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The roll of the audience/listener within a musical performance by David A. Griffiths 

To comprehend the question at hand, understanding what an audience is. In order to do this, it is possible to explore listening modes such as those set by Michel Chion. Theories of active and passive as well as what their rolls is needs to be established.
An audience is a gathering of people or a group of individuals viewed as a collective who are passively participating in an activity whose primary purpose is to receive information and knowledge (Rosen, 2006). It is noted that an audience can be comprised of many individuals who have different levels of knowledge of the subject at hand, and everyone has different wishes and expectations of what might be presented to them (Zimmerman & Bauer, 1956). Due to a range of individuals who are different to one another, the way that people will perceive the information conveyed to them will be different and from this, different opinions and ideas arise from the same information (DeGeer, 2003).Because individuals perceive music differently to other individuals, the concept of perception needs establishing to help understand why a music performance is perceived the way it is. Also needs establishing is how individuals form opinions on a performance and what forms these opinions.
The effects of music on the mind has been researched and greatly investigated for its remedial attributes upon the human psyche (Nurs., 1998). The effects upon an individual can also be applied to a large multitude of individuals (Hatton, et al., 2004) (Obert, 1997).  Studies suggest the reasoning behind the therapeutic properties of music upon an individual potentially originates from the association to emotive triggers within the music or recall of Images and past experiences that have associations with music (Dementia and Geriatric Cognitive Disorders Association , 2009). 
How a performance is Feeds into the opinion of that individual to further understand how an individual forms an opinion, the understanding of what it is to listen needs to be investigated. Michel Chion (2013) identified that listening modes could be categorised under three types: Casual, Semantic and Reduced Listening. (Chion, 2009) Casual Listening requires the individual to listen with the purpose of getting more information about the sound source, when a listener cannot see the source; they must make assumptions of what it is based on the sound they hear. Within the context of music specifically, an individual can assume upon listening to a sound, the instrument being used, despite no evidence of such. (Chion, 2009) (Collins & Escrivan, n.d.)While causal listening is the most common type, it is also to come extent the least reliable as it is based upon assumptions, it can be influenced easily and misleading. Sematic listening is a way to explain how people can encode and decode information within sound. Sound that contains information with it for example; language, Morse code, a fire alarm, a school bell, etc. (Chion, 2009) (Truax, 2001) (Collins & Escrivan, n.d.) Reduced listening is when listening to the attributes to a sound rather than the source of the sound or the meaning behind the sound. Taking an ambulance siren for example, the sound is oscillating in frequency, as the ambulance gets closer its volume is increasing and its frequency is still oscillating but is being shifted by a semitone and as it drives away the volume decreases as well as it’s the frequency (Chion, 2009) (Truax, 2001). 
While Chion has neatly categorised listening theories into three, there are those who see his theories as an over-simplified version of the reality of listening. Other theories and research into this field have identified more than 20 modes of listening which provide smaller categorisations such as Partial Listening, Initial Listening and Informative Listening (ChangingMinds.org, 2016) .  Pierre Schaeffer (1995), a well- known and influential composer, argued in his collection of work L’Objet Sonore‘ – The Concept of the Sound Object,  that there were four definitive modes of listening: Encounter, Ouir, Entendre and Comprendre (Roberts, 2012). Encounter listening can be considered a primal listening mode which described/defined as sound which effects human instinct, the sound draws attention to itself for an individual, such as a sound linked to danger (Vickers, 2012). Ouir listening relates to the sounds that are within the periphery, the sound that encompasses an individual every day, whether it is from fans and air-conditioning in a room to the footsteps that follow an individual while walking down a corridor (Kane, 2003). Entendre listening refers to selective hearing alongside the ability to actively listen to a conversation and it being perceived by the listener. (Kane, 2007) Comprendre listening is linked to Ouir listening in some ways but refers more to the emotive response to certain sounds and the deeper meaning behind the sound perceived to the individual. The variation of listening theory means it is impossible to determine a set agreed upon philosophy, however it seems the majority of individuals follow that of Chion and Schaeffer.
The role of the audience, in this case as a listener, is a complex concept when considering that the theory which underpins this- the modes of listening- cannot be agreed upon. There is no standardised way of measuring or categorising how an individual listener but these modes help explain how an individual may gather an opinion due to critical analysis using these listening modes. These modes help the understanding of how an individual perceives a performance, how an opinion is formed and how a performance can affect an individual emotively and phycological. Another line of thought on how listening to a performance can form an opinion from an individual is the how amount of the amount that the group of individuals contribute to a performance through passive or active means can also affect. By consciously or subconsciously making opinions about the performance to create an opinion can be considered an active role within a performance (Cage, 1958).
Difference between performances today and performances back during the baroque, romantic, classical musical period is that during a performance it was standard that you sat into your seat and you would passively participate within the performance just by being a spectator looking from the outside. (Grout, 1960) With modern day performances, it is usually encouraged to actively participate in the performance from dancing at a nightclub to being at a rock concert and participating in a mosh pit to being a performer within an art installation. (Berger, 2011)
Today, an audience reaches far beyond the theatre, what was once a live performance can now be captured and mass distributed as well as broadcasted to a larger audience (Johns, 2014). Due to this, an audience is much larger than a what was once considered an audience. As a result, artists have become consumer driven and innovative to try and stay on top of the current market. The market being the music industry and all the artists that reside within it (Rhee, et al., 2004). To understand how the roll of the audience has changed, the exploration of how the rolls of passive participation have turned to active participation is needed.
To passively participate in a music performance means engaging with the music in a way that a listener can hear the music and can make their own opinions on the music but cannot actively be a part of the performance. Looking at the history of western music, during the Renaissance era (1300-1700) and before the early industrial revolution (1700), the only music that was around was folk music that was only performed around a fire and early chamber music that was only accessible through royalty and aristocracy (Huray, 1967). Some sources say that opera was around this period but there is conflicting evidence saying that opera was later. Then around the late Renaissance era and early industrial revolution, music was changing in a way where the writing style and the way that it was performed was more accessible to the public (Fallows, 2011). The way that Baroque, romantic and classical music was presented between 1600 to 1820 was usually in a setting of a theatre and was usually accompanied with a play or operatic performance in the early years of these compositions (Huray, 1967). These performances were only accessible to aristocracy and the upper class (Wilson-Dickson, 1992).This started to change when popular demand and religious reasoning changed the way in which it was performed and written to make it more accessible to the middle class. Rather than it being performed operatically being accompanied with a play, it would be performed as just the pure musical performance (Grout, 1960). These performances would take part in a theatre and the audiences roll within these performances were just to observe and passively participate apart of the music (Moss, 2007).
The performers try and create the feeling of a personal connection between the audience and the performer. Therefore, the audience has a sense of belonging and being actively part of the performance. (Weissman, 2011) In some cases, the performance is purely orientated around the participation of the audience. For instance, electronic dance music encourages the audience as a collective to dance giving the audience a roll to fulfil within the performance. (Ferreira, 2008) An example of this is the performance by Above & Beyond live at Madison Square Garden. The video contains most of the trios hits along with footage of the live event within square gardens within New York but lots of the two-hour video is looking at the audience rather than the performers. (Above & Beyond, 2014) Even though the performers are on the stage, it can be considered that the audience are fulfilling a roll of creating an atmosphere and further enhances the performance which in other words can be considered as performers themselves by actively participating. (Butler, 2016) In some cases, the idea of the audience actively participating in a performance has been taken further by making the audience the performers in a well renowned composition ‘4:33’ by John Cadge where the concept of the composition is where the composition is the ambiance of the room and any random sound that is made then becomes a part of the performance. (Cage, 1958) in another instance of the audience becoming the performer is in an art installation in Arizona where a bus shelter became an interactive music installation (Birchfield, et al., 2006)
But there are many commonalities with passive and active rolls with underperformance and that is to do with the fact that every individual still has their own opinion and still experiences the performance differently to the people around them. Because of popular demand and public opinion, music styles and performances can be change if a collective of individuals have a certain opinion about how music can be perceived.  Mohammad Ali Baig, A play-write and theatre director once said during an interview “Without an audience, there is no theatre” (Baig, 2015). This means that if a performance is suited to popular demand, no one will want to watch it. Therefore, this proved that in some ways an audience has an indirect influence over a performance. Although the technology behind music and the way in which it is conveyed to an audience has changed, the motive of having an audience has not. It is money that fuelled the music market during the baroque, romantic, classical musical period and still fuels the modern-day industry and a major role of the audience it to financially support the performance. (Rhee, et al., 2004) 
The role of an audience is a much wider, and complicated issue than first anticipated. Areas of research in some fields such as within the listening modes and the ideas around perception with regard to music and sound are severely lacking while others such as the history of music are overwhelming to the point where some sources conflict with others. What is clear however is the importance of the audience, without an audience there is no purpose for a performance. The performer must therefore, caters for the needs of the audience. The role of the audience has evolved alongside the music industry, whereby the focus is more heavily placed upon the consumer. By using listening modes, it is possible to determine how opinions and different conclusions arise. Weather it be individually or collectively, influence by their past experiences, different levels of knowledge of the subject aria and other factors will affect the way in which a performance is perceived. In some ways, an individual or a group of individuals contributes a passive roll to a performance by just participating in an observable manner, but the argument of the perception of the individual is an active role of the performance can be argued because by actively making opinions about the way a performance was objectively perceived can be considered as an active role apart of the performance.
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