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ABSTRACT
TheRadioHead, lorgme member, user, blog participant and listener of CBC

Radio 3 (R3) describes the musicséerc e as fa place where | wil
needo (TheRadi oHead June 2010). This #dApl ac
http://radio3.cbc.ca and is further located through daily live webcasts (that are also
broadcast on satellite radio), weeklydpasts, music streams andde#mand tracks from
thousands of Canadian artists. Through the blogs that accompany the live webcasts, R3
users interact with one another and create
Afamily. o

This thesis uses R3 as aeatudy for examining the ways in which radio and
cyberspace intersect, especially in the co
where relationships and fandom are solidif
order to argue for a conceptiohradio online that is distinct from other music services
online, | put forward the concept of #dAradi
necessitates an awareness of the role of the CBC in Canada, an acknowledgement of the
goals of public media, and amalysis of how radio is perceived and used. While the
relationship building of sites such as R3 appear to meet the goals of public media, the
commercial affiliations of social network sites puts into question how these relationships

enter into the realmfanarketability and privatization.
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INTRODUCTION

Although it is often remarked on as a technology of the past, radio is an intensely present
medi um. As Jody Berland (2009) states, Ar a
l'i fe for which it )YpAlanvciockease settosatianalantd r ac k 0 (
provincial news stations, waking sleepers to headlines, sports and weather. Cyclists bike
to work with their earphones bringing them giddy morning show hosts answering calls
and telling dimwitted jokes in between mepop songs. Dishes get washed and meals get
prepared to the spontaneous and rough playlists of community radio, with their random
collage of ads from whatever community event or business is willing to support it.
Motorists roar down the highway to the ggegrammed and genentred stations of
their satellite radio. In the middle of major protests, a pirate radio station squirms into the
sketchy leftover call numbers of the radio dial to warn of police tactics. Truck drivers
greet each other over shortvearadio as they pass each other on the highway. Rural radio
stations broadcast wolf sightings and community bingos. New radio sets by online radio
companies allow selprogramming with thumbs up and thumbs down buttons to
personalize streams of seeminglfinite numbers of songs. Earbuds plug into computers
while the webpage for CBC Radio 3 (R3) is hidden behind spreadsheets and other
documents, playing Canadian music curated into live shows and genre streams.

All of these radio experiences share eletsanith perhaps the most integral
being the constitution of space through the use of wireless technologiesi Rddwther
broadcasting or webcastiie nabl es a narrative of the 1i s
surroundings that is both symbolic and matemaih spatial consequences that stabilize

and challenge conventional understanding of the world. Songs and voices tell us where



we are and where we might want to be. The boundaries of towns, cities, and countries are
definedi or broken down by the real of broadcast signals or the capabilities of IP

addresses to access certain websites.

Why R3?
Growing up primarily in rural Saskatchewan, radio played a significant role in my
upbringing, with the CBC as the chosen accompaniment for daily drives fooand
town, as Saturday night entertainment on the farm and as hourly news source. My
discovery of R3 was very similar to many of the fans that I interviewed in that it
seamlessly connected my secdrahd experiences of the CBC from my childhood to my
own nusical tastes and technology uses as an adult. As my experience with the R3
website coincided with my studies of interactive media, my curiosity was piqwedt
made the radio experience | was having as an adult similar or different to what | had
experieced as a child?
Berland (2009) shows iNorth of Empire: Essays on Cultural Technologies of
Space hat A6Radi ophonicd space is not one thi
conjunction of music cultures, sound recording technologies, modes of dissemination
and techniqgues of administrative and demog
not use terrestrial broadcasting to transmit its programming, it sonically functions as a
radio station through live streams that are webcast from tHeaitie3.cbc.cgwith a
minimal, and now subsidiary, satellite radio component). In addition to the live streams,

the websitebs other features, such as bl og

'Throughout this thesis, I refer to R3 as a fisite, o
R3 as the location of my ingégation in a broader sense.



Figure 1), enable and encourage interactivity itself to becomenagyrimethod of

engagement with the station. Evolkframgs MTVds
the centrality of this interactivity, stat
[sic] taken the listening experience and turned itaround s@tbat i nput 1 s t hei

(Benfold October 2010).

Visiting CBC Radio 3 in 2011, whether from desktop computer, laptop or iPhone®,
one will gain access to over 125,000aemand tracks from over 27,000 Canadian
artists, four genrbased music streams, aipodcastxtensiveconcert listings and
thousands of user playlisté\t the centre of it all are the daily live webcasts featuring
dynamic hosts and music drawn from those 27,000 artists represented on the site.
Increasingly central to these shows e blog posts that accompany them, and most
specifically, the user commentary on these posts. In 2010 alone, there were over 145,000
comments on the R3 blog, averaging 400 per
new media presence, the substarsitadial interactivity which it facilitates, and the degree
of intimacy that users express in regards to their R3 experiences, the site provokes
important questions about the social, political and cultural implications of cultural
technologies in 2011. Thishesi s transl ates Berl andds con

of Aradio cyberspaceo in the context of R3

2 As can be noted on the consent form (Appendix C), users were given the option of either using their given
name or their chosen R3 pseudonym for my research (
selected by any inteiewees). Throughout this thesis, names will be used in accordance with these

selections. Also note that the title of this thesis
live thered (Benfold October 2010).
®Aquick note onrepresentatin o f Canadads two official |l anguages:

on the site and revered by listeners (for instance, Quebec band Karkwa won the Polaris music prize in

2010), CBCRadio3isanEnglisShanguage site. Thepaitflocafedatst er si te, 0 E
http://www.bandeapart.fm/#/), offers many of the same elements (musician uploads, podcasts, streams,

etc.) in French. It would be a worthy project to investigate the relationships between the two sites as well

explore how Binde a part furions (or does ridunction) as radio cyberspace.



networking, sound recordings, musigaring technologies and administrative and
demographic productio
The website, boasting the slogan? fAThe H
does not have the primary objective of creating community, but rather of disseminating
the music of Canadian artists through an effective and interactive digital platform
( O 6iIN2606; Paolozzi November 2010; Pratt November 2010; Sahota 2006). Although
online music communities have been studied extensively (Aitken 2007; Albury 1999;
Baym 2007; Hallet and Hintz 2009; Hendy 2000, Hujanen and Lowe 2003; Humphries
2004; Keith 2010Kibby 2006), as have the effects of globalization on ideas of home
(Blunt and Dowling 2006; Chapman and Hockey 1999; Heidegger 1993 [1978]; Lasch
1977), these analyses have not substantially studied how people perceive sites online as
home spaces (despjpel ayf ul ness with the term Ahome p:
that R3 identifies itself on the site as t
conjunction with users describing the site
Afri ends saprovacatiye example of@laseking and intimate connection
online. The spatialization of R3 and the relationships formed in and from that space occur
as a direct result of the design of the site and the music that is posted, programmed and
played onlie site. The question that arises, then, concerngdiig that the interactive

use(s) of R3 work to produce ideas of community onllineLs, this thesis will explore

“To be clear, the official slogan for CBC Radio 3 (

Sound. 06 As my research is more focused on therog acti
than the audio slogan as my main point of reference
from innocent, highlighted by Lisa Christiansends i

in describing how R3 pioneers new music (€tiensen November 2010). For more on the frontier myth in
the Canadian context, see Furness 1999. The mentality of R3 as representing a superior sensibility and

charting new territories can be seen nthdarelaaselfy i n t h
2010 postcards that pr onouhCBE€RaddB Medvyolutiorhadt Dar wi n F
Radi o. 0 Not insignificantly, a very |l arge version o



the foll owing questions: What are the ways
CanadianMusc ® transl ates into a htmweatwagsr the | i
does the interactive use of R3 work to produce ideas of community online? And how

does this formation of community connect R3 to the social history of radio?

Radio: In Canada, incholarship and online

Radio as a cultural technology has been explored in depth by a wide range of
scholars for decades (Baade 2006; Barlow 1988; Berland 2009; Carpini 1995; Vipond
1992)°® The more | think and read about it, the more it becomes cledR3haveals
important convergences between radio satsblip and research that studies social
and cultural formations of music scehaad communiti€s(Aitken 2007; Grenier 1990;
Straw 1996), as well as work on how those scenes and communities tranafer are

affected by, online environments (Albury 1999; Baym 2007; Kibby 2006). However,

® The invocation of home is not singularR8 in the context of the CBC. With its mandate to include all
Canadians, the CBC as a whole has used -80frh BWegans
Are t he GCB4AO, (MEB® amM®)Yowndanladrw®mes) Cavnd A QRadnbalda Li v
Her e0 -1(12)0.06See fACanadi an Broadcasting Corporation, O
http://en.wikipedia.org/wiki/Canadian_Broadcasting_Corporation.

®In addition to the scholars listed, there is a significant history (and present) of ratiat addresses the

same questions of how radio functions as a cultural technology. Indeed, as Diana Augaitis (1994) puts it,
Airadi o as an artistic medium écalls art back to its
1994, see Augaitis and Lder (1994). For the American perceptive on radio art from 119821, see Apple

and Thorington (1996). I n 1993, Jacki ApphAnea stated
Friz thoroughly teases t hi s oftheFuturerRedoxeRethigkihd 1 di ssert
Transmi ssion Through Experiments in Radio Art, o0 whe
acted as an accomplice in the industrialization of communications, art radio and radio art continue to

destablize thisgrc e s s 0 (http:/ /7 gradworks. umi.com/ NR/ 80/ NR8O
(2010); Orwell (1993); Rodgers (2011, 2284), Roos (2010); Schafer (1993).

'Drawing most heavily on Wil Straw, linvdvees i ne fiscen
Ainfor mal organigcdatamdc,stimpdgglces flabolredgi ti macyo (S
tastes and habits perpetuate, supported by networksofsrmmall | e i nsti tuti onsdo (Straw

8 The term fcommu n iohething dnd talses different shapds e diffetent circumstances.

Lee Komito (1998) provides helpful descriptions of some of the key ways that communities are defined:

moral (shared ethical system), normative (agngeeoh rules and behaviour), proximatedesed space)

and/or fluid (constantly redefined, but acting colll
[1983]) suggestion that even in situations of feeéace contact, communities are imagirietthe concept

of comradery binds commuies, rather than any inherent predilection towards being bonded together (6).

For more discussion on the definition of community, see also: Aitken (2007), Parks (2011), Song (2009).



although publications about online music c
Aweb radiodo (Al bury 1999; Hallet and Hintz
2003; Humphries 2004; Keith 2010) there is neither consistent usage of the term nor a
breakdown of how it is enacted online. Most distinctly, there seems to be no discussion of
howsocial meanings are created through radio online. That is, if radio Gasibe
influential cultural technology for the last century, what are the ways that people affect
and are affected by radio in its forms online? R3 provides a prime case study for
exploring this question, as it has evolved from a terrestrial radio showspdrt of the
CBC, is intimately connected to the social history of radio in Canada.

In his insightful bookRadio, Morality and Culture: Britain, Canada and the United
States, 19149945 Robert Fortner (2005) outlines both the national identity crisis th
radi o provoked in Canada (fiAmerica coul d e
well as the hopefulness that it provided for creating relevance for Canada on an
international scale. This dichotomy was present in debates between public and private
radio in all three of the countries that Fortner covers in his book, creating tensions
between modernity and civilization, materialism and tradition, past and future (17). Prior
to a national radio strategy in Canada, the United Kingdom had establishedgadi
Apublic serviceo and the United States had
interestso (therefore opening it up to com
the United Kingdom and its neighbouring relationship to the United Saéemda
approached radio with a fihybrid philosophy
not entirely successfully) in broadcasting

Stuart Richardson from tidorthern News n 1 9 3 0 e mtlts Delepmerit Ra di o



and Uses, 0 in which Richardson stated that
possibilities have only just been touched. Radio, because of its power of international
communication, is fast making the world one neighborhs@miy ( quot ed i n For-
2005, 153). This commefireshadowsMcu hanés fgl obal vill ageo
out how the perception of radio use in its earliest days were associated with many of the

same expectations as people have for cyberspace (Wilbur [2006).

Michele Hilmes (2002) provocatively addresses the status of radio in scholarship by
claiming that, until recently, %Asthedi 0o | ay
study of popular culture gained ground in the academy in the 1960s, ¢id tetevision
within popular culture itself. Therefore, government and corporate interests in funding
research were more available for film and television studies than for radio, already
considered archaic (Hilmes 2002; Lewis & Booth 1990). As Hilmesipaits @A nei t her
radi obs aurality nor its dauthorless, 6 | ow
from filmés | egitimating strategyo (6). Bu
within the context of visual culture has certain counterpokfas instance, in many nen
Western countries, radio has continued to be a dominant means of communication and
therefore is a more frequently studied part of popular culture (Hendy 2000; Hilmes and
Loviglio 2002; Kidd et al. 2009; Sposato and Smith 20B8&)ther, although radio might
not be a media heavyweight in comparison to TV and the internet, Peter Lewis (2000)
states that Ain advanced industrial societ
everybodyds private podsexqisipaum,] iyxet (Md 1lgne

Hilmes and Lewis outline in their work is that, although in relation to its significant social

? The titles (and content) of two important radio studies books frorh@86s directly address the absence
of radio studiesRadio: The Forgotten MediufPease & Dennis 1995) afithe Invisible Medium: Public,
Commercial and Community Radioewis & Booth 1990).



impact radio has been largely ignored in scholarship, there has been a resurgence of work
on radio in the last decad® Hilmes attibutes this to a shift of focus that legitimatizes
Al owo forms of media and entertainment as
historiography that allows for multiple (media) stories to be toltiZB8
But whereas much of the recent resurgenaadio studies focuses on radio
history, there is still a gap in considering contemporary uses and meanings of radio. A
clear indication of the attitude toward contemporary formats of radio is the name change
of theJournal of Radio Studigs theJournalof Radio & Audio Median 2008. It seems
to be the case that historical accounts ar

work on contemporary instances of radio ar

o

This further encourages a segaiaon bet ween fAradi o as past
The places where radio converges with new media are certainly loaded with all of the
complexity and banality of life online, but these convergences do not necessarily
fundamentally change the most pasive social element of radiahat it accompanies
our daily life (sometimes to the point of banality). As Lewis suggested above, radio is not
only present but evagrresent. Radio cyberspace does not refute this point, especially as
our offline lives moreseamlessly blend with our lives online.

Simon Frith (1988) <closes hiBheMdkiagpt er AT
of BBC Light Entertainmento with the state
sense that you too can become significantbytni ng on t he switcho (4

implication of the listener into media production has been integral to the success of radio

19 ewis (2000) further argues that radio has been ignored ispaper reviews, made inaccessible in

archives and suffered from other restraints for enthusiasts, interested listeners and academics alike. In his
words, fiéalthough words are what radio uses above a
radi o is abouto (164).



and television and is further enhanced with the interactive capabilities of the internet.

Frith states in relationto the earlyday of r adi o (particul arly of
on offer was access to a community, a language, a set of radio manners. To become a

BBC | istener was to join a hcdsutb oo f( 4RR3)6. s Smons
popular show and podcastatedtht ]l dve often said CBC Radi o ¢
(quoted in Sahota 2006, 8@).sense of belonging has clearly functioned as stimulus for

radio programming for almost one hundred years, carrying through from terrestrial to

cyber formats. AlleFossieal . (2008) comment t-lkkat At he in
services into practically every new delivery platform can be seen as an evidence of a
OVi-lriukked6 capability of transformation and g
medi ao ( 7) .beenEremetiCGBadoptng reew delivery platforms throughout

its seventyfive year history, and R3 demonstrates how these evolutions of the service

have both maintained and transformed radio media use in Canada.

What is R3?
Il n Mary Vi pogularlythoroggh Bo®koh thesearlest years of
broadcasting in Canadaistening In: The First Decade of Canadian Broadcasting 1922
1932 she argues that those beginning years
only between but within categoriesofs t i t uti ons, audience, and
addition to applying to the organizational body that umbrellas R3, this statement also
applies to R3 itself. Daniel J. Czitrom (1992) stateMl@dia and the American Mirntiat
new medi a ar e tioral devaldpmeantipopulbr resporses iartd gultural

content that ought to be understood as a product of dialectical tensions, of opposing



forces and tendencies clashing and evol vi
With this in mind, R3 can be sean a conjunction of the complex, and continually

evolving, priorities of the CBC, the conflicts of public and private media, as well as the
reactions of users (and naosers) to its presence in their media environment.

R3 is the outcome of two major CBficentives in the 1990s: to reach younger
audiences and to explore using new medi a
As suggested by its name, R3 was originally conceived as a third broadcasting arm of the
CBC, decades after British and Australublic radio created such yotbhiented
networks'The CBC proposed the new service as
Canadian Raditelevision and Telecommunications Commission (CRTC) in October
1998, also releasing it as part of their strategic flanCommitment to Canadians, the
CBCOs St r imMadadp 1999, iR ddaance of the CRTC license renewal hearings
in that same year (Beatty 1999). In the CBC annual report 0f1998, this Youth
Radi o Network was descr i ibeg[thatlaveuldarovitles ni g u e
music and other programming designed to appeal to a younger audience, which is not
currently served by commercial or public
Corporation 1999). With the plans for R3 to be a completely septraestrial radio

station, this meant that shows (and their budgets) already targeted to a younger

1 The BBC in England grappled with appealing to youth from its inception onward. See Baade 2006 for a
thorough analysis of the choices that surrounded broadcasting dance music, and what kinds of dance music,
before, during and afté/orld War Il. Radio One was +established as a distinctly youth station in 1967 in
response to pirate radio insurgence, taking over the market and audience of Radio London. See Chapman
1990; Yoder 2002. Triple J in Australia had its origins as a radichiey radio station, expanding to a

national youth network in 1989. See: Albury 1999.

1C



demographic on Radio Two (suchBmave New WaveandRadioSonit were engulfed
by the Youth Radio Network initiative.

I n response t oth€CwW@mbRadiopNetovqrkotbeaCRTCfexpressed
skepticism as to why the goals presented could not be fulfilled by the already established
stations-> At the same hearings, the CRTC exempted new media broadcasting from
regul ati on {TBi$ckeatédibth presdu@ ® Jnaintain the CBC brand within
a new open digital media environment, as well as opportunities for exploration of online
services. The lack of support from the CRTC for a new terrestrial radio station, as well as
the openings provided by tlderegulation of cyberspace, led to a rethinking of the Youth
Radio Network. Thus, in 2000, instead of launching as a separate FM radio station from
Radio One and Two, R3 was launched as web convergence prapeca blog post on
March 19" 2006, John Paokzi (web producer, blog editor and community manaier
R3)reflected on the position of R3 as an experiment in new media for the CBC, stating

t hat ARadi o 3 i s somet hsignAgeadythe Mothereotpisf or t h

“For more on CBCods initial online presence, see 0B8N
Network, see Sahota 2006.

13 As Sahota puts it, the CRTCconcetnc an be paraphrased with the quest
service required when it was ostensibly possible to reach the same audience through a skillful redress of

core Radio One programming and promotional strategi
14 At that time, it was believed that because online services were primaritpaset, they did not fall

within the jurisdiaeammomi odt iICama.dd aedTe@dNMei ||, 2006
attitude in contrast with the policy ofthe CRTCchat @A To hol d a radio |icense i
trusto (qguoted in Grenier 1990, 222). Whereas all a

creates considerably more roadblocks for governmental control. As has been seen in res;erdrpesate

control has greatly influenced the way in which the CRTC has begun to engage with new media. CRTC

2010; the blog of Michael GeidWlichael Geisti Blog, http://www.michaelgeist.ca. It was not until 2006

that the CRTC r elietasle dRadids HReivdysted( MRTGC 2006) .

15 As an example of the recognition by the CBC of the importance of digital expansion (with an eye on

BBC Radi o Oneds digitalizati on i-10991t8ldbte)CRTCer ri n Be a
1999 that iies s otleeucountdes Untleestaryd very clearly, no public broadcaster can remain

relevant or continue to reach and serve new audiences unless it reaches out aggressively and innovatively to
explore and embrace the new digital technologies that are rewohitig how we produce and deliver

programs and services (Beatty quoted in Sahota 62).

11



lookingintowaystodit ri bute its content®®Thisstatusdie webo
experimentation continues. AtevePratt directorof R3 and digital music at CBC,
stated in November 2011, dAyour job is to Kk
evolvingandtyi ng to figure out how to make it wo
Although the initial online experimentation of R3 did not carry its name, the

websites that were launched as part of the R3 project provided the initial groundwork for
future R3 developmentsh€ three websites that went online in 2000 were (1)
120seconds.com, which featured usebmitted short films, animation and acoustic
documentaries; (2) justconcerts.com, which streamed live concerts and CBC studio
sessions with independent Canadian masii and (3) newmusiccanada.com, a-user
submitted Canadian music librafyln 2002, CBCRadio3.com was launched as a full
screen online magazine featuring Canadian music, literature and visual arts. This site also
functioned as a portal to the other welssitethe project. In 2003, CBCRadio3.com
gained international recognition, including winning several Webby awaiitse same
year, the Radio Two shoRadioSonic? which had been referencing the web content
since its inception, was renamed CBC Radio 3 deoto reflect a full convergence of
the broadcast with the online material.

Lawrence stated in 2010 that ARadi o 3 ha
changes but it has remained fairly consistent sivere Steve Pratt a me al ong o

(Lawrence August 2ID). The major changes that Lawrence refers to took R3 from

1% Interesting to note that the R3 studios and workspace literally feel like a dungeon laboratory: florescent
lights turned off, conspicuously separates them from ther @BC programs that share the CBC

Vancouver basement (ebhe Debaters Heads are quietly bent over desks; eyes focused on computer
screens. They are not so much separated by the physical cubicles, but more so by the headphones that top
every weadker 6s h

1n 2003, a fourth site was added called rootsmusiccanada.com.

18 See www.webbyawards.com.

% RadioSoniavas already a convergence itself, having meifgeal TimeandNightlinesin 1997.

12



existing as a terrestrfdlradio show on CBC Radio Two to an online music magazine
with a group of linked websites to the current (that is, the Steve Pratt era) interactive
website with auxiliarys at el | i t e service. Between 2005 a
role at R3), five major changes occurred that established the influence and form of R3:
the launch of the podcast, the inauguration of the blog, the development of a satellite
radio channela shift from weekly playlist to continuous music stream as part of website
amalgamation, and a departure from terrestrial radio to the integration of live hosted
shows on the online music stream.

On June 2, 2005, R3 launched its weekly podcast hostkdvimgnce. Podcasting
was a new mode of musical distribution at the time, and the remarkably early release of
the R3 podcast meant that it very quickly became known as the main source for Canadian
independent music. This step, then, significantly affectedh e scope of R36s
the Canadian music industry in general by successfully reaching outside the CBC
audience. Furthermore, as the R3 podcast was the first CBC content to be podcast, it
solidified R3 as the source for new media experimentatidrdavelopment?

On October 2%, 2005,Paolozzi posted the first entry to the R3 blog, a tribute
piece to former R3 host Alexis MazurfihFrom 2005 until 2007, Paolozzi was the main

blog contributor, with most posts centring on segoaditical content sch as racism,

2 Terrestrial radio refers to radio signals, including comiyugommercial, public and pirate stations, that

broadcast over radio waves (as opposed to content that is transmitted via satellite or digital connection

services). See: Keith 2010; McCauley 2002.

lSee fAHistory of Podcasteptnl, 2@l Wi ki pedi a, | ast modif
http://en.wikipedia.org/wiki/History_of podcasting.

#21n 2006, the R3 podcast was the most downloaded in Canada. The success of the podcast increased

demand for other CBC shows to start podcast2011 the CBC now boasts 53 available psta the

AArts & Musicd category alone, clearly indicating t
2 Alexis Mazurin was a comedian and radio host who died of a heart attack at the Burning Man festival in

2005. He was one of the original hostdfRadio 3 and the main Vancouver R3 recording studio is named

after him.
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homophobia, musiciansdé rights issues, and
commenting on the blog at this time, save for a few questions about website features. The
maximum amount of comments for any single month was nine. This ia®s/ember
2005, with seven of those comments accounted for on the post that announced the
coming of the satellite radio channel.

Soon after the podcast was launched, on Jufie2I®5, the CRTC approved
satellite radio in Canada. In the following montRS, developed its satellite station,
launching the channel on Decemb¥rd8 that year. The continuing Radio Two show on
Saturday nights became a simulcast of the satellite feed. The blog took on the role of
supplementary content to the satellite feedhwintests and posts that encouraged users,
readers, and listeners to acquire the equipment necessary to tune in to a Sirius station.

Along with the satellite channel, in early December of 2005, the online portal
CBCRadio3.com moved away from a magazmenat and integrated all of its sites to
become what i1t termed as Athe definitive v
CBCo (CBC Radio 3 2005). This new website
March 19", 2006, the weekly playlist wamnverted into a continuous music stream. The
blog that day regeed an unprecedented sixtypecomments, inaugurating a trend on the
site for significant user feedbagkhenever changes were madeor instance, after
March, the next spike in user commecdsne in May, when user playlists became
shareable on other social media sites such as Facebook.

On January 17, 2007, R3 was removed from its position on terrestrial airwaves,

significantly pushing R3 in the direction of web radio. It was specificallseptember

16", 2007, however, that R3 pronounced itsel
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entry that day entitled ACBC Radi o 3 Launc
music stream up until this point had included few interruptions, exeeph occasional
station identifier or advertisement for their satellite channel. With the inauguration of the
web radio station, however, the music stream became similar to the satellite feed, with
live hosts and featured content.
The change from webrsiam to web radio station was met with considerable
feedback (108 comments), both positive and negative. For instance, tb3 described the
new format as capturing what he had been missing about the Radio Two broadcasts,

stating in a blog that day that,

the R3 people talk at me like we're hanging out at some gathering ofretid-know

folk talking about things, as opposed to slugging away in the dreary world of greige and
fluorescent lighting...The R3 Bot that changed the songs, never said anything éemetw
songs. (Paolozzi 2007)

But others, | ike hool ,sicdkeditheeadicmode r eact i ons
better without grantdic] talking all the time. i $ic] think a host makes sense for

a podcast of related music, especially because you cathskialking if you

want o (Paol ozzi 2006) .

The comments made on that day, whether expressing appreciation or despondence
for live hosts as part of R3 programming, exposed these users as listeners of the web
stream only. That is, none of the commentersvgatellite listeners, otherwise they
would have already been engaged with this style of programming from R3. As such, this
blog discussion actively created a space for web users/listeners, in particular, to establish
communication with one another throutpe live webcasts. As hosts began posting live
blogs to accompany their shows, blog commentary evolved into active, daily

participation. By November 2007, the R3 Facebook group had 4,000 members, and by
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February 2008, the R3 website boasted over 50,0000@s. Therefore, when the web

radio and satellite feeds were merged in June 2009 (having been programmed separately
up until that point), the community on the website, and the networked public (boyd
2011¥*to which it belonged, had solidified itself tockua degree that the satellite feed
answered to the website and not the other way around (Paolozzi July 2011).

Il n Anu Sahotpaadrst (t2h0els6i)s tiwsoer mon and Sur p
Scheduling in Broadcast Radi ongRadiot or yo and
Revolution, 0 she concluded that #fAthe hub o
magazine to twentjour hour, subscription satellite radio. Rather than signaling the
clarion caihvehtradj oRadre 30s ndicatveoént mod
the CBCOs willingness -basedsoltiorséorits flndirggi t i macy
shortfallso (94). The year after her thesi
away from a focus on subscriptiased satellite radio to freeficcessed web radio
enacted Sahotads hope for R3 to Adischarge
new kind of public spheféef or a new kind of audience to t
Anew kind of public spher eoedbylhatse®social s a p
net work sites (SNS) where, as Tiziana Terr
redoubled as a form of productivelabsicf capt ured by capital o (3

site pursues the public media goals of the CBC, éapéicitly connect through feprofit

“Drawing on danah boyd (2011), fAnetworked publico r
technologicallymediated interactions of social networking sites. Althoughm#tesorked public is similar
to other publics, it has distinct characteristics due to the ways that technology frames participation.
®A separate analysis might ponder Jiméndabernas €988)o! d ki n

proposed, thepuli sphere was a space of fArational discourse
(2001) expresses, however, that fAin the I|iberal wel
are shattered and the public sphere becomes a place whgretty groups express their own private

interestso (6). The finew kind of audienceodo that Sah

of necliberalism, wherein discourse is enabled only through the division of the public into niche asdienc
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websites. While the use of social media is obviously not unique to the R3 community, nor
is it wholly disagreeable, this situation reveals specific tensions between public media
goals and the profitability of communityeation through SNS. Thus, my thesis picks up
where Sahota left off, applying her critique of the intersection between public radio and

commercial deliverytothesmal | ed @f r e esoppoated cadis cybersplice.S N S

Area of Research

My own relatimship with the R3 website has greatly informed the methods through
which | approached this research. Having been anBraide New Wavdsin since the
late 1990s, | heard about the R3 online magazine while listenBiy\Wgin 2002?° As a
music fan and a nsician, | was intrigued by the ability of artists to upload their own
music to the site. Although in university, | used the site to listen to music, | became a
much more avid listener and participant when | got a desk job (like most of the
participants | poke to). My relationship solidified when | wrote an email in disgust about
a segment on L%AMyrettenwas ieal omptiee dobowisgtpodcast and
personally responded to by Lawrence. Despite a steady decline in my own R3
participation over theext years, the friendly argument with Lawrence created a

connection that would end up as invaluable for this research.

% ittle did | know that my favourite show would leave the airwaves in favour of the amalgamated R3.

My disgust was in reaction to a particular edition
wherein bands describe details of their mutsieir lyrics, or, in the case of the show | was calling about,

their band name. The band that was highlighted on that podcast was Saint Alvia Cartel, who discussed that
they had named themselves after a QCiptiorewdshaavilywar dAher
reliant on a reverence for the military that | believed (and believe) provides justification for ftagent

military interventions. Lawrence disagreed with me on the grounds of a need to respect Canadian war

veterans. See CBC Radio 8deast #103 Pedal Power, http://radio3.cbc.ca/#/podcasts/Gadio 3-
Podcastwith-GrantLawrence/103 and CBC Radio 3 Podcast #l§acht Rock,
http://radio3.cbc.ca/#/podcasts/CBRadio3-Podcastwith-GrantLawrence/104-YachtRock.
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Selection of Research Participants
In order to centre my research on the blog activity of R3, primary ethnographic

research was carriealt through interviews with R3 members who appear as regular

commenters on R36s daily blog posts. Altho
| ocations and | was careful to not draw fr
concentrateonreflecin Aal |l of Canadao or representing

intention was to capture the experiences of regular users of the blog space rather than
attempt to create a statistical or demographical summary of the space. | deliberately chose
not to create definitive description of the R3 communityan endeavour that would not

only be unwieldy, but also naivebut rather to interrogate the practices and reactions

that the site has incited in some participants. Furthermore, while quaraatv

representanal data arnlgsis is de rigeur in research about social networking sites due to
the ease with which it is collected, | have avoided this in principle, situating myself in
opposition to viewing online sociality as a scene for-agiaitaing.

Due to my pemsnal interaction with the blog prior to this work, | used
connections that | already had with the si
2011) that | argue R3 exists within, | asked people who | knew were more involved in the
site than | wasa send my participant request to their networks. For instance, Jenelle
Jakobsen is an R3 user from Regina whom | know personally off of the site. While | had
drifted away from using R3, she had developed some even stronger relationships through
the site. 8e helped me in identifying who were primary users as well as sharing my
interview request (See Appendix B) with her R3 contact list, asking them to share it

further. | used this networked approach for finding R3 users that | had not been aware of
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in the @st, but | also used this method to find contact information for particular members
that | could see for myself had high levels of interaction on the blog. Through my past
email interactions with Lawrence, | gained contact with other R3 staff members. In
particular, after sending my interview request to Paolozzi, he offered to post it on the
blog for me. This led to responses from people whom | may not have otherwise
connected to, but who were evidently present on the R3 site.

Primarily my interviews wereonducted on Skype. Some interviews that were
held at a distance were conducted by phone or by Gmail chat. | was able to conduct in
person interviews with users from Winnipeg, Swift Current, Regina and Vancouver. |
held interviews with R3 staff at theituslios in Vancouver, which allowed for a
contextualization of the site6allinerviewsucti on
were recorded, transcribed and analyzed by me.
Methods

In addition to ethnographic research, this work includes a media discour
analysis through which | evaluated the institutional characteristics of the CBC through
policy documents, CBC transcripts of shows, annual reports as well as documentation on
decisions, guidelines and policies released by the CRTC. Further, | reviewsd n

releases, historical documents, academic papers, articles, and books pertaining to the

28 Notable for me otthis visit was the degree of difference between my experience living in Regina and the
experiences of the R3 staff living in Vancouver. | navigated to busy downtown Vancouver using their
heavily used public transit system and entered the spectacle ibdiadpthat is CBC Vancouver. Although

| was there at a particularly cold time in late November of 2010, the outdoor coffee shop (JJ Bean) on the
CBC plaza was teaming with smiling hipster baristas, some of whom were wearing R3 merchandise. As |
waited atthe security desk to be met by Lana Gay for the fitstriview, | watched Lisa Christigen
(recognizing her from her R3 profile) meet up with a CBC colleague to go out for lunch. | was struck by
the cosmopolitan appearance of this host, who | knew agsident metal head. While this juxtaposition is
most definitely connected to my own bias, this points out the contrast between-tioeddgyexperiences

of the hosts and the way in which the audience reads them. The$mfidsexperiences heightenegl m
awareness of the unavoidable Vancows@ntredness of the site, despite the many efforts that they make to
avoid this.
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foundation of CBC Radio, CBC.ca and, primarily, the development of R3 over the last
fifteen years.

Initially my intent for this research, as well as the descmptiat interviewees
received (See Appendices C and D), centred on the complex location of R3 as both online
and Canadian, specifically figuring the research within the context of nationhood and
notions of borders on a website run by a national publidutistn. Although these
themes continue to play an important role in the final direction of this work, the
interviews clarified more distinct experiences for users of R3. Namely, it became clear
that listeners and users were grappling with important chandpesv they interacted
with radio, and how these changes informed and are informed by the intimacy of
connections fostered on the R3 site.

| have approached all of my research from a participant/observer perspective, with
key insights drawn from my owmstory with and current interaction on the R3 site. My
participation on the site and relationships with both members and staff have informed
much of my dedication to this exploration and are present in the perspectives that have
manifested themselves inynwriting. This approach to the work reflects an adherence to,
drawing on Eve Sedgwick (1993), a methodology that issagaratist, anti
assimilationist, relational, and above all perhaps, strange (xii). As opposed to either
maintaining a distance fronro ¢l ai mi ng an fAinsiderdso know
my thesi s, |l connect with a methodology th
the fibet weenso and Awithinso and explicitdl
does not necessarily iae the same thing (6). That is, while my thesis explores how

elements of radio cyberspace intersect through the experiences of users of R3, the
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complexity of these intersections necessitates an awareness of multiple meanings for my

findings.

The Thesis

This thesis is divided into three chapters, each of which is broken into three or four

subsections. The first chapter, AR3 as Radi c
from this intro of R36s relationsdng:p to ra
APublic Radio in Canadao which will acknow

in this study have with the CBC as well the implications of the CBC on public space in
Canada. The second section, fAWeb &pacdi o and
as Distinct from Radi o Broadcastingo argue
formats with R3 as reference point. The fi
Habits and Live Radio Programmi n¢p,RB8asl ooks
radio and what the implications of this are in radio cyberspace.

The second chapter, AR3 as Online Music
perceive R3 as Acommunity. o The first sect
Di stributed GCescnimbowithe R3cconwnurity is fatmed and defined by
its members, drawing on work by Wilbur ([2000] 2006), Komito (1998 & 2001) and

Baym (2007) to assist this description in light of other work that has been done on online

music communities. Thesecormle t i on, RHOFacebook i1 s magi co:
public, 0 delves into the complexities of <c
public, 0 specifically drawing on the work

provide a thorough critique of SNi&cilitated relationships. Section three of chapter two,

APerceptions of R3 as Community: Musi c, Li
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| deol ogy, 06 Il ooks at the specific component
experiencing Acommunityo through R3.

Thefind chapter, AR3 as Home, 0 is divided i
articulations of home by users of R3 expose intimate attachments cultivated by radio
cyberspace, as well as the contradictions found within this exposure. The first section of
thischapter fiLocation: The Placing of R3,0 exami
location through both its focus on independent Canadian music, through comparisons

made to other sites and radio stations, as well as through the methods of participation of

itsuse s. The second section, fARelationships a
R3 as a fihomed is connected to relationshi
' imits of these relationships are. Thirdly

YourAf fair With Radio 3?60: Perceptions of Ot
the location and relationships of R3tomos er s in a way that solid

space for themselves. The final section will consider how users express beingfapart o

3t

Collective Cultural Experienceodo through i

3t

Canadi ani smo and with independent musi c.
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1. R3 AS RADIO CYBERSPACE
The connections that are made on and through R3 as radio cyberspace are facilitated

through the ecess to music that R3 offers. According to R3 director Steve Pratt,

the big goals for Radio 3 [are]éto support ne
rai se awareness of it to make it easier to |
peopl e di sc oa otrof greataCanadiah eusie g there as music

fanséso the bulk of it is around thatédual ac

fans. o0 (Pratt November 2010)

The relationship between radio and music in the twentieth and tfiesttgenturies is so
thoroughly interwoven that neither history can be told without the other. The

technologies of radio production and reception have mutually reinforced each other,
particularly due to changes in the scale of audiences and the continually increasing ability
to reproduce sounds (Berland 2009; Douglas 2001; Grenier 1990; Taylor 2005).

The meeting of radio and music as mass media have met with significant
interrogation by critical theorists, such
(1945) questchhangdArfet hdat Agoodo music] uni
transmission merely slight and negligible modifications or do those changes affect the
very essence of the music?0 (209) Among ma
Adornods el it i singtha ggpncyareatved inbcgnsuengtianmiactices of
music, stating that f@Amusic Omachines6 have
criticséhave suggestedo (72). However, Fri
rejections of the taste valuesonwhigldl or nodés arguments hinge #r
faceless mass or market every bit as effec
insights into these critical tensions, sta
feelings with our social surrodimgs, so reproductive technologies add diverse levels of

medi ation to the bonds between musi cal exp
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not only maintain meaning in the context of radio transmission, nor are meanings merely
circulated to the poindf bland repetition, but meanings are actively, and complexly,
produced through these reproductions and transmissions.

Jocelyne Guilbault (2006) explains that,
but also O6constr uct s dhroogh magsic,dhp identitigsofat r eal i
individuals and communities are dynamically produced and reproduced through lyrics,
styles, production and consumption. In the context of R3, these processes are further
medi ated through t he cuctionpahdeugei Inn arderdo examineg he s
the practices of music that occur on and through the R3 site, | draw on Christopher
Small s (1998) conception of Amusicking, 0
nature and meaning of music lie not in the objewts$ in the musical works at all, but in
action, in what people doo (8). Small deve
in the ways that music is most commonly treated and analyzed through its objects rather
than as an activity. Thus, hedeine musi cki ng as such: fAéto ta
in a musical performance, whether by performing, by listening, by rehearsing or by
practicing, by providing material for performance (what is called composing), or by
dancingo (9). dé&s sadwdy ntiaoiodinspuovifimusi co:
Anot indivual at all but socialo (8). Whil

Cameron Bode describes the practices:

Some only use it primarily for listening to the radio, some will use it talclp

on other peoplebdébs opinions on thereéand itods
of working a computer job and therefore are able to sit in front of a computer

screen al.l day while theyo6re stildl paying th
cooler kind of thing, or a town hall meeting, all sorts of things. (Bode November

2010)

These conventions outline the ways in which musicking on the site intersects with the

daily lives of wusers through R306s technol o
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HenryJdenkns (1992) argues that fAfans activel
produced texts which provide the raw materials for their own cultural productions and the
basis for their -24)dviore edently, dehkins (a009%) has exganaded(o 3
thh s to suggest that producers and consumer ¢
cultureo where old and new media, as well
governmental) media, collide (2). The unanticipated consequences of this collision are not
merelyin the shifting of what technologies are being used but are, as Marshall McLuhan
(1962 [2003]) intones, fithe psychic and so
they amplify or accelerate existinegofproces
old and new media in the radio cyberspace of R3 affect the musicking practices that
surround what is posted and streamed on the site? Further, according to the users, what
are the ways that the particular radio format of R3 informs their socialatiters??

This chapter considers how R3 operates as radio cyberspace, particularly in relation
to the creation and maintenance of public space. First | discuss in more detail the
relationship between the radio space of the CBC and the public space of Canada.
Secondl vy, I break down concepts of dAweb r a
these concepts contribute to a fAnetwor ked
how the users of R3 enact notions of public space through their listening habits and

interactions, particularly in accordance with the scheduling of live shows on the site.
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1.1. Public Radio in Canada

While environments as such have a strange power to elude perception, the preceding ones acquire
an almost nostalgic fascination whemrsunded by the new. Marshall McLuhan (1995, 287)

Most participants in this research acknowledged that the CBC has been a consistent
presence in their media environméhas Bode puts it, fAlove or |
you know what mber20l3.Many @wmrdeats vikece made about the
integral part that CBC has played in Iiste
my go to, f r®fim gwaoswiafahBi(p kb ki nd BThisgr ew u|
was reflected by both those who werised in Canada, as well as those in Detroit who
received CBC television and radio stations due to their close proximity to the Bbrder.

The relationships to the CBC that R3 users express are tied explicitly to the

embeddedness of CBC within the histofyCanadian cultural technologies. User rmelvin
expressed that ndl feel |like | know exactly
part of that, o illustrating the precise mo
Canada (rmelvin June 2010)

Over the last century, public broadcasting in Canada has had the consistent
motivation of creating and maintaining a cohesive identity for the Canadian nation. In

1931, the Canadian Radi o League described

®sjignificantly, Brenda Lee, who i mmigrated to Canad
many of the people thatlist¢tho CBC Radi o 3éare | istening to Radi o ¢
their homes and stuff | ike that. I just never had t

%0 From interview with rmelvin, June 2010.

31 From interview with Cameron Bode, 2010.

32 Frominterview with MikeV, October 2010.

#BAsnotedintheinrctCanadads rel ationship with radio has deve
the British and American systems. These differences are underlined by geographical and political

differences,bt are al so due to Canadads national broadcas
other two radio nations. Whereas the BBC operated strictly as a public service and the American

commercial radio system professed to serve public interest, 8 BC was devel oped as a A
phil osophy to justify forms of state intervention i
2006 and Vipond 1992.
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andaint r emendous factor in developing a stron
(Fortner 1541 n 1974, this idea was again articul
submi ssion to the CRTC, as they stated, né
there, as a part of the common experience of
(McKay 1976, 132§° In 2011, the CBC released its newest strategic faeryone,
EveryWay®st ating a commitment to producing fipr
Canadiangnd contributes to a shared national identity by facilitating a dialogue amongst
Canadians in a public space. CBC/Ra@&nada remains singularly positioned to fulfil
[sidanationrbui | ding roleo (CBC 2011a, 3).

Just as radio broadcasting would provigaublic space of articulation for an
imagined community (Anderson [1983] 2006) of the nation in 1931, so too does the CBC
continue to view this as their goal within convergent forms of media of 2011. In the
Canadian context, the importance of a represengltspace for the common bond of
national identity was, and is, heightened due to the diffuseness of geographical spaces,
multicultural citizens and experiences (Bhabha 1990; 1994). In her extensive study of the
cultural and technological productionsspface in Canadalorth of Empire: Essays on
the Cultural Technologies of Space Ber | and (2009) affirms tha
valorizing and overcoming distance, and the ways these technologies produce spaces they

simultaneously represent, areacentrar t of t he Canadi an toposc

CBC has staked its claim on public space in Canada raises important questions as to what

3 Although these national goals were attached to radio in 1931, this was not always tBeczsEsting

in the early 1920s i n-h@acndba dpar ocgarna nbnei ndge, s cwiitbhe da a so cfiua
with the technical aspects of broadcasting. See: Vipond 1992.

% For a captivating look at the context of Canadian communications systemeslii0s, see Hindley, et

al., 1977.

% canada is not alone in taking this type of tone in developing new media strategies for public radio. For

example, the Danish 2003 strategic public broadcasting plan was edtiilgae Radio for Everyon&ee:

Jauert 2003.
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this public space is, and what the continual need to articulate it through radio
broadcasting and radio cyberspaaght mean.

The i dea of public space as connected to
action (Habermas 2006; Kidd, Rodriguez and Stein 2009) becomes problematic when

given representational responsibilities in media forms (DeLuca 2002; Herman and

Chomsky 2006) . Patricia Phillips (2004) des
common; wherever it occurs, it begins in t
consciousness and perceptiono (192). In th

radio has had the role of introducing shared and distinct experiences and of creating the
perceived fisomewh er%Thusaddio taa meodharensskedan nat i o
space, but has actively produced it (Berland 2009).

In order to argue that radio aytspace both reaffirms and accentuates this spatial
production, it is important to tease out the relationship between radio broadcasting and
public space. As Sahota (2006) detail s, in
electromagnetic spectrum as a publiotese in 1932 enabled the management of
broadcasting in the public interesto (46).
simultaneous communication with widedpread audiences and, as Taisto Hujanen and
Gregory Lowe (2003) put rgente:RearticulainBthe adc ast i
Future Past, o Athe character of being O6bro
connect people across geographic, social and cultural borders in a public life that can be

shared as a r esul t opulflidti3a)is spréad oubby gbputatioh,0 st an

geography and cultural distinctions, representational organizations such as the CBC must

37 Anne F. MacLennan offers a perceptive analysis of both the central place that CBC played in
constructing Canadian reality as well as the contestations that occurred through alternative broadcasting
initiatives and rejections of public media iargeral. See: MacLennan, 2010.
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congeal public interests into content that
draw on Apubl i cauodpriinliloanr.dod sl n( 1J9e8abn) Bessay AT
| mpl osion of the Social in the Media, 0 he
opinion polls actually works to eliminate the public sphere altogether. He states that what

i's exhibited t hé¢hasocial RB]satofficongndalvoytwisncoytheo f

group in relation to itself: it must at all times know what it wants, know what it thinks, be
told about its | east needséin a sort of hy
public radio in Canadalthough it has appeared to represent Canadian society as a

whole, it has in fact largely only broadcast its description.

I n seeming contrast, the fkviyane Every pr ogr a
Wayp|l an emphasi zes t he doelsthey meeditootailorgi ve Cana
CBC/RadiesCanada programming to their specific
2011a, 4). As such, theplanger i ent s t he i dea of fAbroadocas
Anarrowodcasting, or what i s otet2003; Toffeef err ed
1989; Webster and Blom 2006; Wu 2010). R3 director Steve Pratt echoes this concept

and connects the idea of providing niche content to the dedication of the R3 listenership:

broadcasting is declining irmadcastet,gpuanceél f y O |
need to create a product that applies to almost everybody and when you do

something that has that broad of appeal, generally speaking less people will love it

and die for itéNiches dondédt make sense in a b
reach enough people to make enough money to
things that are more niche oriented, people love it because it is really catered more

to them rather than the big giant audience. /
that our niche is Gaadian music. (Pratt November 2010)

While catering to niche audiences appears to create a solution to the public as a congealed

mass, intense individualization can also be an indication of an erosion of publi¢%pace.

3 For an examination of how the creation of format radio (gepegific station programming) in Canada
seemed to suit the goals of the CRTC and yet had more to do with commercial processes, see Grenier 1990.
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Herbert Marcuse (1964), writing agatrabstractions of equality and freedom, explains

that | iberty itself can operate as a means
skepticism about Ahyperinformation which ¢
range of choice open to the individigmnot the decisive factor in deciding the degree of

human freedom, bwvhatcan be chosenandwhac hosen by the individ
is to say, freedom is an illusion when public discourse is attenuated by our choices being
recycled back to us.

In the case of R3, users feel a great amount of agency in making their own playlists,
voting in contests, interacting with hosts and an abundance of other individually chosen
activities, but how are these choices accomplished by the position of R3 wéhin th
di scourse of the CBCO6s strategy to fdnoffer
singul ar |l y Cé¢&B@2Dila, @phardd distenirg expayiences, which were
foundati onal to the CBCOs pr odylbetomelessof pu
of a priority with a move away from the ideologiesbobadcasting. What can be said,
then, of R3 wuserso6o attachment to each ot he

maintaining community on and through the R3 site?

12We b Radi oeaworkled ®NbIl i co: Radi o Cyberspe
Broadcasting

éradio could be the most wonderf ul publ i c comm
of channel$§ could be, that is, if it were capable not only of transmitting but of reagiaein
making the listener not only hear but also speak, not of isolating him but of connecting him.
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- Bertolt Brecht (1979, 25)

A 2010 study conducted by the CRTC enti't
Canadian Communications Change and Regulatopyllm cat i onso stated t
growing popularity of the Internet, radio has evolved to become a medium compatible
with and complementary to the Internet. It draws audiences by way of podcasts,
extending its reach to radio audiences on its websiteragabeng their views and
commentso (CRTC 2010). This description in
as fiweb radio, 0 but does not address the ¢
evolutions of radio as a cultural technology in cyberspadactalthough according to
the study there were over 600 Canadian radio stations streaming live on the internet by
February 2010, R3 is not included among tiéim.order to account for this absence, the
foll owing outlines fopao dndthowtt heymenbér
Aradi o cyberspace. o | further | ook to how
significant change in the relationship between radio and the public.

Radio cyberspace, as defined in the introductionisotkiesis, indicates a
conjunction of music cultures, social networks, sound recordings, music sharing
technologies, consumption practices and administrative and demographic production. The
intersection of these elements occurs in many different waysanitén linked with
what i s called fAweb radio. o This term is u

radio presence: valemdded, selturated, music streaming, and It%eThe valueadded

%93ee the lisat http://www.canadianwebradio.com/index.html.

“OThese distinctions have been reviewed and encouraged to be used by, among others, the following: John
Paolozzi, web manager for R3, Michael Geist, Canada Research Chair of Internetaanch&rce Law at

the University of Ottawa, and Jody Turner, founder of San Frandissed Culture of Future. Steve Pratt,
director of R3, agrees with the distinctions and with the ways in which | describe R3elsutat agree

t hat R30linss tferaadd,i oh.emuwissiecs sTHisalisctagancyis ifdicative of the
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model is demonstrated by the online content of CBC Radica®@dd wo, which includes
the webcasting of shows already available on terrestrial or digital broadCasts,
supplementary podcasts, websites for shows, and the Twitter feed and Facebook accounts
of hosts (Humphr i es-cukatedweb raddHekheited by si20 0 6 ) . S
such as last.fm, Grooveshark, and Pandora, where streams are ditestathand
formed by individual user selections (Healey 2009; Mason 2010). Examples of music
streaming web radio are the mostly-peeorded and minimally host&dadio streams of
i Tunes. Live web radio is best exemplified
feature music drawn from the siteds extens
primarily by R306s music programmer s.

The R3 site itself is a unique ocmrgence of all four of these forms of web radio,
making it a consummate manifestation of radio cyberspaBee music cultures on R3
range from the scenes represented by genre delineations (Straw 1996; Holt 2007) to the
various music consumption practiasdisteneré’ to the relationships of listeners, hosts

and artists to live performances and festivals. Social networks function to connect

di fferential between the use of Aradi oo to describe
form, the latter of which informs the worlam presenting here

“A Adigitald iadidefstnatdi dry t he CRTC as fa station tbh
1452 to 1492 MHz (tband) using a digital transmission system, but does not include a transmitter that

only rebroadcasts the radiocommunications of a licensee; (stationde radu m®r i que) 0 ( CRTC 2 (
a thorough analysis of the implications of digital radio, see-Rdiasi et al. 2008; Hallet and Hintz 2009;

and McCauley 2002.

2 Usually in the form of station or show identification tags.

“3 A comparable site is thatoftlset at i on ftriple jo in Australia, with
media entity. However, this site differs significantly from R3 in its interactive qualities. For instance,

interactions take place on a forum where as a user you are told ttmtayou fieven chat with pr
youbre |l ucky!)o (see http://www2b.abc.net.au/tmb/ ClI
discussion contrasts significantly with the R3 blogs that are associated temporally with live shows.

Furthermore, the lack @fuarantee of host presence on triple j drastically changes the types of connection

and community that are made (and what they are formed around). For more discussion on triple j, see

Albury 1999.

*4 For instance, some listeners discuss downloading mughemsprimary form of music consumption,

whereas others focus on purchasing LPs of R3 artists at live shows.
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listeners, hosts and artists and enhance the blog community experience of the site. A
variety of sound recording prices are utilized on the site ranging from the live
recording of hosts to the high production value of studio recordings by artists such as
Feist and Peaches to thefiasement recordings of experimental musicians. The use of
live streams, downloadabpodcasts and links to downloadable music from artists or
distribution networks (such as iTunes and Zunior) all underline the importance of music
sharing to the site. Administrative and demographic production takes place in accordance
wi t h the t€RBandis intertwines with the workings of music programming
and site production, such as ensuring representation of musicians from each province and
territory (Grenier 1990).

Myra Draisin, executive director of the International Academy of Digitas Ard
Sciences, described R3 at the time of 1its
siteéthe next generation of broadbandéAwes

from a visual design perspective,indgitr om an

-

ighto (Toronto Star quoted in Sahota 2006

A

itdéds been this really cool thing where yo

3t

on Sirius [satellite radi o]doffyelsalldhe mdiogot a
programming and then opens up this huge community and pooldbfeoma nd musi c 0
(Pratt November 2010). These descriptions reveal the interconnectedness of the elements

of R3, but also point to how the website can be perceivedeliigrdepending on a

user6s interactions with it. For -addeds at el | i
For a listener that is primarily accessing the library of music for individual song

consumption, the site provides selfrated listening. Listéng to a genre stream on the
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site provides whosted music streaming. The users that describe the site in the most
intimate of terms, however, are those that listen and interact with the daily live webcasts.
The live web radio of R3 is where the mosenaiction from and between listeners
happens, indicating a temporal relationship to their feelings of shared space. David
Hendy (2000) speaks to the role of time in radio programming in Radio in the Global

Age, commenting that

the familiarity engenderedove t i me i s one of the foundati ons
intimacy is built (é) we rarely tape a radio
favourite television program. And if we are listening at the same time, that means

we have something in common: our liv@and in the same temporal relationship

to the programs we hear. (184)

In Canada in particular, this stands out as a distinctive aspect of the radio listening
experience, as time zones vary so considerably across the country. For instance, the
announcemegn of fAand half an hour | ater i n Newfo
to national news broadcasts on the CBC and is a sonic cue that one is sharing the
listening experience with Newfoundlanders (and everyone in between). R3 listeners have
comparablexperiences due to the liveness of the daily shows. MikeV from Fredericton
expressed that Vish Khannaés show out of T

unofficial maritimes show because it comes on at 8 or 8:30 [am] in Newfoundland so

often we aretheose t hat tune ino (MikeV October 201
Campbell from Winnipeg commented that Al Kk
show. To me Vishés show is way too earl y.

worko (Campbe@) .l Whinlee 2Campbel |l 6s comment i1

occurs due to time zone differences, the overall impact of this scheduling brings a marked
acknowledgement of a cressuntry shared space. The interaction between live shows

and time zone variationotably affects the listening practices of users, namely in
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connection with a broader Canadian radio listening experience (Sahota 2006; Vipond
1992)%

On September 16th, 2007, when R3 switched from music streaming web radio to
live web radio during the galisteners took note. Although the commenting feature on
the blog had existed since late 2005, rarely did posts have comments and when they did,
they were noticeably lacking in conversational tone and limited to one or two in number.
The blog postattaehd t o R36s first day of | ive web r
comments, including opinions on the change, questions about use and conversation
bet ween | isteners about the shows. rdickie
exciting, the fact that you guysit out a web radio station or the fact that you guys
actually listentoviewerss[c] , 6 signi fying |istenersd inter
as, indeed, radio (Paolozzi 2007) . I n fact
further emphasizkby those who were not in favour of the chahder instance, aRTie
stated Aimy vote is for t hsg perfedfortwark, k fr ee s
perfect for parties, perfect for |istening
consistenyd not refer to their preferred strean

Since that first live web radio day in 2007, the interactions of users on the site itself
are consistently demonstrated most through comments on blog posts that are attached to
the live programs, ofterxeeeding 200 comments per show. But as many of the members
that | spoke to stress, once they make contact through these blogs, they quickly begin
communicating with each other through SNS such as Facebook and Twitter. This applies

to the hosts as well, whoaintain ongoing dialogue through SNS, particularly during

“5 For an indepth study of how online communication is affected by time zone variation, see Cao et al.
2010.
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their live show. The type of public that functions in this circumstance, then, is markedly
different from that of terrestrial radio and, drawing on boyd, can be described as a

Anet wor k eAd bopd2011) elucidéates,

while networked publics share much in common with other types of publics, the
ways in which technology structures them introduces distinct affordances that
shape how people engage with these environments. The properties bfalits
distinct from atoms introduce new possibilities for interaction. As a result, new
dynamics emerge that shape participation.f39)

Where terrestrial radio enables participation through a unified public (or publics)
represent ed b yadiéqheispace@nswepsitorainedwork of interactivity
that requires attention to systems of identification and communication.
This reshaping of participation does not fundamentally change the structures of
power that inform how public space operatesiarabntrolled. As Gilbert B. Rodman
(2003) states in AThe Net Effect: The Publ

which this power actually makes the Net a democratic space is questionable, and we need

to be cautious about conflatingthe powen at i ndi vi dual users havi«
with actual power over the networks that <c
warnings are not unique to cyberspace. I n

networked publics appear to reproduce manyefttiases that exist in other publics

social inequalities, including social stratification around race, gender, sexuality, and age,

are reproduced onlineo (54). At the same t
compelling |l ectuGeo lOmed Nmitti owo Windlebe equal
suggest that inhabiting the world with the internet and mobile telephony is the same as
inhabiting the world without them. Things happen when new technologies arrive on the

scene, or when practices surroundinjolt ec hnol ogi es changeo (7)

“6 Chapter two will expand onhowR8h ct i ons within a finet worked public
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While R3 is most certainly Aradio, 0 it i
as it did prior to the forms of radio cyberspace. Whether vadigeed, sefturated, music
streaming and/ or | i v evjdedfawaeldtionalandthoddaf has not
consuming music, it has fundamentally changed the ways in which radio, as a cultural
technology, affects the lives of the (networked) public. As Paul Théberge (1997) incites,
ASpeci fic activities musitrasuleirddifferemtlystaudiured g or
|l i stening habitsélListening [is] both conte

habits of R3 listeners reveal about both the context and effects of radio cyberspace?

1.3. R3 Listening Habits and Live RadicoBramming

Where, how, and to whom listeners connect is the complex subject of the cultural technologies of
sound.- Jody Berland (2009, 187)

On June 21, 2011, R3 host Grant Lawrence
the office/lhometar/kitchen/cubig ? 6 O frty-severecorineents that answered this
guestion (there were a total of 368 comments as part of the conversation that surrounded
this blog), fourty stated that the primary place that they listen to R3 is at work. Many of

these comments, as wal much of the ensuing conversation, echo what Nathan Jones

explained in an interview, that R3 is fisom
(Jones October 2010) . R306s HHOpm&€STpwitbtger a mmi n
largest amount of listenefist uni ng i no during dayti me worKk
zones. Lawrencebs program, which is the on

hours of 96 across all time zoné&$js the most popular show, gaining the most

“"In addition,the amount that Lawrence goes over the 5pm mark in the Maritimes is a disputed aspect for
listeners. For instance onhisJan™28 2011 bl og in which he asked fAWhat
suggestioft wasmotwve f&rant's time earlier so that us East C
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comment ar y atipation. AsBerandr(2D09pwaites of radio

communication,

One result of this teletopographic mode of address is that music, indeed any mode
of address in sound, seems to articulate time, but not space, whose overcoming
nonetheless provides the occasfon the listening event. Nowhere is this more
evident than in radio, which organizes our sense of morning, of daily activity, of
the discipline of time. (187)

The scheduling of shows on R3 is related d
Thechanges that have occurred in the technology of R3 from a terrestrial radio program
to a web magazine and currently as radio cyberspace have all correlated with how
listeners tune in and participate, further informing the way in which R3 functions as a
networked public. This section examines the daytime listening habits of R3 listeners, as
well as investigating Lawrenemethlys show in p
convergence.

Users, especially those who joined after R3 converted to web radio in 26070t
describe their discovery of R3 as decidedly connected to their workday. For instance,

Jones, who signed on as a member on June 25th, 2010, states that

I work at an office, so I dm sitting at a comp
andlista t o radi o. I need something in the backg
own officeéso | can |isten to music without h
next to meéso | 6m able to |Iisten to more musi

rmelvin also outlined how her relatiship to R3 has been defined by her work:

| 6ve been listening since 2006, intermittent
was working onéin 2006 | was |istening all tr
half | barely listened because | had a crazyiesanf ob. And t henéwhen | ch
less involved, less stressful, less responsibitiig] fype position | started listening
on a daily basis, and | just kept expandisig][ (rmelvin June 2010)
As a clear indication of how the conventionality of certapesy/of workdays creates a
demographic concentration on the site, The
2011) . The i ssue here isnodt that his show is inacce

workday.
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desks and can |isten and comment and bl og
some people that are not white collar workers to gainsasce t o Radi o 30 ( The
June 2010).

TheRadi oHead, who describes herself as a
initial |l i stening experiences as her AdASatu
heard about the R3 online magazine, thecalered that she could listen on Saturday
nights, and henceforth spent those hours glued to both her computer and her radio. She
would expand the Toronto thr®ur broadcast to four hours in Winnipeg by tuning in
online for the first hour and then switng to the Radio Two broadcast when it kicked in.

She won a Sirius satellite radio from R3 i
shito and so alt houghCDshwhendhadsives. 5inBBwas her c a
taken off of terrestrial awaves, TheRadioHead now listens to R3 from her laptop

plugged into speakers when she gets home from work. The time she gets home from

work iIs decided by when Grant Lawrenceds a
go to great lengths to be ableitogd t ené1lt means being out the
that | can be home to |isten online by 2:0
TheRadi oHeadds case, al t*he relgtbnshiplioeR3isstihnot |
greatly defined by her workday anddeed, her workday is defined by her relationship to

R3. This is a significant transition between her beginnings with R3, when listening to R3
supplanted all other Saturday night recreation but had no significant impact on her

workday. The transitondf e c hnol ogi es outlined by TheRad

particularly that she has had to figo to gr

“8 This recently changed when TheRadioHparked up an iPhone on Aug!“22011.
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the technology shifts at R3 clarify an important positionality of radio cyberspace to her
everyday life.

In addition to userso6 accessing R3 differ
schedules, these work situtations often also dictate which elements of radio cyberspace
are accessed. As Campbell described, Al st
i stening to the radi oéNow basically | just
(Campbell June 2010). Similarly, Monica Skorupski explained that she started off by
|l istening to Grantds podcasts fibecause | w
lwas really boredél wasnodédt really near my c
podcasts were something that was perfect f
2010). Her transition to listening and participating online was when she went to a new
colegead Al was justeéat my computer and | onel
(Skorupski November 2010).

The blurring of the lines between labour, entertainment and socialization that these
workplace (and scho@sworkplace) affiliations suggest are symptoimat a situation
wherein workers (and students) are already, to invoke Marx (1844), estranged from the
products of their | abour. As MacorkitoAsndr ej ev
for the promotion of Web 2.tangenseétaskBogiatdadnv o c a
with the expl oit at®* Radiowadalready geacting fo this formofd (9 2
alienation with interactive forms of music in the earliest days of broadcasting. As Baade
(2006) has shown, i n WWI hteressiroworgersBnii@ctimgr od u c
with the music they heardéo and Adance mus

programming for the Forces and in its broa

“9The nature of SNS and labour will be further elaborated on in Chapter Two.
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of the BBCOS programmi ng abthetypeavadmusier s i n WW
programmed important, but so was the scheduling. Anderson and Curtin (2002) maintain,

Abroadcast networkséhelped to organize pop

o

weekly, and seasonal br oad caaysBBC, this $¢pacdia | e s
organized around the standard workday. At the centre of this daytime organization on R3
is Grant Lawrence. In fact, this temporal organization is necessary for the constitution of
R3 as a perceived space because, as Berland (2009arr ks, A The experien
defined by the practices of producing spac
interactions with space and o-091).Whdent r adi ct
listening from work, R3 users are drawn into an apgnsion of their physical space that
is directly related to the temporal and fa
Berl and 2009) created by R30s programming.
Producing engaging daytime programming is not unprecedented for the CBC. In
the years follawing WWII, just as commercial broadcasters learned they could take
advantage of the dayt°>tonmarketdosnestcrpioduggs of fAhou
(hence, Asoap operaso), so too did public
the daytime attertin, domestic or otherwiseThe show t hat truly est
dayti me pr esenceMunngsidPnhitheaired iGom aripm od s

weekdays from 1982 to 1997. Sahota (2006) describes a definitive correlation between

®sSee Jennifer Hyland Wangods (-2060RyecHapsewi ié6dheRER
Radi o in the A(gJheRdidRedadefbrarvexaminaiiondfthie progressions of daytime

radio programming as related to domestic space and gender. For further analysis of domesticity in relation

to cyberspace, see Susan Leigh Star dsnnedyh20Q0f er fAFr on
2006.

By the 1940s, the BBC had clarified through fAscien
monotonous work, but Awoul d be denttreinnseinvtea |t atsok spor o(dKu
and Jones 2006, 152). The subsedjyedeveloped programusic While You Worlas especially

designed for factory work. See Korczynski and Jones for more on this.
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Morningsideand R3 as she&xplains that in May of 2004 Harold Redekopp (President of
CBC Television fromthemith i net i es unt i | Fal l 2004) st at
a younger audience what Peter Gzowski had
together Canadians from &tdo coast a younger demographic very much like we had
an older demographic Morningsid® ( 64) . The younger demogr a
i s t hesefruneddedr a u2d yearwoldseButgizen what | have found in the
workday listening habitsfdR3 listeners and users, it seems that this is hardly the main
age demographic of R3. Live programming during the day immediately marginalizes
high school students, and even many university students. Jenelle Jakobsen describes
transitioning from listener o fiheavy, heavy wusero after | ec
job where she was at a desk all day (Jakobsen February 2011). As Brenda Lee, an
undergraduate university student at the ti
never beenaprimarywa f or me to consume R3ébecause m
areéduring the day when | have classo (Lee
Ayoutho focus of R3 h&4>?asage grouptbatis direadyo | der
served as a A sRadio®ndwaith shows bk® ahdDefnitely Nat the
Operaand Radio Two with shows likgrive®® andSpark

Whil e R3 has clearly failed to reach the

hoping it would, Sahota (2006)ablysmoat es t hat

0One theory is that R3 has ithais,éflisienefs ghostareed listgniag wi t h i
to R3 when it vas on terrestrial radio were teenagers at the time, they would now be in théiventgks.

From my admittedly limited group of interviewees, however, the two lortigest R3 fans would have

been over 30 when they started listening in the late 90s arefdteewere already older than the intended
demographic. For more on this topic, see Ken Garner
morning radio in Britain.

%3 As yet another example of R3 as an experimental sector of the CBC, thesetyreopular host of

Drive, Rich Terfry, started his CBC radio hosting career as-mfflost on R3. Furthermore, Terfry holds
celebrity status wi t-lhopscen€asnappardBick 65jdantoespatingthesame hi p
reverence for authentictyf experi ence as informs Lawrenceds host
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el astic conceptions of its audienceso and
whoever is interestedo (74). |l nterested, t
produced by artists, musicians, programmers and listeners that tagaits. But this
was and is still grounded in a similar 1ide
in audiences who are not already connected to the CBC. While accomplishing this to
some degree, as demonstrated in the first section of thitechtqe R3 audience are
largely grownup CBC kidsandCBCepat s. Therefore, the sited
this regard is mainly in upholding or-patriating audiences to the CBC rather than
creating new ones. Furthermore, the link between the stylacmevements of Gzowski
and Lawrence discloses a clear relationship between R3 programming and the ongoing
expectations of CBC radio.

Berland (2009) attributeglorningsidé® s ext r eme popul arity to
of the formaf that is, Gzowski woul@sk the questions and the audience (and the
pl ethora of HAordinary c-202) *2nehistegagdutieediies ) wo u
shows of R3 continue this daytime traditio
noteworthy manifestation of the connectilgliies of Morningside Lawr enceds hi
as a member of the Vancousmased independent punk band The Smugglers gives him
capital among independent Canadian music listeners and musicians, for whom status is
given to those with perceived genuine expergnwithin a music scene. Despite obvious
institutionalization, Lawrenceods professio
not put his expertise into question for R3 fans, but rather reinforces his position of

authority. TheRadioHead assigns Lawrenath the credit of her longerm R3

4 Berland establishes that this is a flip of American style radio wherein the audience asks the questions and
the host answers.
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relationship, stating that Al just knew ri
soél just really connected with him. | rea
2010>>The sonic qual it imerangewdicé Whiciwcoelhbee 6 s medi u
described as casual, enthusiastic, and somewhat sardar@clearly part of the reasons

for |istenersdé dedication to him. The pl ea
by Roland Bartheso Ath®e9@r[al M7 D]f) tdhen vep tc eq
very precise space of the encounter betwee
Barthes applies this to the singing voice, the voice of the radio DJ transmits the same

combination of language structures and comicetive meaning with messages that are

void of intellectual meaning, forming fAa s
communication, representation (of feelings
provides, as Ber ldaenxd o(f2 Or0a9d)i osétsa taeust,h efinatni ciint

medi um, and to offer evidence of the effic
her voice that the commu200)ty hears itself
In addition to (and in consort with) connecisaio his voice in particular, users

consistently remarked on Lawrence as the facilitator of both their social and musical R3

experiencée f r om facilitating bl og conmngeimgti ons i n
buddi esd to show c aton(suphtas Triviasshowslaeadhovied s | nt e
Clubs). As TheRadi oHead put it in remarKkin
he had so much trivia. He had so much to t

type of nApersuasi ve DbJwhoiscensideredan éxpeat,tas occur s

Lawrence invariably is, can be said to be

®TheRadi oHead did make a caveatwarmt tthd ss tcroarkme nhi,s sit
|l arged ego.
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virtue of authorityo (quoted in Scott 2007
advice of technical experts is regardegas/iding compelling reasons for its acceptance
because of a prior acceptance of the validity of the specialist knowledge on which the
expert advice is offer@d27). Further, he argues that this type of domination involves
Ainstituti onadmmiedmeret atli onal oy and trusto
the centre of R3 scheduling, acts as a central point of congregation for R3 listeners in part
because of the distinct relations of power associatedhiith

The scheduling of live shows on the B& facilitates a convergence of listeners
during a standard workday, when the majority of interactivity happens on the site.
Furthermore, a vital element of this formation is the presence of aii alibst notably,
Grant Lawrence. These factors undexlthe ways in which R3 is enacted as radio, while
its place online and the types of interactions that are unique to online transmission enable
it to be discussed as radio cybesty(epace. Wh
programming intersects atts location in cyberspace to make R3 listeners understand

themselves as a Acommunity?o
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2. R3 AS ONLINE MUSIC COMMUNITY

Communities are to be distinguished, not by their falsity/genuineness, but by the style in which they are
imagined. Benedict Anderso ([1983] 2006, 6)

Onthe Novembery 2009 bl og attached to the R3 pr

mcfflyer commented that

seriously, the community here is nothing short of amazing. Finding Radio3 was

one of the Il uckiest itnmeetimaglsofyolmusidfais happened t o
and we are all friends...Itsif] almost hard to comprehend the friendships that we

we [sic] make herd k nowi ng thaf[t] many/ most of us wild/l
friends nevertheless. (Norris 2009)

This comment exemypiles the attitude that many R3 users have about the connections to

other people that they have made through the R3 site. The formation of community on R3

is imbedded in a conjunction of features facilitated by radio cyberspace: shared listening

(as addressd in the previous chapter), interactivity, shared interests (independent

Canadian music), shared ideology (highlighted by relationships to the CBC and to
independent music) and finally, the abilit
shared pace. The following chapter considers the ways in which these elements have
formed what users describe as Acommunity. o
used, both on R3 as well as in wider schol
oftheinet wor ked publicdo by exploring the rela
Finally, | consider the elements that users identify as contributing to their sense of

community, namely the music on the site, blog discussions, and the association of offline

gig attendance and socialization.
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21.AThe Community Her eo: R3 as a nAdistribut
The #AR3 ¢ o mmu-faceted/entityi Fist & all,ngiven thé member

based nature of the site, it could be said that all members and artists havesignbd

part of the R3 community. Certainly this is the meaning that the Toronto Star was using

when, in 2004, they evoked the word ficommu

Avirtual community centre for (Sdheta2006t i onods

81). This is also how Robert Ouimet, former manager of the R3, was using the term when

N

he spoke about R3 in 2006, stating that
being on top of technol ogy blationshipsi@s not ab
communityé[the fact that] netvmusiecanadtha 30 or
arendét played on radio dnywbewbatl selitsraea
in Sahota 2006, 69). While théesgoi onvoRBt i s
| arge as the nation or as | arge as culture
that mcfflyer commented about hat i s, the fAR3 communityo &
perceived by the users themselves.

The term Acommenmusedty refledt an ideabzedtnotionfot space
and social grouping based on a shared understanding of, for example, ideology,
geography or experience. As Ilris Marion Yo
community expresses a desire for social whedsnsymmetry, a security and solid
identity which is objectified because [ it
Young clarifies that the premise for community rhetdrecshared understandiings

faulty from t he st atand gtherb & thaywsderstaind themselwes,ot u
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because they do not completely understand

perpetuation of misunderstandings about solidarity and affinity, Young (1990) calls for

an abandonment of t lether, dbtleers suggest anraltennativeinghe al t

idea of a Acommunity of differenced in whi

backgrounds, with differing beliefs, values, goals, and assumptions, [come] together to

achieve cohesion through new understandingstipe relationships, and the negotiation

of shared purposes and norms of Dbehaviouro

treads into the territory of what Young describes, drawing on Derrida (197439) 3&s

the fAicopresence ioff daudg edcemongt2r3dt)e t hat t|

used, defined, and contested for a variety of political as well as subversive reasons. To

this end, the clearest exposure of what #dAc

an examination, drawing dPaul Aitken (2007, 4), of the roles that R3 plays in the lives

of the individuals that comprise this social space, and in turn, the roles that these

individuals have in shaping R3 as a space
R3 members who described their practices orsitieeas exclusively listening

bal ked at the use of the word Acommunityo

those who were active on the blog (whether they were heavy commenters or not) were

quick to identify their relationship(s) in terms of comntynThe word seems to be

employed by users and staff to indicate two types of groupings: the broadeCarzsia

blog participants (who, as indicated in the first chapter, do not always interact at the same

time) and the local factions of R3erswhohéver med of fl i ne R3 ficl ub:

attending shows and festivals together. The local groups interact with each other, other

local factions, and with other users on the R3 blog and are therefore part of a broader R3
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community. For the following analysiswill be concentrating on examining the
intertextual relationships of this broader blog community, with the acknowledgement that
these R3 local clubs are both included within, and important features of, the general R3
community. In order to arguethaBR can be referred to as a dnd
will briefly outline some conceptions of community, particularly in reference to
cyberspace.

When Howard Rheingold (1993) made hissova mous decl ar ati on tt

communities are social aggregasdhat emerge from the Net when enough people carry

onépublic discussions | ong enough, with su
per sonal relationships in cyberspaceo (5),
were very different from the curreBNSd o mi nat ed cyberscape. Rheli

example of a fvirtual > whiohmasuand is)gedtredvamosndThe W
an interneased forum and mailing list. Despite a disassociation from shared geography,
which Rheingold controversially argiigvas not necessary for the formation of

community, his original conception of community was still markedly attached to the idea

of the Aproximate communityo (Komito 1998
Awatering hole. d Si gmiedonafebraaly42011RIBgthats er t b
ATher e ar e sitf&peMended: sbcially on this planet that parallel what | get

here with CBC Radio3sjc]. And that includes real lifes[] wat eri ng hol eso
2011). And while the next chapter will deeith how R3 acts as (or is perceived as) a

home for the interactions of users, the community that tb3 describes does not cement

their relationships exclusively through the blog. In fact, this is an important but minimal

component of how users describe tommunity. Just as Rheingold (2000) has more

*The fiwhole Earth 6Lectronic Link, o found at httop:/
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recently articulated online communities to
have other scholars unlocked the term Aonl
of relationships that are butlirough the wide dispersal of tactics available in the
technologicallymediated world of 2011 (boyd 2011; boyd & Ellison 2007; Goodings,
Lock & Brown 2007; Ito et al. 2010; Liu Jenkins 2006; Papacharissi 2011). The
following briefly outlines some oftheedb at es surrounding uses of
in association with online socialization in order to frame the activities of R3 fans as
composing a fidistributed communityo (Baym
Shawn Wil bur ([2000] 2006) askbnomf the v
virtual community does it presuppose? What ideological fragments cluster in the way the
term 6communityd is reinvested with meanin
efficacy of online communities ftheseoni cally
communities despite there being little expression of how offline communities exhibit
such Arealness. o0 As Anderson ([1983] 2006)
primordial villages of facéo-face contact (and perhaps even these) areimagi 6 ( 6 ) . I
other words, offline communities are as virtual as online ones. Put another way,
Goodings et al . ( 20D0Dwhgtheselegrgnesrtndétisdhat fAmedi a
structural feature of both efineand oAl i ne communi t i esdvidgs475) . F
between online and offline life create a false binary: each does not exist in isolation of the
ot her (Barney 2007). Encapsul ating the cha
famous articulations, Nor ah thdtou angnejvésO0 1 1) s
tended to be separate from our regular lives, but increasingly, online life is just another

seamless part of who we are in daily I|Iifeo
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evaluating fAonl i ne c oaybespadecanmisbe siudiedanerelnt er a
in relation to the technological interfaces that facilitate them, but must also examine
general conceptions and experiences of community.

Lee Komito (1998 & 2000) divides perceptions of communities into four types:
moral (shared ethical system), normative (agrepdn rules of behaviour), proximate
(shared space), and fluid (Atemporary aggr
these types of communities emphasize some form of shiaghgleology, experience,
identity, space, citizenship, kinship, etc.
(1998) main argument hinges describes comm
identityéMembership in a community is volu
and groups are redefinedo (103). Komito (1
an alternative to fian ethnocentric and res

comparative examples from industrial and a

Komit os isomggpd the Afluid communityo wi.t

well with Nancy Baymés (2007) conception o
the i mportant question: fAWhat are the cons
spread throughmultp| e si tes, only some of which are
would add to these fAmultiple sites, 0 in th

and festivals. R3 fans can be seen as very similar to the Swedish indie fans that Baym

studies in a number of ways: allegiance to a napecific form of independent music;
concern with fAimonitoring and promoting mul
with supporting any particular band or ban

ofli ne) platforms to fiavail themselves of ma

51



sorts of materials including text, music, video, and photographs in real time and
asynchronouslyo (Baym 2007) . However, for
thee i s no Ahome base, 0 effectively creating
coherence and efficiency. R3 fans (and the musicians whom they support) benefit from

the position of the R3 site as a catalyst site within the distributed community. Hmy, th

does this distributed community work within the assemblage of social networking

practices that make up the fAnetworked publ

22 Facebook is magico: R3 in the networked
In order to explain the increase in connections that she has made tB®faas in
recent years, TheRadi oHead stated succinct
June 2010). As mentioned in chapter one, once R3 fans make contact on the R3 site
(primarily through blogs attached to the live webcasts), they quickly begin als
communicating through SNS such as Facebook and Twitter. Some users and staff also
claim that R3 itself is a SNS. If, as boyd (2011) argues, networked publics are
Asi multaneously (1) the space constructed
imaginal collective that emerges as a result of the intersection of people, technology and
practice, 0 (39) what role do networked pub
experiences of the R3 community? Furthermore, what are the complicationssinat ar
when public media, in this case R3, is supported by a community enhanced and sustained
through forprofit enterprises such as Facebook and Twitter?
Pratt and Paolozzi had different reactions to the question of whether R3 is a SNS,

although in both ofheir responses, they stressed the lack of actual SNS infrastructure on
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the site. Whereas Pratt implies that it cannot be truly classified as an SNS because

Aithereds 8 zillion tools that we donodot rea
November 20Q ) Paol ozzi mai ntains that AiI tos a
without the proper toolso (Paolozzi Novemb

for his positive response to R3 as an SNS

hawe creative relationships that exist outside of the blog and outside of the limited

function that we have on the blogdo (Paol oz

classified as a SNS itself, the tools it does make available help it function aloBiSde

|l i ke Facebook, that do provide those A8 zi
danah boyd (2011) describes SNS as having three key features: profiles, tools for

public communication, and friends lists. TheRadioHead captures what many users

expressed about what theychobse put on their profile page:

bit, drop a hint about my workél do have a

2010). While R3 users tend not to focus much on their R3 profile page, saving deeper

levels of selconstructiorfor their accompanying Facebook and Twitter accounts (boyd

2011; Parks 2011), the formation of a prof
site. As boyd maintains, dAprofile generat:i
inadig t al environmento (43). 't is no surpri
effects on the | evel of interaction on the
when | c¢check out people, if | see someone
comments and they kind of interest meéand
their profile and 106l1 | ook at i1ito (tb3 Se
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Furthermore, as TheRadioHead alluded to, the one thing most users do pay

attention to on their profilesaregsh pi ct ures. As rmel vin statec
areéreally really important. And | think t
as much attentionéo (rmelvin June 2010). T

was added to the site becao$eequests from users who wanted to see one another. As
Pratt states, fisince the pictures went up,
(Pratt November 2010). In fact, the content of these pictures can be seen as a

considerable source of cohesiorthe community. As Mendelson and Papacharissi

(2011) state in their engaging study, fALoo
Photos, 0 fiproof of the closeness of oneobs
and nature of pi).AQuck evervied of she pradilgsefdomary Bld) 8
commenters frequently reveals pictures of themselves (in order of frequency) in R3

merch (See Appendix E, Figure 2), with-B3pported artists (See Appendix E, Figure 3),

with R3 hosts (See Appendix Egire 4), and with other R3 users (See Appendix E,

Figure 5). These extend into pictures of specialized R3 license plates (See Appendix E,
Figure 6), the CBC logo formed out of perogies (See Appendix E, Figure 7), ham and

other food, and even atattoodfd ne fr om L ¥ (Beed\ppendidt Figure o k

8). Clearly, this is one major way that the community articulates itself.

" Grant Lawrence released his bosdtventures in Solitude: What Not to Wear to a Nudist Potluck and

Other Stories from Desolation SoumdOctober #2010.A1 t hough t he book is not ab:«
R3, many aspects of the book are geared towards R3 fandom, including the title of the book, which is

drawn from a song by one of R36s most played bands,
noticeable avoidance of advertising the book on the R3 site, fans consistently refer to it (with the tattoo

example being the most extreme that | have seen). See the blog on"J@@1P for indications of the

reactions of R3 users to this bod#tong with much excitement from the R3 community, the book received

accolades from the literary community, including gainingrthmber one spot on the on the BC Bestsellers

List, number two on the Canadian National Nonfiction Bestsellershésng listed among &top ten best

books of 2010n theVancouver SunCalgary HeraldandMontreal Gazetteand winning the8C Book

Prizefor the2010 Book of the YeaAs of October 182 011, the book was added to
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The blog comments area provides the space for public interaction that boyd
maintains is a feature of SNS. The live shows that gainedargest reactions usually
provide a theme which instigates the discu
shows receive the most comments, with them
theme iIs always AThe Top dnal.undactGtispenthiehi s We
latter that receive the most comments. In a review of the blog for the last two years, other
than special features such as the ASearchl
the shows that consistently getthe mosi mme nt s are Lawrenceds we
Club. 0 Thi s-themessoch ashvhether & ig dk for men to wear shorts at
wor k, whether parkas are sexy, and what st
level of activity on these particulaldg posts may seem trivial, as boyd (2011) states,
even Athe ritual of checking in is a form
that Acomments are not simply a dialogue b
of social connection befoee br oader audi enceéparticipants
constructed by those with whom they connec
pages, R3 users who comment, with depth or without, are making themselves known as
part of the community.

Whileboyd states that the third feature of
explicitly stated that fAwhere we havenot g
would argue that this is a key area that the R3 community diverges from simply being a
(distri buted) dAonl i ne ¢ o mmusiceommuaity.fTlatisa (di st r

while R3 users cannot post a I|list of their

Readsd contest. L a wisherrattrieutes neucheaof/hes datidndd sutcess to the Iqyalty of
the R3 community (Lawrence October 2011@wkence has effectively broadertd@d own fan base to
outside of the CBC anldas therefore enhancais celebritism within the R3 community.
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Facebook), they can display a list of their favourite artists and post playlists bibyd

(2011) states, Afone way of interpreting th
networks iIis to see it as the articulation
Afare the people with whom tiheg pamtinas padt ¢
then it is clear that the act of posting lists of favourite artists andmgzted playlists

enables the network of artists and fans on R3 to view themsé&Ivesontinuation of

t b30s description of tretaeactdosofpriolfodlkei,nd ea

one of the first things 1611 check for is pl
common do we haveéin terms of musi cal tastes.
of someone on the blog, of them being someone you respe&eaurlithink are

cool. Then wusually 1611 go through their play
and if itds something I havendt heard of, go
the reason | set up my playlipeépkbebédsase that

playlists. (tb3 September 2010)

The interface that R3 has with Facebook has also encouraged more use of features
on the profile pages. MikeV outlined this for me, stating,that

| used to actually ignore those two parts but now that they havebuifit in

facebook app [which posts what songs you add to your playlists or what artists

you have selected as a f av =g justtoshow | use them
off what | am listening todic] others who maybe are not on the site, so | guess t

is for of [sic] communicating. (MikeV October 2010)

As boyd (2011) remarks, fAnetworked publics
behaviorficc , but they do configure the environm
engagement 0 i(n3Mh.i cThheR3wasy profil e pages, <co
and artist favouring functions all constitute a network themselves, and additionally enters

R3 into the larger sphere of networked publics represented by Facebook and Twitter.

®Hugo Liu published an article in 2007 entitled fSoc
dealt with how lists of preferences, not only friends, constitute a sociabriet@ee: Liu 2007
¥ The Radio 3 player became embeddable on Facebook gusAld', 2007.
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While the struture and intent of R3 remains firmly influenced bycatied public
interests (which, as outlined earlier, has its own share of representational tensions), the
dynamics of its place within the networked public means that the R3 community is
explicitly tiedto commercial tactics. Indeed, preffitotivated SNS infrastructure such as
direct or viral marketing campaigns and the data collection they depend on are propped
up by desires for commun#yuilding. The lifeblood for marketing in 2011 are the
connectios that individuals make to one another through SNS. In his captivating study,
ASoci al Network Exploitation, 0 Mark Andr ej
conventional wisdom, soci al net waivakize ng si t

i t o (rermore, thiatu

the reduction of our notion of community to one structured by marketing interests
and built upon the exploitation of user labour represents not a limitation of the
technology, but of our conception of community and our grasp of the tefti
networked interactivity. (99)

Like Andrejevic, | am careful to note that these exploitive situations do not preclude the
very real enjoyment, pleasure, and meaning that users gain from their experiences of
interacting with one another on and faeited by SNS. What needs to be understood,
however, are what kind of assumptions are made abouin®dtated communities as
neutral, naturally formed, or somehow free from the controls of private enterprise.

With R3 arguably at nnovativeldigitaimediathBiaives genui
seem to fulfill Andrejevicés modicum of ho
owned and commercially operated communicat
(99). However, whileEvadey&€BE€o wby kpgr oor ammi
interests and requirementso (CBC 2011a), a

of SNS as the social connective tissue, these niche audiences (like the one(s) created on
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the R3 site) will be used for profit. mt her words, the AEveryoneo

mar keted to in AEvery Way. o
23Perceptions of R3 as ACommunityo: Musi c,
CBC Ideology

cinnie23 stated that the reasonsthénor her
|l got really attached to the hosts, and no
(cinnie23 August 2010). All of the members and staff that | interviewed expressed that
the music presented on R3 is what initially captured their interese isitth For some, it
is still the most important element of their R3 experience. For others, like cinnie23, it
functioned as a gateway to a Acommunityo t
cinnie23, who lived (at the time of the interview) in #meall Saskatchewan city of Swift
Current, finds her offline R3 connections by hosting and travelling to shows of R3 artists,
other R3 users congregate together in local R3 clubs, with originating friendships having
occurred on the blog. The comfort thaértssfeel in meeting their online buddies at shows
largely comes from a perception of shared ideology, one that is often explained by some
sense of collective CBC values. Perceived connections within the R3 community are
solidified by these key featuresshared interest in independent Canadian music, offline
friendships, and a sense of familiarity and safety on the R3 blog.

A commonly articulated sentiment both on the blog and in the interviews |
conducted is that R3 fAsaedcdt mutsi twhdmrl ufsel
in 2005, it was like explosions in my head and light bulbs going off and fires being

rekindled and a crazy crazy passion just finally gave me a place to find new things and
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outlets and find t hi ngNovemiber2010)yrmelvintsimitaitye ¢ o u
stated that,

| was sick of music until | found Radio3. | was sick of the top 40. | had no
connection to these people. Somebody in Detroit or something. A lot of the bands
you hear on top 40 you have no connection. Th#yabout things | know nothing

about . Whereas you start Il istening to Radio
highway | [ic] drive down. So thereds a much tighte
2010)

As Simon Frith (1987) st plhongaofthenusi ¢ i nf |
individual i n the socialo (139). While the
R3 site (ie. the genre streams are broken
AEl ectronico), they are bounaddentCanadiatner by
music. 0 The term Aindependent musico signi
the first time that a music genre has At ak
organi zation behind ito (35). lakes pacegthea n d |,
link between indie labels and capitalist economics had established itself by the late 90s
(Hesmondhalgh 1999), whereas in Canada, fans are still stumbling over themselves in
order to explain the commer okemSocidIceneess of
and The Arcade Fire (R3 heroes). While the
music that is produced independently of major label, what is privileged on the site is, in
fact, indie rock. As Ryan Hibbett (2005) convincingly argudsins ar t i cl e A Wh a't
Rock?, 06 fiwhile indie rock marks the awaren
audiences a desire for social differentiation and supplies music providers with a tool for
exploiting that de sPiemreeBourdiedvéhen. he diarifiesthattindie d r a w
music scenes function with the same intern
have often been thought of as opposites in cultural studies. Trading economic profit for

the symbolic profit of disinterestd ness, i n indie rock fAobscur
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feature, while exclusion is embraced as th
of O6tastedo (57).

In her 2003 bookSite and Sound: Understanding Independent Music ScEliodig
Kruse describs the exclusiveness of the indie rock scene as a perception among
members of participating in a fArefusal o of

refusal gives users a shared spirit of opposition. As Lawrence stated,

if you walk up to someone at adfy Furnaces show or a Controller Controller
show and say oO6whatdéds CBC Radio 3?6 chances ar

someone at j ust a standard wuniversity campus
ideaél b6ve often said CB@ot®RlandSahota®) i s | i ke a se

Sahota, in describing the level of estrangement that R3 had within the CBC in 2006,
argues that this marginalization actually
within the independent music scene. The process of refus#rise describes thdén
this trendiness, exclusivity and elitisnclarifies a definition of indie rock around
absence and Aotherness, 0 gaining definitio
Sarah Ahmed (2000) suggesdnmg, hybridityand he HAvery
i nbetweennesso (13) of contemporary cul tur
In the case of indie music, the desire to position oneself as marginal has the effects of
estranging those without insider knowledge (knowledgih, drawing on Hibbett,
Amasquerades as tasteod) and granting autho
Hi bbett puts it, fito seek an O6otheré categ
6cul tur al capital 6o (56).

The fsecr 8isfurthér delineated from Beneral indie music knowledge
to that of Canadian indie music. The phenomenon of obtaining close social ties across the

nation is, in fact, part of the constitution of independent music scenes (Kruse 2003; Baym
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2007). Insofar aindependent and underground music scenes tend to bespkaifc

(Forman 2000; Porcello 2005), they also have had a tradition of association and cross
cultivation nationally and internationally. Given this characteristic, the surge of

independent musiscenes in the early nineties grew well alongside the networking
technologies of cyberspat®As Scott Henderson (2008) iden
what constitutes a scene, or even a geographic region, has been altered with the rise of
Internetbasecc o mmuni ti eso (310). Artists, fans, p
the scene take advantage of the networking capabilities of the internet to augment the
sociality of independent music scene(s) and sepeeific knowledge bases (Mall 2006).

As DanSinker ofPunk Planeputs it,

especially at the underground, and operating at this kind ofo$gaur-pants

level, number one, it helps you to not go down a million ekekadd r oads éThe

other thing about it toosjc] is that people that know this stuffeahappy to share

it because they know that theydre going to ¢
you or from someone else. (as quoted in Mall 2006, 46)

R3 in particular works as a point of contact for fans and artists within the Canadian
independenmusic scene and is often perceived to break through the isolation that one

can feel when outside of main centres. As Lawrence articulated:

What 6s happened, which has been very positive
this music, whi asicfortlseintdwn, likeanaimsseam woaldrbe m

Ni ckel back or whatever, and they get into thi
really |ike it but they donét feel l' i ke theyo

them to feel like they are a part of a commwynjLawrence August 2010)

Henderson (2008) argues that a Canadian music scene is currently (or at least in
2008) nfnpoised to take advantage of a new e

whose tastes are reflected in [online music delivery sendeesd youth cohort that has

® There is also a rhetoric among some independent musicians of rejecting social networking in favour of
some notion of offine authenticity. Ironically, in these cases, there is almost always someone managing
their Facebook and Twitteeéds for them.
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grown up in an era when Canébwas the norm. Canadian musicians have always been

part of the sound flowd (314). The medi asc
however, is the same one that Andrejevic (2011) suspects éxpiisitative qualities. As

Bryan OONei |l |l (2006) puts it, Athe environ
competitive, unregulated in the sense that little protection is offered for public service
initiatives, and characterized by increasingdegocés audi ence fragmentat
While the R3 site may help to define a community and a scene around Canadian

independent music, it is important to recognize how this is a direct outcome of market
pressures to create niche audiences.

Insofar as R3 manifésitself as a hub for independent Canadian music, it also
encourages what Krusdef (2008) spacmsoag$ SDS¢ e
users, not only does the R3 site itself function as an SDS, but spaces traditionally
associated with independent simiscenes that of record stores, certain pubs, venues
and festivalg all maintain high value for the community. For instance, the biggest jump
in commenting on the R3 blog after the first live show of 38@as the launch of the
ASearchl i qiMarch 1& o n2t0e0s8t. oThe contest professe
that Canada has to offer musicallyo (Lawre
focusing on finding the best record store (2008), the best live music club (2009), the best
music festiva(2010) and most recently, the best music wefisjg911).

The fiSearchlightd contests may well have

local R3 clubs with their ability to provoke support from groups that rallied around

®1 Cancon (Canadian Content regulations) was introduced in Canada in 1971. See Grenier 1990a;

Henderson 2008.

2 From 108 to 240 comments.

“To be clear, they did not include Radio 3 itself a
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specific stores, venues and feats. But it was not until more recently that the first R3
groups started conglomerating offline, mostly at live shows and festivals. These groups
began organically, having begunbltddiges¢y be

showsof R3artists Bode told me the story of the mor

|l ast two years of [his] I|ifebo:
on a Trivia Tuesdayé[Il] called in, got a ques
in Vancouver, they had tickets ttat a showéso
out on the bl og, AHey, |l 6m the guy who call ed
have anyone else to go with, does anyone el s
heavy blog contributor piped in [and] said, f
2010)

Bode follows this by describing how his relationships with other R3ers in Vancouver

Abl ossomed from there, o6 to the point that
together (facilitated by using a Facebook event page, with invitations sent todR3 fa

had a | ong weekend at a cabin together, ha
hold birthday parties for one another, and attend countless live shows of R3 bands (Bode

November 2010). As tb3 stated about his experience in London, Ontario,

before itwas just like we were all fans of CBC Radio 3 and Canadian music.

Whereas now weodre fans of that, but wedre als
to gather and actually meet up every so often. Not at a show, but just to get

together as é fven s adhance t& loe front sbrmewtgerie and meet

somewhere. (tb3 September 2010)

This seems to replicate Rheingol dds enthus
extensions of offline communities or that become so after the fact by meetirtg-face

face(Park 011; Wil bur [2000] 2006, 46). Skorups:s
been this big boom in how webéve all connec
hel ped that spark upo (Skorupski November

these offine meetings are integral, not only on the level of personal response, but in the
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constitution of these connections as part of the independent music scene of Canada and
the privileging of SDS.

The degree to which R3 users feel comfortable enough withmotber in
cyberspace to meet up in physical space is often associated, by them, with the (perceived)
ideol ogy of the CBC. Lawrence gushed that
Radi o 3 fanséthexdrsaemtféed htegyrd eigscearyd mj cet ¢
very grounded and just generally into musi

August 2010). Bode similarly maintained that
I honestly do think that the CBC is part of the fabric of Canadian culture and |
think itdéds a doddommumigty Thhe[ wWordondét see t ha
easily to a mainstream entity, a strictly commercial entity, it could try to be co
opted. | dondét think it will come as easily.

But while the safety and security felt on the blog lbarinked to the perception of the CBC
within the Canadian media landscape, bloggers are also quick to differentiate the R3 blog

from the main CBC website. As rmelvin stated,

éyou compare [R3] to [the] CBC news sites, wh
ourselves to that on the blog a lot, and how rude the news comments are, and how

incredibly mean people are to each other on the news comments, as compared

toéany meanness on the Radio3 blog is good
discussions where people sesbudisagree with each other, but in a respectful

way generally, and if anyone goes over the line they get told pretty quickly.

(rmelvin June 2010)

Whereas the CBC news blogisseenasaffrea | | f or fAtr owhsé, antdhte.
R3blogisperckeved to be a Apositive place to hang
what about the blog commenters that fAgo ov

As Ahmed (2000) argues,

It is the very potential of the community to fail which is required for the

constitution of the community. It is the enforcement of the boundaries between

those who are already recognized as out of place that allows those boundaries to be
establishedéthe good citizen is a citizen who

Incybes pace, sites countouwimord@ritoseifiolidecAss 0 t o be
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Paolozzi statedR3 does not hav®ols to manage forums atitky do not need them

because Ain five year s, |l 6ve del eted four
AlthoughR3iskewn f or having very few incidents w
selffr egul ati on evokes Foucaultdshelag8@ondoot i
c o n diuwhérdin power takes on a regulating role by the individual rather than a top

down fore. Applied to the idea of communitggulations, this concept is reliant on being

able to readily identify who i or what statements aredeviant from the presumed
community. Il n the next chapter, |l i nterrog

relation to the R3 site and more fully explore the disjunctures that occur in the

conceptualization of the R3 community. As
families who have few problems is that the
becauseit hal | enges the belief that they donot
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3. R3 AS HOME

"Home- is where | want to beBut | guess I'm already there"
-f r oNma fiv e Mg TheTdlkiny Headsasquoted on the R3 blog by Raji Sohal on Mar 16, 2008

R erring to how the R3 site functions as
mul titude of offsite interactions, tb3 sta
for all these things that we try to do outside of CBC Radio3, it still represtete our
first tent peg is put in, and where the te
still kind of | ooking back to there as Kkin
(2009) describes the cont eaplhoewhereythergisar ni ng
Asense of being wedded to placedo (23). Use
number of different level¥ and thus actively produce the site as a space of home. Tony
Chapman (2001) offers a compelling engagement with theoideame, stating that
Aéhome Iis conceptualized i n the easfybodyr act,
and that views of this O0placeb6 affect soci
thereisno pl ace | i ke 6homett ibtex amsmompyoph e icroan
The myth of home, then, functions well within the geography of cyberspace which,
evoking Michael Benedi kt {ugdortéritdy]of nBthi€alb ) , e x
figures, symbol s, r uloreBuntand&obynMulDowliege 6 ( 30) .
(2006) woul d h awmtial imaginafy & setokvariakde ideds ans  a
feelings, which are related to context, and which construct places, extend across and
connect MHonedemsiruce® Wwhether onaff-line, through various stages:

as an intimately known location, through types of relationships held or desired, through

®“Examplesohow users described R3 as home include that f
(Lee) or because fiit makes me feel welcomedd (Benfo
where everyone will accept you and respect you and stufflike thdt Sk or up s ki 2010) or ev
which we al/l go to everyday to interacto (MikeV 201
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the perception of how others experience it
identity, o providsogi db peitmacénove aprdse&eo

11)%°

3.1. Location: The Placing of R3

As emphasized in the first chapter of this thesis, users of R3 primarily tune in from work,
describing it in terms simil af 20lloogSt ephRam
post: fARadi o 3 is what makes my job tolera
(Lawrence 2011b) . ci nni elx@réndlyligerin@af i | e page
ridiculously small town with very little taste in good music, so CBC3 is my escape!
Camdi an music is my passi oné an btp:radioxce/l as t
#lprofile/cinnie23. These articul ations suggest that R
heartless worldo (Lasch 1977) or of #fAhome

Ahomeodo that provides the type of senti ment

3t

electronic heartho of radio (Naughton 200
on the wor | (Bpigel2001) 28 deruryiteshinalogies have aided i

blurring the boundaries of public and private and therefore of reconstituting both how the
houseash ome f unctions and where Ahomed i S SoOuUC
have allowed corporatization within the physisphceof home (Tiziana 2004) osto0

has the myth of home been capitalized on by corporations and organizations seeking

% Although this chapter focuses on home as a concept applied to a particular sense of space and
connection, the wuse of fih donghips wasonotdrdysised by R3erstohe <c | os e

identify the space and Afamilyodo of the bl-og, but wa
dwel lings to underline the closeness of their conne
myhouse key to, that | havenét meté[l dd say] Acome o
of hourso (Gordon September ZO0hO0p. coominuhyery ssateadr
important to me.The friends I've madeand are maki g . People | invite into my h
me into theirso (Lawrence 2011b) .
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profit and/or participation. Laura Hammond (2006) understands home as

the conceptual and affective space in which community, identity, and political and

cultural memilership intersect. In this sense, home is a variable term, one that can
be transformed, newly invented, and developed in relation to circumstances in
which people find themselves or choose to place themselves. (quoted in Blunt and
Dowling, 228)

Howdomemker s and staff fAplaced R3? How does t
of nha place we know intimatelyo (Chapman 1
i ssues with considering the site as a plac
Bode located R3 by defining itintermsiot s si ngul ar f ocus: A Wh
go to get solely 100% Canadian content? NoO
(2009) states that, fAwherever it | ocates vy
the place youdr e i rhereybuaresapdealkysu sonethihghateouth e a r
what i1t means to |ive thereo (186). R3 as
first and foremost factor that defines the borders of its space and pronounces the site as
Ahome. 0 Bode manntgaemesistbofatt hdeconnecti vi:
presentation of Canadian music i s because
|l ove and passiono (Bode November 2010) . I n
advocate for everything thatgoesoon ( Lawr ence June 2010) and
ot hers) stated that she is Ain |l oved with
2010). Gay further distinguished both the experiences of working and of listening to R3
from her experiencesincommeicia r adi o, where she described
prioritiesod such as selling advertising, s
of music and Atrusting [only] a few peopl e

which woul d meNovtemker206l0)si co ( G
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Not only is the space of R3 distinguished from commercial radio, but also from
other music blogs, including other indie music blogs. Pratt describes Lawrence attending

a music conference (AM for Montreal 0) at w

a bunch of music blgs were talking about how they were probably going to take

commenting down off of the site because it just turns into this nasty fighting
everywhere. And Grant got wup and sai d, 6uh, we
have that on aurdisoi tsehéolw caannd dgeeta 400 comment s i
bunch of people were blown awayéand then a bun
owel |, thatdés ridiculous, ités because you hav
anything critical on your websitefre opl e t o argue about. 6 And that
(Pratt November 2010)

As opposed to other music blogs that present reviews of music (eg. Pitchfork, Exclaim,

etc.) and therefore have the potential of
commentaron artists i s always one of support
you anything, weodre asking you thingso (Ga

shows and site content exposes hierarchies of artistic support, the live shows themselves
revolvemore around conversation topics and blog discussion. In this way, not only do the
users of R3 feel an intimate connection with the shows they participate in, but the site
itself represents a retreat from the negativity generated by critical music press.

R3 is Aplacedo as a safe space for wusers
Canadian independent artists and by the uniqueness ofdédled positive interactivity.
The agency gi ven ifrondecslirgrdsedtions forrsitdesign, pat i on
construction of shows and ideas for playlisencourages the investment that users have
in the production of the R3 space. The il
none xi stento (Lawrence Novemlsaspacd2 & gafefyforact u al
only some. That is, as Leonardo and Porter
narcissism that designates safety for individuals in already dominant positions of power,

which is not safe at all but perpetuates a systemitrelan of vi ol enceodo (15
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to suggest merely a demographic f aforl ure on
granted principles of benevolent or even c

works against themselves by reaffirmingealdy established systems of power.

The fAhomed of R3 is furthermore not as n
it is actually still work. Skorupski state
people usually think [that 1] work for Rad® , and itdés |ike, no, no,

November 2010). But not only are R3 users participdtimm work, protests aside, they
are also doing work for R3. As Gay remarke
genuinely want to know their answershexet hat 6 s cont e@nt( Glaggr your
November 2010, my emphasis). The fiour 1inpu
MTV) has some corollary effects: asedndr e]j
production to informatiorage creativity neegdto take into account not just the fact that
productive resources are in the hands of consumers, but also that the means of
communication and distribution anetd ( 9 7 ) .

Insofar as R3 functions as a space of home within a networked public, it has the
capz ity to generate what Andrejevic (2011)
and communicationo (89) or, drawing on M.
are not nor mal | yiinrother wayds, ithe kinds ohastivitie svimvedkind
defining and fixing cultural and artistic standards, fashions, tastes, consumer norms, and,
more strategically, public opiniondo (quote
and Ai mmaterial 0 | abour do ylekethwiththehkmmdsus er s

of commercial gains that Andrejevic associates with Facebook and Myspace, the data

produced by the network is still imbued in the production of social space, in particular
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around independent Canadian music. On one hand, this lisbguite directly providing

profit to the creative expression of the artists who make the music that is shared and
consumed through the site. But as Lovink a
perversity of social networks: however radical they meythey will always be data

mi ned. They are designed to be exploitedo
maintain that they do not use demographics or other information gleaned from user data

to make decisions on the site, the networks of assacittat span outward from the R3

site still hold quantifiable data. R3, then, is the home location for not only independent
Canadian music and the people that gravitate towards this music, but also for the data that

represents them.

3.2. Relationshipand Fandom

OntheJune?y 2011 blog, mj2kl commented that, 0
FAMILY [si i s here. Mama Radiohead. Big Papa E
Benoit?0 In an interview for this thesis,

ucl e, and additionally described the relat

a space for them to talk and they take tho
(Bode November 2010). cinnie23 also underlined the linkage between fandahe and
relationships on the site, remarking that,
brought us together and thatodés whatds goin
As Simon Frith (1988) put it, mdflplacihgxperi e
in responding to a song, we are drawn, haphazardly, into affective and emotional

alliances with the performers and with the
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R3 site facilitates these alliances, what is the nature of thesedaddhips, and how do
they aid in constituting a space of home? Further, if, as Chapman and Hockey state
(1999), #dAit i1 s our response to the actual
people conceptualise the i dmatyofR3danse, 0 what
enable a solidification of a home ideal? This section takes a closer look at the connection
between fandom and the relationships of the blog community, particularly exposing some
of the problematics of this overlay.

Il n her arAltl en fihedFamily: Il ntersectio
Patricia Hill Collins (1998) remarks on the invocation of family to define social
organi zations and hierarchies. She states
lies in its duafunction as an ideological construction and as a fundamental principle of
social organizationo (63). The trope of th
social and political aggregations to demonstrate kinship and create organization for
membeship in these communities. Paul Gilroy (1993) has provided key insights into this
issue in identifying that, for example, a
communities may rely on traditional ideas of the family in order to separate themsel
from an fAother. o Responses to the family t
agreement with his perception of R3 as family and included such responses as naming
mj 2 k 1 q-¢rdcleng misfisbeotherd§cy who we have to | ove, r
(loweeda) and Benoit from Ottawa agreeing th
or yea even uncle, of which there usually seems to be one in every family. You know the
one. Life 006 the party. Lampshade ®&3%d good

not only does the invocation of Afamilyo h
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the family that mj2k1 refers to helps to clarify, not only who is a part of the R3 family,
but also that the hierarchy is perceived through hegemonic notiomes faiily.

Users who participate regularly on the R3 blog describe themselves not only as fans
of Canadian independent music, but also fans of R3 itself. Drawing on Jenkins (2010),
people tend to move between fan experieiic@sce you become a fan, yant to
belong to a | arger Afano community. Al most
having been music farisnot necessarily of independent Canadian music in particular
prior to finding R3, but that R3 provided new impetus and new stimulfdidhis
fandom. As Baym (2007) argues, online fandom has created new types and intensities of
interpersonal relationships between fans as well as between fans and artists. This is
certainly the case for R3, where fans describe the intimacy provoketdingibands,
hosting house concerts, helping with artist promotion and participation in other modes of
support for artists. As Russ Gordon, who hosts many R3 artists who come through
Detroit, explained, Ato haveowa whole pl ayl
personally?...thatoés where the Ohomed come
relationships are, thus, facilitated through the blog, R3 profiles and the networked public
in which R3 is the central node. The comfort level between fans and artifenis o
triggered by feelings of equilateral respect on blog discussions. For instance, though
profile pages are different for artists than for other members, on blog comments
usernames and artist names will show up in the same way, lending to a blurring of

distinctions between fans and artists. This scenario, as well as the ease in uploading
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music to the site and support for emerging artists, also lends itself to fans becoming
artists and vice versA.

One contentious issue that has been raised surroundshectivity fostered
through the reading of user comments on the live programs. Some users, like EricR, feel

that the readi-aigr ®fi < owmmealt st diotnhe connect.i

| think that hearing our inptit [sic] from the blog, twiter, eMail, etci [sic] does

help make it feel like we're all actually part of the Radio3 communig're not

just blindly posting on a Canadian Indie forum somewhere and just all happen to
listen to the same radio stationt's that feedback loop thdtelps make this
community what it is (for me). (Lawrence 2011a)

Ot hers, |ike TheRadi oHead for instance, fe
pr of e s sThink hegdndstkge thrill of hearing your comment on the air, it is bigger
thantha# 0 (Lawrence 2011a). The debate here ce
refers to as a struggle for fipossession of
2002).
Although agreeing with TheRadioHead that the blog atmosphere has transformed to

focusmor e on inside jokes and to be Al ess abo
than when she began using R3 in 2007, Jakobsen admits that this type of insularity

contributes to a uniformity that helps est

February2 01 1) . l an Maxwel | (2002) writes about
systems of insider/outsiders wherein Athe
of knowledge (Maxwell even goes so far as
knowl edges not available to insiderso (110

% Examples are many, but include: themountainsandthetrees, a solo artist from Corner Brook

Newfoundland, who shows up as a participant on the blog enough that hisaadistp begi ns wi th Ay
thatThe Mountain and the Treesd; saskatchewansounds w
performing under the name Jeans Boots and becomingpdal&d artist; and calculust from Victoria, who

started playing in a barafter building up the confidence from the support of the R3 blog community.
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Awi th any community (virtual or otherwise)
de facto limits on who feels free to speak, what subjects people are willirsgtss and
whatsortofod i st behaviour i s deemed appropriate

I n addition to TheRadi oHead and Jakobsen
standards of musical expertise, other users expressed additional ways that the R3

community closes itself ir.ee spoke about consistently wondering,

what is it about Radio 3 and in particular, Canadian independent music that seems

to draw a specific kind of crowd, a specific kind of economic class, of race, of
ethnicity, and so on, othérparts o theepppulaton seem t o dr
within Canada, even within Vancouver, which is so diverse in terms of the people

that live here (Lee November 2010)?

According to many (primarily white) R3 bloggers and staff, race either does not exist or
exists limitlesshon t he R3 site. One blogger explain
fact that anybody can put up a band pageéy
June 2010) implying that not only is the democratic ideal of equal access manifested on
the R3 sitebut that it guarantees a balanced and boundless representation of races. This
simultaneously casts race as a symbolic commodity, complete with exchange value (the
Acolalldcot mentality), as well as blindly mov
deste that inform whether or not bands choose to upload their music to the Fasie.
does matter online, &%et h Kol ko et al . (2000) puts it,
spend time online are already shaped by the ways in which race matters afiitirvee
candét help but bring our own knowl edge, ex
onobh). 4

The attitude that race does not exist on the site is exemplified by the claim of one
of R36s key musiiovepdPr e@ mamme r icti lrhe g Isluyr es e ew

col our ordo anwatchAirmrghéur November 2010). Thi s
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it reveal what Leonar d-careaanstbn d?antiatisenyan ( 201 0)
i nsurance against o6l ooking rowR3upholdso (141) .
various aspects of the CBC broadcasting act, most users responded enthusiastically that it
certainly fAreflects the multicultural and
would then list artists who are explicitly not white, countingnthoff on one hand. In

addition, theyincluding music programmer Mark MacArthwpuld point to the Ab
Originals Podlatch as an example of R30s m
programmer Mark MacArthur).

There are many problems with this invocatadihe AbOr i gi nal s A Podl af
(podcast). First of all, it is not produced atR8nd t herefore any cl aim
voido is not the wor k o-DrigiRé3s Padtatahf bégan, tBeeec o n d |
has been a marked absence from the maistiRa&ms of many Aboriginal artists who had
previously been played there (ie. Kinnie Starr, Eekwol). When asked whether he or any
of the other R3 music programmers use theGXlginals podlatch to find music for the
main R3 streams, MacArthur responded thay do not. Finally, none of the users that |
interviewed |isten to the fApodlatch. o0 AAboO
managed by the ABriginals staff, kept separate from other genres and distinct from the
streams of thenteGanad? d&n ndepienndod

There is an overt denial of fAwhitenesso
dominance in that space. As Richard Dyer (1997) claims in his seminaMWotg i a s

long as race is something only applied to-mdnte peoplesas long as white people are

" The AbOriginals Podlatch is produced by Kim Ziervoegal at CBC Manitoba and hosted on the R3 site.

It is the first completely Aboriginally staffed CBC production.

8 Fora morean-depth analysis of the ABriginals podlatch and its relation to both the CBC and the R3

site, see my (unpublished) paper fi&oliogniinzailnsg 0QPyobdel ras
presented at the annual meeting of IASElsinada in MontreahiJune 2011.
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not racially seen and named, they/ we funct
these attitudes in relation to the R3 family, then, means that the safety and comfort of the

space is skewed, or in Leonard and Porter (ZDX) wor d s, Athe term 0O6se
mi snomer because it often means that white

As user Campbell said of R3,

I donot really think it needs to [reflect th
Can ad a ¢ all vewalifierent people, we all have different music tastes. And so
they play to that already, but | dondt think

is just good music, right? (Campbell June 2010)

I n the words of Car oeryol&jashificatidn thit gebsisedfor A Thi s
any medium in which white people want to p
Not only does Lee claim that the disparities of acceptance on the blog may be more
clear to her given uhapesbeni sativthees hblwvs
and Athe only person without blue eyeso in
but her concern also rests with the values
acceptable and encouraged forpeeple 0 ar e | ooking for this ki
November 2010). A clear example of this, both Lee and cinnie23 expressed that they are
at | east somewhat #Ain the closeto about th

stated that,

émost ofpltthd hmego |l 6ve met éwhen | l ook at their
them are atheistsél havendédt found anyone who:
all é |I'f theredbs a chance for me to bring it wu
goingtogoonthereandpedh t o0 everyone because then theyd¢
me completelyé (cinnie23 August 2010)

While it is not surprising for religion to be dlifnits in a secular media space, especially
within the history of broadcasting in Canada (Fortner 2005; MacLellaf;2/ipond

1992), this brings about questions of what other aspects of self are held back by users on

% personal communication, December 8, 2010.
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the blog in a (likely unconscious) effort to maintain the collective status of otherness
(Hibbet 2006).

Furthermore, contrary to indicating an openrbss is assumed by the absence of
religion, the environment of R3 reflects a connection to the rituals of indie music. As
Wendy Fonarow (2006) points outkimpire of Dirt: The Aesthetics and Rituals of
British IndieMusic fAi n t hi s e cooalsector [of indienntusid] thasis i t ut i
considered to be wholly secular, one finds a community shaped by metaphysical concerns
regarding authority, exploitationmheseand t he
are the concerns doatt bat |[inkrer e naLeedasf woi
indicate whether you fit as an insider or an outsider within the content that is posted on
Radio 3 itselfod (Lee November 2010). | f a
Aprovi des a soeptltei nfge eiln swehciucche ppend centred, O
across social divisions such as gender, cl

presides over usersod6 sense of home on R3 i

3.3. AWho Knows About ¢®RergeptionsbffOthérs wi t h Rad
R3 users are drawn to talk about R3 to oth
musico in order to promote the music playe
explaining the intimacy of their connection to the site. Manysusemmented in
interviews that it i s Avery hard to expl ai
closeness formed through the site and that they either fear or have experienced people

thinking that dAités really walytaldi@opimar hang

“Lawrencebs 2D0®e show was named fiLive on CBC Radi o 3
About Your Affair Wi th Radi o 3 20CBCRadio®Triviet r adi 03. cbc
Tueslay-andWho-Knows-AboutYour-Affair -With-Radic-3).
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and you go to concerts with them now and i
(Campbell June 2010¥.
Users are especially careful to withhold their level of involvement with R3 from
their workplaces (often due to fear of reprimém their employers). The majority of
internet users create or enhance relationships online (See: boyd; Goodings et al.; Ito;
Parks), but safety concerns continue to arise when online friendships transition to offline

interactions. For users who make ttnemsition, whether the source of friendship is a site

l i ke War Craft or Second Life, or whether i
navigateo (Lee November 2010). I n an effor
relationships thatR3etsol d wi t h each other offl-ine can
buddi esd and other generally accepted soci
the whole thing with online datingéif you
mattertmat you were dating online. o0 Explaining
these friendships does not, according to h
are my friendso (Lee November 2010). The p

articdations of their online community to others reveals an important stabilization of the
idea of Ahomeod on the site, as it reflects
private, whether out of fear of judgment, expectations of misunderstandingoder to
defend the borders of intimacy.

Chapman and Hockey (1999) state that the
the nineteenth century afforded the possibility of retreat from public view, and a place for

the exercise of private dreams and$asti es, per sonal foibles and

" Tactics used varied between those who were of the opinion that online dating was weird and those who
didnodt .
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addition to previously mentioned tagdi cati o
escape, 0 as cinnie23 explained, fAwedre at

bl ogél woul d b anni¢28 August\?010).Hnoother wards,dR3 functions

as a reference point for userso6 daily Ilive
she discusses blog relationshipsloff ne, stating that Al try, Db
gotten to the pointwear e i t 6s just not worth ito (cinni
Ai't sounds weird, I|ike, Othese are my onl.
musi c on R3 every chance he gets, stating

interestd i s when [1] talk about how much music
Clearly, there are two tiers of how R3 is

i ndependent Canadian music, 0 which is art:.i

t he R3 dnfhabiog, wlyiah is articulated in private terms or only talked about
privately. As Blunt and Dowling (2006) put
intersecting spheres, constituted through
[1978]; Irigaray 1992)?

A separation of public and private spheres associates well with the hegemonic
notions of family that are used to describ
separate sphereso has | ong serveakhiesmofbour ge

class, racial and sexual privileges (Irigaray 1992; Spigel 2001, 5). As Spigel (2001)

clarifies, Anéthe division of spheres is a
organi zing social space, rathe®).Thdhan a res
separation between the publicly talked abo

"20f course, all of the activity of the R3 community, whether on the R3 blog or through Spislicly
accessible. Therefore, in this circumstance, the fp
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the privately talked about Ahome of the R3
social space of R3.

The dideal homed as c dthesptivateé spheedf RBY t he R
involves a sense of protectidmom-evil described in chaptertwot hat t he fAcr eep
is very |l ow in comparison with Ausual 0 enc
described, dAif ther e iodonair. Andthatkindoffixea bul | vy
itéor they do it themsel ves. Li ke someone

(Lawrence August 2010), Lee showed the other side of this type of control, stating that,

within the shows if someone posted agotmmment, even something as benign as

6stop talking and play more music,d you w
go, 6who the hell are you, stop it,d6 or
definitely a regulating effect, a mob mentalitye@.November 2010)

d
n

oul
6do

As Ahmed (2000) remarks, fAthe good citizen
suspect, who watches out for departures from ordinary life in the imagined space of the

nei ghbourhoododo (26), and morhemedqHeawvortht i cal | vy

1999). Further, as Chapman and Hockey (1999) explain,

However determinedly we police the boundari e
difficult to ignore or exclude the possibility of incursions into that
spaceéHowever mu ¢ h keepifigoareas ofwoer privatepspacel i n

from the public gaze, we cannot easily stop ourselves from imagining how
6outsidersd might perceive us if they gained

R3 users do not mind exposing their music fandom, but ack more reticent to have

their personal relationships on the blog displayed tebiog users. Further, the self

regulation that occurs on the blog maintains that users or listeners who might perceive the
relationships to be fAweirdo are kept fout s

Despite the fiweirdnesso of communicating

peopl ebs gener al relationship to the CBC g
éwhat Radi o 3 haséthat not a |l ot of ot her o
theyodre] part tofofCBQé&t wWatrdacmpdrmar from gr owi ng
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t hat people know and understandéso when | 6m
saying these are music friends | make on a website, | may get a crooked eyebrow.

But when [ 1] say t ha sudder itstarts@Bnake Bease too 3 é al | of
them. (tb3 September 2010)

This fAmaking senseo6o that occurs in reactio
knowledge of what values the CBC reflects. What, then, are the values that the R3

community sculpts it§earound?

3.4. Collective Cultural Experience
As the previous sections have outlined, the development of a sense of home on R3
is closely attached to processes of placing (in this case through music), relationships (in

this case through fandom) and thgbudeas of how others might perceive (or dismiss)

this Ahome. 0 I n order for users to negoti a
feel the security that this Ahomeo provide
experience. As Chapman (20@ut s it, fAeven i f people do n
know the rules and generally act according

of convention is produced through both family structures and how these family structures
are more broadly imkmed by organizations and governing bodies (Wbais Althusser

(1971) calls the fAldeol ogi cal State Appara

greatly informs usersd6 concepts of shared
éyou know, i t Otr® logodsnhniyr,t sa,| Ih utghee wiet h our audi el
a | ot of our audience grew up onéiconic [CB
|l i stened to CBC Radi o, it was just on al/l t he

where Radio 3 isheir CBC and it speaks to e&m in their voice, in their place on
the internet or on social networks or those sorts of things, where [it] gives them the
same sense of Canadian communityé (Pratt Nove

There are two consistently agregpon distinctions of how the CBC contribs to a

sense of collectivity on the R3 site: that it is Canadian and not American, and that it is
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able to be committed to primarily independent rather than mainstream music because it is
publicly rather than commercially funded. A general perceptidmaisthe R3 site is a
concentration of the values that come out of these distinctions. This section draws on two
particular examples from the R3 site to highlight how the values attributed to the CBC by
R3 users are defended in order to maintain a percenlégttive cultural experience on

the site: the discussion around keeping R3 100% Canadian and the invocation of the band
Nickelback as symbolic of the musical borders of R3.

TheRadi oHead il lustrated a common sent.
what we need to keep in order to not be tot
(TheRadioHead June 2010). Preferences for Canadian music over American music are
often expressed on the blog, as is the ide
But the mosheated and referenced moment in R3 blog history as it pertains to Canadian
content happened when the staff asked the blog community whether R3 should start
including 1015% international contefitin its web radio programming. This question
arose in thedrm of a poll on June"™52009, when the R3 satellite programminghich
had contained this small percentage of international niuses to be amalgamated with
their online servicé which up until that point had been 100% Canadian. The response
was ovewhelmingly in favour of having both satellite and online feeds become or remain
fully Canadian. As user Rudlevethiesitemstause ed on
it's a place for me to feel at home. It's my favourite for the-€@emnnot Eic| stuff | [can]
hear ot hARs BPad alces2Z iowerdid wimtrthe audiencefivanted even

though we didndét necessarily want to do th

“I't was noted on the blog that Ainternational o coul
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(Paolozzi November 2010). moniski spoke of this moment in regards to how R3 helps

form a Canadian consciousness, saying that

éyou know, there was that whole thing | ast y
maybe playing American music and everyone just really really contested that and

really really didnét wa n treally lpravied how happen. S
i mportant it was to everyoneods Canadian i dert

themé (Skorupsk® November 2010)

The commitment to Canadian music on R3 has a further stipulation that is near and
dear to users that of independent music imgicular. When asked to define what this is
beyond the classic definitions of°uselssi gned
were at a loss. But an explicit way in which the music on the site is defined is by the
negation of artists who are apg despised and rejected, with the Canadian band
Nickelback most often invokeaisa symbol of this border. Indeed, on the same blog post
that debated the inclusion of n@anadian music, the first comment (by user Silvorgold)
remar ked t hathafiAltlhelr eh onpoen 6its be a day where
asking AShoul d Ni ck’®leb apclka yaendd oAnv rRald i Loa v3i?2gon

up multiple times in my interviews (without my provocatiéh¥,he use of Nickelback to

" For an indepth analysis of Canadian content regulations in thélicting context of commercial

broadcasters and online music consumption, see Henderson 2008.

“The use of the word Aindependento on the site to i
the heavy rotation of bands such as Feist, ArcadeaRuleMetric, all or whom are signed to major labels.
Furthermore, the use of the word as an indication o
the site includes substantial Hipp, electronic, folk and other types of music collections.

8 Avril Lavigne seems to be a close second to Nickelback in terms of bands invoked to define what R3

doesnop | avy. I n addition to Fetterleybds study, it woul
examination of the representation of these two banttsnathe Canadian independent music (a scene that

they seemingly help to define.)

"Examples of R3 userso6 and staffoés rejection of Nic
on R3 ar e finotsida sasc opnenoeprl cei ab3 tkyemdingdhlate | bac k, 0 t

ANi ckel backénothing about them says to me that they

than say, a rock band from L.A. would bed and Jones
internationalll wcdee It lomdds r@anadi anodo (Jones Octobe
|l ot of these people get into this music, which isnb

be Nickelback or whatever, and they get into this independent Ganadimusi ¢ and they real/l
More examples of the negation of Nickelback on the R3 blog itself include: Novenie2®®, comment

on Jay Fergusonb6s fiGadzooks, My Little Shakespearel!
Nickelback plag, God kills Llamagi] . © AW g201@, comment on Lana Gayds,
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clarify the eatvglgesis reither R&@dem omuonscent choice, as
Nickelback in particular is a band fraught with debates about authenticity. As Leanne
Fetterley (forthcoming) proposes in her artiGléd e y , Hey, I Wanna Be a
Nickelback, Sincerity, and Authentc i t y, 0 fidespite Nickel backd
and soaring record sales worl dwideéthe gro
negative critical reception in the music p
musical climate chargerized by hierarchies of value that include attachments to
authenticity and irony, Ni ckedlback , mdmesmct $
(Moser, quoted in Fetterley, my emphasis)
provides the perfedarget for establishing spaces that are dedicated to what is seen to
represent the bandds opposite, or more spe
What both of the above examples demonstrate are a clarification for users of what
the cultural identity of tb R3 site represents. In order to feel bound together enough to
feel Afat homed on the site, a shared ident
this is done through establishing allegiance to the perceived values of Canadian identity
and indepedent music. The meeting of these two ideologies on the site inform the
devotion and allegiance that R3 users have for thé siteollective cultural experience
t hat Chapman (2001) describes as the part
permanencand securityo (144).
But while an attachment to the values of Canadianism and a rejection of

Nickelbackit hat i s, A ma marlsthersieeedrideologyos R3¢cthis ideal

Summer of Lust! Sex & Comedy! 0: by wuselike Benoit fron
Nickel bac'k. 80A0g. D&8ve Shumka wr i tRosettaband Fashisn bl og po's
FightClubi Gui | ty by Aslhavea paitof songlasses that Itrealfy loved until | realized that

Chad Kroeger [l ead singer of Nickelback] has a si mi
more: http://radio3.cbc.ca/#/blogs/archives.aspx
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contains a great deal of complications. While the CBC is committed tolediig to a
ACanadiani sation of the webo (O6Neill 2006
its competitors. For instance, while the privacy agreement that members of R3 agree to
(Aapplicable to all CBC we bmiiohthati®) pr of ess
voluntarily provided by the user, o it also
of user behaviour and charact erpersohal cso as
i nformation and dat ao t hrtoeu gtho fitcroaockki e[sa ]0 bm
movement through t he ®kcawreree Lessig(199% eéescebesal s es
this type of user agreement as one of cybe

situation he describes on Amazon.com is not dissimilar to R3:

When you first purchase a book from Amazon.com and establish an

account éAmazon.comds server pl aces an entry
return to the site, your browser sends the cookie along with the request for the site;

the server can then set youefarences according to your account. (34)

While the CBC might argue that it is not explicitly selling anything to the R3 members

that agree to their privacy policy, there is more than a parallel to Amazon.com. As
Andrejevic (2011)ponmuebus pradtiction éf communifyrsecialitya nd s
and shared contexts and understandings remains both autonomous in principle from
capital and captured in practice by i1ito (9
onthe R3 siteisnota suggestibnat user s are any more Adupeo:d
somewhere else online. In fact, exploitation by online data mining practices does not
necessarily mean coercion or victimization but wdrésauseofi s er s 6 desi res f
interactive participation (Andrejevic 200 MWhat users find on R3 are the same ideals

t hat Facebook and Myspace wuse tocommact ket t h

"See the CBC Radio 3 fiNew Member Sign Upod page at h
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andsharewi t h t he pe d¥{Img iemphaMyspah liLE és @ leading
sccial entertainment destinatiqmowered by th@assionof fanso™ Such sites are
creating a social space that allows companies to capitalize on the interactions and
connections between users. R3 feeds into this a cohesive community of independent
Canadiammusic lovers.

The demarcation that this Afamily of
same rules that indieck authority has in other places on the web. As Hibbett (2006)
explains, #fAit would be too si mptedeanthteo des
mar ket pl ace and acting on individuals or
the elitism of indie ficredd has been hig
authority gained by finding an unreleased album in a record sttine social capital of
finding an unreleased single submerged within the masses of online music services, indie
fans Astrive for a possession of soci al
seclusionof R3t hat i s, t he pserveseagers With readygaflie A h o me 0
symbolic power within a boisterous market of indie music. While | do not reject the
meanings that R3 users derive from their R3 home, nor do | deny that the music library
found on the site provides truly impressive accessatma@ian music, the R3 site must be
viewed as a partnérnot an alternativé to commercial culture online.

CONCLUSION

The work that has been presented here helps clarify how R3, in establishing a
convergence of interactivity on its CB&anded site, hastuated itself, and been situated

by its users, as a uniqgue demonstration of radio cyberspace. This manifestation of

My emphasis.
8 My emphasis. See http://www.facebook.com and httpaivmyspace.com/signup.
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Canadian public radio in the niche market era of new media has led to users creating a
distinctly intimae community with this intimacy &ieringdedicated and exclusive
attachments. Shifting notions of public and private space inform the definition of this
community, with problematic results in terms of the ideological certainty users have in
regards to the CBC, Canadian music, indie masdt each other. Furthermore, as R3
members use commercial sites to solidify their relationships with each other, the resultant
community has implications that challenge the idea of public media. The existence of
radio without terrestrial airwaves is empizasl by the social history and present of radio

in cyberspace. While this thesis has sought to convey how the users of R3 have clarified
this evolution, there are many questions left to be considered.

As explored in the first chapter, there has thus éanHittle clarification on what
constitutes fiweb radioo or Ainternet radio
interactions and use on the R3 site is that it is possible to create more definition for how
these words are used, particularlywheh e vari ous forms of Aonli
of as part of a broader category of Aradio
evolution of the uses, impacts and meanings of radio rather than focusing merely on the
changes in technological praction and distribution.

In examining how R3 may function as an online music community within the
context of current forms of entertainment and socialization, | have indicated that such
SNSmediated sites must take this dispersal into account in congeivinc o mmuni t y. 0
Furthermore, | have shown how, despite R30
context of online data collection, the development of such communities of users aids in

digital marketing strategies and reinforces a commeremdyivated cyberspace.
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The final chapterodés analysis of how user
two by examining how the connective tissue of the R3 community is solidified. That is,
users paradoxically use the language of family and sanctuary tosdistatsonships that
are formed in what is both funded and displayed as public. The safety and security that is

felt on the blog is limited by who feels safe and secure, which in turn limits who

=]

participates in the core fandom of R3. The limitationsaadscur es of t he R3
however, create a alluring space for the exchange of symbolic indie music value (and
values). The R3 home, then, builds a cohesive family of consumers that functions well
with the indie music marketplace.

What | have presented legthowever, is only an initial experimentation with these
concepts, limited both by the scope of the research as well as by the use of only one
particular site to explore these issues. Although | have established that R3 is impacted as
part of a public raid institution within a cyberspace dominated by corporate interests,
there are many more dynamics to be explored about the relationship between radio
cyberspace and commercial, community and pirate radio. More work needs to be done in
orderto clarifythéir adi o present o as associated with
listeners and users interact socially with contemporary forms of radio. Important
guestions to ask are: What are the differences in instances of radio cyberspace that
originate from an orgampation with a history of radio broadcasting (like the CBC) and
those that have started within the online sphere (like iTunes)? How does the proliferation
of mobile technologies affect the everyday uses of radio cyberspace and how does this
af fecteruseptsibomps of Aradi o?0 How does radic

or perceived relationships between public, commercial, community and pirate radio?
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With the release of thEveryone, Every Wagylan, the CBC has committed to an
even bigger increase its digital media offerings than has been seen in the last decade
(throughout which they held many #Afirstso
online television viewing, etg.)Part of theEveryone, Every Wagylan is to create similar
oninecommuni ties as the R3 community for ot he
Electronicd is in the beginning stages of
to investigate audience interests and to start disseminating Canadian electronic music
contenf'land ACBC Classicalo is in thé*Thus,acess
much more irdepth analysis needs to be made of how commercial SNS are used in the
development of connections for public, community and private medietsutl
Furthermorehow does the fosterimpf figenre communi ti eso cr eal
audiences and at the same time nurture mus
At the same time as requesting more critique of the CBC and its new media
strategies, lam strucklay gr ave concern for the safety o
model. That is, while a reliance on the CBC as the only major Canadian media source
outside of commercial options is problematic, the option has proven important for
genuine support of arts, cufe and political dialogue in Canada. With the current
Conservative government likely to steadily decrease funding for the CBC (as well as
actively support other news models, such as Sun News Né&fyariany of the media
choices that the CBC is making wahsure more continuity of delivery. For instance, as
part of theEveryone, EveryWgyl an, t he CBC intends on fbei

presence in all served markets wusing a mul

81 See the CBC Electronic facebook page at http://www.facebook.com/CBCElectronic.
8 See the CBC job search page at http://www.chc.radimda.ca/jobs/current.shtml.
8 See the Sun News Network website at http://www.sunnewsnetwbrk.ca
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increase regional and rural pe:ce with less infrastructure and less staff without an
increase in funds by maximizing on their sophisticated online presence. Further, the
aforementioned usage of outside sites (such as Facebook and Twitter) by the CBC is a
strategy that enables cesw/ings on their part.

However, if R3 has been a testing ground
initiatives, including (but not limited to) music streaming, online community creation,
usercreated interfaces, online contests, and live programming distoftehed online,
how will the problems with the R3 model, namely the entrance of this public media into
the commercial spaces of SNS, be addressed
presence? For instance, as Bweryone, Every Wagylan encourages one narrow
casting and niche appeal (CBC 2010 #)at is, if listeners and users experience the rest
of the CBC in as private of terms as they do withi R®w will this impact the
Apublicnesso of public radio iesentGanada? | f

Acommons, 06 what of Andrejevicds (2011) fea

with data retrieval for mar ket i nterests |
encl osure of the commons of soci al |l i fe?o0
As Chapman (2001) has pointecut , A ét he study of O6homeo

because of the difficulties of defining its boundaries, its organizational type, its physical
features, i1its participants and their exper
in order to expose ghcomplexities of creating particular types of spaces and the desire to

do so. I n the case of R3, AThe Home of 1| nd
which the music, as well as the members, find a home on the site helps to clarify the

need, perceivedr otherwise, for such a site.
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