AN ANTHROPOLOGICAL APFHQACH TQ DEVELOPMENT AND CHANGE IN IRISH
- PRADITIONAL DANGE-MUSIC . Jos. Koning

‘oan 'still, hoast on the strong life of its traditionsl music. Without
attenpting togdefine 'traditional nusic' as a general concepty 1 feel
-entltled . to speak of tpaditiongl¢music here einee all Irish people,
whether practigiqg nusicians or not, refer to the music ooncerned as
traditional rusic., More precisely, fhis article 1es concerned with
Irish traditional dance-music, _

Nearly all traditional dance-tunes played nowadayg are classified
as reels , . jigs, or hornpipes. These are categories ol both dances
and dence~tunes. In a study of muszical form they can be described as
systemns of specific nusical qualities. (such as specific dancesteps,

a specific nunber of dancers, a specific basie¢ rhythn, terpo and
corbination of rusical in-truments) noat of which can vary within
certain linits. Although most rusicians and other rusical partic-

ipants acknowledge in general the wide scope for alternative perforo-
ances of tunes and dances, the perforrer has to take certain lirdtationa
into account to enable then to recognize a tune or dance as a reel,

jiz, etc.

However, . such an analysis of formal structure is liable to dis-
regard the nuch nore narrow limits put to performaﬁces at actual
rusical occasions. Such wmusical oecasions, whish nay be desceribed as
events involving people from specifie sociel sroups, specific behaviour
with regard to the music and a specific style of performing the reels,
Jigs etc., may also be subsuied undg; certain categories. At present
there are many such categories in lrelgpd, such as sessions in private
or public houses, coupgtitions, shows, coneerts, dénce—nights etc, Al-
though even within thésetgétegories of social occasiqﬁs perfornances
are not fixed, the.variety alJlowed for is much more narrow than the
1ini§atipnq-:ef§rre@_tb beforngpuld suzgest,

This wultiplicity oflyhaﬁ'lupropose to call 'social genres' of
Irish:traditional dange~musiC_hasngpiginated fhrough'procésses of
devaelopment aﬁd change. over tpé lést few centuries. Althqugh the exact
o;igins of the,cq;rantlykgqﬁulgr:ggﬁegories"of IriSh traditional
dance~pusic are ungqown;It@qi:_inérgasing populafity shortly before
1800 :ay ha#e hgen“en@anced_by_f;avelling“dancing mas£e;s, son¢ of
whori probably cane  frof $§9fland_an Dﬁblin_(Bréat?pach;1971, ch. 5,
Enrmerson 1972, pp. 113—115). These dancing rasters were found all over
the country in that period of’increaéing population density in the

mtmnT amcnct and roale and iizs appeared everywhere, together with
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hoernpipes. and . uarcbds and 1ater on, polkas, gchottisches etc.
Afféf_{égé any tun98“were collected by scholaxs,- ‘mostly fro1 Dublin.
In emulation of the colléetors of an01ent harp muslcluho operated
-shortly bvefore 1800 tley presanted the tunes collected in print to
f}urban mlddLC claas oustomerb as products of the- IrJOh race. When towards
-ithe'turn of the oentury Irlsh natlonallsm becane inarea51ng1y strong,
' !Irlsh tradltlonal rmisie’ b caric' one’ oi the syribels of Irish national |
| 1dent1ty. A rcvlval of tradltlonal rusic¢ and dance started, centering
;;armund rural LUSlcians,_ﬁany of whon had mlgrated to the cities. The

dance- mualc referred to formed the main stock of their repertoires.

L however, polkas and schkecitisches, quadrilles, marches and hornpipes

_slowly vanished; reels and Jlgs formed the iwo riain categorics.
Throughout the 1920}5 and 1930%s traditional dance-~rusic progresgiv-
""éiy disag?éared'ﬁoth from villages and citics. In plzces where the music
was sti%l_used,_exténsive charigea toﬁk place both in rusic and dance.
qu themlate 1940‘8.5 new revival'stafféd,'mainly confiﬁed'to pockets
-.qumﬁsicians,in Dublin,_soﬁe rural arcas and cormunities of emigrants
abroad. During the 1960's this revival gathered nationwldée monentum,
although at preﬂent it seem to be on its way back.

- It is durlng the revi val years.that the scocial genres were developed
until they reached tneit'preéent forims. Reels and jigs in particular
were used on rany different types of occasicns invelving different social
groups'ahd diffe:enf types of behaviour. Such oncnclons are: sessions
in pubs, which, are either OCCASional and inforrial or regular (the
‘audience usually dances only 2t the regular sessions), concerts, large
déhﬁes, competitions, and perfornances of gmall bsnds of young urban
ﬁﬁsiciaﬁé displaying mfny features of nodern rock groups. ﬁithOugh,

" broadly éﬁeaking, the npusic ‘in all these settings isg regarded as being
hasioally similar,-and the pérformanceS'usually'~ though not always =-
stav w1th1n the - ll“lts of variation Indicated by many rusiciana, the
specific dlfferenceb between: performances of misic and dance withig
thege social genrss seem to be typlcal of these genres. In other words:
there are, ln nusic and dance, vigible and. audlble aspects which are
typlcal for Bpeclflc klnds of musical occaSLOn 1nvolv1ng specific
500131 groups and a sp901f10 use of the rusie, even though especlally
.the rusic ulthin thgse occa51ons 1s-regarded ag being baslcally of one
stock throuéhout these various kinds of musical occasions.

- Twgo issues in this'develoﬁméﬁtTSeém'fo e to belof-interest for
anthropological 1nvestigat10n' (1) How van we account for this multi-
plicity of . socio—mu&lcal behaviour, and (2) Eow can soclo-rmsical

1

,dcvelopment 1n Ireland be explalned?
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Yet neither of these two gquestions can be detached from the more gener—
P al problem: What is the nature of the relation between people (or

rather groups of people) and the nusical activities in which they take
part? This may go so deep as to be . '* . unanswerable by observable
evidence only. This 2o¢s not excuse us from gathering and analysing as
nuch possible evidence zs can be found.

In the next paragraph I will explore some points made by scholars

who have worked in this field of study. After that 1 will try to give

gone provisional answers to the questione mentioned, based on inform-
; ation gathered during 1y ficldwork in Feakle, a rural parish in =sast
| Co. Clare. in 1975.

i Anthropologiste have tended to avoid musical topics, either fron

lack of intesrest or from a supposed lack of competence. Music is often

5 regarded purely as form, the structure of which may be studied by

{ nusic theorists and musicologists. Yet some anthropologists and ethno-
musicologists have tried to study nusic as form~focussed behaviour.

i : It is worthwhile investigating the approaches of three schelars who
have devoted much attention %o the study of nusical behaviour from ah
anthropelogical point of view.

| tecording to Mzrriam the student of music has to give a description
of acireuit of oconceptual® behaviour - physical bhehaviour - musical
sound (from which there is = feedback to conceptual behaviour, partly
! through the percepiion ar.: judgements of the audience, in the social
! frapework within whick the musical behaviocur takes place); in relation
to this circuit, learnine behaviour has to be studied as well (Merriam

1964, p.33). In speaking about the relationship between mugic and

i society Merrian wr’tes that culture shapes music (p.28); '...in a very
real senec..,.ousic reflects the culture of which it ds a part‘(p.47).
‘ One ray notice that culture is, in metaphorical terms, described as an
l acting personj the writexr speaks about '.§.the limits within which a cult-
| ure recognizes and sanctions variations..'{p. 50). Music on the other
I hand is assumed to contribubte to the continuity and stability of this
culture {p.225). This assumption is also stated in other words:
'In musiec, as in the other aris, basic attitudes, sanctions and
values are often stripped to their esgentials; muaic is also, -
synbolic in many wr,s, and it reflects the organization of society!
(p.13).
We nay reegynize in these ideas the structural- functionalie% notien
that 1ustivutional complexes of human behawiour., like rusic, have a

function in relation to the continuity of soclety and ¢’ ture, and are
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themselves perpetuatcd through a congensus on values governing this™
behaviour amonp the menbers of the 5001ety concerned In the specific
;tcaee of ﬂu51c, 1te functlons rasult at least partly from the supposed
'1reflectlon of valuee; attltudee and 5001al structure in musical activity
" angd’ muelcal forn. -
TN related aperoach 1e.aevocated by Lgﬂgg. He writes that song style
is ' a pattern of 1earned behav1our, common to the people of a culture'
(Lomax 1968 p. 3) end nalntalne that a song style is a symbolizetion
" of soéial norne and soclal structure (p.7). 'Song represents an immed-
1ate 1mage ‘of a culture pattern' (p.6).
A'ﬁajor enterprlee of Lomax has been the construction of a world
map of folk song styles and a comparison of this map with a map of
*cultural styles'; in the.process of this comparison, he formulated a
number of hypotheses on the relation between certain aspects of musical
r{etructure&and certain kinds of social norms, attitudes and structures.
_:Ae.he etates it, 'if song.performance and life~style vary together, one
_“”ie.the.reflection and reinforcement of the other' (p.6), Here again we
| fina the idea that musical behaviour reinforces culture; culture is seen
as e.eyeteﬁ based on consensus on values and nornms { this assunption
of_eoneensue is even basic to the construction of a world map of oulte
ures since such a map presents only one cultutal style within one area)-.
HMugic can fulfil this function in culture, since 1t reflects or syob-
ollzes social nOTHS ; according to Loﬁex, scng style { and dance style)
suemerizes thoee norms on which there is the highest degree of community
.coneensus_(p.15).
. One of {he assumptions underlying the operations in Lomax' research
ie_the idea that theee soclal gualities in music can be observed in
nustal sound a3y eny pne who has received a small anount. of training in
handllng a 'trait' list in which esepectsndf this nusical sound is class-
'1f1ed Blackln ~on the other hand, maintains that only after long
_mue:cal and SOGlaL participant observation one may be able to evaluate
these bOClBl qualltles of mugical behaviour. Yet as he .states it, ‘'an
ethnomu51cologlcal analysis.., sees a piece of musicgs part of a
unitary system of eulture ! (Placking 1974, p.78). Within-~this culture
nusic has llﬁltcd functions: 'If it can do anything to people, the best
it cen do is to conflrm 51tu3tlona.that already existt (1973, p.107)}.
'The chlef functlon of m uslc ig to. involve Ppeople -in shared experiences.
The form the muslc takes nuet serve this function (1973, . 48)
About this forn the author states that it has featured .in common with
a .range of e001a1 1nst1tutlons (1974, P-78}. The shared experiences

rnferred to AL qua]lfled as '...their experiences in the culture of
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which the naeteg arc signs and symbols' (1973, p.52). In a sense
Blogking's approach..s TIoTE sophlstlcatcd than those of other writers,
He doeg not, like Lomax or. Merriam, present the investlgator of
.rusiCﬂl behav1ﬁur wit“ a GytﬂP of categories which vust be filled with
data. Instead, he gives due attefition to the cdmplexity of rusic in
:soclety, Yet, althhubd his analyses put much more emphasis on intaer-
action between peoplD than ig usual within struectural-functionalist
“wrltings tﬁise peaple appear much rore often as 'man' than as actual
men or wqmen.
It wifi be clear froﬁ the data presented on lrish irusiec that a

A, e

consensus on Nors governing nmusical beghaviour, although occasionally
preséhted vcrbaily by mas icianéland others, does nﬁt actually sxist.
ThlS see”s to be the cape even in a snall plece like Feakle. Such a
consensus is 1ack1ng not only where musical behaviour is concerned but
in relation to social behavicur in general. When the assumption of
consensus on sccial norms is rejected, we have to reconsider the funct-
lon of music for those who participate in it in order to explain why
they take part in this musiec. If no consensus on norme exlsts it becomes
- proklematic to state that music reflects and reinforces norms ey values.
~&s we will see in the case of:Feakle,'a unitary systen of culture does
not exist in the senge of a gecgraphically defined or static systenm.
In this perspective it makes less sense to say that music reinforces
culture..ﬁt least one will have to define both culture and reflecticn
in a very definite way. :
While the approaches nf the writers mentioned dsés net enable us
to cope with the variety of social genres even within such a small place
as Yeakde, where some of these genres are both musically and secially
exclusive although the music used is in all cases regarded as tradit-
ional dance-musie, thoy are no more helpful where understanding of
musical change and development is concerned. Te be sure, none of the
yriters mentioned denies the phenomenen of musical change; Merriam and
-espegially Blacking devnte a good deal of attention to this matter.
But their discussions often Seek to-exﬁlain develeopments from outside
influences involving acculturetion (derriam 1964, p.164), from ;historic
accidents! (1b Pe 305), from ‘cultural drift' or from actions of indiv~
1duals (1b. P, 31?), or from 1mcorporat10n of SOClal groups (Blacking
1973, p. 73). Indeed when the stability of musical culture would be
protected from change by a consensus on musical norms by all greups
within a particular society, any change has to bewcaused by semething
*abnormal . 9omething outside the-systeh. Yet wheh change is always

delegated to eauses ocutside the system studied, this would mean that
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“a study oficbénpé félié'éffebtifély"odtside the “scope of arthropological
'41nvest1gatlon. S¥eh a éonclusion would be rather~unsatlsfy1ng. We will
have to 180k For ancother way of coplng with change if we are to ex-—

" plain the abundancéeTof- changes within It¥sh musical 1lfe.'

Blacking' gives a partidl &olutio +to this prob1em when he auggests

‘that musical’ changes may be part of man1pula+lons of the balanca of
" power within'd society (Blacking 1971, pp. 204-205, 207 208) ind he
states in general TMusical accultursation may be... part of conscious
attempts to balance...ot change relationships in seciety, or to move
" to another Social system' (Blacking, not published yet). Here Blacking
clearly points’out the possibility of chioice. 1n the following section
T will introfuce to the reader the musically relevant social groups
‘in Feakle with some of their musical choices; I.will try to account

for some of'the reasoms they haﬁe for their‘choices.

© ¥ will give the reader =zome .information on social genreg of tradition-
al dance~-mugic currently popular within the parish of Féakle, in order
"~ to give an idea f the great viériety of genres of this muisc, But
‘before this, the main -Tocali social groups have to be discussed,

Like many other ‘parishes in. the west of Treland, social life in
feakle has been strongly influenced by a heavy population decline during
the last 130 years {(see Y¥rody 1973 on some of?%hese'cdnseqﬁensea).

- Lbetwéen 1§40 and 1965 the populatiom of the parish dropped from + 4000
to + 700. As in other rparishes, there is an overreﬁ;asentation of

the older agegroups, and of men. -0Older bachelors with small stagnant

catfle. farms form a significant part of the population, Since 1965

the population has.increased, reaching 800 .in 1975: Contributing factors

have[been an increase in employment -in- nearby areas together with

., greater mobility, and a growing shortage of ‘jobs in Britdin. As a result

a part of the population consistg of-syounger -Families with schoolgoing

children. The number of worker~farmers (Franklin 1969) with families

is aISOJanxeasingr;h@weﬁeryf&ennmber-of_fémilies_manages'td make a

very good living by werking.the farm .full-tima; these farmers co~sperate

intensively with regional agrimiltural adwiscory sarvices.. Other social

groups are shopkeepers <and publicans, 2nd some large Jandowrners, who

were formerly the maineemployers of local agricultural labour.
-_Between'these social groups there '‘are a number of observable differ-

ences. Althoughsthe division -between these who live 'in- the nuclear

village and :those gitto live in the “townlands',i.e. the wide stretches
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of land SUrfoundiﬁg this villagey 1s often articulated, as ig the
division between farmers and 'business.people‘ the most striking and
most often rentloned differences have to do wlth the structure of the
householdb' and with ££e behavlour of its members. Very impertant is
the iarge number - of women and youth belonging to the famllles of
business people ‘and of ‘strong farpers' (the activa_fﬁimers mentioned
befbre, who operate on a full-time basis, are often ealled progressive
or strong farmers)}. The worker—farmers usually have families as well.
The'émall'farmers are often plder bachelors; there is a striking absense
of women and young pecple in the small farmersg' districts.
The differences in househsld structure are related to iifferent attitudes.
When a man is called ' a small farmer! this does not ne;essarily imply
that he owns & small piece of land. Although the guality of the soil
in the small farmers' districts in the west and southwést of the parish
-““is'usually bad, farm sizes may be con51derable. But the 1and is used in
"a very extensive wayi only a few cows are milked, and a small numhexr
of cattle roams thrvugh the fielde. The bBachelers who usually work
these farms do nct emphasize steady work and the maximalization of
.prnfii; Much work 1is done co—operatively by saveral farmers, on a basls
of equality., Many smell farmers tend to go out every night te visit
several pubs in the nuglear village. fere they meet friends and establish
ingtantaneous drink exchange circles .with two sr three together. Drink
is strongly valued in this socizl group, as is convivialify. The short-
age of women and younger people within this group partly causes and
reéinforces the' social attitudes.
'The"étréng farmers stress the importance of famlly life and self-support,.
If they co-~operate at all in the farmwork thig is done on a strictly
‘economic basis. They do not go out often, but devete much time to their
'fahilies, and to the education of their children. The women of this greup
have a stronger preference for family life, luxury and urban fashiongs;
their stidng'representation in this group makes these attitudes stand out
even more clearly. Strong farmers do not vigit pubs or create drink
exchange circles; indeed many of them are teetotalers and see drink as
a major enemy to their work, their families and their éocial status,
Much empRasis ie put on the moral value of living a decent life of hard
work in a gquiet and decent rural village,
' Many of the workerwfarmers take part in the circles in the pubs.
Indeed itasis often said that the moncy earned in factories funetiong as
beer-money. _ _ _

In all ~2ses, the visiting of pubs is mainly.fﬁeimen}s business.

Women do not visit locael pubs, except cccmsionally on a Sunday and during
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hollﬁays, eand on the regular dancenighte of some pubs. Hven in these
cases they must not come unaccompaqled.

B Youn people try to avol¢ local- 500131 life and prefer to visit

Inearby regional centres like Scariff, Ennis and Limerick, in small
_groups. They also ooca81onally visit small villages in the area. This is
‘not to say that they never enter local pubs nar participate in local

iiact;vrtleS; but in 5eneral they like to avoid ocal socizl control

:whenever 1t is poeelble -

These V“rlcus social attitudes are manifested within the varicus
local genres of hh31c In z2ch of these genres,one or two of the local
so0ial groups flgure prominently. By far . the most frequent
genres are those of eessione in pubs. There are two main tyres of sessiol
here, informal andlformal.'lnformal eeesions involve some players,

eepeeially fiddlers, and a 1istening audience that happens to be
preseﬁt: Host paﬂdcipants are small farmers, and some worker—farmers.

:Wlthln drlnk exchange circles nu51c secems to- be equivalent to drink:

: the players are often glven free drlnke. It is remarkable that these
se531ons ueually take place in bigger pubs, which are alsoc visited’
quite often hy youngerfpeople (beth .girls and boys » the former usually
from nearbyu villegee)“end tourists. The small farmers listen more at-
tentively than others,lend one wonders why these sessions do not take
place in the small ﬁubs_ﬁhich are freguented nearly exclusively by
maizbers of thie seciel_group.

- Other sessions, eften called 'ballad sessions' although in Feakle
ho einging is involved, ere_reguler dances which take place one night a
week 1n some of these birger pubs. Here the music is pleyed faster,

with a_etrong empheels_on thie accordeon. Nevertheless the 'tunes! ?layed
are to a large eiééﬁt the same, and participants in both'typee of

.seselon refer to the mugic g5 'the same!, In' these segsionsg both amall
farmers and worker farmers take part,; those who have wives and grown-
up daughters usuelly accmqﬂﬁx these to the dancenight. The strong farm~

ers avoid these SEo$anS, 51nce they do not' like the é#rink and con-

-v1v1a11ty. ; '
© Members of rhe_spelalugroup of strong fermere:houfver de take part
in other social genres. First of all, there are #ceagional large dances

:in'{he'eonnﬁhrry cehtre where mugic is pleyed by 'ceili bands' con-

sisting of several fiddlere, an accerdeonlet a fluteplayer, a drummer

and a pianist. Here no elcohollc drinks are sold. ~ fﬁll-soeial groups
take part in these dances., ' , .l
Tradltlonal music in teught by one. of the, local musicians. Most
' (voung) puplle belong to strong farmers and business people's house-

holds. Thepe are also regular competitions, in which bthe best pupils
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take'parf together with cthers froﬁ the areca. Here, as in the informal
se551ons, "dance-tunes are played for 1istenerq, and while at dance
sessione dla time waltzes' figure together with reels and Jigs although
they are noT con 1dered to be traditional music, thegeare absent in the
genres of listenlng.:Iq_oompetltlons and shows, stepdances are used;
tﬁe‘stﬁps"aﬁe regarded'as more traditional than fhe 'sets' which o
-are.&suglly danced to jigs and reels._Yet the same tunes may be used
.for %dth.types of dance.
Other. genres are occasional concerts by regional musicians, or by

urban music ETOoups \i . . are especially populat by the youth, and.broad-

castes and records.

Figure 1 summarizes the main social groups, their household siruc-

tures, their prevailing social attitudes and their preferencea for

local social’ geénres &f traditionzl dance-musioc.

' SDCIAL GROUP - "HOUSEH, STRUCTURE SOCIAL ATTITUDES SOCIAL GENRES
small farmers maie baochelrrs drink, conviviality 1nforma1&forma1 H
worker~farmers family drink, conviviality 1nforma1&forma1 s;
strong fgﬁmers_ family family life teaching, show,

S o , . 1] competitions,
1arge;1an4qwners family fgm;lJ life " soncerts
Pusiness people. family depends on business

Fig.1

1t may'be.understood from this figure that the success of the formal
dancé-ééééions depends fto a large extent on ths attitudes of the worker-
farmers, who bring their wives and grown-up daughters to the dsnce. These
groupa-<c~xart fam;ly—orlented avoid the segsions In pubs. What is nét
shown is thf2 fact that all groups part101pate in the- ecna51onal 1arge
dances, L ' S

Fig. 1 is iestricted to genres of traditional dance-music. Some other
types of musi@iareﬁ in variecus social genres, available in the area, In
centres like Scariff and Ennis pop groups may be heard, and discotheques
operate. Broadcasts and records make many othér types éf musie availesble,
One may say that only for'thé énﬁll farmers tfaditional dance~mﬁsic 1s o
their first ana often only ch01ce. The worker-farmers usually appreciate .
waltzes, ballads and s.c. country&wesuern songs together with the o
traditional music. The strnng farmers prefer ballroom dances and classieal
music, and traditional types of musie such 25 'slow airs! and gaelle songs.
The young permnle, although they take part in the large danecesa, prefer
pop.and rook musicg séme like the performances of traditional.music by

urban pop-group - like bands,
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Most of the gazes mruticaed have been developed during the last .
few decades, or even during the last decade. The. cerrelation between
.SOClal groups and SO“ 1al gej cs,‘é wa¢ob by no means is a pure 100%
correlat on wh ch hﬁ hq"c dlscussed up to now, bay be secen as
:resultlng ATOK Jadi“es maﬂe'uv hna*vwduals belonging to these social
groups. I thguﬂ LhotLes mualﬂmrr comﬁmﬂihtmatuu° af drinking in
_ nompanJ,'o“ dev~%;on to Lamllj ¢1¢e, there would be no point in
:'nursu;ng the mu910gw dtf{erfrnes bet;ecn thege genres. However, actual
OhOlGES by menb e s of i :acial grnups ars very oftenlexpressed as pre—

ferenﬂes for eeriall h"g_“al stylee. Moreorer , when Yeakle people

.

.”1 sten to fﬂa&LULOﬁaL Tlele Ulaybi out of context, for example by means
'of reﬂord or tape, theJ wﬁll ﬂorrenu on ita musical features and quallties;
and their oommemts are »eleted Ho their own musiqal preferences,i.e. to
fheir prefere ices for “he musical style which is used within the social
genres of their ochoince, ' & " - o - ' .

As indicatcd befowe, many jig or reel-tunes are heard throughout the
various genres, =nd indeed people reconnlze them as 'the same tunes',
“Whenever the ééuual misinal Aifferences hetween the performances wlthlP

"7_#ar0us.ggnnésféfé-ﬁisnﬁﬁﬁﬁd ~ an 48 often done esPecially by musicians -
Shese afe.commented,upmn ‘n Sermg of preferehceS'for the playing »f
 parsicular 1ni*"l”ualﬂ, al*hogh *hey accasionally state thelr preference
‘ for tHe musinal Luvl_._f 7 gocial genre, as a whole. Most people are very
interssted in the pe#sonal musical style of the playefs. Thege differences
in style are partly responsible for the musicsl differendes between the
genres, for most mesiseians zxhihit a very strong prefererence for a
specfic social genTs, ond wiil hardlz play within the contex® of anothe=,
Az 2 result one T ﬂdq “he* local m:siciang cluvstered within the various
sorial genres. Thc gvsioiansnwithin'these-blusters specialize in speclfic
“ways of performing Tie dance~music, ' Thiy T4

why thore are clearly audibie and definable differences in the musical
nerformances of diffzren’ genras. '

A very clear example may be found in the speed with which tunes are
rlaye?. . L Eteéls have to »& played at a pace of MM 90- to MM 126
+in order to. be generally recvagnlizod.as a=reél.'For_jigs the. Limlts are
M 100" anA MM 130. A1l these tempi are manifested in the foottap of the
‘musiciansg; which %s “oth eudinly and visibly observable, But. at informal
sessions a-deliberate pace is taken - with' a foottap of'i'MM.TO4 for
reels and MM 110.F~x: jigs n;lﬁe pace ig much higher atfdance-sessions,
with + MM 11Sﬂfor-reels:and-Mﬂ 126. for jigs. These daifferences are heard
and commenied upon »y many of the participahts, and musicians do not
wans Lo play w'th <%hars-vh~ hawe a much higher'br_loyer Page. Since a

-, Gancing audience war’s a high pece, and since most 'slow! players want
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to play for listeners rather than for dancers, only 'fast! players
Play*dt'fdrmaIVSEééioﬁéi '

This differehce'iﬂ"épééd is combined with a difference in instruments
used, At informel segsions fiddles are played, and cccasionally whistles,
concertinas ‘afd pipes. At fgfmal.sessfbns one hears loud -instruments

like_accordecq&, drumsHhan@oﬁ-and flutes. It 1s also the rule at dances

. that mysicians play togeither; although this happens at informal sessions

~as well, a single instrumentalist is very commonhere.

Another, related difference coneerns the style wkich is locally
called 'sweet'. At informal sessions, the players have to play'aweet'
which means the use of dynamie cgntrasts, no vigeurpus accents or long

notes, the occasional use.of slided notes, ornamentatlons like rolls,

. triplets snd grace-notes,.:and many melodic variations. At dance sessions

the players play: 'fast-time' music in which dynamic contrasts are absent.
At these sessions the: fiddlers use a~vigourovus, stereotyped bowing style,
and ornamentations:are neglected in favour of aceented 'long nctes'. The

accordeop however, which.is hardly 1if ever use@ at informal sessicns and

-which cannot he. plazyed sweet, is at dances heard wdth’ many ornamentatiocns

.and varigtions, of the tunes.

.The contrast between informal and dndlce sessions has become so strang

. that po accordecnist will play;at an informal segsior even if he is presen
- and has bpought his accordeon. At the other hand even at a dance sessien
Jfo gne will dénce_to_themmus;c of a fiddle unless the accordeen Joins 1n.
.4 gt ooncerts, shows and competitions the emphasis is on individual
.}playingi_which,is.often of the 'sweet'!'-types Even accordeonists taking
_ parta%n_these~activitiasgp1ay deliterately more slowly than at dance ses-

.-8iong. Sigce most. competlitors are young chilaren,-.a large number of

,,ftinwhisﬁleg is heard, .for many parente urge their~childrén to start on

tj_thian:alativelg cheap dingtrument, Local chlldren, who have only been

'_ taught foxy a short period by a teacher whe adheres strictly to printed

e

Qx written versions of -funes, eften play without variations or ornament-

ations. Those who have learnt tc play By ear nften excel in these
teohniques.

. At the sqeagional large dances s.c¢. celli bands play. These are groups

.gf;s;x:to_eigﬁt_p;ayers, among «whonrsaverel play cherds and rhyinm. Many

of the small groups which play-at.&m&ﬂt,waeﬁsions.are parts of these large
bands.

- It is ipferesting to notlce that. these styles have mzinly been created

dqring,the last few deeades although most of the tumes are much older.

The rapid development»f a variety of social genres ccincided with a

_gevelopment\cf mugical styles. Beth developments regult. from musical and

aocial choices., Since these choices result in observable patterns, we
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.must lnok fcr the processes which guide the choices. Of what nature are

the, constraints acting upon.musical choices?

The obéervétionsﬂiﬁfFﬁakle-Sﬁbpﬁrt the hypotheyis that in the exper-
ience of ‘peoplé cértain 8tyles of fuasic and musical behéviour must be

more valuable than otliers, One even could say that they are experienced

iy : . ' . o . .
- -as . morefmeaningful, Indeed meaning may be a crucizl factor -invenlved in

patterng of culture and, as we will sée, in patferns of cultural change.

Geertz GT9?2§'p.5) writes abotit culture:'Itake....the analysis »f it to

be.<.fot an experimental scienée in search of law but an interpretive
cne in gearch-of meaning', ‘Thig task of the student cf-ctlture, ke
writes, involves. incompletenéss and'ﬁncertéinty.
'"There are a numbér nf ways to escape this - turning culture into
- falilore aws collecting it, turning 1t into traits and couﬁting it,
Ttning ibinta. institutions and claseifying it, turning 1t inta
" elchires and toying with it. Bub they are escapes‘(Geertz 1972, p.29)
In my opinion a task of the student of musical behavlour is to try to
identify the meanlngs of this behaviour for the people cancerned in

order to gain some understanding of their chciceé'and ﬁ§eferences. of

‘cdodTse the danger of incompleidness and guesswork I¥oms largely over such

an exerciSe;1yet-the”pbpular.ethﬂomusicological"gscapeshgf ellecting

-musiec as folklore, or »f counting musical traité; have net Brought a

-better understanﬂing of processes of selection nf muéigal'activities.

WG;may thus think of music as having speciflc meanings to specifie
groups of people. lMembers of these groups select agequate étyles of

musie and of musical behavieur in relatidn to their backgrounds and social

: atﬁitﬁdesva will ‘not deal here with the general questien..: Why do people

use music . at all?Bere I will confine myself to MchAllester's statepent:
"Mulsc treansforms experience~(McAlleéster 1571, p.379) witheut #caling

in detail with the neture of'this'transformatinn:”Howé?%i;.the evaluatien
cf this change in experience may be a funotlon of Thé*ﬁeéﬁiﬂg which the
misic cohcerned -has f@r the person Ar personse whﬁ‘experlnnce the change.
We mustﬂcontemplate the pragibility - that specific patterns of snund anf
of musical behaviour havé Universal neanings, i.e. meanings which do

not result from eultural processes of learning but rather from an

immediate relatién between sound pattern and human bedy and mind. The

cdiffusicomiof the spoecilfte needs forfsuch'meanings.aroun& the world

might have caused the actual ,d41ffusion of musical styles. In that case

socinlogical inquiries might reveal the couse of $hé aotual distriwutisn
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of these 'needs for musical meanings' around the world; yet physialogy

”_andﬂpsychologggy would have to solve the question why epecific sound

patterns can satisfy gpecific 'needs for meaning’'.

1 think, hoéever, that for a scciological inguiry at least, it may be
mare fruitful to think of the musical meanings themselves as results

of historic processes of association. I will try %tec give m short account
of some of these processes in Irish musical history; with. the help of

information gathered in this way it may be possible to understand the

. musical cheices of the Feakle pecple better,

Around or sherily before 18006, attitudes towards courtship and marriage
sesem teo have been temporarily wore permissive than befere In rural parts
of Ireland,., While the poet Merriman, who lived near Feakle Pround 1789,
ucrut:nlzcd his fellow parlshlonera for late marriege “and neglect of

L

courtshlp during their ycuth, early manﬂages were the rule rather than

-the exeption in the decades before the famine of 18454i850. The dances,

which gained much of their popularity in thié period, were opprrtunilties
for the young to meet and select possible partners, and these opportunitic
wére tolerated anqﬁappreciated by the whole"pommunity, pron of which
is the generaluesféem for the dancing masters. Cf course rhe need for
partner se]ecfibn was not the only factor involved in shaping thie dances
ang maklng thenm meanlngfhl yet we can hardly underestiﬁate the import-
ance nf partner selection within the =mall éﬁricultural communities.

. Af+cr the fdmlne, priests sought to reduce apportunities for courtship,
_and propagaqu latﬂ marriagca. They reacted strongly against dances and

mLSlolan . An attempt tno analyse the changing attitudes of the clergy

.hes buen m?de bv K.L; Conniell (1966, ch.5).

. The mpanlng of sanctioned comminiication between people of oppusite

S@xeo hea&ﬂz oo inged wlth the music in various settings, alkeit in

”uarlous drsgulses._ﬂs we have segen thne older amall farmers select big

o .
pubs for 1nformdl sessions, and thls may he because these are the only

_ pubs wthh attract younger people and women, Young people however are

very reluctant to take part in local social genres of traditional dence-

masic exaotly-because the element of local sccaizl control. They do not

I_like_fhg_musicobecagse 1¥.3is the music of their parentsy of the older

__generdtiog ard. of the loeal community. This attitude, which:is already

manifested when the musiec is heard onn the radis, bceomes even stronger

where the local. sessions are concgrned. The older~small farmers are very

reluctant. tc talk about the element of musical meaning mentioned, and

xsimpiy state that the observatlon may be correct. Tiue young people dn

not hesitate to make the analysis menticned even before the observator

has asked them to, -
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Strong farmers., who insist on » decent life for them and their chile

'drbﬂ;°59ﬂ&}%héir*chilaken'to the local mnsic class, since traditional

- music 1§ irterireted as ® sanctioned activity which will gefeguard the

young - Fégﬂ rthé-temptéfiod?of'*iliibit‘ courtship#
Related wifh the neéning of sénctioned commupnication between people of

0pposite'sexasfis'thc"meaﬁiﬂg~oft'1océlity'; Traditional music was always

- pleyed Yy 1odal-mhsicians; it was homemade, s opposed to imported musical

activi tleu, ‘such as the ballroom dances in the early 1930'8. Since muesical
Communluatlonlms not slways been as easy ag it is now,; with the advance

of broadcasting and recording, and with the improved transport facilllties,
each village and area could develbp its owrn musical style. Even at present,
traditi®nal music played by n-n-loecals is net appreciattd ag much zs the
'playing cf local ﬁﬁsicians, although seme of the local players have
imitated and emulated the styles of others who live hundreds of miles from
Feakle. At dance sesciOﬁs the 1mportande of the"locallty element

is alsn very obvious. mhose wko start off the darcing always live in +the
parish, even if many people from outside are present., If a pub;1can has

no strong custom from the area, dance sessions will not be successful
althoughi he may have customers from miles around on other nights. The
meaning of locaiity is also manifest at the yearly dance festival in the
varish, While on shnwbandnlghbs, with rock muéﬁc, people may come from

as far | as Limerick or Ennis {25 miles from theparisih) the ceili band
nights alwajs attract a proportinnally much bigger local group. Withir
emigrant -~ompunities in Britain and the USA small revivals had a strong
regional fiavour, end the same happens nowadays, when musicians from

east Clare, who have nigrated tc Dublin or London, flock.together ih

their new environment, to“olay.their dattve rusic,

Traditional misic is alsé'oonsidered to be a valuable product of the
irish rac@, and this mcanlng criginsted In the 19th oertury. As mentioned
above, Irish traditional nualo, including d=noe- mublc, was uced hy
urban middle nlasses after 1850. These classes wanted to stress their
éultural independence from Bkritain, and they 1éed collcetions of tunes

athered in the west of 4the country, whare traditicdhal mu31c was gtill
strong even after thé famine. This associztion of fhe 'music with the
idea of intrinsic cultural valie probably did not exist within these
~ural areas befcre the fhhinﬁf but towards the snd of the century betk
urban and rural musicians to8k ‘part in the revival in which the music
‘was presented as a reason for pridé in évery” Irishman. This meaning
became the main proﬁaganda.tdol within the second revival,

The cultursl value of +he masic is stressed ab ioéai¥oomﬁetitions in
Feakle, which have become a major tourist G?eﬂfTin'théérea.-The same

neaning seems to heve a much strenger recruiting power in velation to the
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Tstrong farmers thqn_Jo neople of octher social backgrounds.
J 1 have alle dy ncnvlonud thr association between music and drink.
_&ccordlng to deccrlptlan of ved;% ‘gone by, there was never g dance
without 'halfl . ; barrel of atout’ Wheu the large dances started in the
1930's, partly urder pressure of prmusts who wanted to cent*eﬁlze and

control musical dot1VLt sT=IN a+coholic drink was not allowed in the dance
hall except for a ffli nmounf for ule mus 101ans. 3trong farmers coften
cxpresg thelr pr& ference for other"typer nf tradltionsi music, especially
the so called slow airs, eznd say that dance-music has toc mueh to do with
noisy crowds of drunﬁéh_pcoplen

These them are SORe 51 the meanings which hzve come to stay with the

megic as  the resulzt of previnus use of this music.“Tﬁ&aé.u&&H&ﬂ& ﬁtnbﬂﬂara-
do not determine exﬁctly fhe way In which the music 'transforms the cx-
perience’ of {the social groups concerned. Yet we may partly explain the
seiection of musical hehavioufuby members cf parxticular social groups
from these associatcd meanings. When we obgserve the choices of the various
groups, as listed in fig.1, we may recognize the relation with some of
the mcanings mentioned, like ganctiondd cormmication between the sexes,
logality, culturgl value and dfink,

_JFQr.the small farmers {(and to & certain extent the werker—-faormers), it
ié.bofh”the cdmmunication between'the'sexos and the drink thet matter.
| These peonie, who include in their number many bachelors, select big
pubs for their informal sesaiong;_although the small pubs ar: excTusively
. small farmersf pﬁbse Girls dnd Women only viait the big oneg. The relztinn
—between drink and music Should be studied barefullyo Small farmers, who
usually drikk wﬁth n Small drlnx excnangb gircles, often glve drink as
a token of re:.pec+ and gra ultudl Tor the muqicians. This is highly wvalued
by the ﬁlaJPrq, Trere seems Lo Lc a re“ipr001ty *HVPlvpd bascd oI &N
equlvalnnc~ of drink and music, Apabt from the muﬂnlnga of communic-

R - : e
aglon.between_the_sexes andﬁdrinkg theuuhning of locality is involved
most strﬁng]y in ﬁhc hehévioﬁr of the small farmers and workur—i TIETS .

The mmanl gs of con un1catlon between the me xes ard of drink are of
less Jmpor ance for ths S't:rc:unr:r farmers. They av01d 21l Tnuolﬂa1 cccasions
where drlnx trkes an *mportant p]“ce Phey share however_ln the cccasienl
_large ddnces, gince these are 'dry'; indeed Iin tkﬁsé dance° @ver}kndy
“takes patt, and in participsting the successiul farmeru show tnat they
are sttll involved 15 the local community. . |

In this éociel grﬁup there ig A strong eﬂph95¢a on music as a cultural
"value,“on the *Irishness' of the muolt, To undera tand this, onz rmust be
familiar with the au+?oog of fthnese farmcr whlch focuases on self-

Aﬁreliance.,selffcon@idence and family 1ife. The stress on cultural value
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in music adds to this outlook. The hdstoric meaning of 'Irish culture'
from the 18th c¢entury is one of self-reliance .in relation to other cultureswy
At the same time  Irish culture means Roman Cetholism'and'morality, two
factors which are very important in. the Strong farmers’ concept of family
life and ¢hilfren's education. For this social group the wmain social
genres of Irish traditional mueit are shows and competitions. These are
partly organized to attract visitors to the commﬁnity, wiho are
‘catered. fer mnihlﬁ'by“the'Strong.fdrmers. On the other hand the main
perticipants in thesé shows and competitions are strong farmers' children,
and the Interest which the parents take in musical education of their .
children is also ‘caused by the digciplining influence which they ascribe
to the music. This the element of social control, of sanoticned enter—
tainment. Local teaching of traditional music was started in 1971 by

a leoc,1 mueician. The number nf pupils, which has been #erj high; has
dropped steadily over the years, due to lack of perseverance of the pupils
and lack of ~deguate teaching. What mat’ers however is that many strong
Farmers went to see their children educated in traditional musie, since

25 they say it keeps +He children away from courtship and vandalism.

Az may be recognized, the meaniné of 'locality' is still very important
for thé strdng farmers, and this is manifested in thcir participation in
the large community dsances, and in their organization of the local shows
and competitions. Yet their refusal 4o iske part in the local sessions
sets them apart from the other zgricultursl clesscs. '

The attitudes of the young people are muech less in favour of tradit-—
tonal music. They try to break away from the element of local social cont-—
rol which is embodied in the genres. They prefer to go to Scariff or
‘Fnnis, where they can court without being watched by looals.

Lere we see how the same element nf mganing, that of sanctioned commun-
dleation between the sexes, leads t¢ a pssitive choice by sm3ll farmers,
‘ard a negative choice hy young people. Thig is expressed gquitc dramatic-
ally when an informal session starts in = big pub, where usually young
people are yYresent. The session sometimes starts in theibar, where the
smgll farmers drink. Both play:rs and listeners hope to be invited to
the lounge, either by the publican or ‘b¥ 'the youngsters whb are pregent
ix ide the lounge. Usudlly However the young people move out en bloc
whenever = session sterts in the lounge. ' '

Together with thedemevt &f social control of courtdhip it is the
element of locality whieh keeps +the young people awaj-from.tfaditional
music. Although the attitudees of the young ‘towards the comm:uni'r,:f‘ scem to
be less negaesive than during the 1960's when émigra‘tiun "n:’as'a.i;l its highest

" point, many youngsters think of the pdarish as @ beckwator not £it For
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modern people,

The selection of favourite radiec breadcasts by young pecple-indicates - .
théf'théy a0 ﬁat orly reject actual musical occasiocns where controlling
elders are present, but also the music itselfs While muesical meaning
may originate In the use of the mweic in partioukr =ituations, it
becomes assceiated with the music itself,

The young people Torm the social group in the parish which nmost strong-
ly rejects the traditionsl dance-music, Other sccial grouns which have
not yst becn discuesed are the business people and the large landewners.

The shopkeevers sna publicang usually adhere to the strong farmers'
éttitudes.?Yet:some of them patronize sessicns, since these tzke place
'in'fheir'pﬁbs. There are eight pubs within the perish, four of which
ere Yig enough to attract Bessions, Only three of tne six sheps are not
owned by publicans,

' The gumber Af large landdwners is even smaller, and it would be:
difficult to dedTibe their musical attitudes es those of o social group.
" Thus, mngﬁoaf;heaningh dct as constraints on the musical choipes of the
'membérs of various social groups. Pesple accept musical style and musical
behaviour when its meanings are acceptahle in relation to their =ttit-
udos. Thése meaningé}*if acceptéd_5 are expressed both-in the musical - »
oceasions at *largs, (invluding time and place, snd the specific behaviour
in relation to the susic) and in the musicel sound itself. In the casc
of Yeakle we have seen not only that specific groups take part im specific

genres, according to the meanings experienced, but alss toat the

[

differences betweer tie meanings within the vakricug local socizl genres
cnincide with audible musical differences, of which some have been -
explained,

0f course the account has been rather superficipl ; How was the music
of the varicus genres cémmﬁﬁioateﬂ to users in past and:pres-nt? How dad
these chenneis of comminication cperate? Did they in any way affect the
music itself, or its use or meanings? An exemple may be found in the activ—
ities of the coliectors of music in the 19th century. Acting as commun-
ieaticn channels, ‘these collectors adapted the masic %o 19th century
'elassical' stdaff nodation;.they did not transmit the use of the music
in rural &dreas td'the-new users dut allowed for performances of this
mugic in chamber music settings, ~nd they added the meaning:of cultural:
value, - r o

Although this historical study may have produced seme explanstery
evidence for the present zituation, it szkes~» more detailed study of ES

mugical devélopment to understand how music and musical behaviour may

‘chanagu
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PIOCtSSBS of mu91cel thngt

Of 'all sccial gonres of mu91c in Feakle mbst are genreg of tradition-

2]l dance-masic. I have alrualy glven some eVLdenc "of the r‘ms:.ca't variety with-
irn these genros; as we have sLun the muzic Iin theere genro 8-is recrgn%zbd by

the Feakle people as basically ‘+hb same !, l.c. af_the_same-stoek or consisting
of the same tunes., It iz this very saméness which_allowé:ué te think of the
va?idus meanings discugsed above as_meanipgsféseéciateﬂ,yif%'tﬁﬁs music in many
of its diffcrent genrcs. | : o ' ’_ |

Whgn thie music was first us:cd in, Feakle i.da not know,yet: Thenretically
the music may either have originated locally, or may-have been 'channeled"
to the‘area from scmewhers outside. Sudhichanneling has been involved in the
case of tho ballroom dances in the 1930's, and of mcdern pop and country & west-
ern music. Here*main channels havo beeﬁ returning migrants, and media such as
radio and record. In these case¢s it must be understood that such genres could
not have beon accepted ﬁnd dcvelﬂped within the ares wlthbut an internal change
in attltuées towaras culture. The genres mentlnnta gocm th embady 2 strong
meaning of modernlty,_of leaving ths nackwaters in order to bu connected to
the world's big streams »f culture. ThLy are ralated to changing attltudes
nf fhc younger generations during the 1930's and during the 1950's and 60's.

Tet the muelcal element was first developvd ﬁutSLdL thc arca. The sane may

have been the case with traaltlonal dqncc—mu51c..1n_thla cRge the_dancing
masters of the 01051ng dgcades of the 18th century may have been the mein channel.
Only a2 more intensive hiéEprical study may reveal (¢ this has been the case,

and what =~ related changeé in socisl attitudes made acceptance of the new

genres poss sible . _

Wh*le study of those social chang@ﬂwhlch enable the accoptance of "foreign'
genres is" a ne“cssary part of the study of musical change, I wlll concentrats
on those musical changes which may have orlglnat d locally. Some of these cre
reflccted in the audible musical dlfperences bctwecn the varicua local genres
of traditional dancn-mus;c. oA _ .

I have p01nt d out before that tthc dlfforenoes arc manlf}sfcd asg dlfftr—
anes in performlng Stylt between various mu5101anq, since musiciens wlth similer
gtyles tend to be found wlthln the same genre. To unaerstand local developments
in Irish traditional music wn Fewkle we have %o start with studylng the relative
freedom of performancc which Irloh mualclans.enjoy, and re late this to processes
of selecction which orlglnatc and operate within the local cnmmunlty._Rather
than studying a nupber of 'such develepments in an extensive way 1t scems useful
te concuhtrate intensivelf'dﬁ nne sﬁch*&evébgment, the one which resulted in
the present_contrast between the vigorous sﬁyle'of playing which is usuelly
heard at.&ancing sessioné, and the tswaet' style of: playing which is paramount

at informal sessions but 1s often heard at cencerts zs well.
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A14u51clan. trelned in th *EIaseicel‘ western tradition hag. learnt to adhere
strictly ta a prlnted score of a composition. Yet he may use a very small
margin, his ;’reedom of 1nterpr etlon“ this margin is hardly ever pointed out
verbally, but aa eoncerned &XQLILLnC& its. llmlte when listening to various
performenees, eome of ‘which may be 1ntolarab1e bezeause of the amount of freedom
wQ1ch the plaVer pcrmlts himself. Although printed scores of traditional Irish
music are still rot very important except for scme recent developments in teach-
ing, a same margin of performance freedom exists in relation to the funes. But
thls margln is much wlaer tnan that evailable to the 'eclassical' player. Tempo,
th*hmlcel etructurr. tone QUaLllv articulation, use of dynamics and stresses
snd of ornamenta+1oﬁs and variations may all vary widely, both between players
and betWCen dlfferent performqnccs by one player. Most tunes exist in several
verSlons, whlch even broadens the margin. Iu the case of fiddlers the use of
variations in tope 3nd mclody, _

”_together wlth the use of drnemlic rontrast and of a quits deliberate pace, have
: been developed into the sweet atyle wifich originatsd around the turn of the
c—"n’tury. . o

Mogt Irlsh musiciang display a certain pride in relation to their musical
ekills..whey 1ike to be praf%ed by the dulience. Indéed a player who does not
experieﬁee Qvert signs'of apprdvei during’his performance is guick to pack his
inet;umeﬂf and leave, On the other hand matiy people enjoy the music.as only. one
:elehent of occaslons nf dancei”buring the 19th céntury musicians becam: increas-
iilngly ecarce. After thc famine many traditional pastime activities experienced
a. severe e061a1 devalua tﬁens there wes an increa51ng eaphasis plt ou sober, hard
work ;;d a decent 1life. During this periocd the importance of the meaning of
'cu]tura‘ alue rose., Musicians startfed to develop their musical. skills without
) conflnlng themselves o nceasions ef'ianee. In a sensc they inherited the
artlstlc ﬁ*ti%uues of *hose musicians wht had served “the Irish uhper classes
until the seventeenth century, and who during the cighteenth century had
experlenced a rev;val of the irmterest for their arts in circles of the Britsh
gentry and ﬁrﬁan'middle”endeqﬁcv"claeees.-While this revival died away arcund

1850 traéltlonel musie oont1nuef toc be played in maany of the more isolated
,rurel parts of the countrv, and *here it was that the collectors of the mid-
9+h century a:scoveved’ the music which later became esteemed as valuable
.produot of ITish culthee. . Yet for the time being the main local cmuoloyment of
md5101ans wes—at Oﬁcas¢ons of danca, and although they may have practised those

skllle whlch are’ charactcrletlc for ‘the %eweet gtyle, there was no sign yebk of
ﬁﬂlcarly contrasted local- siyles. o

In the beglnnlng of the present ~entury some Feakle players are SMd o
heve grawu a b:t odd‘ Th“v often turned Aownetinvitations to play at dances,

Iand would only come wheiy they expected a carefully listening and approving
audicnce,
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Fiddlcrs started to chango their style of playing: while Paddy Mac (41820 -

+1900) had a wigerous though skillful way ef playing, his -pupil Johnnie Allen

(+‘1 870 = f1-950-)r ..T-.could_no.'t be hxﬂard bc-hlnd a cob's wch‘ This -is not to say

that Jochnnie's playing was not apyrbclsted' peoPLe are told te have corept

through: hedges and ditches to llEtLﬁ sbcretly -to his playing. _
wJohonie Allgn.u béhavlour may be. relat d to the Gaelic revival whlch affected

musical life around 1300, Accordlng to olé local reonle he started to change

after: the visit of O'Nelll around 1910 O‘Nelll who epollected music in the aren

considered Allen to be one of his main infrrmants.

Developments like this. one mey have accurred in many different areas in
Ireland; yet Allen’'s use of the sweet sfyle, and his manifestations af shyness
gd pride may have beeﬁ his unique translations of new attitudes towards music
making. _ _

People continued their small scale dances until' +1940. Around this date
the 'houase dances' were practically brought to an end by licence acts of the
government, by priests' sermons.and by the arrival of new genrcs such as hall-
room dances. Developments in-this period are complax and fascinating, and deserve
a more detailed description thaﬁ can be allowed fer within the framework of
this article. Anyhow, while on. theg.one hand dances became centralized within
the school af the nuclear Killage? and in the.schmol of the second nucleus of
Kilelaran, -another part of the population crganiged lergs, long lasting dsnces
in couatry heuses, which were under .constant threat of police acticn. Both.
~developments finally resulted in a concentration of musicians. in the 'ceili
bands’of the next.period, some of which originated in or near Ferkle. Originally
-created to fopter the music within a nrotective milisu, those btends became more
and more dance-oriented, since large scale dances were their main empleyment
opportuaities, But whilc playing togetkber in a lacgy band may perhaps imprecs
& dancing audience, 2nd as such was z good remedy fo overcome the musiclans'
shyness, it does not give the individual player a great opportuniliy tc show his
skille. Between 1940 and 1960 geveraL local fiddlers and other musicians left
the local'and regional ceili, band mdﬁement, éﬁd returncd to:themsweet style
of playing,. None of them had becn taﬁght by fcrﬁer sweet playérs._; e

In relation to the pcrfectlon of the sweet stylc of sore of these younger
players the infermal segsiond were developed The pla}erc prbferred = qulet
attentive aundience which they fonnd ln the older small farmcrs, and esp=cially
in the generstion which at that tlmc was around 40 years of age, Thils generation
had grown up in the time when house dqnccs were stlll common practice, Al-
theugh no dances wer: qllowcd in puhs, qulet sesslonq were not dlsturbed by
police or priest. Hersz the old relation Hetween muslc, drlnk and conv1v1311ty
was restored. _ ' :

During the game period puhllo dances wlth tradltional muslc became more

frequent agaln, and after 1965 entered thc 1arge pubs. ﬂt th;t tlme,rvt the peak
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of the new reviva®, bath sessicns of dance and sessions for listencrs could
take place in pubs: But the twe did not merge: for both types separate gtyles
of perfermence had-been ¢reated during the years before. The sweet players
did ccce-sionaily play for dances, but both in #elr opinion and in the opinim
of the dancers ' this wWas fict successful. At present nobady dznces to the music
of bhe fiddle; snd whénever z fiddle playé together with the accordeon, the
main dance- inédtrumént; “itd mugic is fast snd vigoraus. Two musical siyles
had Becomé two social styles, #ach with théir own perfermers and audiences.

The mein audicncc at infermal sessions nowadays helongs to the group of older
amall famerd, who grew fp in the time of the house dances and afhered to

these dances when government and clergy tried to oust them. The dancers at’
the dence sesgions grew up with the large scale s:hool and hall dances, In-
deed the types -of dances, the 'sets!, are similar to thosz danced in the halls,
and guitesdifferent from the older ‘'plain set' and 'reeslset! which used to be
danced in the houscs,

1t 1g quite possible that the sweet style will not . lart very long in Feakle,

In a sense it ls a fiddler's reaction against the poworful melecdeons and
accordeons, 'the main instruments for loud, fdast time dance mrusie. The asweet
musicians created an alternative for this loud ‘and fast music. Similarly the
Informel sessions AeXY i, Plternative fom the packed, nnisy dsnce nights., But
among the younger people the fiddle becomes less popular. Informal sczcicus
become incrﬂasinglv rarc, and audiencus grow smeller and older. It scems that
the prcsent ‘decline of ths rLV1v17 affects the lnfornnl sesgions more gtronglj
£H:n the darce ‘nights$ 91nce the revival gave thL misic a centsal p?ACC at

musical OCCasions; as at the informzl Sesslons; 2t dances the music has to

-,
3

share this place with the dence.
The sweet style carrics meanings which sre relaied to ite origin. 211 or
nost &éloments whichinharaéfcr*zé the style have been preaent in former perform-
“ances, in the development of the new style they were emphagized. For players end
audience thuy gove the music i s distinet flﬂvnur of skillfulness and el raonel

style;’ 'as we Have seen the styie was develo pud whan SOme musicians prulerrea

to be listened to instead of furct;an?ng in a group as pruducers af dance-
magi Wlen through ‘processes of SLlCCtlﬁn by nlayers and audicnces the style
becdme more Drnnounceq and gnt its plao& in z dlStlnbt ‘social genre, meanings

from thause within this gLnre became a59001at 4 with the mu¢1091 st yip: slow
soft music with skillful handlwng of dynamle ahd varLatlnﬁ% becams "thc symbol
of qulet gatherlﬁgs of qulet peopls, and of resignation of’ “those who s: aw the
decline of the cid, small scalé social strunfur;, in which the older ‘small
farmers once had takLn paru. o .

However, the gound scape of the music can not Ee explained'completelj by

referring only to the reaction AghingT the ceili band practices and the fast
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time daﬁ-é'e-music. While this r-act%h"‘ ma’y account for the !mad;ra't'c'speed,

the soft clear:tone ard the s§1¢1ful varlatlons, the sudic¢nce Aften’ rocognlzos

Pn element of 'plaintwe ncss! 1n tbp mquC of the’ sw@et type. In various dlscus—
sions amongst musicians, in whlch I Dartl@lpaugd it was discovered that this

plainﬁw 1288 was at iltamt partly due t a. subtlc use of dynamicés, and of

specific melodlc Momonts (11ke the use of a. wholc toné instead of a sbmltonc

under that *one which functhn% as tonal centr¢1) g1 uonder if . these elements

have a partlcular emotive pow;r of +h‘1r OWD . 'Plalnfwtness' is = recurring theme

in discussions of Irish muslc, and 1ts qpprecltalor seems to be related 4o

the feel 1né of increasing leneliness of those whogﬁayed in Ireland when leg—
ration was at its highest, and w1th Thelr subsoqugnt isclation followlng the

collaosc of the soclial structure of tie small hamlets within the parishes.

What is lmportﬂnt is that this feeling is assoclated with specific elements

of the mu51c, like the dynamic gsubtleties, melodic elements, and 9156 with
specific aspects of articulation. '

' WHlle the studv of developmenits of wlument in the SwLFt svyla, and pf thL

related meanings, could be pursued much fUrthcr, qnd many ntbpr xlcments

- remain to ke studied as well, T will gtop the discussion of music in Feahle

at this point, IIhOpe to have given sufficient evidence Loth of the social

chplexify of music and of the possibili%yfof z socliclogical approach of this

complexity. -

'!!_il!iTl]!!1!!IIT!?I!?T||II1‘|!!Iif??'f!ll!lltl'l"lIll'llTl!!!l"!l"l!!ll!'l!llff

1), Many tunes are performed with different melodies rccarding to their use at
R differentoccmslon Veriznts w1Lh semitoncs immédiqtely-he1ow the tonal centre
oucur:ﬂimuently at ‘dence sebtlons, while wvoariants with a whole tonme step are
"typlcal for informal sessions, 1 nave observed actual processes of changes of
tunes involving this difference. It is partly releted to instrumental technigue:
feR. many fiddlers I’ is.more casy to play than £' shorp, while most accordinn—
ists uge instruments on whiph'tﬁe f' sharp ié more easy to play. But what matfoers
‘is’ that the differenee is i;Df@Ciﬁteu in terms of plainfulness, I can net
explain this dppre01at10n, yet I have noticed that T do experience tHe differ-
"enee in the same way, with thc same connotetlon. Thls May bo the result of a
‘progess of analturatlon durlng thL fieldwork. but 1°dotht if iy really is.
The case is ¢hLattd to that of the emotive cantr: t between nusvc i major and
minor keys. The la**er is often expcrlbnced as 'gad* at least by those who
‘have grown up with western music. We may WOHQEP' hitthlb emotlve.quallty is
inherent within the structurc of tie music or net. '

I observed that apart from this matter of pIaiantness,.@iffeféhées hotween
tunes are usually discussed in technicsl terms. Tunes are mgrg_oi less diftficult;

they use specific keys, they have two parts or more, etc.
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As thﬁ %éekle ptudy makgs c;;qr, and as we all know from everyday exper-—
1encc, sets of ru“es gaverrlng jﬂS;CPl behaviour may be experlenced as system
i,e. as somethiig.mﬁru than a sheeL coincidencrs of ruless It is this experé
lence which;bnableo uq ta thikk and talk a%out specific kinds of music, The
music'of'such a tegcry ie utriéﬁurnﬂ accrralng to coherent sets of norms.

In thls paper mu51ea? life and musical development have Jean related to
prevalenu soclal attituqe :nf these sool 1 grﬂups that use the music conceraed.
A main empha51c hac been on musical "h01ces by players and audicnces, These
chnices resultﬂfrom 5001a1 attitudes, Musical meaning has been presented as
a corréelating elemcﬁt hetween musical choices snd social attitudes. Actual
musical events have their meanings only wlthln the context nf musical systems."

Irish muslcal nlsbory SU5FOSt5 that there are¢ seme constant clemonts of
meaning throughout tbe'varlous social genres in which Irish traditional
dance—mu51c has its pl?Ge. Yot in ggneral 2 musical gvomt, and = musical

systom, may nave varigus mLFnln s for various soclal groups. .Sinece channels

o¢_communloat;on ar& at Qo rk transmifting musical s~rundé pattorns and_gusicai
behaviour from one time and placs to the ather, we may parily attrimute the
stasis or change of sound patte“ns and meanings to 'techn}cal_eapects'_of.
the Pommunlvntlon 1rcu1t. ' _ | | o
Yet there are other rcasons why grund pattérns and meanings may charge.
Musical meanings, and the mmsic which carries these meenings, aTe uought and

accented or afnlded and reJQCtt“ bJ people dccordlﬂg to their sceial attitudes,
O - IR

We may asgume *hat chungas LN snund pat terns »r in noanlngs are rulat .4 to

”~

changce in SCClal ttluuit _ThL vule governlng migical gtems may Qhange,
As & 1esult muslcal systems arb in 2 cnnstanu sua+e of flux, and thls, to—
gﬂther wlth_the vlmultanous availablllty nf several EuSlCPl systema at one

e
time and plaoe _may acen upt for *hp KalE*dOSCOpl” qualiflo ol presentudey

mu31Cﬂ1 11f9, in Imeland as wol* a8 bleewherca

~

Tt Ls stlll very dlf940u1+ to account for the fnrm of nualc, thc_Potual
sound patternur or for thn'dir otinn of change in these q+ternsv In tﬂr
case ui‘ Irlsh tradltl nal n nCuumusﬂc,_thc analysls pr&SEﬂt :d in thls papcr
has taken the ﬂlﬂ;tlal form' of the nuSLP for grantcd-_lndetd the orlgln of
the mugic coulﬂ ro+ be traced, and even may have to by ¢onxed for nutslde _
Treland. #s 40 changes of musical patterns, the Enalyszs hds not hes,n cxtEﬂded

&

ta chaunels ~f communlcatior ﬂetWEun Feakle and other areas, but has been

n

rcstrlctei to 3 case stuiy of thL rarticular Fea.le d@VelO*ment nf the 'sw et

hstyle and of the soelal gbnrt% in whieh this style is used. Even withln the:

_fram_work of this case duaj ne complut ¢xplanation »f the audible fnrﬁshof

L
'sw et! and 'fast time' mosic poulm be given,
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In my opinion we have “to do-with-a restiittlen caused by assuphions which' .
underley several - anthropolﬂglcal methods. Anthropologlcal mbthnd be it
'functlonallst'.’marxi st! or 'methodologlcal 1na1v1duallut’ is bas:d on the
agourpkm thatthere Jsalevel on which bLh&VlOur mekes sense, l.c. on which this
bezhaviour can: he Lndnrstood The 1nv;stlgator meJ try to dlSCOVLI thls SLHSU-
by communicating: thh hls 1nfqrﬂants,_or in a Process of ‘v;rstehgn . It is
assumed That the 1nvest1g tcr is. able 50 1ntwrpret and understpnd human acts
since- 1ike the actor he himself lb a human b01ng. r"his assupptinon, simple as
it is, is hardly jf-hver dleussad The musical nroblem mentioncd asks f£or a
reconsideration. of this amohpptlon, if we want to study musical behavicour as
a specific category: of sociéi behaviour. In ordcr toc meke this moere clear 1
will dwell on that parficuLar anthropologlcal meshod chat concentratas'oh
the humanrpossibility t@ choose between'aléérnative types of'behafiour, aﬁd on
the constraints,actirg'upon”thesc chcices, This methed has béen used in the
prbburt paper as woll. ' : | . |

One nf the stayting pn‘ntq of the aqthropclogists who arv.uomctlmes clum51ly
called methedological: inalvldu“ﬁ sts is +he idea thdt aften, if not in general,
several courses of action’ are ﬁpon tn part101pantq in a SQCLLty.'Fifth renarks
that o s | . N

... the genetics of value systoms bcth £AR 1rd1V1¢uals Pnd 5001¢fles prov1d“
diverse sets of valuce' (Firth 1964, p. 291)
and - _ _
'Structural units'are ersated and malntalncd throu@h organiz an in which
the excrclse of individuel chnice is of bablc 1mport~n09' (1h. 46)
Yet he is not very clear shout the 0r¢g¢ns af vm*ue sysfeme, ner ras hu concont—
reted on the guegtion how exac tlv 0h01ce rwbultﬂ in chmgt. _

Bartl, .in his models based on 'trﬂnsaotlons‘ pre ents the brhkur, fhklin—
novator of walus. trpns9ctnons hltbartd?unknowﬁ as thg ane rprcnsible fmr
changes in systems of so0cial benaviounr (Barth *966)t Palﬂt {(1914) nhas already
pointed: out some wezk points 1n this 9pprn cb Barth only dcle with quamtitative

values which may figure in an . assumbd pursonal sdminis trqtlon ﬂf gaineg and -
losses. The change of social forms whlch Bar+h prodlCts ls to an 11-tmg;901ng
Standard: value to measure th .merits nf varlnus forme rf Sﬂul”l bchﬂv1our. Thisg
does not help. s mugh. Altgpugh 1t may bc posalhlp %o cplculate tha (cconomlo)

~alue of a cevtain mua1091 ltbm at a certﬂﬂn ,lmu ”nd pl?Ce we ﬁo not Kknow
why certain social graups of, peoplc bntpv Jn trpnsactlons 1nvolv1ng '
'bpnulflp musical sound pa+t sIN5. Ba th rgauces sou1*1 forms to cne essumed
fund9mental ‘human need, e hegd to make Droflt ﬂe 1ntgrpretq actuwl 5001a1
processes in terms of monbymekgng or ather types nf sych proflts, put hu does not
predict the actual form of these procesoés. And a thnugh L,v n mus;cal d&VEl“p—

ments may be scen as resulting from wants to maxlmallze préfitsy 1t seemg hard



to predict or even interpret its actusl musica® frrms. And certainly, musical
brokers do exist. But what moves them musically? Of what nature is the profit
they try to meke, and why do they make such profits within the context of
epecific misical Stg}kg:? S S : ~

Boissevain (1974) holds social groups of underdogs responsible for ths
drafting of alternative value systems. He tries to interpret these alternative
rules 23 more helpful to the underdogs, 25 znabling them to escope from thelr
“ndcrdog.p051tlon. But ihere are ax S of social bghaVLour whers 1t 15 legs casy
to ses what makes one an undcﬂqob. nr how the change of certain rulcg helps
him to escape from his grdag p@bltlon. Although musical chenges mey be related
to attempts of musicians to-gain-ecsteem, or to attempts of audicnces to improve
their status, we cann~t predict or interpret actusl musical changes only with &
the help of these assumptions;. -

The main troblem: why Aots misic appeat in, nr change n, this particular
(audible) form, een:hsrdly be solved in ginceral terms, as long as we do not
know what moves pzople in mu81c,_'e_dﬁ undegrstand man's obhvious physical neids.
We assume that we understand hlS desire +nlwleli power in Any form, tn pe accept-
ec, io he estecmed, to bhe f& 1red ok édoiei. We try o undcrstand hew people
communicate, and we may come . a dong way. in learning to interpret those systems.

of behasviour which expliQitly_fulfil_a“communication function., &nyone can I,

aer  that music iﬂ sool*‘ly not much less import"nt than these othir types

of need and HenQV¢our, Yeét 91+hough thb phdﬂ“Munﬁn ~f music appears in sc

many’ dlffcrepu bh \bol ,'and a]+hougk 21l or most tfpbu ~t musical behaviour ’

can be’ observod byr;nymnc who drdjcpbcs his attentlnn to it, we can net yet

cope with %t as anthrdpologisis. We cannot interpret »r understani the musical
+y

experliance of our informan

M?

nd we ean nolt commrunigate our cown musical exper-
is nces. C . Lo N : : . .

Thc case of music may show that ths assumption thet anthropologlsis may
find levels nn whiclg social behevicur of Ethers wiil méke sense 1o them  is
altogether too optimistic. Yet we should nnt reject the assumption, for without
it there would be mo anthrepology. But ncither should we agcept the idea
that some areas of humen scorial behavieur mast necessarily fall outside the scope
nf anthropology. The knowlecdgc that all pecople are 2% several stages of their
life socialized int~ musical sytems and social genres of music may be the
starting point for 2 search for adequate methnds and technigques of research
into musgical hehaviour. This search:l {\Atﬂ\l\lu}ik\(’ ineclude cage studies Tike
the one I hsve tried tc maeke of Feakle. In order to tndemstand a sposific
kind of music ths first step muss be to become socialized into social gonres
1 this music., After many stitempts to try t~ understand socisl genres !from

within' we wmay Jiscovsr what the nex+ step will have tc he.
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