polite to wear my iPod while doing
vard work instead of blasting my home stereo.” (Ben)

“At home I only use it with the FM transmitter over my stereo. I have used it for
small and large gatherings (parties) as well as when [ am home alone.” (Alison)

The iPod can be used to further secure both the users private space but also that
of other members of the family. It would be incorrect to associate private use in
private space necessarily as a form of ant-social behaviour; rather it can be
construed as a way in which users respect the space of other members of the family.
Yet equally collective use of domestic technologies throw open the issue of who
controls domestic space that is not apparent in privatised listening modes. There is
also an added dimension in homes with multiple iPods where family members file
share and teach the skills necessary to download music.

Public spaces can also produce forms of collective recognition for iPod users
who often see themselves in some sort of ‘imaginary community’:

“I also like the sense of belonging. They still enjoy rather a lot of cachet in London,
and there’s a sense of shared currency - you go out and meet someone in a bar who
has an iPod -you can go through their playlists and build a musical profile of that
person.” (Joanna)

Whether this sense of belonging will endure the increasing popularity of the iPod
has yet to be seen. Yet what is clear is that the iPod provides for a new spectrum of
listening habits, both public and private.

8. A Cultural Coda

The Apple iPod appears to be the cultural equivalent of the Citroen DS written
so elegantly about by Raymond Barthes in the nineteen fifties:

“I think that cars today are almost the exact equivalent of the great Gothic
cathedrals: I mean the supreme creation of an era, conceived with passion by
unknown artists, and consumed in image if not in usage by a whole population which
appropriates them as a purely magical object.” (Barthes 1972 p. 15)

From Gothic cathedral to Citroen DS to Apple iPod appears to represent a
Western narrative of movement and privatisation. The Gothic cathedral, immobile,
massive and austere, an edifice magnifying the glory of god whilst reducing the size
of the individual to a mere speck on the horizon. Gothic cathedrals were the largest
of man-made buildings in Europe at the time, just as the pealing of the cathedral
bells were the loudest routine man-made noise that the population regularly heard.
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Barthes, in his analysis of the Citroen DS, had already reduced the size and scale
of the cultural icon from the size of a gothic cathedral to that of a five seater
automobile - and of course, one could inhabit the Citroen in a way that you could
not inhabit the cathedral - the DS was something not merely to be looked at or
desired, it was something to be owned and travelled in - an icon to movement and
mobility. Barthes interpretation of the Citroen DS is of a domesticated icon - this
icon is however largely, although not exclusively a visually orientated one - whilst
Barthes brief description of Gothic cathedrals is certainly visually based. Yet a
parallel cultural history can be discerned and developed from Barthes sharp insights
concerning the development of a Western aesthetic. Gothic cathedrals were not
merely to be looked at or to be prayed in in silence - they were also cathedrals of
sound in which the edifying sounds of music reverberated through those massive
spaces. The populace invariably went into these spaces not merely to pray but to
listen to the grandeur of religion as evoked by the music resounding through the
great arches of the cathedral - music itself was representative of the grandeur of
vision of the day.

Yet just as Barthes had reduced the size cultural icon of the 1950s from that of a
Gothic cathedral to that of a five seater automobile, so at the beginning of the 21*
century, the cathedral of sound now exists in the head and mind of the iPod user -
the spaces of culture have been redrawn into a largely, but not exclusively private,
and mobile, auditory worship. The Apple iPod appears to be the 21 century’s first
cultural icon and as such a potent metaphor for much urban life.
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Chapter 8

TUNA: SOCIALISING MUSIC SHARING ON
THE MOVE

Arianna Bassoli, Julian Moore and Stefan Agamanolis

“The enjoyment of music is essentially a social experience” (Crozier 1997: 67)

1. Introduction

The Sony Walkman was one of the first mobile personal technologies introduced
in the market (du Gay et al., 1997). Its success, together with the following
development and high penetration of mobile phones, has stressed the importance
that ubiquitous technologies play in our everyday life. There are, at this stage, many
new opportunities to explore for the design of future mobile devices, especially if
we consider the fast improvements in terms of broadband wireless technologies and
powerful handheld computers. The main interest of the researchers involved in the
project presented below is, in general, to design technologies and applications able
to create, support and maintain social interactions among people who happen to be
in physical proximity, while performing various everyday activities within an urban
environment. Cities are becoming in fact more and more alienating places where
people mostly ignore whoever is nearby in their everyday routine (Putnam, 2000).
Our aim is to design new personal technologies that could support the creation of a
‘neighbourhood feeling’ and the improvement of the social capital on a local scale.
While many definitions have been assigned to the concept of ‘social capital’, it
could be here summarized as the sum of relationships, norms and institutions that
shape the quality and quantity of a society’s social interactions (World Bank, 1999).

This research has started from the analysis of common habits in terms of mobile
devices usage, and has investigated potential incentives that would make people use
these devices to connect to other people nearby, even strangers. Many studies have
tried to explain why the personal music player has become so popular, and to
research habits of consumption related to this technology (du Gay et al., 1997; Bull,
2000). From these investigations it emerges that music can constitute a tool to
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control mood, to relax and to be disconnected from the surrounding environment. It
is not the intention of the authors to imply that this isolating experience has to be
changed, but to explore if it can be integrated with a more social one, depending on
personal motivations and intentions. Indeed Bull has recently stressed how people
already enjoy sharing the music of their portable music players with others nearby,
and the same happens with mobile phones (Weilenmann and Larsson, 2002).
“Personal stereos can be shared by peers on the way to school, on the bus, in the
school common room, or in the corridors whilst waiting for lessons to begin” (Bull
2000: 110). The success of online peer-to-peer music sharing shows how there is
space for new technologies that enrich the enjoyment of music and support the
creation of social connections as well, even among strangers (Brown et al., 2001)
The portable music player of the future could be used both to listen to music in a
solitary way and to share this moment with other people.

Communication about music is a key feature of how we consume music; with
this in mind, emerging networked technologies are offering new opportunities for
people to share ideas about the music they are consuming, even on the move.
Moreover, music is a social practice, especially when we consider young people and
how it constitutes for them a form of identity expression and a social bonding factor
(Frith, 1981). Research in the field stresses how “the most common sociological
explanation of the importance of music for youth is in terms of peer-group culture”
(ibidem: 215), and how “music provides the security of identification with other
like-minded peers” (Larson, 1995: 548). Finally, a synchronized music consumption
among people in physical proximity, as it happens in clubs or during parties, can
create a strong emotional connection, more than what an asynchronous download of
music over distance could provide, such as in the case of online peer-to-peer
applications (e.g. Gnutella).

Sharing music may however not be enough for people to socialize with each
other, and this is why the ‘walkman of the future’ could become also a
communication tool, providing instant messaging features for instance. The
exchange of messages could add to the experience of listening to the same music,
and could reinforce the bonding already created, by providing a direct
communication channel between users. In this way an overlap between the ‘virtual’
and the ‘real’ world emerges, and new behaviours of interaction could arise from
that. The portable music player, which has kept its function and role in the society
for the past twenty-five years, could now radically change and become a hybrid
device that allows people to isolate themselves but also to connect more with others
nearby. In this chapter we present tunA, a new mobile music player, that supports
social experiences around music through local sharing and communication.

tunA is an application that runs on Wi-Fi-enabled and Pocket PC PDAs; it works
as a standard mp3 player, but it also displays a list of other people in range,
providing some information about them (i.e. icon, nickname, song currently
playing). tunA then allows browsing the playlist of other users and to connect to
them if the song they are listening to seems appealing. An instant messaging feature
is also provided, in order for the users to be able to exchange messages about music
or any other topic. Finally tunA gives the possibility to bookmark the songs other
users are playing, to keep a record of interesting new artists being discovered while
moving around.
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In terms of content, music has been selected as the main interest around which
new social links can be established and existing ones maintained. In terms of
technical solutions adopted for the development of tunA, short-range wireless
technologies and peer-to-peer connections have been chosen, because, if combined,
they can support the creation of dynamic and flexible local networks. PDAs have
been chosen as a platform because of development constraints that other existing
mobile devices present, because new models have Wi-Fi built-in and finally because
they are small but powerful computers for which it has not been found a successful
market strategy to reach mass penetration. While PDAs have shown to present both
positive and negative aspect, they have generally contributed to identify potential
design choices for a future development in terms of hardware. Wi-Fi is probably the
optimal existing wireless standard to create proximity-based peer-to-peer
interactions, but tests that have been conducted so far on tunA show that the Wi-Fi
range is too short to create stable and durable networks with a minimum density of
users. It is likely that future improvements of wireless technologies may overcome
this problem.

2. tunA: The Technology

This section introduces some of the technical characteristics of the application
(see figure 8-1). The current software build is deployed on 802.11b enabled HP iPaq
4150’s. Concerning privacy issues, it is important to specify that in the current
version of the software the user does not have the ability to be ‘invisible’ in the
network. This means that once the application is started, the user is directly
connected to the network, and is accessible to any other user.

UDP MULTICAST

Figure 8-1. tunA peers interacting with each other

Obtaining music - Music is stored locally on the device as a series of MP3
encoded files. Audio can be downloaded to the devices by copying compatible files
directly to a storage card using an external card reader, or any other normal means
of transferring data to the Pocket PC such as ActiveSync, a network share, or any
Internet connection.
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Peer discovery - tunA uses a ‘beaconing’ approach to detect other devices within
range. The discovery subsystem periodically transmits custom UDP multicast
packets announcing its presence and some basic peer-related information to all
nearby devices, and maintains a list of those peers from whom it has detected similar
packets within a specified time frame. The envisaged scenarios for this application
(waiting in a queue, sitting on a bus etc.) require a range of approximately 100-
200m.  Maximum values however are heavily dependent on the 802.11
adaptor/antenna used, and could be extended further with Multi-Hop techniques.

Network protocols - For the audio, the streaming service reads frames of MP3
encoded data from a locally stored file, and transmits them via specially formatted
UDP multicast packets, which also include certain timing/synchronisation
information. When a ‘tuned in’ peer receives these, they are added to a buffer from
which the decoding service periodically requests data. For the instant messaging, a
TCP/IP connection is formed when the discovery service detects that two peers are
within range. A simple chat protocol is then used to exchange playlist information,
instant messages, and other binary information.

Synchronization - We believe an important aspect of the tunA application is the
synchronization of the music experience; to be able to listen to the same song at the
same time could create a strong feeling of connection between two users, as it
implies the inclusion, at a particular time and in a particular context, of the user
connected into the experience of the user who acts as ‘music source’.
Synchronizing the sound experience over WiFi also represented a challenge from a
technical point of view. The synchronisation method used in tunA employed is
essentially a three-part process, applied for the full duration of the ‘shared audio
experience’, the data for which is included in the header of the packets of MP3
frames being multicast as the audio stream. First, a common reference logical clock
or ‘heartbeat’ is established, by using any of a number of. Next, the track position of
the remote source is computed, using information about the last frame that the
decoder requested, and the time it requested it. Finally, if the local buffer is
determined to be out of sync by more than a pre-determined amount, frames are
removed or blanks inserted to bring the local and remote players in line. The human
ear will assume two audio signals are ‘coherent’ (i.e. from the same source) if they
arrive within 30ms of each other. On the Pocket PC platform, this level of
synchronisation is difficult to maintain over time due to variances in manufacture
(audio crystals), clock skew, OEM dependent timing information, unreliable
network protocols, and the lack of a real-time operating system. Despite these
obstacles the tunA algorithms are reasonably successful, and should see further
improvements were they implemented on a dedicated device.

The interface - tunA has a skinable graphic interface; by supplying a set of
BMP/GIF images, and an ASCII text file describing their location, content and
attributes, a user can modify the appearance of these graphical widgets. Various
options have been considered for presenting the necessary information on the
screen, while keeping the interface simple and easy to use. The final decision for the



Consuming Music Together 155

default skin of tunA was to have a full screen interface with four tabs. The first tab
displays the list of users in range (fig. 8-2a), each through a small icon, a nickname,
and the name of the song they’re playing (if there is any). By clicking on the icon
people can access information about the user selected and the list of songs in their
playlist. On this screen three icons are provided: one to ‘tune in’ and listen to the
user’s music, one to bookmark the song he/she is listening to, and one to send
messages to this user. These last options reveal two other tabs, one dedicated to the
list of favourites and one to the instant messaging (IM) functionality.

Figure 8-2. tunA default interface, (a) people in range and (b) instant messaging. Left: out of
four tabs, the first one presents the list of users who are currently in Wi-Fi range. In the latest
version of the interface not only the icon of the users in range is shown on the first tab, but
also their nicknames and title of the song currently being listened to. The chat interface (right)
has the input button on the side (as some new mobile phone have), and is meant to show the
dialogue between two users in a similar ways as it appears in the Mac iChat application,
in which both the icon and the text are shown every time one of the user sends a message.

Existing IM tools, like MSN Messenger, could have been used and linked to the
application as external functions. Instead, a dedicated interface was designed for this
purpose, in order to facilitate the integration of it with the other internal functions.
As in Europe SMS is massively used and many young people are confident with the
mobile phone input system for writing messages, the IM interface has touch based
buttons similar to a mobile phone. Buttons are positioned on the vertical opposite
sides of the screen, in order to allow for typing by using both hands at the same time
(fig. 8-2b); moreover T9 for the word recognition is in the process to be
implemented.

Once a working prototype was implemented, it was important to test the
application with potential future users. There are many technical and methodological
challenges in designing and conducting a user study for a mobile peer-to-peer
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application such as tunA. This section presents the methodology used and the
findings of the user study we conducted for tunA.

The aspect of ‘spontaneous mobility’ is in general very hard to capture by
artificial tests; laboratory experiments, while they can be adequate for Internet or
desktop-based applications, present numerous limits in terms of validity when it
comes to wireless mobile applications. By comparing various approaches,
Kjeldskov and Graham (2003) demonstrated how there is “a lack of focus on real
use contexts in relation to engineering and evaluating mobile systems as well as
limited construction and use of theory. While field studies are being done, natural
setting research is not prevalent. One reason for this may be that applied research
and laboratory experiments are simply easier to conduct and manage than field
studies, case studies and action research.”

For the tunA user study, a field study was conducted, using an original
methodology that included qualitative and quantitative methods. The goals of this
user study were both theoretical and practical. From a theoretical point of view, the
experiment meant to add a contribution to the emerging field of user studies for
mobile peer-to-peer applications, to confirm the validity of the concept behind tunA
within a specific context of interaction, and finally to provide insights about other
possible contexts of usage. The key question addressed was whether or not
synchronized music sharing, mobility and physical proximity can create a ‘social
experience’ and support new social connections among people who are nearby.
From a practical point of view, it was relevant to test the usability of the tunA
software, of its default interface, and of the hardware where it has been
implemented. The methods used in this user study included participant observation,
a survey, pre-trial semi-structured interviews, a talk-aloud interface evaluation,
a one-day field study and semi-structured post-trial interviews.

During the design process a number of scenarios of usage had been identified,
taking into account common occasions where people use mobile music players and
casually happen to be in physical proximity. These scenarios included activities such
as commuting, especially situations where people are waiting for public transport or
travelling on them (bus/underground/train), queuing in venues or shops and
gathering in parks or beaches. Specific communities were also considered as
addressee for the application, especially teenagers and students, for example in
situations when they would gather in places around a city or perform various
activities at college and school.

In more general terms, a tunA target group of users would include everyone who
enjoys listening to music through portable music devices and lives in a populated
environment. At the same time this categorization is limiting if we want to address
a future mass penetration of tunA, because of the specific development of the
software that relies on a set of technologies that is not widely-enough used
nowadays: Wi-Fi-enabled PDAs. The ideal target group to be researched at present
should then include everyone who already uses portable music players and owns a
Wi-Fi-enabled PDA at the same time. This condition is nevertheless very difficult to
achieve and has the risk of excluding potential users who do not fall into any of
these categories.

A combination of literature review and personal data collection lead to the
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choice of a university as a reasonable setting for a tunA field trial, and allowed the
researchers to make some assumptions about students being a potential target group
for the application. Youth has constituted so far the preferred subject of
investigation and analysis for studies on music consumption and on the usage of
personal stereos, and apparently “adolescence is the period when the amount of time
devoted to listening to music is at its peak” (Crozier, 1997:72). Moreover,
communities of young people, teenagers and college students in Dublin have been a
big inspiration for the design of tunA, especially because of the results of a social
study previously conducted locally (Bassoli et al., 2001). Our assumptions included
issues such as the fact that students, as other young people, are a big audience in
general for the music distributed on the market; moreover, music is for them a way
to represents their identity and a frequent topic of discussion. Students may also
often make use of portable music devices and could finally be curious about others
nearby and willing to meet new people.

The choice of the college where the field trial took place was determined mainly
by the technical constraints of the software to test, and by the ‘social’ characteristics
of the college itself. tunA is a proximity-based application, where users can ‘see’
each other and interact only within Wi-Fi range, which is approximately fifty
meters. As a qualitative study focuses on a small number of users, it is necessary to
find conditions to make interactions happen. This fact becomes even more
challenging where the attempt is to leave the users as free as possible to decide how
to integrate the use of the technology with their everyday routine at the campus.

Various characteristics of NCAD (National College of Art and Design - Dublin)
made it appealing for the tunA user study. The small size of the campus can
facilitate the creation of spontaneous interactions among participants, allowing the
technology to be fully exploited without modifying too much spontaneous social
dynamics. The concentration of the campus social life in only two physical places
(one indoor and one outdoor) makes it easier to track the activities of the students
without interfering with their spontaneous activities. Finally, we assumed that the
presence of people involved in art and design could bring new insights about
possible improvements of the system maybe better than other users could do.

2.1 Observation at NCAD

In order to make sure that the NCAD, was the optimal environment for
conducting the user study, a researcher spent significant time in the college.
Participant observation mainly involved paying attention to the social activities
happening every day and talking with people from the Student Union. The Student
Union office not only coordinates the NCAD social life external to the campus’s
regular activities, but it also represents a physical hub where people would gather
and spend some of their spare time. Meeting the people involved in the Student
Union was a good starting point to know more about the campus and to coordinate
the future field trial for tunA; they in fact have played the role of mediators between
the researchers and the students involved in the user study.

The NCAD campus is mainly comprised of two parallel buildings, one for art
and one for design, separated by a courtyard where students gather whenever the
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weather allows it (which is not very often in Ireland). A third building is mainly
dedicated to administration offices, the library, and, most importantly for the study,
social activities; this is where students eat, take coffees, and spend in general their
breaks from university duties. The social life of the campus is very ‘centralized’, and
the university activities take place mostly in ‘open spaces’, very large rooms where
students work on their projects; the subjects taught at the college rely in fact more
on the development of practical projects rather than theoretical and classroom-based
learning activity. This aspect seems to facilitate more interactions happening among
the students, and allows them to listen to music even while working and studying.

2.2 Survey and Pre-trial Interviews

In order to better understand if students could constitute a potential target group
for tunA, a survey was conducted, by distributing a questionnaire divided into three
sections:

Music - These questions addressed the level at which students were involved
with music, how often they used portable music devices, and other related issues.

Technology - This section was meant to investigate what types of technologies
the students used and owned in general, and how often they worked with computers.

Social issues - Here it was measured the willingness of students to meet new
people who happen to be nearby, their feelings toward their existing social
networks, and their level of satisfaction about how human connections are
established and maintained in a urban environment.

A total of 76 completed questionnaires were collected. Through the answers
given, our assumptions were shown in general to be valid. The next step consisted of
selecting a small number of users to participate in the field trial; usually a number
between 5 and 15 is suggested for qualitative analysis. Because our resources were
limited and because the students didn’t own their own PDAs, a group of six
participants was finally chosen. The students, selected among the ones who had
expressed interest in the application through the Student Union or during the survey,
were four males and two females, between 20 and 23 years old, of which four were
studying Art and two studying Design. In order to observe different types of
interactions the group was heterogeneous in terms of people knowing each other.
Some of them were in fact very good friends while some had only seen each other
before but never talked.

Semi-structured interviews were then conducted with the six participants, in
order to understand more in depth their perspective on some of the issues touched by
the survey. Participants agreed for the disclosure of their names. The questions
depended on their individual answers in the questionnaire; aspects of mobile music
consumption, social network satisfaction, and use of new technologies were
analysed through these interviews, which were recorded and later transcribed.

Students demonstrated in general a high level of interest and enthusiasm toward
music (54% responded 7 on a scale from 1 to 7). They use portable stereos to a
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substantial degree (78% own one, 31% responded that they use it ‘always’) and
listen to the radio often (25% said ‘always’).

“I just use it anytime (portable music player), pretty much everyday if I'm travelling
on a bus. Its because I love music, plus I just hate sitting around doing nothing, and
also because I love to get into my own little world as well, chilling out with my
tunes.” (Dara)

This is in support of the assumption that students may be a potential target group
for tunA. They constitute an important market for the music production and
distribution, and have already adopted a ‘mobile’ practice of music fruition. Robust
empirical investigations, such the one conducted by Bull about the Walkman,
confirm how this finding can be generalized to include a vast number of young
people living in western urban cities. Moreover, part of the students said to have felt
frustrated because not always able to share their interest in music with others; this
aspect occurs in other studies as the one conducted by Brown et al. on music
sharing, and encourages research on applications like tunA.

As we expected, there are aspects of the target group of students that makes it
difficult to be reached in terms of future penetration of the technologies. Participants
of the study said they do not invest much in technologies (43% responded 1 on a
scale from 1 to 7) and none of them owned a PDA. Even though, as mentioned,
students are comfortable with the practice of music consumption on the move, the
fact that there are barriers against the adoption of the technology necessary to run a
system as tunA constitutes an important factor for the evaluation of the application
potentialities within this target group.
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Figure 8-3. Results from the survey at NCAD showing why students could constitute
a potential target group for tunA

2.3 Interface Evaluation and Field Trial

The six students participated also in an interface test, where a talk-aloud protocol
was applied, in a laboratory setting. Usability engineering guidelines (Nielsen 1994)
suggest that five users are generally enough to discover the main problems with a
system. The students were asked to perform specific tasks with tunA, and to
verbalize their thoughts, feelings and opinions. For the debrief session of the test
they were then asked to fill in a satisfaction questionnaire. Tasks varied from
playing the songs stored in the device, connecting to another user to listen to their
songs, bookmark other users’ songs and send messages. The results of this test were
later compared to the use of the software and to the comments that users had about
the interface after the field trial. This comparison allowed us to better determine
what was the actual level of understanding of the graphic interface we had designed
as default one, and to plan future improvements.

From the talk aloud experiment it seemed that users had initial difficulties in
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using some of the features of the software. Nevertheless during the field trial
students demonstrated to be comfortable since the beginning in using the
application:

Average Value

Was it easy to learn how to use Was the information provided Was the organization of the Overall, are you satisfied with this
this system? easy to understand? controls clear? system?

Figure 8-4. Some results from the debrief session of the interface test

“I thought the interface was cool, I mean at first there were one or two of the icons
that automatically you wouldn’t get exactly what they are from the start, but there are
so few of them that you get to know them pretty quickly, it was well laid out and it was
very simple, you couldn’t go around really and if you did, you would fix it in a
second, it wasn’t over complicated” (Dara)

In general participants were happy to use a touch-screen graphical interface,
even though few of them said they would prefer physical buttons. This aspect
became evident during the field trial, as the subjects were very cautious about using
the PDAs and afraid of breaking them.

“I really liked the interface with the touch screen, I think its just a fact that if I had a
PDA I'd feel that I had to use it for more than just the tunA thing, so I would much
prefer to pay half the price and get a normal portable player”. (Alan)

Users’ approach toward PDAs was not very enthusiastic; they didn’t seem to
understand a use that they could make out of them except for something similar to
tunA. They would rather prefer to have a device only dedicated to tunA, instead of
having to carry a small delicate computer like an iPaq.

The interface evaluation allowed the participants, none of whom had used a PDA
before, to be prepared for the trial. Concerning the planning of the field study, it was
decided to let the students perform their everyday usual activities in the campus,
while trying to integrate them with the use of tunA. As all of them said during pre-
trial interviews that they spend a lot of time using their portable music player while
at the campus, this seemed a realistic option. Nevertheless, in order for the software
to perform its features people needed to be in Wi-Fi range, and the small number of
participants made this condition very difficult to achieve within a ‘normal’ everyday
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campus life. As the study took place during a single day from about 11 o’clock in
the morning to 6 o’clock in the afternoon, the students were only asked to be around
the ‘social area’ of the campus at lunchtime for about an hour and half, trying to use
tunA as much as they could both for listening to their own music and for connecting
to others.

The six subjects were provided with a PDA each and a recharger, and with the
instruction about how to run the application and fix possible problems. Each user
had an icon, a nickname and a list of their favourite MP3s in the device. They were
asked to recharge the PDA at some stage during the day, as battery duration is still
not optimal to run an application like tunA for more than about three hours. Apart
from this small set of specific conditions the students were let free to behave as
spontaneously as they could.

During the day of the trial, one researcher stayed at the campus, observing the
interactions and usage of the application and capturing with video some moments of
the trial. The researcher acted for one part of the test in a detached way toward the
activities that were going on among the participants, and for another part she tried to
have a ‘participatory’ behaviour, interacting with the users and taking an active role
in the test. This approach was important to make sure the researcher did not interfere
with the spontaneous social dynamics but also that she could experience first-hand
the usage of the device within that natural context, with the aim of better
understanding the experience of the other participants.

Unfortunately some technical problems encountered during the test left the six
participants with only four fully working PDAs, but the cooperation among them in
terms of sharing the devices when needed was remarkable. Two other important
‘external’ variables that affected the test were the good weather outside and the Irish
smoking ban. People would already gather outside every time the weather allowed
them. As the test took place in May on a sunny day, participants preferred to have
their lunch and social interactions outside rather than in the inside social area. This
was also due to the recent smoking ban that involved all of Ireland not more than a
couple of months before. The fact that students cannot anymore smoke inside is
drastically changing the way their interactions take place in the physical space, and
the way they make use of the social spaces assigned to them.

During the test students were using the application for a certain amount of time
while working on their projects in the studio, but apparently they were not able to
spot each other online and they were using tunA like a normal MP3 player, with
headphones. Social interactions took place mainly in the afternoon, when two
groups of three students each formed in a common space outside the main campus
building, at two different times of the day. This meant that only interactions among
three people at the same time took place, but also that two different types of group
usage could be observed. Each group of users consisted of two men who were
already good friends and a woman who they both did not know before. Again, this
was ideal for research purposes, as we could observe tunA being used among friends
and to interact with strangers. In both groups users were always close to each other,
at an average of about five meters, either standing or sitting, while eating their lunch
or smoking. Other friends of them were nearby, and they all seemed very interested
in the application and curious about it. Because of the proximity aspect, students
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decided to use their PDAs more like stereos rather than with headphones, in order to
let other people listen to their music. In this way users (and the researcher) could
check that the application was working, and at the same time they could let other
people enjoy the music as well. Something we did not consider before was the
opportunity to take advantage of the built-in speaker provided by the device. The
traditional privatized music consumption of the Walkman was here partly conversed
into public.

Some small technical problems related to the application occurred at various
times, but the participants were able to learn very fast how to fix them and to restart
the application when needed; fortunately, this factor didn’t seem to influence the
success of the test much. The students decided themselves when to end the test and
to go back to their studies and activities, but this happened after a few hours of
constant interaction with the application and with the other users.

After the field trial semi-structured interviews with conducted again with the
students, in order to gather their comments and thoughts about the use of the
software and the PDA, about the social interactions mediated through it, and about
the whole experience in general.

2.4 Privacy and Curiosity

The socializing aspect of tunA much relies upon the willingness of users to share
their digital resources, and eventually to communicate with other users in range.
While this could be desirable in terms of supporting the enlargement of social
networks and providing informal sources of information and entertainment for
people, a ‘digital open-ness’ of users toward their surroundings also rises various
concerns in terms of privacy and identity management. As previously mentioned,
the use of tunA implies that the people are willing to share with others both their
music and some personal information about themselves. Decisions about the level of
personal information disclosed are entirely up to users, and information about their
location is not provided by the software; as it is now the tunA software allows a
certain level of both open-ness and privacy management.

During our field study, users were very comfortable with sharing their music
even with people they did not know before, and they had no problems in
broadcasting their ‘real’ identity through the application. This fact was mainly due
to the security that the college environment provided for participants, together with
the awareness that even strangers were students like them. Behaviors encountered
during this study cannot therefore be generalized for other occasions, when strangers
share the same physical space for a certain amount of time, as on public transports
for example. In the survey students said to be quite comfortable in general about
sharing their music with other people nearby (33% responded 7 on a scale from 1 to
7); this could mean that letting other people listen to their music does not seem to be
perceived as a privacy violation from students’ perspective. On the other side, one
concern that they seemed to have was to be able to keep their privacy and anonymity
in terms of personal profiling and messaging. This was mainly due to the fear of
sharing personal information with some badly intentioned person in physical
proximity.
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“Well I think I'm a bit paranoid about stuff like that. It would depend also on the
context, like here in college I wouldn’t have problems to put my information, but
outside [ would probably try to be more anonymous.” (Christian)

“I think less (information to people nearby), cause if like you run across a psychopath
in the Internet, they cannot do anything, unless you're stupid and you give out your
address, while if somebody is right beside you, it could be more dangerous I suppose.
On the other end [...] if you're near a person at least you can see them, so you can
decide what level of information you want to give them, like on the internet
paedophiles can say that they re young etc, because u cant see them, but if they re
physically near someone, they can’t lie, so you can look at them and check them
before giving them information.” (Dara)

Some of the students agreed that they would eventually give more information
about themselves after having exchanged some messages with a stranger nearby.
This could mean that if the sharing of resources between strangers leads to a deeper
level of interpersonal communication, also a certain degree of mutual trust can be
built on that.

The level of personal information that each student is willing to provide for other
people nearby, through the creation of a digital profile, can be low if we consider
users’ concerns about security, but it could also be high if we look at other factors
acting as ‘pay-offs’ for this disclosure. One of this can be the satisfaction of a
curiosity. From the pre-trial interviews and the survey, students appear to be curious
about meeting new people nearby (31% responded 7 on a scale from 1 to 7).

“I think a lot of the times it’s like if you are sitting on the bus and you see the same

person everyday but you never talk to them. I do get curious about them, where
they're going, etc., and the fact that they probably live very near you, it would
be amusing if they were listening to music and you could see what they 're listening
to know what else they're like rather then talk to them if you're to afraid of it. 1
suppose 1’'m in general a very curious person.” (Lisa)

“I was on the bus one time, and I saw this guy, and he looked like a big though guy,
and he had like shaved hair, and his headphones were kind of loud, and it turns out he
was listening to Westlife, and I thought: oh this is kind of weird for a tough guy.”
(Christian)

In general curiosity can arise in some context from the physical proximity of
strangers; almost a century ago Simmel was commenting on the important role that
the ‘eye’ plays in urban everyday situations (Frisby and Featherstone 1997). The act
of commuting on public transports for instance has generated a new interaction-
space, where people have time to and are in the condition of observing each other.
Some aspects of the curiosity students referred to imply a connection between the
way people express their identity though cloths and attitude and the type of music
that they are listening to. The importance of the relationship between music and
identity expression has been demonstrated by a consistent body of literature (Frith,
1983; Hargreaves and North, 1997; Willis, 1978). In the case of a person observing
a stranger listening to the Walkman this relationship is implicit, but still seems
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relevant to foster a sense of curiosity in the observer. This curiosity consists in a
wish to discover a, subjectively perceived, coherency or discrepancy between the
physical and attitudinal identity of a person and the type of music that he or she is
listening to. In their study O’Hara et al. (2004; this volume) have shown how
networked music applications that imply a physical proximity of users can foster a
similar type of curiosity; in this case online music preferences accessible to others
nearby can generate the curiosity to discover the appearance of the users who
expressed them. The degree to which this curiosity can be satisfied by a system like
tunA depends on the willingness of people to disclose either their location or some
clear link between the music they are listening to and their physical appearance (e.g.
their picture). Going back to what has been mentioned before, this open-ness can
affect issues of privacy and security, which need to be considered for future design
improvements (i.c. the decision of using GPS to locate users). Otherwise an explicit
request from users becomes essential to discover a link between appearance and
music tastes of others.

Curiosity can also refer to an interest in finding people with similar music tastes,
in order maybe to create new meaningful social connections. This level of curiosity
could be satisfied by simply sharing information about playlists, and by having a
communication channel to start a ‘virtual conversation’. These are features already
included in the tunA design, even though for the instant messaging it would be
preferable for users to have a ‘status’ option, that is the possibility to choose whether
to receive messages or not. This would let users decide when they want to use tunA
for socializing or when they prefer to maintain the traditional ‘disconnecting’ feature
of the Walkman.

“Well I presume you could have some control over it, like to set the status on busy
when you 're not available to talk to people.” (Paula)

2.5 The Importance of Music

In the context of tunA, music sharing can be seen as a first step toward the
creation of social links, but it could also just provide alternative sources of mobile
entertainment for users. The success of the Walkman and of various online peer-to-
peer applications can lead to the assumption that there is a potential for mobile peer-
to-peer music technologies, allowing users to have access to a higher amount
of music in various everyday contexts. It is hard to predict at this stage patterns of
behaviours concerning music sharing, and the processes of decision making
that lead to the choice of listening to specific songs available on the network.

During the field trial, these choices were conditioned by the close proximity of
users, the level of acquaintance between the users and the awareness of the music
being played. As previously mentioned in fact users were interacting through the
application and talking at the same time, some of the students were good friends
while others were strangers, and finally music was played loud through the built-in
speakers of the PDAs. It was interesting to observe that in each of the two groups
formed during the day, there was one student more open and outgoing than the
others, who would somehow lead the interactions and facilitate the communication
among the three of them. The first group of students (Lisa, Alan and Christian) was
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a lot more talkative than the second one (Dara, James and Paula), but in the latter it
seemed more democratic the choice of whom to tune into. This ‘democratic’
behaviour was probably also induced by the active participation of the researcher in
the process of music sharing; students might have felt some pressure in terms of
“fair behaviour’. The music collectively played in the first group instead was mainly
decided by the two guys, quite always either listening to their songs or tuning into
each other, and only letting the girl to tune into them. In this case the presence of
other students and friends might have put some pressure on participants in terms of
‘showing off” who could lead the choice of the next song being collectively played.
A similar ‘competitive’ attitude toward music choices has also emerged in the study
O’Hara et al. conducted about Jukola, a digital jukebox that allows a democratic
choice of songs (O’Hara et al., 2004; O’Hara et al, this volume). In the context of
strangers sharing music with tuna another level of competitiveness could arise,
where users try to have as many people as possible connected to them. This could,
for instance, make users select the songs the will be listening to according to what
they think could be appealing for people nearby.

The slightly competitive behaviour was nevertheless not obvious for the
students, as after the field trial they justified their behaviour only in terms of being
very self-confident about their ‘music identity’.

“It’s just a music difference more than anything else, like id just listen to anything but
not Justin Timberlake and she was just listening to that. Any time I managed to tune
into Lisa’s thing she was listening to it, so eventually I just said I don’t want to listen
to that song, and I didn’t tune in, but I suppose that’s what the whole thing is for, you
find out what people you want to tune in into and what people you don’t want to tune
in into.” (Alan)

“They all kind of new each other and they are good friend, but like, they re grand. It
seemed that my music didn’t go into theirs somehow, I got their music but they didn’t
get mine.” (Lisa)

This partly demonstrate the fact that the option of tuning into somebody else’s
music can be very appealing for students, but also that most of the people who are
into music are very selective of what they are listening to. This fact supports the idea
that an application as tunA gains value through a mass penetration, meaning that
each person can access a big variety of songs and users to connect to. The short
range of current version of PDA-enabled Wi-Fi also confirms the need for many
people to have the technology and use it, in order for it to become successful.

“It was cool sharing it with James, 'cause we like “mostly” the same music, and then
listening to Alan’s music...Alan’s music it was terrible! There was like one good
song...and it wasn’t even that good.” (Dara)

“There almost need to be more people, like there has to be almost everybody so that

you can tune in and things like that. If everybody just had one a lot of the times it
would be more easy to search through the menu, cause in the test you would have one
or two people to choose and that was it, with more people it would be more
interesting.” (Alan)
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“I suppose I wouldn’t tune into somebody that doesn’t have anything I like. I think if

youre in an environment, if there’s enough people around its more a fun thing to play
with, but it’s kind of interesting cause it’s kind of doing what’s crap about radio at the
moment [.], you may hear more stuff with tunA, or hear some stuff you would never
hear on the radio, and that’s kind of the fun part of it.” (Christian)

The fact that the students used the application mostly without earphones could
have different explanations. According to the participants it just seemed the most
‘natural’ thing to do. This behaviour, although very interesting and unexpected,
failed to show a more realistic usage scenario for tunA, where people would actually
wear the headphones on an everyday basis.

“Well definitely I would use it with headphones, unless I was around and I met a
friend of mine on the street and I wanted to hear a song with him, I suppose it’s useful
for that. But the sound was quite good in that little thing, it was loud enough. But
1 definitely would use it with the headphones.” (Christian)

“I think because you feel that you have to interact with people, it feels strange to keep
your headphones on. If you're walking in the street you definitely want to keep you
headphones on.” (Paula)

In an everyday context of usage, with people using headphones, it would be
useful to add to the tunA application a feature indicating how many people are
connected to each user in range; this would probably influence the choice of whom
to connect to.

2.6 Social Interactions and the Power of Messaging

In terms of the socializing potential of tunA, from the field trial it emerged that
the aspects of ‘mutual curiosity’ and music sharing encouraged students to start a
conversation with strangers. In the context of the trial, another subject able to help,
as a ‘bonding factor’, was the status of the application, that is if it was working well
or not, and whom else everyone was able to see on the screen at a particular time.

“Well its something (music) that people may have in common, depending on anything
in their life, they could be the worst enemies, but they still could like the same music,
and that just establish a common ground for people to kind of talk and whatever.
Yeah I think music is a good form of communication. Anyway it’s something that most
of the people appreciate.” (Christian)

“I think if you had one and you were walking by, and especially in college, ‘cause it is
a social place, if you [...] would see somebody playing a tune and you could listen to
that song, it would be good that way, and I think it would establish a dialogue with
people.” (Lisa)

Strangers starting a conversation from a music perspective may seem an
unconventional thing, but for the students of our study it constituted a quite natural
behaviour. Finding common interests before starting to communicate for the first
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time could be an incentive to ‘upgrade’ a new social connection to a more
substantial level. The progression of such ad hoc and temporary interactions is hard
to predict at this stage, even though students said that after the trial they were always
saying hello to each other.

“I think people are just social creatures and when people share an experience...they
automatically bond doing that...you can’t help but...so even with a stranger listening
to the same music...like with Paula, I didn’t know her at all, but we were hanging out
as we knew each other, I'm not sure how many times I asked her name, it didn’t really
matter, we didn’t care, we were just hanging out...and you wouldn’t get that
otherwise...so it made a massive difference, it flipped the whole social thing
completely, it’s a much more relaxed/ enjoyable kind of thing, it makes you skip all
kind of bullshit of ‘hey how are you?’. I thought it worked well with both good friends
and strangers...very different but good...” (Dara)

Because of the familiarity of the college environment and the presence of other
students, participants seemed to be very comfortable in talking to each other even if
it was the first time. It is impossible to know how different their behaviour would be
in public places, when surrounded by total strangers. By allowing a certain level of
anonymity, the creation of new face-to-face interactions could possibly arise after a
virtual exchange of messages. Studies in fact have shown how sometime it can be
easier for strangers to communicate in the cyberspace than in ‘real world’ situations,
especially because of the possibilities of playing with their identity (Turkle, 1997,
Surel, 2004).

The idea to include instant messaging in the features provided by tunA came
quite late in the design process. The possibility to bring the level of interpersonal
communication further than the synchronized music sharing seemed to match with
the intent of supporting new social connections. Nevertheless it was hard to predict
the high level of interest that the user study participants expressed toward the instant
messaging. Because they tried this feature during the interface test, they expected it
to work during the day of the trial. Instead, various features were not implemented
yet at the time of the study, so it was not possible to test them in use. All the
students demonstrated to be very disappointed about not having the opportunities to
send messages to each other, even though they were interacting at a close physical
proximity, and talking to each other face-to-face.

“There was one time or two times maybe that [ managed to tune in into someone and
1 didn’t know who they were, and I would have sent a message them just to try that
but I just think it would have added another dimension to it.” (Alan)

“When you check somebody else track list, it would be really cool. I mean, being able
to share the music is great, but as a communication, you can't interact with the
person, it would be great just to be able to send a message.” (Dara)

“Like I was listening into someone, especially with Alan, I suppose 'cause he’s my
friend. It could have been like trying to have a bit of a laugh with someone, just make
fun or whatever. Like if Alan had a good song, like ‘well done’ or whatever, or have a
laugh about crap tastes in music, like that sort of things. That’s what you’d think in
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that kind of environment. Like I think if you are out it would be more: ‘hello’, this
kind of stuff, ‘I like that band as well’ or bla bla bla.” (Christian)

This feedback suggests that ubiquitous media are causing some radical changes
to interpersonal communication. The fact that people are starting to get used more
and more to communicating on a virtual level is affecting not only how strangers
interact but also friends (Jones et al., 2002, Hu, 2004).

2.7 tunA and the Campus Life

One of the main goals of the study was to assess whether or not the use of tunA
could be easily integrated with the everyday campus routine of the students. Even
though there were very few constraints that participants had to take into
consideration during the day, it seemed that their level of commitment to the test
was so high that they ended up using the application much more that they would
have done in ‘normal’ conditions. Some of them were also worried about the
fragility of the iPags.

“I was very conscious that I was testing it, I was probably listening to music a lot
more than I would normally do, so maybe because of the test I was a bit carried
away.” (Alan)

“It was distracting (the trial), but that may have been just the situation.”(Paula)

“It would have been nice if it was actually a player, but because the thing seemed so
fragile, that I was afraid to only use it, and do the thing I usually do with my
Walkman;, just that it seemed so expensive, that if is screwed it off I'd be pretty pissed
off.” (Christian)

Nevertheless in general the students felt enough free to use the tool as they
wanted throughout the day; apparently the set of actions they performed was quite
close to what would be an everyday routine at the campus. Finally, they
demonstrated optimistic about using an application like tunA again in the future, in
case it becomes a commercial product.

“I didn’t really feel forced, cause I spend time in that place anyway, I'm listening to
music all time so it wouldn’t put me out of my way to be listening to music any time,
unless I have to take it off.” (Christian)

“The place we were using it was the place we would sit anyway for an hour or two
everyday, and it did integrate in that way, because it’s portable. I didn’t really find
too much pressure socially.” (Alan)

“I thought it was a really nice way, a better way to socialise than drinking...a little
healthier.” (Dara)



170 8. tunA: Socialising Music Sharing on the Move

3. Conclusions

The tunA user study has highlighted how a particular target group (students)
could use the application in a specific ‘real world’ context (campus). Despite the
number of participants of the field trial was small, and various technical problems
were encountered during the test, it was possible to observe interesting dynamics of
use and mediated social interactions, and to obtain a rich feedback about them.

From a theoretical point of view, the study showed how sharing music
constitutes a form of social bonding with strangers and a fun experience with
friends. Talking about music and commenting about the choice of songs helps
breaking the ice with new people, and seems less banal and intrusive than asking
personal or very generic questions. Unpredictably, users demonstrated a high level
of enthusiasm toward the possibility of sending messages to each other even if they
were in close proximity, and this suggests that mediated communication
is increasingly affecting face-to-face interactions. In some occasions, according to
participants’ comments, it was a way to discover whose music they were listening
to when they were connected to others, while other times sending messages seemed
a way to establish a private and ‘secret’ communication channel about a topic, in a
context where other people and friends were physically present. Another unexpected
behaviour occurred when users instinctively used the PDAs with speakers instead of
with earphones when playing songs. This, while it can be not representative of an
everyday use of tunA, seemed to suggest that people need to be aware of the fact
that they’re listening to the same music to feel a social connection. In some
occasions it also showed how users wanted to lead the joint music choice, or to be
proud with friends of the songs contained in their playlist. Moreover, despite users
were comfortable in broadcasting information about themselves inside the campus,
they expressed concerns in terms of privacy and anonymity. The physical proximity
could be a factor that influences the willingness of people to disclose personal
details, but it could in general foster new forms of identity expression in the virtual
world. Another aspect that became clear during the trial was the necessity to reach a
mass penetration for the application, because users can be very selective about
music and expressed in various occasions the desire to have a vast pool of choice of
users to connect to.

From a practical point of view, these observations can lead to changes in the way
the application is currently implemented. First of all it seems clear the importance of
integrating music sharing with instant messaging to make interactions more exciting
and interesting. Secondly, the feedback from users supports the idea to develop tunA
on a dedicated device, more similar to a traditional personal stereo than to a PDA.
As far as new features are concerned, it could be valuable to implement the option to
know how many people are currently connected to each user, in order to increase the
consciousness of a shared experience, and the option to set the personal ‘status’ as
available for others or not, in order to integrate the ‘social’ and the ‘isolating’
experience that the ‘walkman of the future’ could allow. A recommendation system
could also be added, to help users finding their favorite music among the available
choices; nevertheless, this could also avoid users to expand their horizons in terms
of music exposure. Finally, concerning the wireless connectivity, it would be
preferable for tunA to have technology that allows a wider range than Wi-Fi, but



Consuming Music Together 171

that could still support proximity-based interactions. For the moment it has not yet
been found a better solution to Wi-Fi.

Further user studies, possible involving other potential target groups or
investigating scenarios with strangers interacting (i.e. commuting), as well as further
technological developments are necessary to confirm the finding of this present
study and to complete the design process for tunA. Nevertheless this still constitutes
only a research project, and commercial institutions and industries will eventually
have the responsibility to introduce and promote a similar product in the market.
tunA represents an attempt to explore how new technologies could radically change
the traditional function and role of the portable music player, and make it allow a
social experience as well as an ‘isolating’ one.

“The Walkman is primarily a way of escaping from a shared experience or the
environment. It produces a privatized sound in the public domain, a weapon of the
individual against the communal. The walk-person is buffered against the unexpected
- an apparent triumph of individual control over social spontaneity” (Williamson,
1990: 209, quoted in Bull, 2000: 137)

Will this observation be still applicable in few years from now?
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Chapter 9

CAR DRIVERS USING SOUND PRYER - JOINT
MUSIC LISTENING IN TRAFFIC ENCOUNTERS

Mattias Ostergren and Oskar Juhlin

1. Introduction

We here present Sound Pryer, an application that lets drivers jointly listen to
music in traffic. Sound Pryer is a ‘collaborative’ car stereo that allows its users to
play their choice of music, but also tap into the stereos in other cars and hear what
they are playing at any given moment. This ability to ‘pry’ into the music being
played on other stereos is limited to a certain range, and only nearby stercos can be
overheard. Sound Pryer also displays a simple graphic representation of the car
currently providing music. Consequently the user at the receiving end may, if the
driving situation permits, determine the source of the music being heard.

Driving is a widespread phenomenon and is firmly integrated into many peoples’
lives. Our work with Sound Pryer seeks to make it more interesting and fun. Driving
is sometimes experienced as tedious and lonely, but it can also sometimes be
enjoyed for its own sake. Hence Sound Pryer is both about relieving boredom and
augmenting something pleasant. To achieve this, we add a new sensory channel to
the driver’s perception of surrounding road users and their vehicles. This draws on
two activities that drivers already enjoy performing, and by combining the two we
hope to bring about a safe yet entertaining alternative. The first is listening to music.
This is popular for several reasons; it is easy to combine with driving and the car is a
good listening environment. The second is the enjoyment that we believe drivers
sometimes derive from looking around and forming impressions of nearby road
users and their vehicles.

Here we account for a field trial of the Sound Pryer prototype undertaken to
determine if it is successful at being entertaining as such. In order to get realistic
feedback from a small group of users we imposed certain constraints. For instance,
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we restricted the driving to a particular route to increase the number of encounters,
and we set up individual starting points to keep the users apart and anonymous. We
also decided to accompany the participants to learn about their immediate reactions
to Sound Pryer. We have learned that when using Sound Pryer, receiving or
transmitting music was enjoyed the most when the user could see the “other end.”
Also, looking around to locate the source of pried music was entertaining, and
compensated the poor audio quality and the fact of only hearing snippets.

The work presented here is a contribution to mobile music sharing. It is currently
very popular to share music files between desktop PCs using various peer-to-peer
internet applications such as BitTorrent and Kazaa. Meanwhile, a growing number
of portable digital devices are capable of storing and playing music files away from
the desktop, such as MP3 players, PDAs and car stercos. A number of research
projects in the mobile computing domain have begun to investigate the sharing of
music files between such devices. Sound Pryer contributes to this in two original
ways. First, inasmuch as it focuses on sharing the experience of music rather than
sharing files, the awareness of other users is an important issue. Second, it
investigates such joint listening experiences under conditions of driving. Most
research into mobile music sharing concerns movement on foot.

The paper is structured as follows. In section three we present the Sound Pryer
concept, describe a user scenario and provide a brief technical overview of the
prototype. In section four we state the motivation behind our work. In section five
we introduce the field trial we performed to collect user feedback. In sections six
and seven there follows a detailed presentation and analysis of the video and
interview materials we collected. Finally, there is a summary of the key findings in
section eight.

2. Related Work

Collaborative music listening is already a topic in CSCW and related
communities. In 1998 McCarthy and Anagnost presented the MUSICFX system
(McCarthy and Anagnost, 1998), which enabled members of a fitness center to
influence the music selection while they exercised. This is one of the first examples
to draw on a social practice surrounding music listening, namely selecting
appropriate music that fits the taste of a group. The system uses a set of stationary
computers to collect feedback from the members and select a track. The tracks are
grouped into genres and then selected randomly. The probability function is
weighted such that the genre that the most members prefer has the highest
probability of being selected.

More recently, in 2001, following the growing popularity of peer-to-peer Internet
applications, Brown et al. expose and examine music sharing (Brown et al, 2001a;
Brown et al, 2001b). Based on their findings from a study of enthusiasts’ general
music habits, they derive some implications for design and propose two systems: the
“Music Book” and “Music Buddy” (Brown et al, 2001b). The “Music Book™ re-
introduces tangibility to digitally stored music. Brown et al. envision a “CD sized
book” that would connect to an online copy of the music. The music could then be
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stored, shelved, shared, sorted etc. much like the ubiquitous CD. The “Music
Buddy,” on the other hand, aims at augmenting the socializing that emerges around
music sharing. Brown et al. present a prototype in which a user publishes his or her
music selection on the web. Any user may then examine this collection. More
interestingly, a user may also determine which other users that have the same items
in their collections.

An early investigation of mobile music sharing is Kortuem’s et al. mobile peer-
to-peer platform: the Proem platform (Kortuem et al, 2001). They account for three
scenarios where Proem can support music file sharing. The scenarios highlight
various technical issues, such as security and privacy that the platform supports. The
scenarios do not investigate design or the experience of using the platform. Mikael
Wiberg’s FolkMusik prototype (Wiberg, 2004) on the other hand addresses mobility
(i.e. walking) and touches on the experience of mobile music sharing. This prototype
contains functionality that lets a user select any song on any other user’s playlist
within range. The FolkMusic prototype represents an interesting development in
mobile music sharing, as it uses physical proximity to filter the available music
selection.

Through a series of field studies and workshops Akesson et al. found that a
group of commuters were often bored while driving and longed for alternative
entertainment (Akesson and Nilsson, 2002). They proposed ShoutCar, a mobile
music player that allows interaction while driving to alleviate this situation. The
prototype consists of a text-to-speech playlist browser, a music player and a wheel-
shaped input device. The playlist is prepared in advance and is made available
through a web interface. The browser is installed in the car and reads aloud the items
as the user cycles through the list with the input wheel. In itself ShoutCar does not
concern music sharing per se, but is a relevant example of a mobile music
application specifically designed for the driver.

3. The Sound Pryer Concept

Sound Pryer can be thought of as a ‘collaborative’ car stereo. A user can listen to
his or her favorite music much like with a regular stereo. However, he or she can
also ‘pry’ into what other users in other cars currently are playing on their stereos.
In this way Sound Pryer provides joint listening experiences. The provision is
limited to a certain range; i.e. only stercos in close proximity may be overheard.
Furthermore, while playing another car’s music, the Sound Pryer interface also
displays a simple graphic representation of the vehicle from where the music is
coming (Figure 2). If the driving situation permits, the icon will help the user
determine the source of music.



176 9. Car Drivers Using Sound Pryer

3.1 User Scenario

Figure 9-1. (Left) Sandra is driving listening to her favorites. (Middle) Lorry appears and its
music is heard. (Right) Sandra thinks: “Good music! I’ve got to get it.”

As an example, we envision the following scenario (Figure 9-1). Sandra attaches
her PDA to the dashboard and starts the Sound Pryer application for a captivating
musical experience. As she hits the road, Sound Pryer starts playing her favorite
music. After a while she finds driving a bit lonely and tedious. Suddenly, the icon of
a red lorry appears on the screen. She says to herself: “It must be that one up ahead”,
as the latest Cardigans song fills her loudspeakers. Sound Pryer returns to playing
her own music after the lorry has passed and fallen behind. Sandra thinks “Cool guy.
Good music. I have to get it at the next stop.”

3.2 The Sound Pryer Prototype

Figure 9-2. The Sound Pryer Prototype. A PDA and loudspeakers on the dashboard (left).
The Sound Pryer Interface: Local play (middle) and remote play (right).

The Sound Pryer prototype is an application of wireless mobile ad hoc
networking (MANET) for PDAs (Ostergren, 2004). MANET technology enables
cost-free broadband exchange requiring no other networking infrastructure than the
wireless transmitters already in the PDAs. MANET between cars moving in traffic
is limited to the range of the transmitters. Generally this is considered a
disadvantage, but we exploit it to restrict the joint music experience to when the cars
are in close physical proximity, i.e. when they encounter each other in traffic. The
user interface is carefully designed to entertain the driver safely (Figure 9-2). It
combines two modes of music playback: local play and remote play. Local play
allows the user to listen to his or her favorite music. It cycles through a playlist of
MP3 files stored on the PDA. While the music is playing it is also broadcast onto the
wireless network. Remote play, on the other hand, allows a user to hear what
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someone else is listening to at exactly that moment. In this mode Sound Pryer
captures and plays the music being broadcast from another PDA within networking
range. The interface is also designed to automatically switch from local play to
remote play whenever a transmission is detected on the network. It negotiates
switching to ensure that within a group of PDAs one will remain in local play mode,
guaranteeing music provision for the others. The interface also indicates the
presence of other users and helps to determine of the source of the music. Whenever
remote play is activated the interface displays a stylized figure giving the shape and
color of the other user’s vehicle.

4. Motivation

The motivation behind this work is simple: we would like to make driving more
fun than it already is. Driving is a ubiquitous global phenomenon involving vast
numbers of people spending an ever greater number of hours in traffic. Driving
could benefit from alternative entertainment, but that is not to say that driving is
always a boring experience. Driving is sometimes also enjoyed for its own sake.
Making driving more fun would therefore have to include entertaining the bored
driver as well as giving the contented driver a heightened experience. The issue we
tackle is that of finding the appropriate level of entertainment to do so. Our
hypothesis is that we can accomplish this by elaborating on those things to which
the driver already must pay attention, such as encounters with other drivers and their
vehicles. We want to add a novel flavour to these and tease the driver’s curiosity,
and in this way enrich the experience of being in traffic.

More precisely, Sound Pryer draws on two ways that drivers already entertain
themselves in traffic. First, it is about in-car music listening. Such listening is very
popular; e.g. in a recent study of the habits of a group of music enthusiasts, it was
found that they listened to music 82 % of the time they spent in cars (Brown et al,
2001a). The reasons for music being popular are that it can easily be combined with
driving, and that the car provides a good listening environment in that the selection
or volume rarely disturbs others and a driver can unconcernedly sing along etc (Bull,
2004; Oblad, 2000). The second activity is that drivers enjoy looking at the
surrounding cars and forming impressions apart from gleaning the information
necessary for co-ordination. Drivers primarily look at surrounding cars to determine
where they are heading, scan for an opening, maintain proper distance etc. However,
we have good support for the idea that looking at surrounding cars also adds
something positive to the highway experience.

We have found in our studies of motorbikes that bikers particularly enjoy the
visual interaction of traffic encounters (Esbjornsson et al, 2004). They like taking a
quick look at the other bike and its rider as they meet in traffic. In addition they
often make an effort to greet each other, and discussions sorting out who was who in
such encounters are frequent topics on web chats. We have developed an application
for sharing web pages in such encounters (the Hocman prototype). Our field trial
showed that motorcyclists particularly appreciated its contribution to the experience
of brief traffic encounters (Esbjornsson et al, 2003). Our ideas here are in line with
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what Donald Appleyard and Kevin Lynch already argued in 1964, that traffic
encounters are central to the experience of driving. Their statement concerned the
general road user and not just bikers:

“Most impressive of all is the motion of the accompanying traffic, to which he is
forced to be attentive, and which even passengers will watch with subconscious
concern (Appleyard et al, 1964).”

These architects never formulated what exactly was impressive about the
surrounding traffic, but we would argue that our findings about bikers are generally
applicable for all road users. Any driver takes an interest in the other drivers
encountered and their vehicles. In addition we believe his or her experience contains
the same qualities that appealed to the classic 19th century literary figure known as
the ‘flaneur.” According to Charles Baudelaire:

“He marvels at the eternal beauty and the amazing harmony of life in capital
cities...He delights in fine carriages and proud horses, the dazzling smartness of the
grooms...the sinuous gait of the women, the beauty of the children, happy to be alive
and nicely dressed (Baudelaire, 1859).”

Obviously, Baudelaire has not based this observation on empirical facts. Still his
ideas about flaneuring seem to have relevance today, particularly for modern
drivers. For instance we find in Michael Bull’s recent investigation of sound and
automobility that one interviewee claims:

“When I'm sat in a traffic jam or at traffic lights, in town especially, to ease the
boredom, I quite enjoy watching what’s going on around me. I look in other people’s
cars, and watch people walking down the street. I like to see what they re doing and
where they re going. As I am in my car a lot, I do need something to take away the
boredom (Bull, 2004).”

In conclusion, we suggest that a modern driver-flaneur would not mind sharing
music, currently listened to in private, with fellow road users. Further he or she
would particularly enjoy prying into the music being played in other cars.

5. Field Trial Method and Procedures

It was necessary to acquire realistic feedback on Sound Pryer, the concept and
our assumptions about being in traffic. There are a couple of practical challenges
that need to be addressed to obtain useful data: drivers being anonymous, and their
briefly meeting each other in traffic. Sound Pryer is intended for encounters between
unacquainted drivers. Most joint listening situations will be brief and can occur
potentially anywhere along the vast road network. A study where we merely handed
out a few devices would not be successful, as the likelihood that a small number of
unconstrained drivers would encounter each other often enough is very low. In such
a case the opportunities for making observations would be scant, brief and hard to
predict. Therefore, we decided to conduct a field trial where the subjects used the
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prototype for a limited period of time and their movements were restricted to one
particular route. With this set-up we could accompany each individual user
throughout the test to be able to watch their immediate reactions and activities. We
also decided to interview each individual directly following the trial to follow up on
their experience of it. The interviews were loosely structured and performed in
parallel.

We conducted three separate trials, which engaged thirteen test subjects in all.
We provided the users with vehicles equipped with a handheld device and two
portable loudspeakers mounted on the dashboard. Each device was prepared with
the test subject’s favourite music. The drivers were received at individual
rendezvous locations along a circular route to remain anonymous during the trial;
they only met the other test participants during subsequent traffic encounters, to best
represent realistic situations. They travelled four laps, all at the same time, and each
lap took about ten minutes at the speed limit of 50 km/h. This created a large
number of events where the Sound Pryer concept was experienced.

The participants were recruited either through mailing lists or through friends of
our friends. They (two women and eleven men) were between 26 and 57 years old.
Eight drivers owned or had access to private cars, which they used for commuting to
and from work, but also for occasional longer trips. They all frequently used either
the radio or CD player when driving. Finally, all the users were familiar with the
MP3 music format and were aware that such files could be acquired through the
Internet. Eight participants had experience of downloading music through peer-to-
peer file sharing tools.

All the drivers were video recorded during the trial by a researcher sitting in the
front right seat (Figure 9-3). All in all we collected and analysed about six hours of
recorded data. The video material was collected in order to conduct an analysis of
the test subjects’ visible behaviour and increase our understanding of their
experiences. We wanted to find visual evidence, such as smiles, laughter, or
comments, of the experience of joint listening in traffic. By recording facial
expressions from close-up we risked influencing the data, but the drivers could not
be too preoccupied with the camera since they had to drive.

129

Figure 9-3. Still captures from the video materia

Video recorders are increasingly used to collect data during HCI evaluations

% The drivers have agreed to the publication of their pictures.
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(Hindmarsh et al, 2002). However, there is, as of yet, no common standard for
transcribing video recordings similar to the coding schemes used in conversation
analysis (Heath and Hindmarsh, 2002). Consequently, we have developed a coding
scheme that accounts for the details of the drivers’ activities of relevance for this
study.

All the video recordings from the thirteen participating drivers have been
transcribed and coded. The transcriptions were first divided into 179 distinct Sound
Pryer events. Such event began when the interface started to negotiate which device
is to stay in local play and which is to commence remote play. The event ended
when local play resumed, which could happen for two reasons. First it could be due
to negotiation i.e. one party was assigned to remain in local play. The other is when
the parties would travel out of wireless range.

The coding scheme we developed encoded five variables along a timeline. The
first variable captures the duration, quality and source of the music coming out of
Sound Pryer. The quality was categorized according to five qualities: silence, noise,
choppy, acceptable and good. The drivers received remote music with a quality
coded as acceptable or good during 37 of the events. Second we noted their facial
expression if other than appearing neutral. Third we transcribed the conversations
during an event. Fourth, the users’ focus of attention was described in terms of
apparent gaze and body movements. Fifth and finally, we also annotated the road
context i.e. the particular location or surrounding traffic whenever we could discern
it.

The video analysis and the field trial were intended to generate as much
feedback on the experience of Sound Pryer as possible. Thus, the primary concern is
not to discern general and quantitative trends. Therefore we have included as many
aspects of the user experience as we could find, rather than focusing on the
statistically most frequent events. Because of this the coded material gave insights
into many design issues despite the somewhat limited scope of the field trial.

6. Video Analysis

The purpose of the video analysis is to study how the drivers behave during
Sound Pryer events and interpret their experience of them. We have found four main
categories of how the drivers observably relate to their experience of Sound Pryer,
i.e. how they direct their attention and express themselves. The first category covers
events where drivers display the visible behaviour of intensely looking around. The
second category denotes the observable behaviour of showing interest in remote
music, but not looking around. The third category combines both of these
observables i.e. looking around and paying attention to music. Finally, we will
discuss situations were Sound Pryer events were disregarded and no reactions were
observable on the part of the driver. We include the transcript for the first example,
but subsequently exclude them for brevity.
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6.1 Looking around

Here we discuss the category of Sound Pryer events where the drivers were
intensely looking around. In the following we will discuss an event which occurred
while Eric was driving on a straight section of the road (Table 9-1).

Table 9-1. Transcript of Eric looking for a source of music

Time  Sound Pryer Facial Attention Comments Road
Expression Context
Local play Looks ahead Going
straight

23:04 Green car!

23:05 Silence, 4 sec Smiling Looks at screen Two cars
pass in
opposite
lane

23:08  Good remote Hits turn signal ~ We’re

play, 3 sec entering

Silence, 2 sec here? Right?
Res.: You
said before
even.

23:14  Local play Looks at Res.: mmm

intersection right ... we
should enter
there...
23:15 Turns

Here Eric is gazing forwards and suddenly he says “green car!” Local play is
then interrupted by four seconds of silence (23:05) which was caused by the
negotiation. As two cars pass in the opposite direction he smiles and then takes a
quick look at the screen. Remote play starts, continues for three seconds and then
ceases as the parties leave wireless range.

We interpret his smile as a consequence of him spotting the car shown on the
screen in the oncoming traffic. It is clear that his comment “green car” is about
identification, and his smile comes before the music has begun to play. It seems that
he recognizes the car and that he looks at the screen to confirm this. Looking around
and identifying the car seems to be an enjoyable experience given his smile.

Interestingly, the same kind of emotional attitude was displayed in situations
where drivers believed that someone was listening to their music. For brevity, we
have excluded detailed transcripts. Ruth is waiting for a green light and her vehicle
is standing still. Sound Pryer starts to negotiate at the same time as she adjusts her
seat. Local play comes back on after a few seconds of remote play. She looks out the
window trying to identify the source of the music she just heard. However she says
to the researcher that she is not sure of where it was coming from. She starts
smiling and then laughing. She tells the researcher she realized that the other driver
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is probably listening to her music.

Here, her emotional reaction is about realizing that she is playing music for
someone else. Although she failed to accurately locate the listener, this example
shows that doing identification work is an experience for ‘both sides’ and that
providing music for others also triggers interest in the surrounding drivers. Being
‘listened to’ is a fun experience when we know someone nearby is doing it.

We found that there were two kinds of emotional attitudes displayed in “looking
around” events. In 30 events the subjects’ facial expressions displayed positive
appreciation, and in 61 events they had a neutral face. Having a neutral face does not
necessarily imply the subjects were indifferent, but it is hard to interpret their
emotional experience. Still these cases show that the concept was understood and
the subjects were engaged.

6.2 Paying Attention to Remote Music

We could also identify events where the drivers’ observable behaviour was
related to remote music, but without their looking around. Mark is waiting for a
green light at an intersection. Sound Pryer initiates negotiation and his local play is
paused; a second of remote play follows and then another pause. Then Sound Pryer
plays nine seconds of remote play (snappy Latin music) and Mark whistles along.
The remote play continues and Mark starts talking to the researcher.

In this event Mark’s visible behaviour is “whistling along” and he seems to do so
while listening to the remote music. It is clear that Mark is not concerned with
locating the provider. Still, we interpret the event as a positive experience for Mark.

Thus, Sound Pryer can provide an interesting experience without the subjects
secking to discover the source of music, however such occasions were few in
number. There were only six examples where the drivers enjoyed listening to remote
music only and did not try to identify the source at all. This could, of course, be
explained by the fact that it is hard to tell whether a subject is listening to and
enjoying music. It could very well be the case they would be doing it without
showing it. The rather poor audio quality of Sound Pryer was probably another
reason why there were so few such events.

6.3 Looking Around and Paying Attention to Music

The most complex behaviour occurs in events where the driver looks around in
conjunction with displaying some emotional attitude vis-a-vis the music.

In the following example, John approaches an intersection with traffic signals
and stops his car. His local play jumps to the next song on the playlist. Remote play
commences and jazzy music fills his vehicle. He glances at the screen and in the
rear-view mirror. He smiles and says, “now we didn’t get to listen any more,” as his
own music is interrupted. He leans forward to get a look in the mirror. He continues
to look carefully in the rear-view mirror as he gets a green light and proceeds out of
the intersection. He looks out towards the other lanes. After half a minute of remote
listening he says: “strange tune” and laughs.
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Here we interpret John’s comment “strange...” and him laughing as some sort of
engagement with the music. Furthermore, we cannot be sure that the provider was
identified, but he was looking for it. Hence, he is showing some sort of attitude
towards the music and he is curious about its source.

All in all there are fifteen such events. This indicates that Sound Pryer is not only
about looking for who is providing music, though that was the dominating category
of events. Knowing the source, or at least looking for it, contributes to the
experience of listening to someone else’s music.

6.4 Disregarding Sound Pryer

In 67 events Sound Pryer was ignored. This was due to two principal reasons.
First, we suspect there were occasions where the driver did not engage in looking at
Sound Pryer due to poor prototype performance. In some events the negotiations
were ‘lost’ i.e. local play was interrupted with a couple of seconds of silence instead
of music from a remote source. This occurred mostly in situations where the cars
quickly passed in and out of wireless range, e.g. when meeting someone in the
opposite lane. In any case, the silence was probably experienced as a long pause in
local play rather than a failure of joint listening with some remote source, and the
user did not bother to look at the screen. Second, drivers “time share” their attention
and manage their focus to fit the current situation. Naturally driving had top priority
and Sound Pryer was ignored when the driver was performing complex manoeuvres
such as turning or co-ordinating with traffic. Furthermore, in several cases the
drivers did not bother to look at the display when they were talking with the
researcher. Thus the drivers here prioritize their focus of attention much like how
previous research has described the way drivers handle and talk in mobile phones
(Esbjornsson and Juhlin, 2003). The design of Sound Pryer apparently allows
drivers to leave it unattended if other things are prioritized.

7. Analysis of Interviews

The questions in our interview concerned four themes: the capability of the
prototype, concept comprehension, the experience of service and traffic safety.
Twelve drivers were interviewed directly following the field trial. The interviews
were loosely structured and were conducted by five different researchers. A loosely
structured interview has the advantage of letting the researcher investigate issues
raised by the individual participants. In this case, we wanted to collect as many
comments as possible about the system, rather than comparable results from the
interviewees. All the researchers had a common set of topics to cover, but they also
had the freedom to skip any deemed irrelevant to the test subject’s experience. This
means that not all the participants answered all the questions, and therefore we show
the answer frequency in conjunction with each question.
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7.1 Capability of the Sound Pryer Prototype

It was discouraging that out of the twelve drivers interviewed, ten complained
about the quality of the audio in remote play sessions. Also, in line with such
criticism, a further two users were negative in more vague terms towards the
technical performance of the prototype. Thus, the prototype was marred by some
deficiencies in sound reproduction. The problem was mainly due to three technical
issues. First and foremost, weak computer processing timing together with wireless
network transfer problems, such as lost data frames and transfer delay, sometimes
inflicted short breaks and noise in the reproduction (i.e. playing) of many remote
play sessions.

Further, the negotiation performed by auto mode sometimes introduced short
pauses in the audio. Consequently a user sometimes heard music come on and off a
few times until it settled into either remote or local play. In total, four users noted
that they were concerned about this issue.

Finally, the handheld devices together with the loose speakers used in the setup
by no means constituted a hi-fi sound system. A couple of users commented that the
audio quality was poor by their standards, even when there was no streaming, i.e. in
local play.

In some cases, although Sound Pryer did deliver acceptable quality sound in
remote play, the sessions were experienced as too short. All in all, five users
commented that they wanted to hear more of the music they received in some traffic
encounters.

On the other hand, from the video analysis we know that almost all users had at
least one remote play session of acceptable quality that yielded a good enough
listening experience of appropriate length. And although only four users explicitly
stated, while talking about performance, that they also experienced transfers of good
quality, we are confident that the prototype was able to demonstrate the concept well
enough for them to give constructive feedback on its design.

7.2 Understanding the Sound Pryer Concept

All the users expressed that they could determine when remote play commenced.
Furthermore, five users could also describe that it happened whenever they were in
the proximity of another car with Sound Pryer. Finally, four users made reference to
the moment the eavesdropping commenced by describing which cars they had
encountered:

“Red station wagon, yellow station wagon, silver-ish station wagon, small blue car.
1 think they were the ones I noticed.”

Three users stated that they quickly learned which other cars were involved in
the trial and therefore could determine the music source quickly without looking at
the display. However, ten users had experienced some situations where this was
difficult and where they felt unsure where the music was coming from. For example:
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“Yes, absolutely! Several times. The first time I thought it was the car behind me, but
it was probably the car in front. Then, since I didn’t know whether there were three or
more cars in the trial, I was of course uncertain.”

When asked whether the display was helpful in understanding the source of the
music most users were ambiguous. They noted that it was helpful in most situations.
But some users had experienced or thought of situations where it did not help much
such as:

“Yes, a little. I mean if I'm in dense traffic then ‘red car’ is not enough because there
are so many around.”

Accordingly, three users noted that it was hard to pick out the source when there
were several similar cars in the surrounding. Also, two users found it difficult to
understand when the car was out of sight, for instance, or when a particular source
was far away or otherwise obscured. And finally, two users found it hard to identify
the cars because it was dark; colours did not show very well at a distance.

7.3 The Experience of Using Sound Pryer

Nine drivers enjoyed listening to other Sound Pryer players. A typical comment
was:

“I liked one tune. I don’t know the band, but it was rap. It was groovy when we
entered the last turn. It was cool to listen to some rap music. I found that really cool.”

Four users also claimed they enjoyed trying to determine the source of the music.
For instance:

“It was a little choppy in the beginning, but then when you could hear the music it
was fun to listen to somebody else. It was fun to be able to see on the display what the
car should look like, because then you could look and see if there was anyone around:
yes it has to be that car! Then you could figure it out.”

However, because of the prototype’s technical deficiencies, three users stated
they could not describe their impressions of what the concept is supposed to be:

“It can’t be done really. The experience was of it being exciting as soon as you were
approaching somebody. Since it didn’t work the way it was supposed to, or the way
I suspect it should work, it is a little hard.”

No user approved of the other participants’ music preferences. Still at least two
users could make out which tune had been received. For instance:

“I don’t really know what it was. It was some ‘Depeche Mode’ and some obscure
synth music. Then there was some more common ‘Boney M’ and something else.
Ordinary music, so to speak.”
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Remote play interrupted local play whenever there was an external source
available, and in line with the comments above, eight users found this principle fun.
However, six of them also wished to have a little more control, for instance the
possibility to override the automatic selection and only hear songs from the playlist.
Remote play also means that sometimes others can hear what you are playing. When
asked about how this felt, four users claimed they did not think of this as either fun
or intimidating. For example:

“Didn’t think much about it. On the other hand. Don’t know. Nothing that I care
about really.”

Another six users expressed that they enjoyed this aspect. For instance, a user
describes his feelings when realised he was streaming music to another user:

“It was really a spontaneous reaction, I must say. It was not like I was sitting there
thinking: I wish my music would come on soon. Rather it was like: ‘yes’ now we are
listening to mine.”

A closely related question we asked the users was whether they were willing to
distribute music to surrounding cars as demonstrated by Sound Pryer. All the users
who were asked this question, which amounted to eight people, had no problem with
this at all. One user explained:

“Because music is nothing controversial. You're not sitting there listening to
something others won't feel good about.”

Finally, we asked the users whether they found the Sound Pryer concept
interesting. Encouragingly, out of the twelve answers we collected nine said it was a
fun concept. As one user noted:

“Absolutely, I think. If you just get it properly organized why not? It is completely
new and I haven’t even heard that it was possible to do it before.”

Only three users rejected the idea. Their objections had to do with using the
prototype for entertainment. They were looking for something that would make a
more practical, functional improvement in their lives.

7.4 Driver Safety

When asked if the Sound Pryer prototype interfered with their driving, seven
subjects said it did not. On the other hand, three of them acknowledged some sort of
impact on their driving, but considered “interference” to be too strong a word.
Similarly, another three users described an impulse to drive a little differently than
they normally would do. For instance:

“One time I drove to try to get away from it just to see when you lose contact with

that car.”

Finally, only three users objected to Sound Pryer and claimed that it interfered
with their driving.



Consuming Music Together 187

8.

Summary

Despite a somewhat artificial field trial with a flawed prototype we were able to
collect valuable insights and feedback on its design as well as the general concept.
In the below, we summarize these key findings from the trial:

9.

The video analysis and the interviews indicate that the users understood
that Sound Pryer is about providing joint music listening in traffic while at
the same time making them aware of other users.

Users seldom enjoyed remote music while ignoring where it was coming
from.

Hearing or providing remote music was enjoyable when it was possible to
see who was receiving or broadcasting it.

Looking around for the provider of music was enjoyable, and seemed to
compensate the poor audio quality and only hearing snippets of songs.
Many users used the shape and colour ‘hints’ when looking for the source
vehicle. Hence, providing awareness of users contributes to the experience
of mobile music sharing.

A minority of the users also experienced situations where the graphics were
insufficient to determine the source of music. Such situations occurred e.g.
when there were many similar cars around and when it was dark.

Problems determining the source of the music could also be due to Sound
Pryer playing remote music from sources that were out of sight. This means
that the range of the wireless transmitter did not always reflect the users
being visible to each other.

The prototype needs improvements in order to better implement the Sound
Pryer concept. These improvements concern audio technical issues e.g.
switching between local and remote sources and transferring music data.
Poor switching performance, such as when meeting cars in the opposite
lane, was particularly detrimental to the experience of using Sound Pryer,
as it caused users to disregard it.

Sound Pryer is not dangerously distracting. The video analysis showed that
drivers did at times ignore the prototype to cope with driving, e.g. when
turning in a busy intersection. The interviews confirmed that Sound Pryer
did not interfere with driving.

Sound Pryer does not invade privacy. In the interviews no users stated that
it was particularly intimidating to reveal the shape and the colour of their
car, and a majority of the users were willing to distribute music in this
manner.

Conclusion

In this paper we have explored a novel approach to mobile music sharing. We
propose the concept of joint music listening for drivers near each other.
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Furthermore, we have presented the Sound Pryer prototype implementing this
concept. An extensive field trial shows that the participants enjoyed the concept and
particularly the awareness hints Sound Pryer provides to help locate users in the
surrounding traffic. On the other hand we have also uncovered some performance
shortcomings which need to be addressed in order to better implement the concept.
These shortcomings mainly concern aspects of transferring audio information.

Our work on Sound Pryer draws on two activities that drivers already perform to
entertain themselves. The first is listening to music. The second is a flaneur-like
behaviour that it is our conviction that drivers enjoy, i.e. forming visual impressions
of fellow drivers and their vehicles apart from the minimum required to co-ordinate
smooth traffic flow. Despite a flawed prototype, the field trial showed that users
often wanted to know the source of the music, and that seeking it was particularly
enjoyable. We argue that hearing someone else’s music gives an additional reason
to look around. Therefore this experience is still very much visually oriented, i.e. the
kicks are in seeing who is providing music. Similarly, flaneuring, as we
have described it above, is also essentially visually oriented. Hence we have good
support for our hypothesis that drivers enjoy forming impressions of other drivers
and their cars.

This conclusion is somewhat contrary to contemporary social theory on listening
to music and driving. Michael Bull recognizes that driving (in traffic) is essentially
an accompanied enterprise, but puts particular emphasis on solitude as something
much desired [6]. More precisely, he argues that the car realizes the “... desire of
urban citizens to maintain a sense of privacy, to create a mobile bubble, while on the
move.” Furthermore, driving a car is the “... dominant means of escaping the
streets...” He argues accordingly that the places travelled though become
uninteresting, and listening to music “... appears to bind the disparate threads of
much urban movement together...” We agree that driving is an accompanied
solitude, but the emphasis is on ‘accompanied’ and not so much on ‘solitude.’
Driving is a social practice, and the fellow drivers with their vehicles constitute an
ever-changing scene which gives practically endless inspiration and delight for the
modern driver-flaneur. Jointly listening to music adds to his or her experience in a
positive way, bursts the “mobile bubble” and makes driving less detached, yet
without invading privacy.
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PART 5

MUSIC AND DANCE



Chapter 10

DIGITAL DANCE HALL: THE FAN CULTURE OF
DANCE SIMULATION ARCADE GAMES

Jacob Smith

1. Introduction

This essay is an examination of music video games and their fan cultures,
focusing on Dance Dance Revolution (DDR), and ParaParaParadise (PPP):
Japanese “dance-simulation” arcade games that have developed active and diverse
fan followings around the world. The fan communities that surround these games
demonstrate some of the ways in which digital technologies are helping to shape
how people interact and socialize around music. When seen from the standpoint of
digital gaming, what is notable about these games is the way in which they use
music and rhythm as a novel form of interaction with images on the screen: dance
creates a new relationship between game-play and the player’s body. In terms of the
study of popular music, music games such as these allow for the investigation of
some key issues in pop music and cultural studies: the global flow of musical
cultures and identities, the interaction of sound and image in new media, the role of
sound and music in the creation of interactive digital environments, and the nature
of fan engagement with media texts. As we look to the future of popular music,
music video games might offer models for how music and dance can function in a
global, digital mediascape.

Because one of my primary subjects is DDR fan culture, my methodology has
largely been an analysis of the discourse found on Internet websites. Kirsten Pullen
(2000) has described how, while the academic study of the media audience has often
turned its focus to fan communities, few studies have “considered the implications
of the World Wide Web for this sphere of activity” (p52). Her study of online fan
communities dedicated to the television show Xena: Warrior Princess illustrates
how the Web has “mainstreamed fandom,” making it more readily available to a
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wider community (p56). I hope this article might further the study of Internet fan
communities, as well as offering insights into the dynamics of the fan cultures of
popular music and digital gaming. As I will demonstrate, the use of music and dance
in DDR, combined with access to an international online community of players,
helps to shape fan experience in distinct ways.

There are numerous DDR websites hosted by fans all over the world, and they
contain a phenomenal amount of discussion about the game and its music. Most fans
will agree that the preeminent website is the US-based ddrfreak.com, and much of
my study is based on the discussion forums found there. Some of the most
prominent ParaParaParadise websites are paraparastage.com, paraparaonline.com,
and neoparapara.com. In addition to information and discussion about the game,
many of these websites feature digital videos of fans playing the game, providing
rich texts for the examination of performance style. These videos are often taken
from locally organized DDR tournaments, some of which I have attended in my
hometown of Bloomington, Indiana. I have also clumsily played the game myself,
but can’t claim to be a regular or even competent player. In fact, while I take great
pleasure in watching and listening to others play the game, I find playing it myself
to be remarkably difficult. This only increases my admiration for the skills of the
typical “DDR freak,” and also underlines one of the notable aspects of both DDR
and PPP as arcade games: their tendency to draw crowds and so turn game-play into
a public performance. As such, DDR and PPP have some important precursors in
both karaoke and certain aspects of the Japanese hip-hop scene. A discussion of
these forms will establish a theoretical and historical foundation for my examination
of the cycle of Japanese music video games of which dancing arcade games are
a part.

2. Karaoke for the Feet

DDR is sometimes referred to in the popular press as “karaoke for the feet,” and
both in terms of its technology and the shape of the social interaction around it,
karaoke is an important predecessor. Karaoke originated in 1972 in the western
Japanese city of Kobe “when a bar owner who could no longer afford to pay bands
to entertain customers began using tapes of popular songs without vocals to
accompany singers he hired” (Drew, 1997: p450). Soon customers were taking turns
as well, and in a decade karaoke had become a global pastime, making its public
debut in the US in 1983 (Lum, 1999: 167). Karaoke singing has been the subject of
some rich cultural analysis. This has frequently emphasized its global nature,
examining how karaoke performances change in different cultural contexts with the
influence of local popular musics. Rob Drew’s (2001) ethnographic examination of
American karaoke culture, Karaoke Nights, contains numerous insights concerning
the way in which cultural ideas about performance, gender and community are
reflected by and embodied in the karaoke performance, many of which will become
pertinent in my descriptions of DDR-play below.

In addition to the social organization around the game, DDR also shares
important aspects in common with the karaoke apparatus itself. Johan Fornas (1999)
describes karaoke as a “polystratic” form: that is, one comprised of multiple layers
of interacting “texts:” written lyrics, musical sounds, pictorial images and the sung
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performance itself (Mitsui, 1999: p120). Karaoke leaves a gap in which the
performer’s voice restructures the surrounding layers of media. That gap allows the
singer to enter into the text, affording “opportunites for forms of meaning-creation:”
“When entering the voids in the music, the karaoke performers bring along their
own voices, laden with subjectivity. They sing in styles and to recordings over
which they have no autonomous control, but their voices none the less express
something unique that makes each performance special” (p132). In this way,
karaoke is a model for media interaction, for which it has in fact become a kind of
generic term.*

Like karaoke, the cycle of music games that includes DDR and PPP have their
origins in Japan, and an examination of the Japanese hip-hop scene will illustrate the
role of dance in the global flows of culture. lan Condry (2001) discusses how hip-
hop’s influence in Japan came primarily via breakdance (Condry, 2001: p227). In
1983 the hip hop movie Wild Style was shown in Japan, and subsequently set off a
nationwide interest in breakdancing (p228)."' This primacy of dance can be
contrasted to the United States where the lyrical content of rap has often been the
focus. In Japan, the “street level” lyrics of gangsta rap were never as central to its
popularity, and in the Japanese “party rap” style, these conventions are completely
discarded: “Party rap tends to have light, funny lyrics that speak of themes from
everyday life (e.g. video games, dating, teenage love songs)” (Condry, 2001: p177).
The diminished importance of lyrics in the Japanese context is accompanied by the
heightened importance of dance. Condry, discussing the importance of breakdance
in Japan, writes that “a striking feature of global flows of popular culture...is that
dance — movement of the body — moves easily across linguistic and cultural
boundaries, and that movies and videos are a primary channel for this exchange”
(p229). The importance of dance and the movement of the body offers an interesting
revision of dystopian views of globalization like those offered by Marc Auge. Part
of Auge’s description of the a-local, a-social “non-place” is that it is a place without
language, where one “communicates wordlessly, through gestures” (Tomlinson,
1999: p109). While Auge is thinking about interactions on highways, in waiting
rooms or with bank machines, this emphasis on gesture as particularly amenable to
global flow is echoed in less pessimistic tones by Japanese breakdancers.

3 For example, an April 2, 2000 article by Wilborn Hampton in the New York Times
describes a new exhibit in the London Shakespeare’s Globe theatre as “Shakespeare
Karaoke:” “you choose from one of eight plays to act in. The monitor scrolls through your
lines, then you’re allowed a practice run-through. When you’re ready for your take, you
punch a button and a voice gives you a cue. You deliver your line, punch a button again
and your invisible co-star responds. At the end you hear a playback of the scene.”

Condry notes that the appeal of breakdancing was in part its “combination of aggressive
showmanship without the violence of fighting. It is a dance form where one competes in a
very masculine way” (228).
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3. Playing Music

The party rap style described above is a key feature of Masaya Matsuura’s trend-
setting 1997 music video game Parappa the Rapper, which used music and rhythm
as a game mechanic. Parappa, a two-dimensional dog (see figure 10-1, is taught how
to rap by a series of whimsical masters such as Chop Chop Onion Head. The game
uses a model of rhythmic interaction similar to the 1974 Milton Bradley game
“Simon:” players hear and are shown a rhythmic pattern and then must duplicate it
by pushing buttons in the correct rhythm. Matsuura followed Parappa with Um
Jammer Lammy, in which the player controls a guitar-playing lamb in an all-female
rock band called Milk Can. In addition to a recent Parappa sequel, one of
Matsuura’s most recent games, still unavailable in the US, is called Vib Ribbon, and
features a rabbit that rides on sound waves that can be produced by the sonic
contours of the player’s own choice of CD.

Figure 10-1. The character Parappa

Parappa set off a cycle of music games that has become a notable genre in the
landscape of home video games, some examples being Sega Dreamcast’s Space
Channel 5, PlayStation 2’s Britney’s Dance Beat and Walt Disney’s Jungle Book:
Rhythm n’Groove and the Nintendo Game Cube title Donkey Konga. In most of
these games, the player pushes buttons in time to the beat, and so controls the
dancing of a character on the screen (known in the gaming community as the
player’s onscreen avatar). Another recent game, FreQuency, created by the US-
based Harmonix Group is also based on the Simon model of game-play, but adds
new features and levels of complexity. For example, the game includes a re-mix
mode where players can create their own mixes of music from banks of sounds, or
work with tracks made by artists like Orbital and The Crystal Method. FreQuency
also features a striking visual presentation, as game-play proceeds down a
psychedelic three-dimensional tunnel (see figure 10-2). A review at Gamepro.com
describes how this helps make the game enjoyable for spectators: “[Players] can’t
look at the geometric, rave-worthy backgrounds or you’ll miss a cue, but your
friends watching over your shoulder will tell you how gorgeous and psychedelic the
visuals are.” Those stunning visuals help to encourage the social dimension of
playing these home games: its fun just to hear the music and watch the visuals. A
sequel to FreQuency called Amplitude includes the ability to “jam” online with other
players and features the music of well-known performers like David Bowie, Pink,
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and Run DMC.

Figure 10-2. The game frequency

A series of games made by the Benami division of the Konami company also
used music and rhythm as the game mechanic. These included BeatMania, where
players scratch hip hop turntables in time to the beat, Mambo a GoGo where they
shake maracas, Taiko no Tatsujin which features two Japanese Taiko drums,
KeyboardMania, and GuitarMania. These eye-catching machines turn the player’s
body into a spectacle, gathering crowds and helping to revitalize an arcade economy
competing with “the increasing sophistication of home video and online games”
(Tran 3). It was in this context that Dance Dance Revolution debuted in Japanese
arcades in October 1998 and sparked a national sensation. It began appearing in US
arcades a few years later, where national press stories sometimes framed it in
contrast to first-person shooter games and by extension the issue of teen violence
typified by the Columbine shootings (Tran 3).

4. Dance Dance Revolution

DDR game-play begins when the player first selects a skill-level and one of
several characters who will dance on the screen along with the player’s
performance. Next, the player scrolls through a large selection of songs and chooses
the one to which she will dance. During game-play, the song will be blasted out of
large speakers in the game console (see figure 10-3), which makes the DDR
machine a kind of interactive digital jukebox. Notably, instead of playing the Top
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40, the DDR jukebox plays a selection of international music one can hear nowhere
else. This music plays a large role in the DDR fan experience, and each new version,
or “mix” of the game is accompanied by a much-anticipated new song list. Fans
discuss their favorite and least favorite songs, scour the Internet for information
about obscure DDR performers, swap the music online, and listen to it throughout
their everyday lives, helping to create an all-encompassing fan experience. The
DDR playlist includes Japanese interpretations of rap and disco by the Konami
sound team, as well as European dance music from the compilation series
Dancemania. Featured artists include Mauro Farina from Italy, E-Rotic and Captain
Jack from Germany, and Thomas Howard, a US ex-patriot living in Japan.

Figure 10-3. The DDR console

Closest in style to techno, DDR songs are like short, hyper-poppy spurts of
house music. Indeed, DDR fans have posted to complain that they are sometimes
mistaken for ravers: they are offered fliers for raves and even MDMA while playing
DDR. But if disco and rave culture are often about creating a seamless flow of
groove over large stretches of time, DDR music is a techno soundbite. DDR songs
are extremely short: between a minute and a minute and a half long. Some fans post
to say how the short length of DDR songs has made “real music” feel interminably
long: “I went into a coma last month after listening to a song that exceeded 3:15.”
The DDR jukebox also features re-makes of disco classics from the 1970s, although
there is occasionally a condensed version of an original recording, like KC and the
Sunshine Band’s “That’s the Way I Like It,” and (inexplicably) the Specials’ “Little
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Bitch.” But more common are re-makes of songs like Olivia Newton-John’s “Have
You Never Been Mellow,” and the Village People’s “In The Navy.” This is disco
read through the same cultural filter that turned hip hop into Japanese party rap:
songs like “In The Navy” lose all their associations with an underground or gay
subculture, instead being accompanied by surreal military images in the animated
music videos that accompany each song. DDR music is techno without the rave,
disco without the sex. It’s bubblegum music in the best sense of the word: pure
sugary pop.

Music is not the only sound in the DDR experience: a pre-recorded crowd
alternately boos or cheers depending on the player’s performance, and an announcer
provides encouragement or derision. The announcer’s comments are the source of
much online discussion, their enthusiastic and awkwardly translated quality
providing a campy pleasure. If a player is doing well they might hear “Your dance is
like sunshine on a cloudy day,” or “I see tomorrow in your dance, we can call it Our
Hope.” If the player is doing poorly they might hear “Are you a monkey?”, “Please
do not make me sad anymore,” or “Did you have breakfast today?”” The response
and announcer comments are notable in terms of interactivity, in that they give DDR
players the sense of a heightened participatory relationship with the game: their
performances trigger behaviors and responses from the game itself.

Once the level of difficulty and song have been chosen, one plays the game by
watching arrows on the screen that direct the player to touch corresponding dance
pads with her feet. The player must coordinate her steps carefully so that she steps
on the correct arrow pad at the same moment that the image of that arrow locks into
place on the screen. This takes a lot of coordination and effort, especially on higher
levels of difficulty, where the arrows scroll up the screen at a breakneck speed.
Scoring is determined by how exactly the player’s steps match the arrows.
Depending on the player’s timing, one can get scores like “Perfect!”, “Great!”, or
“Miss!” At the end of each song the player is given a rating based on her stepping
accuracy. The dance pads light up when they are to be pressed, recalling the lighted
disco dance floor of Saturday Night Fever. The feel of the pads is important for
scoring in the game, but also for the sheer tactile pleasure of their engagement. This
is indicated by online discussions of fans that build their own pads, and even of the
role of pads in fan’s dreams. In a ddrfreak.com thread called “Ever Dreamed about
DDR?”, it was consistently the feel of playing the game that entered the
subconscious of players: players dreamed of being on “this really weird machine
where...the pad was built on layers of foam so it was really shaky,” or pads that
“wobbled,” or were “like a trampoline.”

5. DDR Freaks

As in karaoke, the DDR player’s performance fills a gap in a polystratic media
presentation: in this case, with dance. It is within that gap and amidst this
constellation of music, dance, screen images and characters that the DDR fan culture
exists. That the gap is filled by a dancing body allows for a particular kind of diverse
and global fan culture, while also creating tensions within it. The self-appointed
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label for the DDR fan is the “DDR freak.”* Players provide quite a bit of
demographic information about themselves in online discussions, and in comparison
with video game culture more generally, DDR fans represent a notable diversity in
terms of race and gender. Though this is certainly an over-generalization, DDR
garners Asian fans via its Japanese origins and connection to anime culture, white
fans via video gaming, and African-American fans via hip-hop and breakdancing.
For example, a highly regarded African-American player called “DJ 8-ball” writes
that he came to DDR from a “DJ battle” tradition.

Much of the academic analysis of race and gender on the Internet has stressed
the ways in which online identity is fluid and virtual, and so prone to a kind of
“fragmentation” (Kolko, 2000: p5). This has been discussed both in terms of the
virtual “cross-dressing” that occurred in online chat rooms, as well as online multi-
user games like LambdaMOO that often did not require users to specify their race
(Kolko, 2000: p216). Although their bodies are hidden from other users on DDR
web forums, race has, to quote Nakamura, “a way of asserting its presence in the
language users employ, in the kinds of identities they construct, and in the ways they
depict themselves online, both through language and through graphic images” (p31).
The race of players is a recurring topic on DDR discussion threads, where users
often identify themselves in terms of race, and ask about the ethnic makeup of DDR
fandom. DDR websites represent players not only by text and graphic icons, but also
by online videos of tournament play. Because the experience of DDR is so anchored
in the body, and because video images of individual players are a frequent presence
in the global flow of fan discourse, race cannot disappear online. Dance in DDR
game-play thus plays a double, seemingly contradictory function, both grounding
the practice in the player’s body and particular identity, and making it easily
amenable to global flow via the Internet. While racial diversity seems to coexist
peacefully on web forums, tensions can be found when moving to the actual spaces
where the game is played. The public nature of the arcade experience and the
tendency for arcades to be located in parts of town that allow for a diversity of both
race and class means that conflict can sometimes arise: one post describes “black
people who hate white people and purposely step on the platform while you’re
playing.” DDR’s nature as a public performance is thus another reason that race
consistently “asserts its presence” in fan discussion.

The gender of DDR players is also a much-discussed topic. It has consistently
been noted in the popular press that women form a significant percentage of DDR
fans — a rarity in the video gaming community. As Naomi Wolf writes in the New
York Times, “The nature of the game...makes DDR a spectator sport...and because
girls tend to be socialized to become better dancers at an earlier age than boys, DDR

32 Self-definition is a frequent activity, and many threads dispute just what constitutes a DDR
freak. Typical responses are regularly posting on DDR discussion boards, dressing as
characters, listening to the music when you’re not playing, taking road trips out of state to
play different versions of the arcade game, spending large amounts of time and money on
the game, and other extra-curricular activities such as using the DDR logo on your car.
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is one of the first video games since Pac-Man to attract female players in large
numbers” (Wolf, 2001: p1). Fans also recognize the female presence: “I have seen a
lot more girls playing DDR than any other arcade game. I think it is great. I don’t
feel like I stand out anymore.” The gender equity of DDR fans can be overstated.
My experience at tournaments has been that women are still a minority, and while
female fans are an important presence online, part of the proliferation of threads
about gender involve women seeking out other regional female players that might be
hard to find locally. Still, female players are a significant part of the DDR fan
community, a fact due in part to the role of dance in game-play, but also to the
polystratic richness of the game, a point to which I will return below.

DDR’s use of dance as a game mechanic helps foster diversity in its fandom,
but also creates certain tensions for some players. Since dance in US culture tends to
be gendered female, male players can feel that their masculinity is threatened. Again
and again, internal and external policing of DDR fan culture is in terms of
masculinity. This is demonstrated by the pervasive fear expressed both by enemies
of DDR, and from its anxious proponents, that there is something “gay” about this
game. For male players, a way must be found to organize DDR play so as to
minimize these tensions. Fan discourses seek to define the activity of DDR as either
sport, game or dance, and an athletic discourse can often be seen to “masculinize”
gameplay. The presentation of DDR as a sport takes several forms. First, in DDR’s
transfer to the US, issues of health immediately came to the fore. A typical treatment
from the popular press describes DDR as “a video fitness revolution:” “the days of
pale, skinny nerds wasting their free time in arcades have gone the way of the Atari
1600” (Rice, 2001: p1)*. This rhetoric of health has even become a part of the
game: home versions have a “special workout mode,” and a recent Konami press
release states that “DDR Konami is the only game to get players up off the couch,
dancing and laughing while burning calories” (Jan. 25, 2002). Discussions of the
physical benefits of DDR and weight loss testimonials like “the incredible Dance
Dance Revolution diet” are a ubiquitous presence on fan websites as well. As with
other cultural imports like Yoga and Tantrism that were introduced to a health-
obsessed American culture, these practices take on a “self-help” and therapeutic cast
they did not have before.

DDR’s social organization can also suggest athletics since individual players
frequently form teams. Rob Drew (2001) discusses how karaoke performers often
begin to act as a performing team: “group members collaborate in appealing to the
audience, synchronize their movements in relation to the audience, evaluate one
another’s conduct from the perspective of the audience” (Drew, 2001: p76). Teams

33 «“A defining characteristic of video games has long been their high couch-potato quotient.
The only exercise a person could expect to get punching buttons and moving a joystick
was the kind of wrist workout that put them at risk for repetitive stress injury. Playing the
video game called Dance Dance Revolution, however, is nothing less than a full-body
aerobic activity...imagine a Stairmaster powered by quarters...for the past several years,
exercise machines have incorporated an increasing number of video-game elements. Now
the arcade has begun to reach out in the other direction” (Wolf, 2001: p2).
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help karaoke performers through what can be a frighteningly public solo
performance. DDR teams seem to function similarly, and many fan websites are run
by, and organized around regional teams. Indeed, despite its global popularity, much
of DDR fan discourse is tied to regional identity: on the forums of ddrfreak.com,
there are fifteen regional discussion boards for different sections of the US, as well
as the UK, Australia, Latin America and Europe. Regional teams are thus another
way in which DDR fan culture maintains a complex tension between the global and
the local. So while teams have a social function, and help ground this global form in
local practice, they also help to cast DDR game-play in athletic terms.

Another way in which an athletic discourse shapes the social organization of
DDR is that teams compete at tournaments. Tournaments are advertised on websites
and by fliers at local arcades (see Figure 10-4). Players compete, sometimes as a
part of a team, for significant prizes like a home version of the game. Tournaments
are important social meeting places for fans: “the reason the tournaments are...held
is mainly not because of the tournament itself, but for getting together and meeting a
few new people.” This sense of comeraderie can be glimpsed in a post called “My
first Tournament experience:” “After the song finished everyone clapped for me.
That’s what they do after everyone’s routine anyway, but I didn’t feel so bad. I got a
pat on the back and some hi-fives from a lot of people, even though I kept tripping
out on how bad my first routine was.”

ik ..'ﬁie.r,m,..u
Iydidmicom o i

ce.i

Figure 10-4. Poster advertising DDR tournament
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While tournaments help form social connections among players and provide the
opportunity to show off one’s skill, they also help to athleticize and so masculinize
the dancing of DDR. This is reflected in the different ways male and female players
talk about tournaments. Both men and women on the boards tend to agree that
women lag behind in terms of scoring. When describing their own scoring, women
tend to be self-depreciating: “I’m getting better just need a lot more practice.”
Women also seem to be more reluctant to take part in tournaments: “Although she
will claim she sucks so that she can try to weasel her way out of competing in
tournaments...Tanya...is one of our resident DDR Pros.” Some posts by female
players denounce the competitive nature exemplified by tournament play: “you
know I know games have competition involved too but not everyone is playing
games to show off and what not. Me, I just like playing the game and that’s what
bothers me when those others are behind you waiting to play and making comments
on what song you choose or what level you are doing it on.”

One reason women tend to feel less comfortable in the context of tournament
competition reveals similarities to karaoke performance. Karaoke’s context in a bar
made it a potentially troubling place for women to present themselves as a spectacle.
In an ethnographic study of karaoke performance, Drew (1997) notes that it is “not
uncommon for men to approach women immediately after they [perform], praising
them obsequiously with the apparent aim of parlaying an extended encounter”
(p455). Women find ways to minimize these tensions, often performing as a group
or as a pair. DDR’s location in the arcade has a similar dynamic, and women post
about feeling uncomfortable doing the fast, jerky high-level dances in front of a
crowd of ogling teenaged boys. One solution is to dance in pairs, and in my
experience viewing Internet videos of tournaments; women appear most frequently
(thought certainly not only) in pairs.

6. Dance for the Crowd, not the Machine

The tournament seems to be of particular interest to the male demographic of
DDR fans for whom its athletic nature helps to masculinize dance. But while
athletics is an important filter through which the DDR community sees itself, it is
limited: online discussions declare that DDR is not simply a sport, that DDR is
“more than a game.” The “more than a game” trope appears consistently in the
comparison of tech and freestyle playing. Tech play is when the goal is to get a high
score. Freestyle is when the dance pad is used as a stage on which to present an
original performance routine. Tournaments are often separated into Tech and
Freestyle categories, with each being judged by different criteria. In the DDR
community, there is a definite qualitative distinction made between the two:
freestyle is the pinnacle of DDR performance, often distinguished by the moniker
“real dancing”. A typical post makes a distinction between the “technical dancers”
and the “real dancers [who] only play for the joy, excitement and the art of
expressing their own style...POWER TO THE PEOPLE WHO ACTUALLY
DANCE WHEN THE [sic] PLAY DDR!”
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This denigration of game play seems to reinstate certain high brow/low brow
distinctions that separate art (dance) from recreation (games). But the elevation of
dance, in particular “freestyle” dance, allows for an amazing array of active, creative
and productive behavior on the part of players. Freestyling is defined as a kind of
creative and individualized expression: a renown California freestyler named Mel B.
writes that “Freestyling is almost like interpretive dance...like putting yourself into
the game. It’s being creative, doing something that KONAMI ™ wouldn’t tell you
to do in their instruction guide.” Freestyling is distinguished from “gaming” by use
of the upper-body (which is not required to score points) and by facing the crowd
and not the screen (a recurrent slogan being “Dance for the crowd, not the
machine”). Players memorize the steps to songs and learn them backwards so that
they can turn and face the crowd (this has become institutionalized in home versions
of the game that include a “mirror mode” that turns the steps backwards.) This
injunction to “dance for the crowd” points to one of the most distinctive aspects of
DDR as a video game: the positioning of the player’s body as the site of public
performance. Crowds tend to gather around the game, and the player becomes a
public spectacle. For players then, the crowd and DDR’s nature as a public
performance are a large part of the appeal, helping to foster the priority given to the
real dancing of freestyle performance.

Many DDR websites offer tips and guides to doing a freestyle performance.
Novices visiting DDR websites encounter huge dictionaries of freestyle moves with
names like the Matrix walk (where “the dancer jumps up and briefly runs across the
screen of the machine and jumps back down”), the Bar vault (jumping over the bar),
the hand stand, the knee drop, and the hand plant. Many of the moves used in
freestyling hail directly from breakdancing and hip-hop culture, and there are
multiple discussions of whether there is room on the DDR platform to do the “head
spin” (a trademark of breakdancing). While individuality is prized by the DDR
community, learning to freestyle is largely a matter of watching others do it. When
newbies ask for advice they are usually directed to the copious banks of tournament
video footage available for download on the Web. Here we see again the importance
of the visual for the global transference of dance. As with the transfer of hip hop to
Japan, dance can bypass language barriers and seems to flow particularly smoothly
in a global context with the aid of Internet technologies. For example, a DDR team
from South Korea called the A-Team, and Jason Ho in Japan attract comment by
players all over the US. These videos also ensure that race keeps “asserting itself”
on the online fan discourse, enabling a complex tension of global flow and
individual identity.

Although drawing primarily on hip-hop culture, freestyling allows for a wide-
range of activity. Two examples of alternative approaches to freestyling are the use
of comedy and costumes. Freestyler Mel B. states that comedy is “making its way
into routines,” and refers as an example to another California freestyler known as
Chango: “He doesn’t dance worth a damn. He smashes vegetables and other food
products on stage. He cusses like a sailor. And yet he gets love from every corner of
the DDR community...the judges and spectators are often entertained by his hijinks
[sic] and with his tactics, he can waltz his way into the winner’s circle.” Similarly,
Rob Drew (2001) describes one response to the pressures of public karaoke
performance is the karaoke “clown,” whose antics help participants to convince
themselves that they can give it a try (p47).
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Another form of freestyling involves dressing as the characters on the screen —
commonly referred to as “cosplaying.” Cosplay originated in Japan as a feature of
anime (Japanese animation) fan culture. Cosplayers dress as their favorite anime
characters, often in costumes they have designed and made themselves. They meet
at anime conventions where they show off their costumes and are photographed for
websites (see figure 10-5). The website methodcosplay.com defines the practice like
this: “To some, it’s an art. To some, it's a profession. To all, it;s pure bliss. Cosplay
is the act of creating and/or masquerading as an anime or manga character. The
word originated in Japan as a shortened version of ‘costume play.” Now, cosplay has
spread like a wildfire in America and other places across the globe, with the
popularity of anime and manga and the conventions that celebrate them.” This
practice becomes possible for DDR fans because of the presence of anime-like
characters on the DDR screen. The openness of freestyling thus allows for many
different fan cultures to coexist, not only a competitive, hip hop-derived form, but
also an Asian and largely female tradition of cosplay.

Figure 10-5. A DDR Cosplay dancer
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7. ParaParaParadise

Some of the dynamics of gender, interactivity and dance are also reflected in the
fan community that surrounds the Konami arcade game ParaParaParadise. The
striking thing about PPP in terms of player interactivity is that scoring is not
determined by activating pads with the feet as in DDR, but through triggering
infrared sensors with the hands. Also, although it was released in the wake of the
success of DDR, PPP has a more tangible connection to pre-existing dance cultures.
Indeed, Dominique Dinh, one of the webmasters of paraparastage.com, told me in
an email interview that “the game is only a novelty, the dance came before the
game.”

The dance Dinh refers to is “para para,” which had its origins in Japanese disco
subcultures of the 1970s. At the website paraparastage.com, one is informed that the
first “paralists,” or para para dancers were women whose style of clothing and
makeup were considered “more outrageous than most at the time.” Their dance style
involved a steady back-and-forth foot movement, coupled with complicated,
choreographed hand movements. Para para has enjoyed several revivals, some
spurred by its association with Japanese pop (J-pop) singers, as well as its
connection to specific Japanese dance clubs like TwinStar and Velfarre. Konami
released the game ParaParaParadise in 2000, banking both on a revival of interest
in para para dancing and the success of DDR in Japanese arcades. The fact that the
para para dancer stays in a relatively fixed spot while moving the hands in
choreographed movements makes the mechanic of the arcade game possible: players
learn the hand patterns to specific songs and so activate infrared sensors in the
correct sequences.

PPP’s appearance in American arcades has led to a US fan presence. Like DDR,
cultural definitions of dance and gender have been a factor in the ways in which
American players experienced PPP. Even more than DDR, American players have
tended to consider PPP as being a female domain: Patricia Chan, the founder of
paraparastage.com noted that “it doesn’t help that the PPP machine is pink.” This
does not mean that there are no male fans of PPP, but the game’s more tangible
connection to dance culture seems to have made it more difficult to fit it into the
kind of athletic or therapeutic frames that have become so important to male DDR
players. Dinh contrasted the PPP and DDR fan communities in these terms: “with
the para para communities, [ think we’re more open to each other. We get close and
share everything. We can easily talk to each other; whether its about para para or
even something personal, most of the people in that community will be there for you
and will support you. With the DDR communities, there is a lot of competition
(because of the tournaments) and rivalry. There’s always a battle between which
state/city is better.”

Despite these differences, both PPP anad DDR fan practices illustrate how dance
is particularly amenable to global flow through the use of the Internet. In fact,
images play a particularly central role in PPP fan culture. Demonstration videos of
para para routines by professional paralists like the Para Para All Stars are often a
more important part of fan experience of the game than the tournaments so
prominent in DDR fan culture. Further, as with DDR freestyle performance, fans
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choreograph their own para para routines and post them online. For example, in the
wake of the demise of the Para Para All Stars, the website paraparastage.com has
begun to collect and compile digital films of original para para dances designed by
fans. In this project, one can again see how dance brings with it the particular
identities and bodies of the dancers, thus providing a complex blend of the global
and local. PPP fandom thus underscores how technologies like digital gaming and
the Internet can create social spaces around musical performance; complex, hybrids
of local arcade and global communication system that combine to form a stage for
musical performance and the construction of community.

8. I Can See Tomorrow in Your Dance

The global nature of DDR and PPP fan cultures can be thought of in terms of
John Tomlinson’s discussion of banal globalization (Tomlinson, 1999). His model is
useful because of the ways in which it connects the local and “mundane” with the
global, via his concept of “banal globalism:” the ways in which a global identity is
“routinely reinforced” through everyday imagery and practices like the consumption
of “foreign food” and “globalized youth culture” (p119-120). Tomlinson sees hope
in this model of globalization for the development of a “cosmopolitan disposition:”
the “awareness of the wider world as significant for us in our locality, the sense of
connection with other cultures and even, perhaps, an increasing openness to cultural
difference” (p200).

DDR freestyling and the para para dancing represent the kind of everyday
cultural work that Tomlinson suggests might produce a discourse of banal
globalism. Fans engage with a global popular culture via images, dance moves,
music and costuming. DDR functions as a kind of global jukebox, enabling the
average American fan to interact with different forms of music, as well as presenting
a reflection of American music as heard through a global translation. But while the
dance facilitates a particularly smooth global flow, the player’s dancing body is
rooted in the physical spaces of local arcades. The centrality of dance as broadcast
through Internet videos allows the local and the global to remain in tension, keeping
the individual body from being lost or fragmented in cyberspace. The regional
inflection of DDR fandom, as embodied in teams and tournaments, makes clear that
the global practice of DDR is adaptable to local culture.

In DDR and PPP fan culture I see one possible future for the synergistic
combination of music and gaming. Fans fall in love with original DDR songs and
PPP dance moves while they also struggle to beat high scores, and even design and
perform their own dance routines. DDR players who choreograph their own
freestyle performances are, I believe, moving from activity to agency; from
following the steps of the game to becoming the author of their own procedures and
texts in concert with the game. More explicitly, some fans even hack into the game
and make their own “edits,” programming their own step patterns for DDR songs.
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This is truly a case of writing both the dance and the rules for making the dance™.
As different media slouch towards interactivity, DDR and PPP’s use of music and
rhythm provides a new way to think about bodies interacting with pre-recorded
sounds and images. Now not just thumbs and fingers interact, but whole bodies. But
beyond issues of immersion in and interaction with digital technologies, these games
demonstrate how music and dance continue to be powerful vehicles for the
formation of community and the performance of identity.
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Chapter 11

“SORT DRUGS MAKE MATES”: THE USE
AND MEANING OF MOBILES IN DANCE
MUSIC CLUB CULTURE

Karenza Moore

1. Introduction

This chapter examines contemporary clubbing culture and its relationship with
the mobile phone in terms of the organisation of dance music consumption practices
in clubbing spaces. It also examines the ways in which the mobile phone is being
used to establish and maintain clubbing friendship groups and wider clubbing
communities, which often coalesce around particular dance music scenes in
localised contexts. This chapter presents the preliminary findings of research with
consumers of dance music and ‘dance drugs’ (Lifeline, 1992; Forsyth, 1996) in club
settings in the North-West of England. As a popular leisure pursuit amongst young
people in the UK (Finch, 1999), clubbing acts as an empirical probe with which to
think about social and cultural aspects of the mobile phone as a leisure and leisure-
organising technology. This chapter draws on extensive observational work, a small-
scale questionnaire and interviews with young people who define themselves as
‘clubbers’. These young people are consumers of dance music in all its many and
varied forms, consumers of licit and illicit substances, and users of a variety of
digital leisure technologies, including mobile phones. Mobiles are positioned as
technologies which both create and enable clubbing-community activities and as
technologies which enable music and attendant substance consumption within
various clubbing spaces and clubbing ‘times’, that is pre-club, in-club, post-club and
‘real-life’”. It is argued that given the historically and culturally-embedded

35 1 use the term ‘real-life’ here in a similar way to how it is used by clubbers in my sample.
‘Real-life’ refers to any spaces/times deemed ‘outside’ of clubland such as time at work
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relationship between substance consumption and dance music consumption within
club culture®, and evidence regarding the continuation of this relationship (Deecham
and Saville, 2003; Moore and Miles, 2004 forthcoming, Parker et al., 2001), any
consideration of dance music consumption enabled by mobiles needs to take into
account the consumption of recreational drugs. Given the telecommunications
interest in dance music-related services and applications, it is argued that we need to
move towards an understanding of how ‘clubbers’ actually use mobiles in various
clubbing contexts, and how they relate to their mobiles through the lens of an
emotional commitment to clubbing (Moore, 2005) and ‘club culture’ with its myriad
of ‘underground’ and ‘commercial’ scenes (Thornton, 1995), its destructive excesses
(Harrison, 1998) and its joys (Lasen, 2004).

As a mundane artefact in people’s everyday lives in contemporary times, it can
be difficult to make strange (Cooper, 2002) the use of the mobile in specific spheres
of socio-cultural life. Clearly young people involved in dance music club culture use
mobiles, but exactly how and why do they use them? And what socio-cultural and
emotional significance do particular patterns of usage have for them? Here the focus
is on the ways in which ‘clubbers’ infuse their mobiles with certain meanings
through their contemporary consumption practices. The mobile in this context
becomes a technology with various meanings specific to the localised contexts of
clubbers. The emotional and symbolic significance of mobile-enabled social
practices such as the exchange of text messages (Taylor and Harper, 2002) can vary
across different clubbing times and in different clubbing spaces. An examination of
music and drug consumption practices in pre-club, in-club, post-club and ‘real-life’
settings moves us towards a better understanding mobile usage amongst clubbers, an
understanding which goes beyond the notion that clubbing is ‘simply’ a group of
people coming together to listen to music at a set time in a set place.

In this chapter I start by looking at some of the mobile services and applications
currently on offer to clubbers as dance music consumers, moving on to summarise
ways of studying the mobile as a key socio-technical and cultural artefact in modern
social life. T then look at the ways in which club culture has been studied and
suggest that there has yet to be sufficient research undertaken on the role of new
technologies amongst clubbers in clubbing contexts. Within the empirical sections
I combine these two interests, concentrating on the use of mobiles to arrange clubbing
nights out, nights out which are the focal point of music and drug consumption.
I also examine how the mobile is implicated in the procurement of (illegal)

and/or university. The term ‘real-life’ indicates time/space relations with the sometimes
‘dream-like’ or ‘surreal’ experience of clubbing and the ‘time-out’ and ‘escape’ from
‘normal’ responsibilities that is a valued quality of clubbing amongst many young people
(Measham et al., 2001).

Thornton (1995) defines ‘club culture’ as ‘the colloquial expression given to youth
cultures for whom dance clubs and their eighties off-shoots ‘raves’, are the symbolic axis
and working social hub. [They are] associated with a specific space which is both
continually transforming its sounds and styles and regularly bearing witness to the apogees
and excesses of youth cultures’ (1995: 3).

36
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substances, how it is utilised to initiate contact with ‘randoms’*’ and sustain the

clubbing friendships which can develop from such contact. When considering the
possibilities for dance music-related services and associated design implications we
need to unravel these socio-cultural, organisational and consumption practices,
practices that make club culture what it is today. The illegality of some of these
social practices can make research in this area difficult to undertake, yet I suggest
that researchers into new (music) technologies should attempt to look at all possible
aspects of music consumption (and production) amongst users. In the case of UK
clubbers this inevitably involves engagement with debates about the role of
recreational drugs in dance music contexts.

One example of these related social practices is the use of ketamine®® amongst
clubbers, a drug which can physiologically enhance music consumption, but which
can also dissociate the user from his or her immediate physical environment (Dillon
and Degenhardt, 2001: pll), rendering mobile screen displays indecipherable
(Moore, 2004a). The exchange of clubbing photos with context appropriate music
file attachments is an apt example of the possibilities of the mobile as a clubbing
community-enabler, and as a technological site of dance music consumption.
However, the socially and pharmacologically embedded timing of such exchanges is
vital given the physiological effects of certain club drugs such as aforementioned
ketamine. In terms of developing mobile dance music services, this example
reiterates the importance of in-depth knowledge of the nuances of UK club culture,
including substance consumption. In order to better investigate the possibilities of
mobile-enabled dance music consumption and community services and applications,
we need to explore the ways in which clubbers (as dance music fans) actually use
and relate to mobile phones across clubbing spaces and times.

Within club culture I maintain that the mobile is viewed as essential artefact in
the clubbers’ socio-technical repertoire, just as decks and an i-Pod may be. The
mobile is an artefact imbued with shifting meanings (enhancing or undermining
personal safety for example) and deployed to strengthen and demonstrate the user’s

37 ‘Random’ is a term currently used by clubbers in the UK to denote a stranger one interacts
with in a clubbing space and with whom one may or may not develop a friendship with in
‘real-life’. ‘Real-life’ is used by clubbers to differentiate spatially and symbolically
between clubbing settings (such as pre-club bars, clubs, and post-club parties) and
non-clubbing settings (such as work and university).

3% Ketamine is a short-acting general anesthetic for pediatric and veterinary use. Positive

effects sought by recreational users include temporary paralysis, dissociation, heightened

visual/aural awareness and novel experiences of body consistency such as being made out
of rubber or wood (Curran and Monaghan, 2001). It is consumed recreationally by clubbers
in the UK both in-club and post-club settings, although predominately use occurs post-
club. The exact extent of usage amongst UK clubbers remains difficult to evidence due to
the ‘hard to reach’ nature of the using population. Some research has been undertaken on
the experiential elements of use (Dalgarno and Shewan, 1996, Jansen, 1993, 1997, Tori,
1996, Dillon and Degenhardt, 2001).
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sense of ‘belonging’ to the clubbing community. Following a summary of my
epistemological approach to the study of the mobile phone, I briefly review
literature on club culture, focusing on work which deals with the relationship
between technologies, identity and experiences. I then deploy my empirical work to
consider the mobile phone’s role in the procurement of club drugs such as ecstasy,
cocaine and ketamine, in the organisational practices of clubbers, and in the creation
and maintenance of clubbing friendship groups. The ‘unholy alliance’ between
recreational drugs, dance music consumption and club culture needs to be properly
considered when thinking about mobile music and mobile community services and
applications. Throughout the chapter, I keep this “unholy alliance’ very much at the
forefront of my analysis of relevant literature and empirical material.

2. Mobile Clubbing Communities and Dance Music
Consumption Services

Within the mobile industry there exists an interest in generating revenue through
the provision of applications and community-specific content for particular ‘pre-
existing’, ‘interest-driven’ or ‘event created’ communities’. The Mobile
Entertainment Forum (MEF), created for and by the emergent mobile
(entertainment) industry, has an ongoing ‘mobile community’ initiative, launched in
2002, to support those within the industry attempting to develop community-based
applications and content. MEF states,

“The concept of ‘community’ lies at the very core of telecommunication... In
identifying opportunities for facilitating the growth of mobile communities and
current obstacles, the MEF looks to explore the concept of mobile communities as a
central revenue-generator for the mobile entertainment industry.” *°

Yakara, a mobile company based in Edinburgh, UK, has a number of ‘personal
mobile community services’, or more snappily ‘m-groups’, based around this
version of community. One of their ‘m-groups’ is for clubbers or ‘clubber friends™*'.
Another example of the telecommunication industry’s offerings to clubbers, here in
terms of mobile-enabled organisational activities, is ‘CLUBFIND’, a ‘connected
community’ available on T-Mobile, Vodafone, Orange and O2 networks.
CLUBFIND automatically matches a subscriber to the ‘best available what’s on,

where listings’ through location-based data and user-specified keywords e.g.

¥ See for example Mobile Communities: Building loyalty and generating revenue through

chat and other community applications, Baskerville, September 2002, available at
www.telecoms.com.

The MEF Mobile Communities Initiative, see
http://www.mobileentertainmentforum.org/activities-initiatives.html#4 for more details.
Yakara ‘M-groups: Clubber friends’, see http://www.yakara.com/text/txtx_products.html
for more details.

40
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FINDNCUK + LEEDS + DJ +HOUSE MUSIC + DATE*. Another more dance
music-specific mobile service is O2’s recently launched Dance Chart run in
association with a number of dance music record labels. A Dancefrontdoor.co.uk
press release on the service describes how,
“The chart will comprise of artists featured on O2’s site and on their WAP services.
With the launch of ‘Ibiza Summer Anthems’ at the end of August 2004 expect to see
some of your favourite labels, including the likes of Skint, Southern Fried, Defected,
Trusted Records, Pias Recordings, Positiva, Offset music, Hed Kandi, Rock Solid
Productions, Born2Dance...Anyone who is using O2 as their service provider can
now get their favourite Ibiza Summer Anthems downloaded to their mobile phones ™.
For mobile network operators such as O2, collaboration with the vanguards of
dance music offers the opportunity to re-deploy already-established (sub) cultural
capital, here in terms of dance music producers and record labels. Thornton’s (1995)
seminal work on dance music cultures and subcultural capital highlighted the
rapidity with which what is deemed ‘cool’ by clubbers can change. Given the ever-
shifting sands of dance music and club culture, such ‘borrowed’ (sub) cultural
capital may be vital to a mobile service’s success, although no guarantee of it.

Clearly the mobile industry is interested in clubbing communities and dance
music consumption services as potential sources of revenue. What exactly is meant
by a community in this context, and what might being part of a ‘clubbing
community’ mediated by mobile communication technologies involve? The term
community has a diverse range of meanings within the social sciences (Anderson,
1991; Delanty, 2003; Lash, 1994; Maffesoli, 1996; Poster, 1995) and amongst
mobile service developers*. Ahmed and Fortier (2003) ask, ‘To what do we appeal
when we appeal to community? When is community appealing? Who appeals to
community and who doesn’t? How else can we appeal for or to others if we do not
do so in the name of community?’ (2003: p252). In raising such questions about
‘community’ Ahmed and Fortier (2003) highlight that the word ‘community’ does
not itself secure a common ground from which to speak to and with others.
‘Community’ is sometimes used to refer to the decline of particular (often
romanticised) ways of life and/or social ‘institutions’ such as ‘the family’ and
religion. ‘Community’” may also refer to the creation and maintenance of new social
and cultural formations such as virtual, post-traditional, and global forms of
communication and experience (Hand and Moore, 2005 forthcoming). Debates
about the emergence of information and communication technologies, computer-
mediated-communication and ‘cyberculture’ have led writers such as Poster (1995)
and Stone (1991, 1995) to examine ideas around community and identity in attempts
to explain apparently novel forms of interaction and representation.

42
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See http://www.nightclubbinuk.com/uknightclubs.htm for more details of this service.
From http://wwwdancefrontdoor.co.uk, (accessed September 2004). See
http://downloadso2.co.uk for the Dance Chart service.

As acknowledged in the MEF Mobile Communities Initiative, see
http://www.mobileentertainmentforum.org/activities-initiatives.html#4 (accessed August
2004).
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Given the difficulty of definition in relation to notions of community and the
avowed fluidity of contemporary forms of lifestyle ‘identifications’ such as clubbing
(Malbon 1999), it may be problematic to insist that young people who regularly club
amount to a ‘clubbing community’. Yet the provision of stability and order to
sometimes chaotic lives, the possibility of an internalised sense of identity from
clubbing, and the creation of sustained friendships through involvement in club
culture (Moore and Miles, 2004), are all aspects of identification with a (imagined)
clubbing ‘community’ which can be overlooked in talk of post-modernist ‘style
surfing’. It may be that this ‘community’ is imagined in the sense that it does not
reside in one specific locale, nor does it have constant symbolic markers through
which membership is displayed. Not many clubbers wear clubbing-gear to the
office. However clubbing remains in the imaginaries and the ‘ways of being’
(Jackson, 2004) of its participants and, I argue, provides a sense of identity often
built on resistance to societal norms which delimit the possibilities of pleasure
through discourses of the ‘youth problem’, criminality, and of subjects depoliticised
through ruthless and reckless hedonism. This said, clubbers’ euphoric declarations
of peace, love and unity are sometimes at odds with the ‘snobbery, excess, and
ignorance’ that continues to exist within contemporary club culture®.

People who identify themselves as ‘clubbers’, and who see themselves as part of
‘club culture’, which has local and globalised aspects (Hunt and Evans, 2003),
already use mobiles extensively, although perhaps not always in the ways in which
the mobile industry envisages, and perhaps not always in ways which can be
translated into the creation and/or maintenance of a ‘mobile community’ based more
explicitly on commercial interests. The historical and socio-cultural alliance
between dance music and (illegal) substance consumption in a sense ‘disrupts’
commercial narratives of mobile (dance) music consumption. However, given that
the mobile is already used by clubbers to organise the consumption of dance music
across clubbing times and spaces, and to enable the establishment of friendship
groups built on the enjoyment of dance music, the possibilities for services and
applications built on a thorough understanding of club culture seem highly
promising. Having explored notions of community and the possibility of mobile-
enabled dance music and clubbing community services and applications I now
present my epistemological approach to looking at the mobile phone as a socio-
technically-shaped and socio-technically-shaping technical artefact.

3.  Studying the Mobile

The mobile is a key socio-technical and cultural artefact in modern social life
within ‘developed’ countries (Cooper, 2002). Just as club culture in the UK is an
ever-shifting landscape, meaning different things to different social groupings, so

* 1 would like to thank Barry Brown for these helpful comments about the need to be more
cautious with regards to clubbers’ euphoric claims.
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the mobile phone can be understood, from a non-essentialist perspective, as a
technological artefact imbued with meanings which shift across space and time. In
the UK at least a number of sometimes conflicting and continually shifting
meanings have been ascribed to mobile communication technologies. They are
‘status symbols’. They are devices which can secure a loved one’s safety if his or
her car breaks down at night. They are health-damaging devices. They are
convenient for conducting one’s social life (and conducting affairs) and
inconvenient when trying to sleep on a commuter train. They are regarded as
invaluable devices to some. In Green’s (2002) research on gay men’s perceptions of
their mobiles, one participant in response to the question ‘Which piece of
technology that you own could you not live without?” answered ‘My mobile phone
definitely, without a doubt, I couldn’t live without it” (2002: p6). They are devices
owned, loved and personalised by millions of teenagers who use them to ‘manage’
interactions and ‘surveillance’ from their parents (Ling and Yttri, 2003). They are
mundane devices that we have quickly got used to having. Finally, despite their
perceived mundanity and ‘pedestrian’ nature, they are often produced as being
‘cutting-edge’, and even ‘futuristic’ (Moore, 2004b).

Using the ‘social shaping’ or ‘constructionist’ approach to technology involves
locating technology (here the mobile) as a heterogeneous network of the ‘technical’
and ‘social’ (Bijker, 1985). Technologies become part of the social world we live in,
rather than being an outside ‘force’” which ‘impacts’ upon the social, as the prevalent
technological deterministic view holds. We can argue that the very idea or notion
of mobile communication technologies is socially constructed. This means that
the ways in which we make sense of mobiles, what we think them to be capable of,
and not capable of, are produced within and across the ‘social’ sphere,
predominately through discursive means with material implications.

To adopt a purely social constructivist approach to the study of the mobile as a
digital (leisure) technology would involve a concern with the ways in which human
actors are involved in constructing the device; the rhetoric they employ to make
their notions of ‘the future’ of mobile communication technology ‘commonsensical’
for example (Moore, 2004b). Here the temptation is to cast technological artefacts as
‘merely’ the product of texts, rendering their materiality invisible. Conversely a
strong programme of technological determinism would involve looking at the
‘impact’ that certain technological artefacts, in this case mobile communication
devices, may have on the social sphere. As Akrich (1997) points out, to adopt one or
other of these approaches involves a separating out of the ‘social’ from the
‘technological’. Rather than concentrating on the ways in which technical artefacts
‘impact’ upon human society, we may be better served thinking about the
associations between the two, the ways in which the human and non-human
implicate one another in attempts to stabilise ‘society’ (Latour, 1986). It is these
associations, between ‘young person’, ‘clubber’ and ‘mobile’ that are of interest to
me in this chapter.

I do not consider the mobile as a technological artefact which has had a
discernable and traceable ‘impact’ on British club culture. Instead I think of ‘it” as a
technology which is imbued with a variety of different meanings and is used in a
myriad of different ways by those involved in club and/or dance music culture. As
Sorensen (1997) suggests, technology and the social world can be analysed as rather
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‘messy’ contingencies. By exploring the usage and meanings of the mobile within
club culture, one can start to illuminate the ways in which the ‘social’ is implicated
in ‘technical’ spheres and vice versa, until this well-worn binary becomes rendered
messier than either social constructivism and technological determinism allows for.

Studying the mobile phone through ethnographic fieldwork is one way to disrupt
the technological determinist stance and explore the design possibilities that social
context-specific usage suggest. Taylor and Harper’s work (2002) on mobile-
mediated ‘gift-giving” amongst teenagers is an excellent example of how social
research can inform design. They explore, in relation to the exchange of text
messages amongst their teenage participants, the ways in which ‘gifts’, as material
offerings, can embody meaning, making ‘tangible something of us as givers and our
relationship with the recipient (2002: p2). The ‘embodiment’, through mobile text,
mobile pictures and possibly mobile music, of memories of clubbing nights out is
one example of the importance of studying actual usage embedded in the social
practices that constitute contemporary clubbing. This chapter does not deal
explicitly with the design implications of club-related social practices. However,
reference to Taylor and Harper’s (2001, 2002) work on the importance of the
emotional, symbolic and organisational work that goes into phone usage offers an
alternative to technologically-driven research into mobile development, whilst
providing a framework with which to think about the symbolic meanings of the
mobile for contemporary clubbers.

4.  Studying Club Culture and ‘Clubbing Communities’

Clubbing is a popular leisure pursuit amongst young people in Britain, and one
with which legal and illegal drug use is closely associated, both historically (Beck
and Rosenbaum, 1994; Wright, 1999) and in contemporary times (Measham et al.,
2001; Moore and Miles, 2004). According to the consumer research group Mintel
(whose figures only include the UK’s ‘official” 4,000 nightclubs, excluding many of
the other leisure spaces young people consume licit and illicit drugs in), one in two
18-24 yr olds are regular clubbers (Finch, 1999). Of the four million people who go
out clubbing in the UK, it is thought that about half of them are regular (dance) drug
users*. The National Criminal Intelligence Service indicates that users may be
spending up to £10 million a week on ecstasy*’. However, all figures regarding club
culture and in particular dance drug use should be treated with caution given the
difficulties of procuring a representative sample of users and producing reliable and
valid statistics (Measham et al., 2001).

% ‘Home Office Research Study 224 — Drug Misuse Declared in 2001: results from
the British Crime Survey’, The Home Office, 2001, http://www.homeoffice.gov.uk/rds/pdfsthors224.pdf.

47 “United Kingdom Threat Assessment of Serious and Organised Crime: Class A Drugs
Trafficking’, NCIS 2003, http://www.ncis.gov.uk/ukta/2003/threat03.asp.
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Given the extent and popularity of clubbing in the UK, it is reasonable to assert
that clubbing can have an impact upon a person’s sense of self, their identity,
identifications and ‘belongings’ (Malbon, 1999: p68). As Thornton maintains, ‘The
sense of place afforded by these events is such that regular attendees take on the
spaces they frequent, becoming “clubbers” or “ravers” (1995: p3). Her point
mirrors my findings on young people in dance clubs and events in the North-west of
England. Of the 54 survey participants, 24 said they thought of themselves as ‘a
clubber’, whilst 12 said they did not, and a further 18 responding ‘don’t know’.
Even among those respondents who did not necessarily think of themselves as
clubbers, or were unsure, mention was made of the sense of community,
identifications and friendships with others that can be garnered from regular
excursions into ‘clubland’, as the following quotes demonstrate,

MASH questionnaire, Respondent 10: Q.43.
“It’s always nice to make new friends”.

MASH questionnaire, Respondent 2: Q.43.

“It’s a great feeling of togetherness, just happy people enjoying themselves as much
as you...I love the closeness to other people around you”.

“Idon’t know if I'm a clubber but I definitely love me clubbing like. It’s well easy to
make friends if you go clubbing. It gives you a sense of place in the city. I never feel
lonely now as I can always hook up with me clubbing friends” (Female clubber,
MASH, 13™ September 2003: Sheffield: Tidy Magna 7 dance event).

‘Clubbing’ has been identified as a crucially important development in youth
culture (Measham et al., 2001; Redhead, 1997). Contemporary club culture in the
UK is open to a myriad of interpretations and can be studied from a wide range of
perspectives. Researchers from criminology, sociology, psychology, pharmacology
and cultural studies have all written extensively on ‘club culture’ in Britain, Europe,
America and Asia (Hunt and Evans, 2003). Given that British young people are the
most drug-experienced of any European country (Griffiths et al., 1997) and given
Britain’s place in dance music history, it is perhaps unsurprising that much of the
work on clubbing focuses on Britain.

There has been a concentration on substance use amongst academics writing on
UK club culture, with Akram (1997) noting a strong association between the use of
certain substances (predominately ecstasy, speed, LSD, and ‘ubiquitous’ cannabis)
and the popularity amongst some young people of dance events, particularly clubs
and ‘raves’. Ketamine (Ket) and GHB (liquid ecstasy or GeeBee) are also associated
with club culture in Britain (Moore and Miles, 2005 forthcoming). Work on
substance use within club culture includes analysis of the ‘pathways’ that young
people take into substance use and dance culture (e.g. Coffield and Gofton, 1994),
the harm reduction strategies they adopt (Hart and Hunt, 1997; Boys et al., 2000),
patterns and meanings of drug usage amongst young people in general (Parker et al.,
1998) and amongst clubbers in particular (Measham et al., 2001; Moore and Miles,
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2004). The possibility of a trend of ‘normalisation’ surrounding recreational drug
use (particularly cannabis, ecstasy and powder cocaine) amongst British young
people has also been explored at length (Measham et al., 2001, Parker et al., 2002).
Other writers have concentrated on the place of music within club culture and youth
culture more generally (Bennett, 2000) and the role of DJs in club culture (Haslam,
1998). Gender, ethnicity, sexual identity and race relations within dance/club culture
have also been extensively explored (Collin and Godfrey, 1997, Henderson, 1999;
Hugq, 1996; Lewis and Ross, 1995; Pini, 2001; Reynolds, 1997). However, despite
the continued academic interest in dance/club culture, and its place within youth
culture more generally, there has been only limited work on the usage and in
particular the meanings, of digital (leisure) technologies amongst (self-defined)
‘clubbers’ in the UK. I now turn to some examples of research on technologies
which are of significance for my consideration of the usage and meanings of mobile
communication technologies in UK club culture.

5.  Technologies, Identities and Experiences

There have been research precedents with regards the usage and meanings of
digital leisure technologies amongst particular social groupings. Green et al’s (2002)
work on the integration of new technologies into the lives of British gay men is one
example of writing which concentrates on the intertwining of identity and
community with ‘new’ technologies such as the Internet and the mobile phone.
Green et al (2002) argue that for the gay men in their interview sample, the Internet
was viewed as a ‘technology of freedom’ (Sola Pool, 1984) in that it offered the
opportunity to,

“...explore the gay world and meet like-minded others, i.e. it is the effects of the
technology that are valuable to this group because it enables them to do something
that is highly significant in their lives that they couldn’t do before.” (Green et al.,2002:

p3).

This quote indicates that those who have, or at least see themselves as having,
and/or are perceived by others as having, a ‘non-mainstream’ identity and/or
lifestyle, tend to value information communication technologies for the
opportunities they proffer for meeting others with similar ‘world-views’. I suggest
for example that for many (self-defined) ‘clubbers’, the Internet (and e-mail usage)
provides the opportunity to visit chat rooms, listen to dance music online that may or
may not be ‘club-branded’ (e.g. www.digitallyimported.com), buy records online
(e.g. www.chemical-records.co.uk) and (virtually) meet other clubbers. Club-
specific message boards® and clubbing-specific message boards” are used by

*® See www.filthy-music.co.uk/forum.htm and http://www.tangled.info/forum/index.php for
Manchester specific examples.

# See www.harderfaster.net, www.skiddle.com and www.4clubbers.net for examples.
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clubbers across the world. These are all social practices implicated in the production
and maintenance of a clubbing-related identity. Taylor and Stone (2004) also look at
technologically-enabled social practices through the use of mobile and networked
technologies by a musical and visual community of artists centred around ‘The
Festival’, an annual UK event which has spawned friendships and artistic
relationships, as well as ‘spin-off’ events and a record label. Referring to the
conversations with their informants regarding the online forum that has built up
around ‘The Festival’, Taylor and Stone (2004) note,

“The exchanges on the Festival forum are recounted in such a way that they
articulate the presence of a heterogeneous collective. The forum is described as a
space where members meet; the many styles and tastes blend into one another and
catalyse to assemble The Festival collective. As part of the collective, the forum is
enrolled to stand as evidence-documentary information-of the collective.” (Taylor
and Stone, 2004 p5)

Here we see the ways in which technologies are ‘enrolled’ by human actants to
both produce and ‘stand for’ communities, communities which are constantly
shifting from online spaces to off-line spaces. As with ‘Club Culture’, ‘The Festival’
becomes a meaningful entity in its own right (Taylor and Stone, 2004: p4) which
technologically enables and emotionally signifies togetherness, collaboration and
socio-cultural exchange by those who identify themselves as ‘members’ and/or
participants.

Digital technologies have long had a role within dance music/club culture, most
obviously in terms of musical production, and music consumption within dance
music spaces such as clubs. Work on music-related (and visual) technologies and
their role in the consumption/production of dance music/club culture (Cunningham,
1998; Gilbert and Pearson, 1999; Goodwin, 1992; Milestone, 1996) is vital to an
area of research in which people’s experiences are mediated by and through
technology (i.e. laser and lighting displays, the ‘decks’ and mixer in the DJ booth,
the club’s sound system, even entry to clubs via metal detectors). All such
technologies produce the ‘spectacular spectacle’ of clubbing. Yet there has been a
neglect by researchers of the more ‘mundane’ technologies that shape and are
shaped by clubbers’ experiences and perceptions of club culture, such as the mobile
phone and the digital camera. The latter technology could be an interesting focus
given the usage of digital cameras in club culture to ‘capture’ nights out, with the
resultant photos posted on dedicated club-specific and/or clubbing websites. Indeed
‘photo galleries’ are now an expected feature of club-specific and clubbing websites,
with pictures usually falling into four categories as below (See figure 11-1 — All
images accessed from www.gurn.net, April 2004).
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Figure 11-1. Clubbing photos from gurn.net: (a) ‘“The DJ’, at Riot! London; (b) ‘The Crowd’,
at Crasher, Sheffield; (c): ‘The Hug’, at Pure Filth, Manchester; (d) ‘Playfulness and
Performers’, at Federation, Leeds

Such images are part of the enactment of clubbing identities, mediated through
the use of now relatively familiar and ‘mundane’ digital leisure technologies. The
common elements of such photos (i.e. of the crowd, of groups of friends, of the DJ,
and of clubbing ‘playfulness”) offers the researcher an insight into the production of
an ‘imagined community’ (Anderson, 1991) or re-imagined community (Ahmed and
Fortier, 2003) which is ever-changing yet has repetitive elements of identification
‘markers’ that can and have been ‘captured’ through the use of technologies. Again
the exploration of the use of digital technologies by clubbers can challenge the
notion that clubbing is predominately about a group of people dancing to music in a
fixed time and space. Rather ‘doing being’ a clubber involves interacting with a
variety of technologies (across various clubbing and ‘real-life’ times and spaces)
that enable (feelings of) involvement with ‘club culture’. By not separating out the
use of technologies from social contexts of usage we begin to see possible design
implications, say in relation to the ‘ritual exchange’ of clubbing-related photos and
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context-dependent music files via the mobile. Regarding the aims of design-
orientated sociology, Taylor and Harper (2001) note,

“Specifically we have aimed to show that mobile phones enable young people to
perform what they see as common sense, everyday practices-to use the rituals of
exchange to cement and demonstrate their social networks: that phones have, if you
like, provided young people with new ways to perform old rituals.” (Taylor and
Aorper, 2001: p32)

Hence by looking closely at the ways in which technologies such as digital
cameras (and mobile phone cameras) are used by specific groups of people (here
‘clubbers’) to ‘cement and demonstrate their social networks’ (Taylor and Harper
2001: p32), we can begin to understand the management of space, time, boundaries
of the self and relations with others which make up social contexts of technology
use, social contexts, including social ‘rules’, which may in turn inform design
(Murtagh, 2001: p89-90).

One writer who has concentrated on the use of technologies in terms of the ways
in which they may be used to manage space, time and boundaries of the self is
Michael Bull. Whilst his work is not directly related to club/dance culture, Bull’s
writings on the Walkman (Bull, 2000; 2001) and more recently the iPod (Bull, 2004;
Bull, this volume), demonstrate that technologies can mediate experiences of one’s
surroundings, and in particular contemporary urban spaces. Bull (2001) notes how
choice is a key element of this mediation, since choosing one’s aural ‘surroundings’
reclaims some of the world, with music acting as a ‘shield’ or ‘cocoon’. He writes,

“Walkmans allow the user to prioritise their experience in relation to their
geographical, social and interpersonal environment and as such enables them to
attempt to exist within their own private soundworld. The site of experience is
therefore reconstituted through the medium of the Walkman.” (Bull, 2001: p181).

Technologies can mediate, and perhaps give the ‘illusion’ of experiential control
over, one’s surroundings. As I suggest in the final sections of this chapter, the
mobile phone may be used by clubbers to garner experiential control over their
surroundings, by texting absent friends and thus creating a ‘personal space’ within
the sometimes ‘overwhelming’ in-club and/or after-club space. From sociologically-
orientated research precedents, I think it is reasonable to at least explore the
possibility that the mobile phone can mediate clubbers’ experiences of ‘being a
clubber’ and ‘belonging’ to club culture. In turn, the mobile, as a non-essentialist
technological artefact, is imbued with shifting meanings by ‘clubbers’ and so is
socially shaped through their very consumption practices.

6. Studying the Mobile in Club Culture

This chapter draws on data from my on-going work with ‘clubbers’ in the North-
west of England. It is part of a wider project (the MASH project) looking at the
music, dance and substance related leisure pursuits of young people in this
geographical area (see Moore and Miles, 2004, for more details). The main sources
of data for the MASH project are field notes from numerous nights out clubbing in
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the North-west of England, and a questionnaire developed specifically to target
clubbers in Manchester and more generally the North-West o