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Abstract
This thesis offers an ethnographic account of the musical lives of musicians who

play traditional l ri sh and Newfoundl and mu
Drawing on interviews and participant observation, | explore the significance of this

music for musicians in terms of their self-definitions, social networks, senses of place and

belonging, and livelihoods. | show how, in learning and playing this music, musicians

also learn to become a particular type of person, with certain aesthetics, ethics, and
behaviours associated with ideas of —tradi
| also explore the different ways that musicians express these ideas and the politics,

hierarchies, and exclusions implicated in debates over what itmeanstobe a —t r adi t i
mu s i cliargusthat] in becoming part of these negotiations, musicians establish their

position withinthe St . J o h n * snd ongargze tbeir Isves @nahcenstruct their

selves through the performance of this music.
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Chapter 1: Playing traditional Irish (and) Newfoundland
music in St. John’s
St. John*'s, the capital city of Newfoun

from across the province, the rest of Canada, and other countries who play traditional
Irish (and) Newfoundland music.' Musicians come from a wide variety of musical and
regional backgrounds, ages, and genders and participate in this music in multiple ways.
For example, along with numerous professional and semi-professional performers, there
are many musicians who play primarily in private or informal settings. Musicians also
delimit and define the music they play in various ways — leading to my awkward but
useful term —lrish (and) Newfoundl and musi
with, however, is that playing this music is a meaningful endeavour and an important part
of their lives. This thesis offers an ethnographic portrayal of the musical lives of these
musicians and their interactions as they meet in different spaces for the performance of
this music, based particularly on my research at sessions during the late spring and
summer of 2009. In the process, | explore the multiple ways that traditional Irish (and)
Newfoundl and music is implicated id musici
shared meanings and practices.
This first chapter provides an introduction to the significance of this music to
musicians and to how I will approach this significance analytically. | also provide
background information on this genre of music and its performance that | will draw on

throughout this thesis. | present a brief description of traditional Irish (and)

! While the political boundaries of the province incorporate both Newfoundland and Labrador, this thesis
focuses specifically on the island of Naearticdlaoundl and.
part of the province.



Newfoundland music and of sessions, which are a primary venue for the production of
this music. I then undertake a review of the relevant literature and explain the theoretical
approach guiding my thesis. | conclude with a preview of the subsequent chapters.
As a way of introducing the deep personal relationship musicians have with
traditional Irish (and) Newfoundland music, | begin by considering the life of
Newfoundland flute player Gerry Strong.” Gerry grew up in the Little Bay Islands in
Notre Dame Bay, Newfoundland. He learned classical piano as a child but is now a
professional musician who plays traditional music in several bands, as well as in sessions,
has released a solo CD, and appears on sev

traditional music was by chance. His sister bought him a Planxty album as a gift when he

was a teenager and he instantly fell in love with it* Hecomment ed t hat —as soor
needle hit the first side, | was hooked. |
—whatever | could get my hands on, Il which

music. This learning eventually led him to where he is today as a musician.

At the time of my fieldwork, Gerry had a full-time non-musical career, but
nevertheless played as much as he coul d. H
unable to attend sessions as often as he would have liked. Yet, he found other ways to
enjoy his music and learn new tunes. One day when I called him, he told me he had just
turned on Clare FM, an Irish radio station, to listen and play along. When | asked him

why he played this music, drisnkiespoarse aes:

| use pseudonymsthr oughout this thesis in order to protect I
received explicit permission to use musicians' real
record. In these exceptional cases, | will introduce musicians using both their first and last names, as | have

done with Gerry. A more detailed discussion about my use of pseudonyms can be found in chapter 3.

® Planxty was a traditional/folk music band from Ireland during the 1970s.



just one of those things you got to do. Il T
essenti al this music iIs in Gerry‘'s I|ife, a

According to the Oxford EntajtyoraimateDi ct i on
exi stence embodi ed i n (@EDOnlimd0Oillwk.v.dife,a'). per son
That is, life is both the act of living and the quality of being alive. This thesis therefore

considers the different ways that the performance of traditional Irish (and) Newfoundland

musi c is tied to both musicians —ani mat e
di scuss how ideas such as —tradition, I —au
—l ei surel 1 nfl uence muicandthe rmemings theg attgohetar i enc e s

it. Sessions as a particular performance configuration, for example, are intimately tied up
with the idea that playing traditional music was and should be an egalitarian and
communal endeavour. Yet, | also show how musicians negotiate these meanings,
associations, and practices with themselves and with one another. Far from simply being
a source of entertainment, as music is often conceived, I argue that musicians make their
lives in various ways through the music they play. That is, even for musicians like Gerry
who do not play in a full-time professional capacity, they nevertheless organize their lives
and create their selves in relation to the performance of this music. This occurs as they
navigate their own position amidst a nexus of ideals and social and musical practices.
| use the concept of —musical pathwaysl
life-making process by musicians (Finnegan 1989). In interviews, participation, and
discussions — forming the core of my ethnography -1 as ked about musi ci a

bi o gr ahpping tegain alh understanding of the changing role of music in their lives



and where traditional Irish (and) Newfoundland music figured. These biographies offered
insight into the many different musical experiences lived by musicians. They also
revealed many patternsinhowmu si ci ans‘ di scussed their mus
these biographies acted as narratives through which musicians illustrated and constructed
their life-ways — past, present, and future.

—Musi cal pat hwaysl captures precisely t
linear and non-linear)i N mu s ives (Caham $993:129)i Virva Basegmez explains,

A pathway is |ike the hi stboogrgphythdt, a musi

importantly, is connected with processes of identity. Pathways inform about

where the musicians come from, what they have done, where they are now and

what they are doing, and what they would like to do in the future.

(Basegmez 2005:70)

Paths can run straight, wind, circle, cross, orevendouble-b ack, just as musi c
musical lives can change courses, returning to past ideas, places, and experiences or
creating new ones. The pathways of different musicians can also converge in shared

spaces, overlap in similar directions, meanings, or experiences, or run completely

different courses (Basegmez 2005; Finnegan 1989).

Theconcept of —musi cal pat hwaysl originates
exploration of —grassrootsll musicians in M
expands on the idea of —art worldsll wused b
pl ay in —wod |Indednionfgsshanrd conventions. To F

series of known and regular routes which people chose — or were led into —and which
they both keep open and extended through t

example, many musicians who are from away, meaning not from Newfoundland, only



started to play traditional musi c when the
often referred to a particular session known as Fiddle Group, held weekly by a group of
amateur musicians, as a means of learning this music and its social conventions. This
session has thereforeservedas a —r egul ar r ouvewwtthecityor many b
These routes resemble Becker‘®'s worlds, but
sense of change within genres and life-ways (Basegmez 2005:59; Finnegan 1989:306).

Virva Basegmez (2005) also uses the concept of musical pathways extensively in
discussing the music-making practices of young musicians in Dublin and Galway,
Ireland. She follows Vered Amit-Talai (1994, wh o adapted Finnegan's
collective, shared routes by adding a notion of individual agency (Basegmez 2005:61).
As such, individuals can create new pathways for themselves, join or leave particular
routes, or contest and change these shared pathways (Basegmez 2005:61-62). Basegmez,
for example, explores how musicians change musical genres over the course of their life-
time, in turn changing between the different routes laid out for those genres (Basegmez
2005: 62). Musi ci an srindividualizéd choickspabGerryslidima k e s i m
pursuing his interest in traditional Irish (and) Newfoundland music after learning piano as
a child.

My approach to musicians® +shalasandc a l pat hw
Finnegan. That is, these pathways may be individual andcollective. For example, each
musi cian's pathway may vtarme,h o vbeurt trud tciopures
pat hways may also overlap and become share

are narrow and individual, others are wider,well-t r odden and more famil|



2005: 60; Cohen 1993:128) .trnodceen tphaetstewa pslt
pieces of consistently overlapping or parallel paths. Musicians can then choose their
pathways in relation to existing routes; they do not always have to break new ground.
They may also choose their pathways in relation to conceptuatoutes — shared ideas of
what the pathway t o becomibafgrexample-ttisthedi t i ona
interplay of the conscious and individualized sense of pathways with the idea of shared,
collective routes that I find useful in understanding the various paths of musicians. This
interaction allows me to explore how musical pathways are similar and different, why
musicians may choose certain pathways or are led down others, and how these choices
i nfl uence mus ipaths aaddife-vaysover al | i fe

While the notion of pathways and routes allow for a sense of movement and
choice, Basegmez points out ddrmadce Bteckfer —ar t
worl dsll is useful i n certain contexts. Ses
over the world can meet and share in the production of music as a result of shared
repertoires and conventions (Basegmez 2005:62). These shared contexts, however, can
al so be captured by the notion of —scenes.
—cul tural space in which a range of musi ca
within a variety of processes of differentiation and according to widely varying
trajectories of changeandcross-f er t i | i zati onll (Straw 1991: 37
scenes, then, I can look at the context within which musicians play music, including

overlapping, diverging, and sometimes competing musical influences and interactions



from many people and places, as well as the negotiations over meaning and experiences
that result.
Further, as described by Basegmez, there are scenes within scenes (Basegmez
2005:92-93) . The session scesigedmiofaMder John® s coc
traditional/folk music scene within the city, as well as part of a yet wider scene of
traditional music in Newfoundland, in Canada, or throughout the world. Similarly,
sessions at two different pubs could be construed as scenes unto themselves that are both
part of the | arger network of Irish themed
musicians and performers that participate in them in various capacities. Thus, scenes are
overlapping and nested, with shifting connections and boundaries amongst them.
Throughout their |lives, musicians®‘ path
playing different genres, in different places, or with different musical goals. Their paths
intersect with those of other musicians at certain times and places and new scenes and
paths can themselves be created through these interactions. The scenes constitute the
mi |l i eu for pi ec,avBichard atthegasd timd, restecswithingraaterh s
scenes of similar contexts and networks (and thereby similar conventions and
repertoires). | n addi ti on, since musi ciagenabéit pat hway
changing social context, these pathways are influenced by factors relating to age, gender,
and class (Basegmez 2005:79-90; Finnegan 1989:308-316). The existence of an active
and visible traditional musi c scene in St.

musicians with greater opportunities for learning and playing than are available to



musicians growing up in many other places.” Thus, | explore the interweaving of
individual and collective paths, of structural influences and individual choices, through
musicians' musical pathways and their move

| consider only musicians who play or have played traditional instrumental music

(broadlydefined) i n St. John® s. I n the I mage proj e
industries —traditional musicll often appea
ofNewf oundl and. The musical practices withi
thoscacr oss the I sland, though they are also

hosts a diverse musical scene of which traditional music is only a part.> Many of my
participants themselves play other genres of music in addition to traditional music.
However, due to the constraints of an MA program, I focus on the meanings attributed to
the performance of traditional Irish (and) Newfoundland music.

In considering the pathways of musicians, | seek to illustrate the tensions and
paradoxes that musicians navigate, but also the fun and the love of music that all have a
part in playing traditional Il ri sh (and) Ne
today. As mentioned at the beginning of this chapter, the musicians who play this music
i n St . Jguitedivese: dafferent ages, genders, backgrounds (regionally and
musically), with different opinions, ideas, and experiences. The performance of this
music, however, provides them with a means of engaging with one another and with their

own lives. As such, for musicians like Gerry, playing this music and participating in

* Various facets of these structural opportunities and constraints will be explored throughout this thesis.
*There are, for exampl e, clasica, jazz, gypsy jszz, blues, f@k rock, J 0 h n
klezmer, reggae, among many other musical genres.

s wh



sessions becomes —just one of those things

their lives.

1.1 Tunes ad sessions
What happens in a session is someone enters the pub with an instrument, they put

it down on t h endtheyasdera pinaanhtte bar. They mighe chat with the
bartender for a minute until they see another musician arrive. The two pick seats at the
table, set up their instruments, and update each other on news. A few other musicians
come in and join the table. Everyone is sitting and chatting, about music, about the
weather, about when the caplin are rolling, or about their week. There might be a lull in
the conversation and someone will start a tune. Other musicians, who can hear over the
buzz in the bar and recognize the tune, join in. The tune repeats. On the third round, a
musician who just started to practice the tune that morning finally gets the feel and starts
to play along enthusiastically. Another sits out because s/he has not heard the tune before.
Yet another adds a distinctive variation. Someone calls out a key change or makes a yelp,
indicating a new tune is coming. The leading musician starts the new tune and everyone
else stops playing to listen. One or two join in and the guitar player works out the chords,
joining in more loudly in the second turn. The others listen quietly or chat with one
another. No one calls out or starts a new tune after the third round and everyone ends at
approximately the same time. The pattern repeats throughout the night. More pints are
ordered, more tunes are played, and more c

performance starts or the majority of musicians decide to pack up and leave.



This sketch offers a sense of how a ses

Sessions are one of the primary venues for the production of traditional Irish (and)

Newfoundland music. While thereisa—s ong sessionll that takes ¢
Newfoundl and Pub, a pub | ocated on George
consider focus on playing instrumental music, r ef er r eldlAsBaoyFays —t unes
describes in his Field Guide to thdrish Music Sessiot, he session i s —a ga

traditional musicians for the purpose of celebrating their common interest in the music by
playing it together in a relaxed, infor mal
ofthehouseands pendi ng an evening with friends oV
1999:13). While the musicians at sessions
the music played exclusively Irish, this is a succinct introduction to the concept of a
session. As seen in the example above, they are generally not formal stage performances.
Rather, musicians play around a table or two in a pub or café, in a rough circle, and often
will drink, eat, and chat throughout the session.

One of the features said to define a session is its spontaneity. That is, while a
musician may come to the session planning to play certain tunes that they have either
recently learned, thought of, or heard, no one knows ahead of time what tunes will be
played throughout the night, in what order, or by whom. In addition, in public sessions it
is generally held that any musician may join and partake in the music.® As a result, the
musicians and instruments that will be present at any given session can vary significantly.

| observed one day in my field-notes:

® The actual inclusiveness of sessions and the ability for musicians to join will be explored later.
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Every time | walk through a pub door

going to find, no matter what | hear

incredibly unpredictable even given that certain musicians are supposed to host —

with musicians being away for gigs overseas or elsewhere in Newfoundland.
(Field-notes, July 12, 2009)

The degree to which this statement is true also varies among sessions with some being

more variable than others.

Of—i'

As mentioned in thisexcerptt many of the sessions i n St.

paid hosts. Other musicians who attend the session are not paid but may be given a free

pint or two by the pub or receive a discount on drinks. Gary, a part-time professional

c O

musician who has been playing at sessionsin St. John * s f or several years

the various types of sessions that can occur:

Ther es .. One of

di fferent p
n anekoulde " s
i
r

e
e o g the sess
fi
a few t
The e s the clos
areinvitedto or ar wel come at. |l don‘t s
but | know i happens. They‘re fun.
is kind of non-stop, which is | guess another attribute of what I like in a session.

You know good friends, good tunes, good times, good Guinness. Late nights, you

know, just shut out the world and pl ay

But then, you know, the whole point of a session really, and this is the
third category | guess for me, from my perspective. The whole point of a session
is a social |l earning event .. so tha
bedrooms by themsel ves. I mean, _c
pl aying with [other peopYoeldarnfromhat *
playing with people who are better than you.
While Gary described three types, from my experience these are not completely distinct.
A session that is a gig could become a private session if no patrons are in the pub during
the session. Similarly, a session that is a gig could also be a social learning event for

musicians of various levels. The overlap amongst types again relates to the spontaneity

11



and dynamic nature of sessions. The dynami
discussed throughout this thesis.

The music played at these sessionsispr i mar i |y what | have te
l ri sh (and) Ne Ghapten2nvidl éxglanedn datai teeihistory Ibf this kind
of music in Newfoundland. Briefly, however, the music first came to the Island with its
early settlers and has origins primarily in England, Scotland, Ireland, and France
(Osborne 2007:189). It has changed over the time since its arrival as the music developed
across the Island, new compositions were created in Newfoundland, and new sounds and
music were brought by more recent visitors and settlers, radio broadcasts, recordings,
sheet music, and Newfoundland musicians travelling to and learning music from other
places (Byrne 1991a; Osborne 2007; Quigley 1995; Smith 2007; Webb 2008a; Webb
2008b). The influences of Irish music and Irish musicians on music in Newfoundland are
often particularly emphasized among musicians.

This music was originally used as an accompaniment for dances but later came to
be played principally in a listening context (Osborne 2007:192; Quigley 1985:15-18).
This shift occurred primarily through the influence of the revival movement of the 1960s
and 1970s asurbanmiddle-c | ass musi cians in St. John‘s b
recordings, radio, television, stages, and in sessions (see, for example, Saugeres 1991).
Common forms include jigs, reels, hornpipes, slides, singles, and doubles. Currently in
St. John*s, the tunes that are played are
Newfoundland in origin, though a Scottish or Quebecois tune will also sometimes be

played. Each tune is usually played two to four times and tunes are grouped into sets of
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tunes where two or three tunes are played consecutively.” My intention throughout this
thesis, however, is not to investigate the technical details of this music beyond what
musicians themselves have described. If ocus i nstead on musi

this music and its performance.

1.1.1 A note about tenses
My fieldwork took place during the spring and summer of 2009. Yet, many of the

sessions that | encountered are ongoing. | have also continued to participate in sessions
across the city throughout the period of writing. My choice of tenses throughout this
thesis reflects these processes. In particular, I switch between past and present tense as
seems appropriate to the ethnography. For exampl e, there 1i's
Friday evenings that | often attended as part of my fieldwork. This session, however,
continues to be held with much the same music, musicians, and social and musical
practices as seen during my research. As a result, | sometimes refer to this session in the
past tense to discuss specific observations and experiences that occurred during my
fieldwork, and sometimes in the present tense to relay the ongoing performance of music
by myself and other musicians at this session. Through these grammatical choices | also

situate my own position, both temporally and regionally, as the narrator of this thesis.

Ci

a

Thenextsect i on al so di scusses the position

lives and the traditional musi c scene

place my own research within various streams of thought.

" The number of times a tune is repeated can vary depending on tune length and complexity, with two to
four times being most common. Similarly, the number of tunes formed into a set varies based on the length
of the tunes, the complexity of tunes, and whether musicians can think of tunes they want to combine. A
common length for sets, however, is two or three tunes.
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1.2 Existing research and tloretical perspective
This thesis is situated primarily at the intersection of two bodies of literature: the

ant hropology of music and the study of —tr
developed extensively by the fields of ethnomusicology and folklore along with
anthropology. | focus here particularly on anthropological explorations of these topics,

but | also consider other fields where relevant.

1.2.1 The anthropology of music
My analytical and theoretical attention to music is based on its study situated

within a particular cultural context (Merriam 1964; Nettl 2005:12). As my focus is the
performance of traditional Il rish (ahd) New
draw particularly on the literature surrounding musical practices in Newfoundland, as

well as the performance of traditional Irish music specifically. In doing so, | do not mean

to suggest an essential connection between music in Ireland and music in Newfoundland.

Yet, there has been extensive research conducted on the performance of traditional Irish

music that provides useful insights into the traditional music scene(s) in Newfoundland.

My approach is multifaceted but centers around interrogating the experience of
music. As an experience, | see music as simultaneously site for, subject of, and source of
negotiations over individual and shared meanings and practices. As part of this
perspective, the performance of music is therefore individualized, but also situated in and
influenced by a social/cultural context. This approach allows me to explore the meanings
and practices that musicians associate with their music and negotiate through their music

and how these are affected by the wider social, cultural, political, and economic milieu in
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which they play. Many musicians, for example, focus on playing specifically
—Newf oundl andll tunes. |l explore what it me
significance of this association for music
versus —Newfoundl andll mu dngsof Nawfodndlamdvagar di f f e
place occur through the performance of traditional Irish (and) Newfoundland music. Yet,
as | will show, the significance of distinguishing Newfoundland music can also only be
understood in relation to historical circumstancesthatd e val ued —Newf oundl ar
local practices, including the performance of traditional Newfoundland music.

There have been numerous approaches to studying music in the fields of
ant hropology and ethnomusicol ogy.tefmd ear|
classical music) often involved the coll ec
cultures. Both musicians and scholars, for example, have made significant efforts to
document, preserve,and promote the —music Thd Newfound
Anthropology of Music however, Al an P. Merri am argued
culturel (Merriam 1964:6, emphasis added).
conceptualizations of music, individual and group behaviours in relation to music, along
with the study of music itself (Merriam 1964:32). Merriam therefore importantly
combined the study of music with the study of cultural practices that form the basis of
et hnomusicol ogi cal resear (Merriamni984; Netie —ant hr

2005).2

!Later scholars el aborated o nBlakng(19a3)sindady arguesfoMe r r i am"
the contextual study of music. Using his research with the Venda of South Africa, he discusses how
musicality and music are shaped by and reflect culture and society. This idea that music may reflect
—cul turedt ywnld r—eswerisi ng Merriam's focus, was furthe

15



The notion of —culture, |l which Merriam
been widely critiqued in anthropology and other disciplines (see, for example, Abu-
Lughod 1991; Clifford and Marcus 1986; Gupta and Ferguson 1992; Rosaldo 1993; Said
1978; Wolf 1982, 1999). Still, as Martin Stokes suggests in his discussion of music,
identity, and ethnicity, —music is social/l
provides means by which people recognise identities and places, and the boundaries
whic h s e p a r(%tokee 1995 Imdther words, music is a means by which
musicians form a sense of something they d
di fferences and similarities among —cul tur
on performance rather than the structural or functional role of music within society. This
has allowed them to explore differences and tensions in meanings and experiences within
musical and societal practices and how these relate to broader issues of power (Stokes
1994h:2-4). Many ethnomusicologists (and anthropologists) therefore consider the
performance of music as a soci al (Stekessent , wh
1994b:5).

The performance and creation of identities through music has particularly been of
interest to many scholars (Basegmez 2005; Cohen 1994; Dowling 2004-2006; Frith 1996;
Leonard 2005; O'Shea 2008b; Rapuano 2005; Stokes 1994a). There has been some
consideration of how music in Newfoundland is used as a means of expressing a nativist
sentiment or a distinct Newfoundland identity (Colton 2007; Gregory 2004; Pocius 1988;

Saugeres 1991; Thorne 2007). Some research is also beginning to analyze the connections

Why Suyéa Sing@987). He explores how music both creates and reflects the whole of society, mirroring
the structural turn in anthropology at the time. He describesthefoc us as —musi cal ant hr opol
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bet ween I rish and Newfoundl and mushreasld ho
in Newfoundland (Byrne 1991a; O'Connell 2007; OhAllmhurain 2008; Osborne 2007, 2010).
Similarly, much scholarship on traditional Irish music has explored its use as a means of
expressing —lrishnessl and o fdoutseeoflmlandani ng on
(Basegmez 2005; Dowling 2004-2006; Leonard 2005; O'Flynn 2009; O'Shea 2006-2007,
2008b; Rapuano 2005; Williams 2006).

| take seriously the critique by Rogers Brubaker and Frederick Cooper (2004)
regarding the anbngl ytiToBtitys.se@fls—+ demean t
much.. too little.. or nothing at alll (Brub
|l ead, Il aim throughout this thesis to —go
clarityll thr ou gshndtteaise a mdregrdcisedearsnalagy (Brubakes n
and Cooper 2004:63). Brubaker and Cooper, for example, suggest using terms such as
—i dentification,-lbndeasegodingtllonstbciabl fo
—commonality, Il —conmasctiledmeong, btdared s-—gracu @
analytical specificity and clarity (Brubaker and Cooper 2004:41-48).

Bearing these caveats in mind, the theoretical developments of scholars studying
music and identity provide a valuable basis for exploring how individuals shape their
|l ives through the production of music. Of
discussions on how individuals and groups construct identities through the experience of
performing music. He st adakdmtheindivalual anddfmeu si c ... d
individual i n the sociall (Frith 1996:109)

premise that the formation of identity is a continuous process and that the performance of
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music I s a means oeaifp reaxcpeesrs lle n(ch Thrgighimieic9s9 6—+sled C
musicians express and create their own meanings; yet, these meanings are necessarily
shaped by the historical, social, cultural, political, and economic context within which
they play (Frith 1996:109-1 1 0 ) . s adproachthérefore allows me to explore
individual meanings and practices followed by musicians in relation to the music they
play, as well as the many ways that these are influenced by the context of musical
production and the music itself.

This perspective also addresses three significant facets of musical performance
and its study. In the first, discussed by Stokes (1994b)and at t he forefront
(1996) theoretical developments, music is an event for the performance and construction
of other meanings and practices, such as individual identities, for example. The second
facet, discussed below in greater detail [
that meanings are assigned and negotiated in relation to the music itself. As Frith
discusses, the experience of performing music necessarily involves both aesthetics and
ethics (Frith 1996:124). What —sounds righ
debated relative to ideas such as what i s
—Newf oundl and, I among other categories and

music (Frith 1996:110).° As many scholars have pointed out and explored themselves,

® A focus on musicians who play instrumental traditional Irish (and) Newfoundland music, in particular,
more readily allows for an exploration of these meanings. This accessibility is because instrumental music
has no obvious meaning, unlike songs where the texts themselves may express meaning to which musicians
or others may relate (Feintuch 1983:208; Story 1988). The titles of tunes may have any number of
associations, for example referring to specific individuals and historical events. These associations may
have meaning for the musicians who play them, but it is not necessarily the case. Musicians are often at
pains to remember the titles of tunes and many tunes have multiple names. A well-known and respected
Newfoundland musician once commented that if you can remember the titles of all the tunes, then you do
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the definition of —musicl as a concept and
At tal. 1985; Blacking 1973; Kingsbury 1988
experiences through the sounds created, the bodily practices necessary for its production,

and the social configurations through which the music is produced. The session and its

practice as a primarily homogenous musical performance, for example, enforce certain

social and musical conventions that in tur
another. | thus explore the various facets of the experience of playing music, what

happens, what it means, and how it is structured and negotiated.

1.2.2 The study of “tradition”
The concept of tradition is a significant component in negotiations over the

performance of —traditionall Ilrishc(and) N
and popular interest in exploring the term, which has been applied in many ways. Since

the 1980s, scholars have focused on —tradi
and Linnekin 1984; Linnekin 1983). My own approach follows this idea in exploring how

musicians use ideas of tradition in assigning meaning to the music they play and in

negotiating this meaning with one another. This approach addresses how the qualifier of
—traditionall on traditional l rissh (and) N
understand and practice this music. | therefore also consider in this section some of the

di ffering definitions of —traditionl that

these have had inside and outside of academia. These discussions will situate my own

not know enough tunes. The meaning associated with instrumental music is then primarily created and

asserted outside the music itself, by those playing it and listening to it, or associated with the context of the

music (O'Shea 2006-2007:8). Ho we v e r , I consider how the music shape
these associated meanings.
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exploration of the concept of —tradition,/I
musicians.
In his well-known book Keywords: A Vocabulary of Culture and Socjety
Raymond Williams observes that —tradition
particularly difficult wordl (Wi IIliams 198
explorati on of t he t e rraditios urgivgsansEnglishag a desdrigtion of a —t
gener al pr oc e s sButehé worl genalsdoi movg towhrds\ageald and
towar ds cer emony, (Williamsyl983&319). Dan Bes-pAneox(1984) also
traces seven definitions of the term that have been used in the discipline of folklore, many
of which are similar to those described by Williams. Ben-Amos, however, additionally
specifies that tradition can mean any or all of the process of handing down, the material
that has been handed down or the quality of the material that is passed on (Ben-Amos
1984:99-100). These approaches conceptualize tradition as a bounded entity that a person
or group possesses and that is passed down through generations. Such conceptualizations
were prevalent in much anthropological, ethnomusicological, and folkloristic scholarship

until the later part of the 20th century (Handler and Linnekin 1984:273-274)."° Musicians

in St. John‘s also apply —traditionl as me
—materialll or music that has been -handed d
old, eduty, I and —respect. |

19 The fields of ethnomusicology and folklore have had a more explicitinterestin  —t r adi ti onll and i
relation to music. Nevertheless, anthropology has also had a long relationship with the concept.

Ant hropol ogist Melville Herskovits todtord g Boolnaiemed

2000:97). Alternatively, tradition is often seen as a part of culture (Bronner 2000:97). As a result, the focus

of anthropology in understanding —culturel has al so
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This predominant conceptualization has two significant consequences. First, in
understanding tradition as bounded, it is often opposed to modernity (Handler and
Linnekin 1984:274). Renato Rosaldo discusses how the concept of culture in
anthropology has been conflated with difference in defining a valid anthropological

subject (Rosal do 18®i3ti2drlg|l., beerusal imbodtrastv eh dl v e—

to —civililzeduysl I—rAst icowmtalli ned by several soc
1984, Sahlins 1999), this dichotomizationiss een, f or exampl e, in EB
cul tur al evoluti on; Kar | Mar x‘'s stages to
organic solidarity; and Max Weber‘s tradit
authority. Although Weber romanticized —t r adi ti onal ll soci eti es,

them as a distinct and earlier point of cultural evolution (Wilk and Cliggett 2007:124).
With the later turntowardmoder ni zati on t heory, —traditior

—modernityl dryd deivmlluttanasug he thing that

from devel opment . For examp| €he Stageswt Rostow
Economic Growth: A Nel®ommunist Manifessoanked —t he traditi onal
first of five stagesto economicd evel opment . As part of these
also often associated with nostalgici deas of —c o mnandsuchyll and —pl

associations have had a significant impact on how musicians interpret and experience the

music they play. Inaddition, t he deval uation of —traditior
and was applied in social and economic policy and popular thought. As a result,

musicians themselves have contended with such ideas at various points in Newfoundland

history.
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The second consequence of conceptuali zing tradition
culture traitsl or as —a process of handin
can be identified, described, and collected (Handler and Linnekin 1984:273).

Anthropologist Franz Boas, for example, hoped to collect the tradition and the culture of

the Kwakiutl and other native groups, including material items and oral accounts, before

they were |l ost to the encroaching influenc
sought t o —irilek theessantialyttrilzutasdf cubtieaktraits, rather than to

understand our own and our subjects‘ inter
1984:274). This approach al so radtheiguesdt ext en
for the lHalutdhrent+awt Hontic culturel character

and ethnomusicology in the past (Bendix 1997).** Similarly, musicians have sought to
collect, preserve, and promote —a ut hent i cll Newf oundl and cul tu
they debate amongst one another precisely what this means.
In the past several decades, however, the concepts of tradition and authenticity
have come into more critical focus in anthropology and other academic disciplines. Most
now recogni ze t heudnshewd nottmatter im attemptd taturydersamrslanda ¢ r i t
appreciate cul t Rathe, kcholarBhave ekplored theadigus whys that
—cul turesll and —traditi on ¢CliffordanéMacuisnstruct e

1986; Gough 2002; Gupta and Ferguson 1992; Handler 1988; Handler and Linnekin

Y _Authenticity, Il Iike —traditionl htaosghdotéhisthesimapp!| i ed
many of the ways this concept is used by musicians, drawing on academic scholarship that explores various

ways that individuals or groups interpret and employ the idea of —a u t h e (Ederisar 2002;yFife 2004;

Lindholm 2008; Ray 2005a, 2005b). Similart 0 my a p p r o a ownhicht etaboratd belavdli t i on, |
explorehowmusi ci ans use ideas of —authenticityl in assicg
influence the role of traditional Irish (and) Newfoundland music in their lives.
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1984; Linnekin 1983; Rosaldo 1993; Said 1978; Wolf 1982, 1999, 2002). Handler and
Linnekin, for example, argue strongly agai
discussed above, and suggest we exploret r adi ti on as a —symbolic c
that there is no essential bounded tradition; tradition is a model of the past and is
inseparable from the interpretation of tra
1984:276). Through HandlerandLinne ki n‘ s approach, —traditio
that is applied by individuals and groups in asserting connections to the past and thereby
creating new meaning in the present.

Others have also explored how tradition can function as a vehicle for power,
considering how it is used in various projects such as nationalism or class domination
(Handler 1988; Hobsbawm and Ranger 1992; Rosaldo 1993; Williams 1977; Wolf 1982).
Raymond Williams (1977), in his book Marxism and Literaturegliscusses the concept of
—s el ective tr adi t hegemonidclas$treatesahg donhinanthst@y, how t he
fabricating it from the range of available historical traditions to enforce hegemonic ideals
(Williams 1977:115). The dissemination of this selective tradition depends on its
institutionalization; that is, the socialization of the dominant view of history and perceptions of
the world through schools, the family, and other areas of learning (Williams 1977:117-118).
Eri c Hobsbawm and Terrence Ranger (1992) al s
in their edited volume the Invention of Traditionin his contribution to the volume, Hobsbawm
explores how certain —_tr adofteniquiteresehtinwhi ch ap
origin and sometimes inventedl (Hobsbawm 19

are used to socialize or inculcate certain ideals or values, particularly in support of nationalism.
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Several scholars, however, have critiqued the idea that some traditions are obviously
invented because of the iIimplicit assumption
whereas those that are obviouslyi nv ent e d a r(Handlerand lanoekinl@84 t i c |l
Linnekin 1983; Ray 2005a, 2005b). As Celeste Ray argues in her work on those claiming
Scottish ethnicity in North America: —that
meaning to those who emotionally invest in
and Linnekin point out that all traditions have an element of selection and invention (Handler
and Linnekin 1984:276). These various schol
societiesll or of —traditionlhsodeesaaincr i ti cal
individuals® lives. They consider how tradi-"
i mportantly explored how concepts such as —
legitimizing activities, how these are related to the commaodification of culture, and how the
search for the —authenticl or —adaditionall
experiences (Bendix 1997; Edensor 2002; Fife 2004; Handler 1988; Kaul 2007; Lindholm

2008; O'Shea 2008b; Ray 2005a, 2005b).

Followi ng Handl er and Linnekin, | aim — o u
interpretive model sl about —traditionl and
This focus also foll ows Rogers Brubaker " s
formaround categories such as —ethnicity, Il —n

Ferguson‘s (1992) <critique of assumptions
notions of place. As Brubaker asacgoaudfa, —as

the ways in which —and conditions under which — this practice of reification, this
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power f ul crystallization of grTou,whildleel i ng,
di scussed above some i mportant ways —tradi
and academic thought, rather than seeking to define these terms, | will attend to the
different ways that musicians interpret these concepts, how they apply them to the
conceptualizations and practices of —tradi
how this shapes the role of this music in their lives.

| acknowledge that there often is such
—aut henticityl in the hearts, minds, and b
myself too, in relation to the performance of this music. As suggested by Rogers
Brubaker and Frederic Cooper (2004) and argued by Regina Bendix (1997), however,

these terms should not be employed uncriticallyas—c at egor i es of anal ysi

1.3 Thesis outline
The next two chapters provide additional background information to contextualize

thisthesisandmyd i scus si ons aChapter sfiercan @avervéiewof | i ves

traditional music in St. John' s, Newf ound]l
in spring/summer 2009. This serves to historicallys i t uat e musi ci ans rel
music and with ideas of —tradition. Il Chapt

approaches | used during my fieldwork, which strongly influenced how | observed and
experienced the music and my interactions with other musicians. The chapter explores
the performative nature of my fieldwork, firmly situating myself as a participant in this
music and in my own research. | also discuss the methodological and ethical issues that |

face as a result of this participation.
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Having established an historical and methodological context for my explorations
of the performance of traditional Irish (and) Newfoundland music, this thesis considers
musi cians’ musi cal pat hways aaonsaiusicdteaes r | nt e
in St. John's. Each chapter, or set of <cha
lives that are influenced by these pathways.

Chapters 4 and 5 work as a set to consider how, as musicians learn to play

traditional music, theirselff-def i ni ti ons and status become e

performance. Chapter 4 explores nshosld ci ans*
be and presents the different musical path
discussionslayafoundat i on for an interpretive anal y:

chapters. Chapter 5, in particular, considers how tensions and comparisons between the
ideal route to becoming a musician and the lived pathways of musicians combine with
ideas of professionalism, authenticity, and talent and lead musicians to claim or assign
status to themselves or others. The chapter therefore focuses on the politics of
musicianship as negotiated among musicians, particularly in the context of sessions. |
also show how, through these politics, musicians negotiate their own position within the
music scene politically, socially, and musically.

Many musicians emphasized the important social connections they have formed
through playing traditional music. These ties range from casual acquaintances to
marriage. Chapter 6 therefore explores the different types of social relationships that
musicians develop, the importance of these connections in their lives, and how they are

influenced by the music and by sessions. In particular , | expl ore how musi
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experiences are structured according to gender, age, and musical status. | thereby show
the different ways of belonging in the music scene that musicians create and experience
through the performance of this music and the social connections they create.
Many musicians also spoke about a sense of belonging to Newfoundland as a
place that they developed through playing this music, which | explore in Chapter 7. |
consider the many ways that mdbi muans, dbhodw
they come to make such distinctions, and the role the music and these distinctions play in
creating a sense of identification with the place.
Finally, Chapter 8 offers a broad overyv
addresses, in particular, two possible routes chosen by musicians: to rely on music as a
primary source of income or to rely on alternate means of employment. | explore the
tensions among ideas of —work, Il —l eisure, Il —a
these contribute to struggles on the part of musicians in pursuing their musical pathways,
and how they are significant in understanding the role of these pathways in their lives. |
conclude by discussing how, for professional, semi-professional, and amateur musicians
alike, their musical pathways contribute to their sense of well-being and to the

construction of their life-ways.
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Chapter 2: A brief history of traditional Irish (and)
Newfoundland music in Newfoundland
This chapter offers a rough historical

Newfoundland from the 1500s to 2009. This outline provides a basis for understanding

the social, economic, and political context in which musicians currently play traditional

l rish (and) Newfoundland music in St. John
such as —f ol k, I where they aretretewant th thednistadical-eantexicok |l
—traditi B mstowHow musicsin Newfoundland has been influenced by

musical, social, economic, and political processes from beyond the Island since its

earliest European settlers and how these processes have interacted with local

developments to create the traditional music sceneinSt . John* s. I al so de
sessions and venues that formed this scene during my fieldwork in the spring/summer of

2009.

2.1 Early settlement to confederation
The musical history of Newfoundland from the 1500s to 1949 — the time of the

Is| and*' <uropeanrsettlerstostite year Newfoundland became a province of
Canada — is characterized by continuous interconnections mixed with local developments
as a result of settlement and continued contact with places beyond the Island. European

interest in the Island began in the 1500s when fleets from Western Europe were attracted

12 Such categories are, of course, difficult to define, but I use them with the intention of discussing the
various interactions and influences of different musical styles in Newfoundland, rather than to reify and
distinguish these types musicall vy . I will explore I ater in this thesi
music as a category as opposed to —folkl or —popul a
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to the area for its fishing grounds (Nemec 1991:71).*® Settlement soon followed, starting
around 1575 as the English established a base along the east coast of the Island (Mannion
n.d.). The French also settled many other areas north and south of the English settlements
(Mannion n.d.). Around 1675 the English began recruiting Irish labourers to work on
their fishing vessels and they increased this recruitment following the Treaty of Utrecht
in 1713 (Mannion n.d.; Nemec 1991:72). By 1720 these labourers had also formed
permanent settlements in Newfoundland, sometimes out of choice and sometimes as a
result of being stranded by their masters (Devlin Trew 2005:45; Mannion n.d.;
OhAllmhurain 2008:34). This settlement continued in growing numbers from the 1700s
to 1831 (Mannion n.d.; Nemec 1991:77). St . John‘ s was a pri mary
for many lIrish, though they also came to settle in several other areas including the
Southern Shore, Tr epassey, St. Mary' s, Pl acenti a B
Dame Bay, White Bay, and the south coast (Nemec 1991:75; Rowe 1980:222).
Presumably early settlers brought music, songs, and instruments with them and
continued to play this music in local communities. In relation to the historical influence
of Irish music in Newfoundland, Geardid OhAllmhurain, for example, discusses the
presence of Irish language songs on the Island that were likely brought by Irish visitors
and settlers beginning in the 1700s and lasted in some communities until the 1970s
(OhAllmhurain 2008:35-36). In addition, local musician Christina Smith observes in her
article —Crooked as the Road to Branchl th

singles (related to polkas) and doubles (related to jigs), which is similar to music in

3 Newfoundland was, however, previously inhabited by native groups such as the Beothuk and Vikings
briefly settled the Northern Peninsula of the Island around 1000AD.
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Ireland (Smith 2007:140-141). On the other hand, reels, which were only beginning to
gain popularity in Ireland at the time, originating from Scotland, are relatively rare in the
Newfoundland repertoire (O Suilleabhain 1981:84; Smith 2007:140-141). These
examples indicate the influences of early Irish settlers and Irish music on music in
Newfoundland.

Yet, music in Newfoundland was also influenced by music from places other than
Ireland. As mentioned, the English and French both settled on the Island and the English,
in particular, formed a significant propor
(Mannion n.d.). In addition, most emigrants from Ireland bypassed Newfoundland after
1831 (Mannion n.d.; Nemec 1991:77). Settlers from other areas, however, continued to
arrive on the Island after this time. Highland Scots, for example, settled on the south-west
coast of Newfoundland from the 1840s to 1860s (Higgins 2009). The music brought by
these various settlers would likely have been combined as a result of some amalgamated
settlement and tune names and tune versions changed over time as a result of the oral
process (Smith 2007:140)." Current analyses of music in Newfoundland suggest that
Newfoundland tunes have Irish, as well as English, Scottish, and French origins, with
some areas of the Island featuring certain of these influences more prominently (Osborne
2007:189). A professional Newfoundland musician who toured briefly in Ireland recalled

someone there telling him —hundredyeafsandkjest you put

Y Through this process, tunes are learned by ear, which allows each individual to add their own personal
style to a tune in addition to changes that occur through the transmission process (similar to the broken
telephone game played by children).
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kept stirring it and then poured it out.|I

compositions, is generally acceprted today
Music came to be played in various contexts including community dances or

—t i mesll and the purpose of instrument al mu

dancing (Osborne 2007:188-189; Quigley 1985; Smith 2007:149-150).%* While fiddles

were originally the instrument used to accompany dances, in the first part of the 20th

century they were largely replaced by the accordion (Smith 2007:149). The accordion

was imported to the Island in the 19th century through trade and transport networks with

Europe, where the instrument was initially invented (Fair 2009; OhAllmhurain 2008:38;

Smith 2007:149)." This shift to use of the accordion was associated with a shift in the

performance context of dances, into larger halls where the louder instrument could be

better heard (Smith 2007:149)."
As seen with the introduction and spread of the accordion in Newfoundland,

although common tropes portray communities as being isolated and having little contact

beyond the Island, numerous sources continued to influence music in Newfoundland

throughout the 20th century. Gramophones or phonographs became available in

Newfoundland beginning in 1897 and were widely distributed throughout the Island by

the 1920s and 1930s (Osborne 2007:190; Taft 1975:xii). Radio also became widely

15 See Quigley (1985) for an extensive discussion of the different contexts in which dances were performed
in rural Newfoundland.

'® An instrument that was referred to as an accordion and that was similar to a modern melodeon was first
invented in Vienna in 1829 (Fair 2009:81-88). Doris Maul Fair (2009) provides a detailed discussion of the
history of the accordion in Europe and more specifically in Ireland. She explores how the instrument spread
throughout Europe and elsewhere aided by European capitalist/imperialist expansion (Fair 2009:94).

17 The four-stop button accordion, while gaining in popularity only in these later contexts, is now perceived
as the quintessential Newfoundland instrument. This instrument is commonly referred to as a melodeon
elsewhere.
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available by the 1920s, providing people on the Island with access to a wide variety of

musical styles from Canada, the US, England, and elsewhere (Osborne 2007; Posen and

Taft 1973; Webb 2008a; Webb 2008b). Radio shows like the Big Sixand the Irene B.

Mellon show played a mix of Irish and Newfoundland content, as well as music from the

US (Fitzpatrick 2001; Webb 2008b:73). Evelyn Osborne also discusses in her article

—Fiddling with Technologyll how Cape Breton

western music, and contemporary Irish music played on the radio all affected the musical

scenes throughout Newfoundland (Osborne 2007:195-198). Music records, instruments,

and sheet music could also be ordered from catalogues such as Simpson-Sears (Posen and

Taft 1973). These sources provided Newfoundlanders with access to a wide variety of

music from places beyond the Island. Musicians were then able to learn this new music

—by earll and add to theld). repertoires (Oshb
The American military presence in Newfoundland during World War Il also

brought new performers to the Island and new dance contexts on the Army bases, as well

as a new radio station (Posen and Taft 1973). Jeff Webb, however, warns against

overemphasizing the US American influence during the war, showing the many ways that

music in Newfoundland was always influenced by music from the US, England, and

el sewhere (Webb 2008a; Webb 2008b) . St. J

had significant contact with and access to music from other places. In their report on the

—Newf oundl and rRqgpewitdr SMedileyP Posen and Mic

1900 into the thirties.. [St. John®*s] was p

any mainl and ci t yeatuwetl mahylpeefornsaeces ey bands from the a n d
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mainland (Posen and Taft 1973). Thus, far from being isolated and remote, people in
Newfoundland had access to music from a wide variety of sources that they adopted into
their repertoires and that influenced the music they performed. As Webb succinctly
states, —traditional’ musi c had been tran
broadside, sheet music, song books, phonograph, radio, and itinerant musicians
continuously introducéd new formsl (Webb 2
However, while many musicians were adopting new music and sounds into their
repertoires, others were concerned with recording, preserving, and promoting the
traditions of Newfoundland. Lise Saugeres suggests that the folk-song revival in
Newfoundland was a continuous process that began with the publicationof The St . John
Advertiser and Fi sher men obgJohdBurkeiel894,0ldRacy L
at the Prescott St r g@dgoryRe£ntl0; Saugeredaot:32). i n St .
Several more folk-song collections were published in the early 20th century including the
Ger al d $0Id Tilme Sohgs and Poetry of Newfoundlanii927; Elisabeth
Gr e e n Baflaad ahdsSea Songs of Newfoundlant®33; Ma c Edwar dFolk eac h ‘ s
Ballads andSongs of the Lower Labrador Coastl950; Ke nnet h Bomgsofoc k * s
the Newfoundland Outpom 1967; and Maud Karpeles' Folk Songs from Newfoundland
in 1934 and another by the same name in 1971, but based on the same fieldwork
conducted in 1929 — 1930."
Some individuals also began promoting Newfoundland folklore in the early 20th

century. Best known is probably Joey Smallwood who began broadcasting as the

18 Karpeles, however, was primarily interested in collecting old British folk-songs through her fieldwork in
Newfoundland (Gregory 2004).
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Barrelman beginning in 1937 where he aimed to
Newf ound I(Veelob @088b:36). He discussed anecdotes, stories, facts, and tall
tales of Newfoundland, acting both as a folklorist and a promoter of Newfoundland
—cul tur el (-98 Smallw@®s®da bréadeasting in 1943, reporting that
—hi s wor k omphisted rowe teahNevefaunolanders no longer lacked
confidence in themselvesl (Webb 2008b: 104)
interest in the —traditionsll of Newfoundl a
musicians were adopting music from beyond the Island.

Thus, in the long period from 1575 to 1949 settlers brought music to
Newfoundland that they developed for local dance contexts. Throughout this time,
musicians also incorporated aspects of music from other places. Beginning in the late
19th century, however, people began to self-consciously collect and promote
—Newf oundl and t r ad-isongs. ®ha decadits fodowingtconfederdtianr | vy f o
saw a continuation of this interest, by so
Newfoundlanders also enjoyed and listened to other genres in preferenceto—t r adi t i onal

Newfoundl and music. |

2.2 Postconfederation
Newfoundland joined Canada in 1949. The post-confederation period is often

talked about as a period of modernization that led to a decline in adherence to
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—Newfoundl and traditionsll (Cox 19°®8e: 153; S
musician commented to me:

After confederation there was a looking down on Newfoundland culture in

gener al and NewfoundIltayoudnew. ©h,gou dn‘t want
woul dn‘t want to be caught dancing that
songs, you wouldn*t wantlto be | istenin

As recounted by this musician, in the time after confederation many people in
Newfoundlandc o mmuni ti es no | onger wanted to danc
(Quigley 1985:104; Smith 2007:140). Dancing was also frowned upon by the Wesleyan
Methodist church, which had strong influences in some areas; some Newfoundland
outport communities were resettled to larger towns; and radio and other musical sources
continued to influence music in Newfoundland —a | | |l eading to the decl
dances as a context for this music (Cox 1980:57; Quigley 1985). With a changing context
and contentofdance i n Newfoundland, many musicians
Newfoundland dance music, no longer having a reason to do so (Osborne 2003:10,
2007:192).

AlthoughNe wf oundl anders were | ess intereste
music from beyond the Island, along with other genres, had considerable popularity in

Newfoundland (Osborne 2007; Smith 2007:140). Irish American music, in particular, had

19 Associating confederation and modernization with a devaluing of Newfoundland traditions is a common

feature of musicians’ and others" narratives in New
—cul tural ll pr act iluedeasd reeveated dongdelfiore cogfadenation, as deen wigh Joey
Smal |l wood*s promotion of Newfrnowrmddlianddngulatspree tas otfh

such as urbanization and the growth of a music industry also played a part in the later revival of these
practices. As Jeff Webb argues, the cultural revival of the 1970s benefitted significantly from the resources
of Canadian Broadcasting Network (CBN) unavailable through the Broadcasting Corporation of
Newfoundland (BCN) prior to confederation (Webb 2008b:209). Confederation nevertheless serves as a
demarcation point in individual narratives of change in their lives, even if change was a continuous process.
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a strong influence on -tmumelc lomi stheandda]!l lamids |
recordings by musicians such as John Kimmel and the McNulty family were available
throughout Newfoundland (Byrne 1991a:63; Osborne 2007:197). The McNulty Family
was particularly popular and their music was sold and played over the radio across the
Island. Theyalsovi si ted St. John‘s in 1953 (Byrne 1¢
enduring influence, several of the tunes played by the McNulty Family are still played at
sessions in St. John's today (Byrne 1991a:
As a result, during the 1940s to 1960s, Irish and Irish American music, along with
various other music obtained from media sources, became privileged by musicians over
local dance music or local versions of tunes (Byrne 1991a:66-67; Osborne 2007:198-
199). As part of this process, the status associated with playing at dances was also lost,
but performances could instead be validated against recordings (Osborne 2007:198).
Radi o someti mes even came to replace —fidd
dances came to resemble other dances held across Canada and the US to country or rock
music (Quigley 1985:103-104).% In addition, musicians from Newfoundland were
themselves recording Irish and Irish American music. Well known musician Harry Hibbs,
for example, recorded his first album in 1968, made up mostly of Irish content (Saugeres
1991:64,98; Taft 1975).
Yet, despite the decline of traditional dances and the associated music in rural
communities, interest in preserving and promoting such local traditions, particularly in St.

John's, was growing. Omar Blondahl —recorde

2 _F i d & bftenruded to denote a musician playing any musical instrument, though many musicians did
play fiddle or accordion.
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S. Doyle Songbook between 1955 and 1965. He also collected local and popular folk-
songs, performing them on the local radio station VOCM and on television (Rosenberg
1991). Blondahl thereby popularized much of the repertoire from the Doyle songbooks
and other music he performed (Taft 1975:xvii). CBC began the show All Around the
Circlein 1964, featuring bands f thedsand®td. John" ¢
presenting musicians from smaller communities (Fitzpatrick 2001). There were also a

small number of musicians who recorded and performed some of the Newfoundland

dance repertoire. Accordionist Wsdnd Doyl e,
Reels of Newfoundl andl in 1956 (Taft 1975:
interest in performinglocal —t r adi t i o n al lin marafdrmalebntextsksdch mu s i ¢
as recordings and radio shows, by musicians, even as this music fell into disfavour and

disuse by many people and communities throughout Newfoundland.

As part of the growing (primarily urban) interest in this music, the decade after
confederation also brought new venues for
thebeginni ngs of sessi ons h ekhodn musiciang-rank Blaher n St .
became the manager of the Harbour I nn in S
musicians to bring their instruments and hold unscheduled sessions, joining in himself
sometimes (Hewson 1998). His biography on the web page for his band the Mahers
Baherssr ecounts: —most of the clientele were |
were always welcome. Frank had his box handy behind the bar and was forever bringing
itoutforatune and c o u n(Thd Maters Balers: Srank Mamesnld.). The

Harbour Inn, then, introduced the pub as a venue for the performance of this music.
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Thus, even as the perfor mancperfomédin—t r ad i
the context of dances was declining in rural communities, there was increasing interest in
—t r adiotri o—hasil filonti Ireland and Irish America, along with other genres,
through radio, recordings, and other media. A small number of musicians were, however,
beginningtor ecor d and promote this —Newfoundl and
process of changing. Pubs, such as the Harbour Inn, were also beginning to offer the
possibility for musicians to convene and perform in public places. These factors played a

large role in the revival of the decades that followed.

2.3 The folk revival

Despite growing interest in collecting and preservingfolk-s ongs and —tr adi
music, Il and the creation of some new conte
styl es ortahdeirt itohnaanl —Newf oundl and musicl cont
Al ex, a musician who was a teenager in St.
was not a big thing here, it was not at al
changeth e channel on the radio, or whatever .|l

how there was little traditional music to be heard in Harbour Grace where he grew up in

the 1970s and 1980s,
There was one guy when | was g@gloveswi ng up
traditional music, and he could play a
know of anybody in Harbour Grace that e

sure they must have existed, but I never heard them. You know. By the time | was

growing up, like I said it was all radio and country music and everything else, and

it was the new thing, so the traditional thing started to die.

Il nterest in music freiradiheohapllacmeasi ar tlih

in the lives and practices of many musicians and listeners.
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The | ate 1960s and 1970s, however, al so
deliberately trying to increase the popularity of local folk and traditional music. They
built on the efforts of those in the previous decades who had sought to consciously
promote and preserve it. This period is widely referred to as the Folk Revival or Cultural
Revival, though in many ways the goals of this movement were a continuation from
previous decades. As discussed, musicians and others have been collecting and
documenting music from Newfoundland since the late 19th century. In addition, despite
a focus on —Jocall traditions, music and m
as local developments in other musical genres, continued to influence music in
Newf oundl and as it always had, as clearly
Nevertheless, Paul, a musician who was a teenager in the 1970s, recalled how
many people started becoming more aware of themselves and their heritage during this
time. The establishment of the St. John®s
Newfoundland and Labrador Folk Arts Society (NLFAS), marks a formal realization and
a promotion of this awareness.?* A newspaper article from the Daily News in 1968
remar ks how —The St. John*s Fol k Arts Coun
conscious of Folk Arts and the dangers of these Arts becoming lost unless the necessary
steps are taken to preserve them and to foster the creativeexpressi on of t hese art
News, December 31, 1968). The ideas expressed in this quote and seen in the desire to

collect, preserve, and promote —traditiona

2The St. John‘s Fol k betametee N@vfoundlandiand Lapr&idr Folkk@ris | at er
Council (NLFAC). In 2008 it was renamed to its current title, the Newfoundland and Labrador Folk Arts
Society (NLFAS).
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a bounded entity discussed in the previous chapter. Folk Arts were something being lost
that needed to be saved before they disappeared. The Folk Revival movement therefore
brought a greater consciousness to apleopl e
—traditionl and their significance.
Although the revival focused on preserving local practices, it was also influenced
by similar trends throughout Canada and the world. There was widespread international
interest throughouftoltlhle mMmO®HI0c amd dAdOI7t0Er e ,n
creation of folk councils to support and promote them. The SJIFAC was established in
response to the federal government‘s creat
that aimed to create a body of provincial councils to promote local culture for the 1967
centennial year exhibitions (Bill 2009:93). The Newfoundland council was headed by
fourteen upper-middle-c | ass i ndi vidual s f-eedtage St. John' s
preservationl an&mphadizeeid corfefaitciinag amawnQlaantaed i a
2009:94). The establishment of this council and its official purpose demonstrate how
influences from beyond the I|Island even aff
The influence of SJIFAC/NLFAC and localdis cour ses in support o
and —traditionsl in the 1970s |l ed to the g
—traditional ll and wefepattd theongsng wntektualBhiftans e b and
the performance of this music to an urban settingandf r om peopl es’ homes t
performances: —from the kitchen to the sta
Folk Music Club (SJIFMC), for example, began in 1976 with weekly gatherings for the

performance of traditional music, among other types (Hart and Murphy 1986). Thi s —f ol
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nightl was | ater taken over by the NLFAC.
of the St. John‘s Regatta and the Newfound
began in 1977. While the festival at that time had nowhere near the formality of large
staged microphoned performances seen today, it represents a formal urban performance
context for traditional and folk music.
One group that featured prominently in the revival in Newfoundland was Figgy
Duff. FiggyDuff f or med i n 1975 and actively sought
more mainstream throughout the 1970s and 1980s (Saugeres 1991). Band members found
the recordings from Newfoundland of previous generations, such as those of Harry Hibbs
and Wilf Doyle, to be boring (Saugeres 1991:104-105). Instead, following bands from
England like Steeleye Span and Fairport Convention, they adapted traditional music to
rock music to make it relevant to an urban and contemporary setting (Saugeres
1991:129). However, they also collected songs and music from traditional rural
musicians to include in their repertoire,
traditional and folk music (Saugeres 1991:137). The example of Figgy Duff demonstrates
very clearly how musical influences from beyond the Island are continually — in this case,
very deliberately — incorporated into repertoires in Newfoundland, even with bands that
aim to preserve and promote —Newfoundl and
Similar popularizations and revivals were also occurring in Newfoundland
instrumental music at the time, to which Figgy Duff also contributed. Musicians, such as
fiddlers Emile Benoit and Rufus Guinchard and accordionist Minnie White, were

—di scoveredll from outport commundties and
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throughout the Island. All learned their music in an early outport dance context and

continued to play the music after dances were no longer held; Emile Benoit, in particular,

is also recognized for composing his own tunes (Fitzpatrick 2001; Maynard 2001b;

Quigley 1995). As these musicians performed in folk festivals and concerts, the

performance context of Newfoundland dance music increasingly shifted to playing for a

listening audience rather than as an accompaniment for community dances. Through

thesepr ocesses, an awareness of and interest
growing in Newfoundland.

Concurrent with these revivals in —tradi
al so growing interest i n —t rfoHodingtitdrevidah | l ris
in the United States in the late 1960s (Saugeres 1991:101). Several musicians from
Ireland moved to Newfoundland at that time and started bands that became very popular
throughout the Island. As Gary told me,

A whole bunch of Irishmen, probably about six or eight of them who had been in

Toronto and who had either met people f

visited here, decided to come here and go to university or decided to move here

and play music.. Ral ph Q‘eBrgiuesn , O‘@hyrrinse .Hel

O‘Reilly, Dennis Ryan, a whole bunch of

the Sons of Erin, Sullivan's Gypsi es, R

time that was happening there was a lot of Newfoundlanders here influenced by

groups like the Clancy Brothers.

Pat Byrne suggests this was therefore a second revival of Irish music in Newfoundland,
with the influences of the McNulty family in the 1950s being the first (Osborne 2010:52).
The Sons of Erin played their firstshow i n 1969 and Ryan‘s Fatl

Ryan‘s Fancy also began their own televisi

that some musicians remembered watching. @]
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Ryan's Fancy, they wegweeondVaswelésinbi g hit
places like the Strand Lounge at the Avalon Mall. | would have been a little bit

under-age but you could get in and hear them play a show, it was great fun. It was

all new.

These bands further popularized Irish (and) Newfoundland music, focusing primarily on
folk-songs, doing tours throughoutthels | and and performing regul
Anot her musician recall s howwewhetwkimgundl| and
_oh great our own musical heritage’ and started singingRyan‘* s Fancy songs. |
(and) Newfoundland music played by Ryan®s
viewed by many people in Newfoundland as Newfoundland music.
Music from Ireland also continued to influence instrumental music in
Newfoundland. Along with the many tunes, played by Emile Benoit, Rufus Guinchard,
and other musicians that had Irish origins or that were a version of an Irish tune,
musicians were forming their repertoire around the tunes they were hearing from Ireland.
Kevin Broderick, from Bay de Verde, waswellkk nown | ocally and in St
repertoire of Irish tunes, and often played with musicians visiting Newfoundland from
Ireland (Osborne 2007:198). Bands such as Tickle Harbour also began recording tunes
they learned from recordings of Irish groups such as Planxty, De Dannan, the Bothy
Band, and the Chieftains. Tickle Harbour formed as a band out of sessions at various
festivals and included musicians from Ireland and Newfoundland, recording their first
album in 1979.
The Irish influence, however, extended beyond simply the inclusion of Irish
music and musicians. A professional musician named Jeremy explained to me how

techniques of arrangement for instrumental tunes that originated in Ireland were also

43



adopted in Newfoundland by bands such as Tickle Harbour that were playing and
recording Irish (and) Newfoundland music.

Something really extraordinary happened [in Ireland] —a classical composer took
a serious interest in traditional Irish music. Part of this is wrapped up in the
political climate and patriotism and Ireland wanted to have a music that was
different from the folk music that was going around in all these other countries.
Soanyway, Sean O Riada decided that ..he d
cool if you took this traditional music and started arranging it using classical ideas
of arrangement ..
He just said, well why not instead of having everybody play at the same
time we kind of feature people, you know, like soloists as you would hear in a
symphony. And, rather than having a blast of reels that starts loud and fast and
ends | oud and fast, we‘ll start with a
we " | | man&gd ntta o sdeoov air and into jig
formedCe ol t 6i r i heQit theselideanimo.practice and he hired a
bunch of musicians, including many of the founding members of the Chieftains.
Of course, Paddy Moloney from the Chieftains said, well I can do this.
And so you got, it caught on! And you got groups like the Chieftains and Planxty
and De Dannan. A lot of those groups in the 70s figured, wow this really is better.
This really is more cool. It really does make the music more expressive. There is a
danger for fiddle tunes to sound all th
accompani ment that one tune can be dist
Of course, Newfoundland has always had such fondness for Irish music.
And that ‘ts" sstangoitmrgue.l nn ot her words, a
what‘*'s commonly played in Newfoundl and
those ideas about arrangement are certainly being used in Newfoundland music.

Jeremy‘s history idcanme o influsne susihimNewfdumdlandin mu s
subtle ways, but also explores some influences on Irish music in Ireland as well. Tickle

Har bour‘s band biography illustrates these
marriage of Irish and Newfoundland traditions. The band is acoustic, but doesn't shy

away from fresh approaches to tuf(lekde, some
Harbour n.d.). Thus, Irish (and) Newfoundland instrumental music began to grow in

popularity in Newfoundland as a result of bands like Tickle Harbour that incorporated

ideas of arrangement used in Irish music, along with Irish music itself and Irish
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musicians, but also featuring Newfoundland music and playing it in a Newfoundland
context (Byrne 1991b).
In sum, in a continuation of processes from the previous decades, traditional
music was moving from a community context in the form of local dances to an urban
context played by professional bands and situated in lounges, pubs, and festivals in St.
John' s. S o mesFiggyDafimers actisely trying to promote and preserve
Newfoundland music, collecting tunes, songs, and musicians from outport communities.
Ot her groups such as Ryan‘s Fancy and Tick
elsewhere, particularly Irish music, and performing on radio, television, and recordings.
These beginnings of an urban traditional scene provided the context for the growth of
sessions in St. John®*s in the following de

industry to preserve and promote music in Newfoundland.

2.4 Pub sessions and professionalization
The revival from the 1970s and 1980s spurred the growth of a variety of music

scenes in St. John® s. Foll owing the popul a
bands playing primarily vocal Irish (and) Newfoundland folk music began in the 1990s,

including the Irish Descendants in 1990; the Masterless Men in 1991, playing Celtic

bluegrass; Great Big Sea in 1993, playing folk-trad-rock; Shanneygannock in 1996,

playing folk-trad-rock; and the Navigators in 2000, playing Celtic-rock, among many

others. These bands toured across the Island, the rest of Canada, and internationally, often
playing at pubs in St. John‘s at venues su

Newfoundland Pub.
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While musicians had recorded albums in the previous decades, the number of
recordings made by artists in Newfoundland continued to grow. Many of the bands
mentioned above have recorded numerous CDs. The music thereby became increasingly
professionalized and commercialized as it became a (primarily urban) industry.
Newfoundland based recording labels were founded beginning in the late 1970s. Pigeon
Inlet Productions by musician Kelly Russell was founded in 1979, Singsong Inc. was
started by musician Jim Payne in 1989, and Amber Music formed by Pamela Morgan,
Anita Best, both members of Figgy Duff, and Andre Wall in 1991. Home recording
studios also became popular in the 1990s in Newfoundland.

In addition to the bands that performed and recorded mostly songs, new groups
also formed to play and record instrumental Irish (and) Newfoundland music. Snotty Var,
for example, was formed by a group of musicians who played together for fun at Forestry
Canada but then received an East Coast Music Award (ECMA) for their 1997 record.?
Musicians from Ireland and Newfoundland also collaborated on a 2003 CD that focused
on presenting the connections between Irish and Newfoundland music, entitled Island to
Island: Traditional Music from Ireland and Newfoundlafid¥oung musicians have also
been learning, playing, and recording traditional instrumental music. The Dardanelles
who released a self-titled CD in 2009 represent one such group. Finally, individual

musicians have also continued recording CDs of traditional Irish (and) Newfoundland

?The East Coast Music Awards began in 1989 to promo
Canada.

% See Oshorne (2010) for a detailed exploration of the historical, personal, and musical processes involved

in the creation of this CD.
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music including Daniel Payne, Dave Penny, Alan Ricketts, Kelly Russell, Christina
Smith, Graham Wells, among others.?*
The professionalization and urbanization of the music, along with a focus on
preservation and promotion, also brought a shift in traditional music to written media.
Irish traditional instrumental music has been a written down for over a century. Francis
O‘ Ne i | -knoven Irishéuhe books, for example, were first published in 1903. With
the exceptions of the few tunes published in folk-song collections, only in the past three
decades have books that focused primarily on Newfoundland tunes (as opposed to folk-
songs or tunes originating elsewhere) been written and published in Newfoundland. Kelly
Russell and Christina Smith, among a few others, have produced such collections.
While many musicians met to play at house parties hosted by bands like Tickle
Har bour, the opening of Erin‘s Pub in 1986
important context for this music. This pub, which will be described in greater detail later,
is owned and run by an IlIrish musician and,
hot bed for about 10 years of Ilrish pub [|if
perform and -sovelltsfot sbhcaliinteractior aad nétworkingaAlong with
the growth of pubs, sessions became an important context for the performance of
instrumental music. While private and informal sessions had existed previously, formally

scheduled sessionsbeganinSt . John‘s in the 1980s and 199

2 Well-known Irish piper Paddy Keenan also recorded his CD Na Keen Affaii n St . John‘s in 19
produced with the aid of local musician and member of Tickle Harbour, Don Walsh. The CD included
tunes and musicians from Newfoundland (PaddyKeenan.com 2002).
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Several scholars suggest that —the
traditional music started through the Irish diaspora in England and the United states in the
1950s and 1960s. These sessions were then transported back to Ireland and played a part
in the revival of traditional music there (Kearney 2007:2-3; O'Shea 2008b:43-47). Hazel
Fairbairn, however, argues that sessions within and outside Ireland were concurrent
developments, and the growth sessions in Ireland were spurred by the efforts of
Comhaltas Ceoltéiri Eirean(Fairbairn 1994:581-584).%° This debate demonstrates the
various influences on the performance of traditional Irish music in Ireland. Regardless of
where they started however, sessions became a popular venue for the production of that
music across Ireland.

The first formal sessions in Newfoundland were started by two well-known Irish
musicians, Seamus Creagh, a fiddler, and Rob Murphy, a flute player, who moved to St.
John' s i n  JJe9p&tdvelyaAgdoup bfNBnZoundland musicians I spoke with
recalled:

Sam: So where did the idea of a session here come from?

Eric: All that Irish crowd.

Chris: It was an Irish thing developing, it was an Irish influence, yeah.

EriccYe ah, t hthetideagamerftore. it was Rob, and all that crowd.

Chris: Seamus and all them. It was a great idea.

Eric: It was a good idea, turns out.
Steve:Oh yeah, | *“m | oving it

# Combhaltas Ceolt6iri Eireaniis an organization formed in Ireland in 1951 with the goal of preserving and
promoting traditional Irish music. The organization is now found internationally, offering instruction,
workshops, printed sources, and concerts relating to traditional Irish music. They also hold annual festivals

Sess

known as the Fleadh Cheoilme ani ng —f east of music, Il which include

years old and seniors, of which many young musicians in Ireland take part. These competitions culminate
in the Fleadh Cheoil na Bireann,also known as the all-Ireland championships. The organization,
however, is often critiqued for the level of standardization in tunes and performances that it has enforced,
excluding personal and individual innovation, an issue which I discuss in chapter 4.
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These sessions t h emthelate18%Ks artd 2000slas ather locdlt . J o hn
musicians joined in and, later, began their own sessions. Evelyn Osborne (2010) argues
that the influence of these Il rish musician
development of a local session scene thereby represents a third revival in Irish music in
Newfoundland.

The various sessions moved through a wide variety of venues throughout the
1990s and 2000s, some associated with NLFAS and their Folk Night and others run
independently. These venumsgsinexstende)luded Humph
Bridgett‘s Pub (renamed to Brendan®s, now
Quarters, the Blarney Stone, and the Ship Inn (renamed to the Ship Pub). The Ship
Inn/Pub has been a popular venue over the years, hosting Folk Night and Irish sessions,
as well as a session that focused specifically on Newfoundland music in the 1990s. There
was even a session held at Bitters, the graduate student pub at Memorial University of
Newfoundland, on Mondays for several years in the 2000s. Many musicians also recall
the session at O°‘Reilly‘s lrish Newfoundl a
nights from the late 1990s up until 2008.

However, some musicians who regularly a

the potential of hosting their own sessions, partly as a source of income, and began

sever al ot her schedul ed sessions in St. Jo
scene present in St. John's today. Brian,
John' s, recall ed:

| remember when a group of kind of break-off musicians decided to start another
[ session] at the same time at another b
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five or six years later with six sessions on the go. And then you can literally run

fromonetoanot her now.. | think another reason
exploded though in the past five or six years, | would argue, is a lot of people

have been around, a | ot of people have

things work in other places, you see that Tommy Peoples hosts a session in Ennis

every Wednesday night, he‘s been doing

that and figured, oh we could do that i
in St. John‘'s too, sb'mhatmosupiad w&wndh
pay my phone bill and | need a hundred

Oh I know, I * | | approach the bar and treat thi
and it*s stildl happeni ngseeing howitmiorkskn t h at

other places, led to the explosion.

Brian's narrative outlines how sessions be

pubs, along with being a venue for musicians to play music. He also discusses how

musi ci ans‘ ndinflaenced thessesdion scehetheee llealing to the current

—explosionl in sessions in St. John®s that
In sum, in the past few decades, traditional music in Newfoundland has become a

commercial and professional endeavour. This occurred through the influence and

growing popularity of that music, as bands and individuals could now earn an income

performing, as well as through the exchange of ideas about the performance of music in

Ireland and elsewhere. Sessions also became a popular space for playing traditional Irish

(and) Newfoundland music, also through the influence of musicians from Ireland. I now

discuss the specific sessions and performance contexts that formed part of the music

scene(s) i n Sspringahdstmmersef208ur i ng t he

25The St. Johndés traditional musi c s¢
During my fieldwork period, musicians could attend as many as seven public

scheduled sessions per weekjn addition to private or less regular gatherings that would

occur and other performances such as Folk Night. On Mondays, beginning in early
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August, there was a s e stherewanetheeesessonsi n* s Pub.
Auntie Crae‘s in the a@adNaeurtniocoanl aNwed |tihee sGeion
On Wednesdays there was Fiddle Group, for those musicians who were members, as well
as Folk Night at the Ship Pub later in the evening. On Fridays there was a session at
Erin®s pub.ther©weretSwd us @agyisons: one at Nauti c:
afternoon and then one at Shamrock city an hour afterwards, although this latter session
ended in early June. Finally, on Sundays there was an afternoon session at Bridie
Mol | oy s.

| attended many of these sessions nearly every week from May to August 2009,
with theexceptionof Tuesday evenings at Nautical Nel
of these key sessions and the pubs where they took place. | also touch on other venues
and contexts for the performance of traditional Irish (and) Newfoundland music in St.

John' s.

2.5.1 The downtown sessions
| am categorizing the sessions within t

These include sessions at Eri,andBidiePub, Naut
Mol l oy's. They had a number of shared feat
and musicality, several musicians who attended or hosted all of these sessions regularly,
and a common | ocation i n t heWatrbteegtérown cor e
George Street. While | draw on examples from specific sessions throughout this thesis, |

also refer to the downtown sessions in a general sense, where appropriate.
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The musicians at these sessions were mostly in their late twenties to early forties,
with the occasional younger or older musician. They were mostly professional or semi-
professional musicians who also played in other bands, with the occasional beginner in
attendance as well. Visiting musicians from out of town, province, or country also
someti mes came to the sessions, particular
mix of musicians from Newfoundland and elsewhere therefore regularly attended these
sessions. The musicians were primarily male. Over a total of 9 sessions that | attended at
Bridie Molloy*'s, the average proportion of
at Erin*s Pub t hwomenwas26aeent. | includepngselftinitheses o f
statistics as one of the women when | played. At some sessions, no women played and |
only once saw more women than men, when there were two visiting female musicians in

town.

2.5.1.1 Erin’s Pub
One session that | regularly attended during my fieldwork was the Friday night

session at Erin‘s PThissessidn begamoffieialy iro2800, Wat er St
though one person commented to me that they remembered spontaneous unscheduled
sessions at Erin‘s before t hiwasshostaidbye, of t en
Graham Wells, a well-known local accordion player who also played with the Irish

Descendants and previously performed in many other bands. The session usually started

around 8:30 p.m., unless few musicians showed up for that week. It was the most

dynamic of the downtown sessions, likely due to its long-running duration, having built a

reputation, and having a prominent time-slot on a Friday night. | saw it grow to as large
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as fifteen to twenty musicians playing in the session on a given night. It officially ended
around 11:00 p.m. when the band was supposed to begin its performance, but on a good
night and with an accommodating performer the session could run much later. There
were regular audience members who often came to watch the session and the bar staff
was usually the same every Friday evening.

Eri nwask nown as a musicians’ p uhave a s

enjoyed hanging out and have played at open mic nights or in different band

many

performances over the years. The pub opened in 1986 andwasowned by Ral ph

himself a musician from Ireland who has made Newfoundland his home. He was also a

member of the band the Sons of Erin. The pub interior was relatively small, with a stage
in the back right corner from the entrance. Video Lottery Terminal (VLT) machines and
the bar ran along the left wall. Musicians would sit either at the table closest to the stage,

or the two rectangular tables (the only rectangular ones in the pub) near the windows

looking out onto Water Street. The walls were painted green and sportedv ar i o u s

decorations: posters for Guinness beer, a poster for the Michael Collinsmovie depicting

the Irish tricolour flag blowing in the wind behind Collins, and shamrocks painted on the

frosted windows to the bathrooms.( The Fri day ni ght sessi

in much the same form throughout the period of writing.)

From early August until early October, 2009, there was also a Monday evening

session from 7:30-10:30p.m.at Erin‘s. This session-

known multi-instrumentalist who also played in Celtic-Rock band the Fables. The pub

was often close to empty during this session. One evening when | attended there was no
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one but musicians and the bartender for much of the night. For the few months it was
held, the number of musicians that would join and play ranged from two to eight. The
atmosphere on Monday nights seemed to me more casual, with less drinking by

musicians and without the Friday night crowd in the pub.

2.5.1.2 Nautical Nellie’s
There were two sessions held at Nautical Ne | | i e

s throughout my
on Tuesday evenings from 7:30 —9:30 and the other on Saturday afternoons from 3:30 —

5:30. The Saturday session began in the summer of 2008 and the Tuesday session in the

spring of 2009. (The latter changed to Saturday evenings from 8:00 — 10:00 in September

2009 and both were ultimately cancelled when the pub changed ownership in the late

spring of 2010). These sessions were both co-hosted by Graham Wells and Billy Sutton.

| never attended on Tuesday as it coincided with the Georgetown pub session that will be
described shortly. The Saturday session wa
Pub, often featuring only two to four musi
intermedi ate t o advoaangcaevell-kpwnavgheesosrdeforon t he Se
music, sessions, and open discussion about everything having to do with session music

and sessions (was 2008b). The musicianship at this session was usually of very high-

calibre.

The pub was located on Water Street, not f ar from Erin‘ s, on
thestreet. Itl abel |l ed i tsekstybe pubtluseEnmghigshood
(Nautical Nellie's n.d.). It was decorated with a nautical theme throughout, with dark

heavily varnished tables. The edge of the bar was carved to appear knotted and there was

54



a chain stretched along its length. The bar ran along the left wall from the entrance, with
a small space between the bar and the windows looking out on Water Street, enough
room for a small table with chairs all around. This space was where the musicians would
often sit. It was small, maybe six feet by six feet, though I saw as many as seven

musicians squeeze into the area.

2.5.1.3 Shamrock City
Shamrock City was a relatively new pub in the spring of 2009. It was also located

on Water Street, but further west from the other two pubs and near one of the entrances to
the infamous George Street. | had heard much about this pub before | ever went from
several people in town who thought it was very flashy and full of kitsch, with bright
green and yellow Celtic knots painted on the windows of the pub and the name itself
—Shamrock City. Il When | went insi dee,
subdued with few decorations on the dark wood walls. There was a raised seating area
directly on the right from the entrance door, marked off by a short railing, and the bar
took up a large space directly to the left. The musicians sat at the tables by the window,
looking out onto Water Street and, even though the windows were covered by the green
and yellow knots, the area was well lit. The pub served food as well as drinks.

The Shamrock City session was started early fall 2008 but ended in early June
2009. It was also co-hosted by Billy Sutton and Graham Wells and took place 6:00 —8:00
p.m. on Saturday evenings. This session was similarly advertised as an advanced session
on theSession.org: —al/|l are wel c @ mae,

of an advanced session, and seating is generally limited to more advanced players, as it is
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not a b {wa 2008e).l anly dttended this session once before it was cancelled by

the pub which wanted ballad singers as performers in order to compete with the
entertainment at other nearby pubs on a Sa
attended by five intermediate to highly advanced musicians. The space available to

musicians was larger than that at Nautical Nellie‘s, where musicians were boxed in on all

sides. | remember hearing comments from the musicians that night that the pints were

very good, referring particularly to the Guinness.

2.5.1.4 Bridie Molloy’s
The session at Bridie Moll oy

s, like th
however, cancelled in December 2010.) The pub itself was located on George Street and

featured a large stage ahead and on the left from the entrance, with the bar right in the

centre of the pub. There was seating available throughout the pub, some with limited

visual access to the stage. The area between the stage and the bar was often left empty as

an area for dancing during band performances. However, this was also where the

musicians would set up their table to play. The session ran from 4:30 —7:30 p.m. on

Sunday afternoons. It was originally co-hosted by Graham Wells and Colin Carrigan but

Billy Sutton | ater took Colin‘s place. The
often drew tourists for the session as did its extensive menu of Irish-themed pub-grub and

merchandise for sale. The occasional regular audience member would come and watch

the session, but not so many as woul d come

The session was often small, usually with three to six musicians playing. | always

thought it was more casual than the other sessions, being held on a Sunday afternoon.
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Sometimes there would be parents with their young children in the audience, having a
late lunch or early dinner while listening to the music. In addition, although the musicians
would drink their choice of beer for the day, they also would also often drink coffee and

would often have plates of wings and nachos during or after the session. The audience

was not as | oud as at Erin‘s on a Friday n

musicians. However, the location on George Street also sometimes meant noise from
other venues along the street interfered, particularly during the summer when many
festivals were happening.

In sum, these downtown sessions were quite diverse. The numbers of musicians in
attendance, as well as the pub and performance atmospheres varied significantly among

sessions. Yet, they also featured regular hosts, performers, and performances with a focus

on professional quality music, as well as similar locationsindownt own St . John®'s

commonalities are particularly evident when compared to the other sessions in town, at

the Georgetown pub, Auntie Crae‘'s, and

2.5.2 The Georgetown Pub
The sessions above contrast with the session at the Georgetown pub in many

Fid

ways. The Georgetown pub sessionwast he only schedul ed public

that | attended during my fieldwork that was not located in the downtown area, but
instead is in the Georgetown neighbourhood on Hayward Avenue. While it was often
thought of as a neighbourhood pub, one musician explained,
That pub, it has tamed a lot but it used to be the stories about it all involved drug
deals and violence and very loud drunken people. And basically nobody who

lived in the neighbourhoodwou | d actually go to that
everyone comes from who goes there,
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Inside, there were two pool tables to the left from the door and VVLTs directly to the right.
The bar was located in the right corner from the entrance. The bartender was the same
every week and even had a favourite tune, called —kark in the Morning.ll The musicians
would sit at two rectangular tables a few feet away from the door. The pub cat, Tuffy, a
white and orange calico, would often come in and out of the pub during the session.
There were also frequently a couple of patrons at the VLT machines. During the summer,
however, there seemed to be a growing number of people who came for the purpose of
seeing and listening to the session. The audience also often sought to interact with
musicians, sometimes asking if they could sing a song themselves, which was welcomed,
to an extent, by the session musicians.

The session itself had no paid host. A couple of amateur musicians, one of whom
was from the neighbourhood, approached the bar owners asking if they could use the pub
as a venue. They wanted somewhere they could get together and play, where everyone
was welcome and no one was in charge. This session was held on Tuesday evenings
starting at about 8:30 p.m. and usually ending around 11:00 p.m., but there was no set
time. The session, accurately described in the 33 annual Newfoundland and Labrador
Fol k Festival program aswasepeatoallplayas] axed f or
beginner to advanced (Folk Arts Society 2009:37). While the occasional professional
player would come to this session, it was formed mostly of amateurs of varying skills. It
was also highly variable, with attendance ranging anywhere from two to nearly twenty
players on different weeks. Given the right configuration of people, it also sometimes

featured blues instead of traditional tunes, particularly later in the evening.
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Musicians at the Georgetown pub ranged in age from their twenties to their sixties
with most between thirty and fifty. Many of the musicians who played at Georgetown
weref r om —away, lweremetaominmMewfountilaady Several visiting
musicians from out of province also came to the Georgetown session throughout the
summer. In contrast to the downtown sessions, the gender ratio of musicians at the
Georgetown pub averaged 44 percent women in attendance over the ten sessions at which
| recorded attendance. (The Georgetown session is also ongoing throughout the time of
writing.)

2.5.3 Auntie Crae’s

There was a third session held on Tuesdays, along with the Georgetown session
and the Tuesday Nauti cal Nellie‘'s session.
early afternoon, usually around 12:30 —2:00 p.m. It had been running since 1999 when

Auntie Crae‘'s moved to their |l ocation on W
George Streetandafewdoor s f r om O° Br i dhesessionbhdedin c St or e.
December 20l0wh en Aunti e Cr densiel €sae ' doosas) a —
store, Il that also served fresh coffee and
baked goods. Adjacent to the store was the
with small and large tables for seating and windows that looked out onto Water Street

where peoplecoulds it —no purchase necessary. Il There
the left of the entrance with posters of concerts and other events happening in the city,

and more flyers and local papers available on the ledge of a display area that also had a

small decorated table directly to the right of the entrance. Across from the entrance on the

59



other side of the room was a display case featuring various items including fish hooks
and a bodhran. The small round table below and to the right of the display case often had
a |little red —musicians seatingll sign on
musicians would sit.

The regular musicians at the Auntie Cra
Crae‘'s House Ba n dherhlnd Stae Rickett on accoglionss Andrewk Ma
Lang on mandolo, and Rick West on bodhran. Often one or two other musicians would
join for this session, but those four formed the core group. The comments on
theSession. org for t hterifygoelavi2tunes os200aConeed :  —I t
to play, come to learn, or just come to listen. The atmosphere is friendly and the food is
delicious!ll (Aindriu 2006). Occasionally t
regular audience members would ask for someone else in the audience to sing.

The age demographic of t hehansatatthe e Cr ae
other sessions. Many regulars came every Tuesday afternoon to have some lunch and
watch the music, but parents also came with their young children for the same purpose,
and there were many tourists throughout the summer. The small common room was often
so full on Tuesday afternoons that if you did not arrive by noon you were likely to have
to stand because all the seats were taken. Consistent with the quote above, the atmosphere
was relaxed and friendly and musicians usually had lunch before playing. | came to know
several of the regulars in the audience as well as the musicians during my fieldwork. One
woman explained to me how she thoughtitwas wonder ful that at Aun

could come in knowing no one and leave knowing everyone. Due to the limited seating
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and the arrangement of tables, people often ended up sitting with people they did not
know.
Similar to the composition of the audience, the age demographic of the musicians
was also ol der. The ages of the Auntie Cra
eighties. Still, often during the summer several young musicians in their twenties would
attend as well. Given the time of day during the week, the audience and musicians were
restricted to those without daytime jobs unless they came on their lunch break. The
gender ratio at Auntie Crae‘s was overwhel

percent women at the session recorded over eleven sessions.

2.5.4 Fiddle Group
In addition to the public sessions, | also sought to explore more informal music

scenes. | therefore attended what is known
fieldwork and was also a member of this group for approximately seven months before

my fieldwork officially began. Fiddle Group began with a group of five people who

decided to take a course in Newfoundland fiddling offered at Memorial University

through the School of Music in 2001. Following the course these people continued to

meet once a week to practice and socialize with one another, picking up others such as

myself along the way. The group would meetat s omeone‘s home, with
responsible for hosting most weeks, although the location would change if they were

unable to do so. During my fieldwork, the group included 25 people who received the

updates about where it was taking place for the week. The numbers who attended in any

given week, however, generally varied from about five to fifteen. While the group could
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be considered exclusive in that only certain people knew where it took place each week

andwerei nvi ted to attend (one visitiwag musi ci
open in the sense that anyone with an instrument who wanted to learn and play was

welcome, no prior skill required.

The group consisted of amateur musicians, with only one musician who played
traditional music professionally on a regular basis and a small number of others who had
played other styles of music professionally. Most of the musicians were not born in
Newfoundland and the age range of those who attended was from their twenties to
eighties, with most being between thirty and fifty. Several members of Fiddle Group also
attended the Georgetown session. Similar to the Georgetown session, the gender ratio
was reasonably balanced with 48 percent of those on the e-mail list and 68 percent of
those in attendance over eleven weeks being women during the spring and summer of
2009. (Fiddle Group has also continued throughout the time of writing, as has my own
participation in the group.)

2.5.5 Other venues and events

There were also venues other than sessions where musicians played traditional
Irish (and) Newfoundland music during my fieldwork and that were part of the traditional
music scene(s) in St. John*s. These includ
other performances in pubs. There were several folk festivals held throughout the
province during the summer that focused on promoting and preserving traditional and
folk music. | attended two of these. The first was the Shamrock Festival held on July 25th

and 26th in Ferryland. The music at this festival included a wide variety of styles such as
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pop, folk, country, Celtic-rock, Celtic-bluegrass, and traditional and was widely attended
by local communities as well as some tourists. The second festival | attended was the

33rd annual Newfoundland and Labrador Folk Festival held in Bannerman Park in St.

John®s, an extensi ve ihtenstibnal pedormersabveellasd eat ur e

di verse range of musical styles | oosel

festivals that | did not attend include the Trails, Tales and Tunes festival in Norris Point
(held May 14 — 23 in 2009) and the Beaches Accordion festival held in Eastport (July 10

—19 in 2009).

Fol k Night was a regular event for

included traditional Irish (and) Newfoundland music that I frequently attended during my
fieldwork. As mentioned above, this weekly event was started in the 1970s by the SIFMC
and was later taken over by NLFAS. It has been taking place on Wednesday nights at the
Ship Pub. Some musicians who attended the sessions described above also attended folk
night either as an audience member or a performer. Other performances that | attended
over the summer include a concert by Conal O Grada, a visiting flute player from Ireland,
and Lynda Anderson and Bernadette nic Gabhann, two fiddlers from the Shetland Islands
and Ireland, respectively. The concert took place at the Gower Street United church. It
was organized by and also featured as backup performers several local musicians. They
performed a variety of traditional instrumental music from Ireland and the Shetland
Islands. While such formal concerts were relatively infrequent, the Irish themed pubs in

St. John*s, including Erin‘*s Pub, Br
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Pub, and Shamrock City also had regular performers on most nights of the week, often
performing some form of Celtic/folk music. | attended these only on occasion.
As mentioned, the music scenes in St. J
informal settings, Fiddle Group being one example. Musicians would sometimes meet
one another at their homes to play music and socialize in a less scheduled manner. | had
less access to such settings, though I did meet other musicians at their homes for the
purpose of playing some tunes on a couple of occasions. | will draw on all these venues
and events throughout this thesis to explore and understand the traditional music scene in
St. John*s and musicians | ives in and thro
next chapter, which outlines my methodological approaches during fieldwork that form
the basis of this thesis, my focus is prim
my participation in these different venues, my interactions with musicians, and offer

some reflections on how these influence my analyses.
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Chapter 3: Methodology — Playing the field

This chapter discusses the methodological approaches | used throughout my
fieldworKk. | —enteredl the field, however,
and officially began. This chapter therefore begins with a discussion of these early
introductions to playing Irish (and) Newfoundland music and interacting with musicians.
| then outline my research goals at the beginning of my fieldwork and how they changed
as it progressed. Having established how | came to my research topic, I discuss my
approaches during fieldwork in undertaking participant observation and conducting
interviews. This discussion includes my own roles in relation to other musicians, how

they changed throughout my fieldwork, and how they influenced my observations and

experiences of the music and musicians’ I n
My fieldwork, however, was not <circumsc
| also provide a theoretical discussion of

performative nature of my fieldwork, situating myself as a participant in the music and
my own research. | also discuss how my situatedness within my fieldwork (and the

situation of my fieldwork within my life) manifests in the writing of this thesis.

3.1 Early introductions
I came to Memorial University of Newfoundland with an interest in studying oral

traditions in IlIreland. Not | ong after movi

Master*®s in anthropology, howeverlgnd I chang
was also invited to join Fiddle Group, described briefly in the previous chapter, only a

month after arriving in the province. A se
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was already a member of the group, learned of my research interests and that | play flute;
he brought me to the group for the first time on October 8, 2008. After this first meeting |
continued to attend almost every week.
| was not an active participant musically in my first several months since | was a
beginner to playing traditional music, despite many years of playing classical and concert
band music on the flute. Most members of Fiddle Group, however, started as beginners
themselves and were continuing to learn the music and their instruments, so my role
within the group was appropriate. | also became an active participant socially, engaging
with other members in discussions and social events. For example, | participated in the
group‘s performance at the | ocal Fol k Nigh
Folk Arts Society in early December 2009, a Christmas party held by one of the
members, and a session at one of the | ocal
Playing traditional Irish (and) Newfoundland music and socializing with musicians then
became an important part of my life through my participation in Fiddle Group. Yet, my
participation also meant that | met many m
musicll in Newfoundland | ong before my form
| also gained some ethnographic insight into my research topic before my thesis
fieldwork began. During the fall term of 2008, concurrently with my early participation
in Fiddle Group, | was taking a methods co
Cu | t from BrliWayne Fife. One assignment entailed two self-reporting projects (see
Fife 2005:107-116). By the time of this assignment in November 2008, | had some idea

that my research would consider —tradition
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approached two members of Fiddle Group for the project. | asked them to take 10 - 15
photographs of what it meant to them to play Irish music and provide me with short
descriptions of why they took each photograph. | was immensely pleased with the effort
and creativity that they demonstrated in taking these photographs. This small assignment
introduced me to the depth of meaning that individuals could attribute to music.

My analysis focused on the sense of identification with Newfoundland that these
two members, who had moved to the Island in the previous decade, had found and
created through playing this music. The assignment was therefore an early introduction
for me to a theme that forms a component of this thesis: the sense of belonging and place
that musicians form and express through playing Irish (and) Newfoundland music,
discussed in chapters 6 and 7. My contact and involvement with Fiddle Group, while
first being an important part of my life, became a useful resource in opening up questions
about the St . John*ssandthensusiccTheseanglenstandingt h e mu s i
helped me develop my research goals and methods as | prepared my research proposal,

and | ater provided a good foundation for —

3.2 Research goals
My original research plan focused specifically on Irish music and exploring how

musicians related to ideas of —lrishnesslI
to address these questions through participant observation, primarily at sessions, as well
as through interviews and self-reporting projects with musicians playing this music.
There were four main areas of investigation relating to musicians that | hoped to address:
9 The musical biographies of musicians, including how musicians came to play

Irish music and the role it plays in their lives;
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f Musicians ideas of whet heretoamddntihh ow c ho
as —briabkBll —Newfoundl ander | ;

1 Interpretations of what constitutes Irish music. In particular, | was interested in
how musicians distinguish or delimit Irish and Newfoundland music, and why
such distinctions are important, if at all;

9 Perceptions about the government promotion of arts and culture as an industry,
including issues of —authenticityl in r

| also hoped to address several facets of the historical, social, economic, and political
context within which musicians play —tradi

1 The shifting perceptions and popularity of traditional music, including traditional
Irish music, in Newfoundland;

The changing portrayal of Irishness in Newfoundland by the tourism industry;
The promotion of arts and culture, including the promotion of Irishness and Irish
music by government policies;

1 The influence of these policies on opportunities available to musicians.

T
T

As my research progressed, however, | realized that the boundaries between Irish and
Newfoundland music were much more contested than I initially thought. Thus, rather
than focus solely on musicians prposatgi ng —tr
musicians with varying foci on Irish (and) Newfoundland music. I did this so as not to
impose my own definitions of the genre and to include the many different understandings
of how the styles/genres are defined, as discussed in chapter 7.
| also came to focus more on questions
meanings they expressed about traditional music, rather than broader debates about the
tourism industry and government policies. This shift was partially due to time limitations.
But it was also because, while I continued to ask questions in interviews about these
broader issues, the musicians | spoke with also focused most on narratives about music in

their lives (often unprompted), the dynamics and importance of sessions, and the music
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they played. Rather than being simply a window onto other topics and the primary locus
of my fieldwork, the session itself therefore also became a primary focus of my research.
Sessions were significant as a venue for the performance of Irish (and) Newfoundland
music, as a site of interaction among musicians, and as an opportunity to see, hear, or

experience topics discussed in interviews.

3.3 Fieldwork methodologies
My fieldwork officially began on May 7, 2009, the day | took my first field notes.

When | began my research, as discussed above, | had already established contacts and

knowledge of the place and topic. Since my research took place in the same city as my

academic studies | also had my supervisor and friends nearby for feedback, support, or

company at the pubs. Nevertheless, like many fieldworkers, |1 was concerned throughout

much of my fieldwork with questions about
putting my planned methodologies into practice. Regardless, I discuss here my

experiences and methods conducting participant observation and interviews and how they

will contribute to this thesis.

3.3.1 Participant observation
| spent the first month of my fieldwork exclusively on participant observation.

Wayne Fife describes this process as one that startswithl ear ni ng —t hr ough ol
and analysis; then we test these analyses out by attempting to participate in the life world

that we are currently studyingl (Fife 2005
succinct summary of my fieldwork. During the first month, I proceeded to immerse

myself in observing and then someti mes ten
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Nautical Nellie's , Shamrock City, Bridie Molloy*®'s, a
Nightt lendeavoured to meet and interact with mi
lives and the music they played.

| also continued to attend Fiddle Group as a member and musician. However,
while | informed members of Fiddle Group of my research and the role | hoped they
might play in it, my participation in the group and my relationships with its members
changed little beyond what I had experienced during my first seven months of playing
with them. From the start of my fieldwork I also attended the Georgetown pub session as
a musician. | had previously been invited to play at this session by a member of Fiddle
Group who helped start the Georgetown session. | was welcomed and fit in easily with
the regular musicians partially because | had a compatible skill level, repertoire, and
existing social networks.

With the exception of these two groups, however, | was an audience member for
much of my fieldwork. | initially observed
from a nearby table. I also spent muchtimeatAunt i e Crae‘s tal king wi
audience, several of whom were regular attendees. I initially felt a distinct boundary
between my position in the audience and the inward facing circle of musicians at the
various sessions. As a result, I worried about being an audience member because | was
unsure that | would have enough contact wi
session for a couple of weeks, however, | began to pull up a chair just outside the circle

of musicians next to a musician | already knew. The boundary was not as solid as | had
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originally imagined and | was introduced to several musicians and met others due to my
proximity and regular presence at the sessions.
After approximately a month, | became acquainted with several of the regular
musicians at the downtown sessions and | told some of them that | play the flute and had
also begun to teach myself how to play the tin-whistle. Many of them encouraged me to
bring my instruments and join tthathesessi ons
session was a learning environment — an issue discussed in chapters 4 and 5. | spent
several weeks answering to them that I felt | could not keep up and that did not possess
the repertoire needed to participate while they responded that it did not matter. | did
eventually join in the downtown sessions as a musician, beginning one evening in mid-
June when | was sitting just outside a ver
already been going for a couple of hours and a tune that | knew came up. | had my

whistle in my purse, pulled it out, and played along, tired at this point of just sitting and

watching. After this initial time,as |l woul d
well as to Bridie Moll oy"' doldtojomendpler of t en o
Eventually, |l also began to play at-Aunti e

one afternoon in late July I joined in on a tune | knew after sitting listening through much

of a session. Yet, while | began to join the table of musicians and play along with tunes I

knew, the skildl l evel and repertoire at th
exceeded my own. As a result, I continued to spend much time sitting, listening, and

watching even if | was seated within the circle of musicians.
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Being an audience member who made the transition into being a musician
provided me with perspectives on the boundaries created and enforced between the two
positions, how they can be crossed, and by whom. | draw on these insights in chapter 6,
where | discuss the various social connections musicians form and the different ways
musi cians and ot her b additom idertibyied mysalftpdla a t
beginner musician and joining the session allowed me a better understanding of the
internal dynamics of a session. As mentioned, | gained insight into the importance of
sessions to musicians as a musical and social context for the production of traditional
Irish (and) Newfoundland music. At first | conceived of the sessions primarily as a venue
for meeting musicians who play this music, with some conception that perhaps the spaces
were important in terms of the symbols displayed and boundaries asserted among
musicians. Through my observations, discussions, and especially through participation,
however, other dynamics seemed to emerge in terms of etiquette and interactions among
musicians that brought the sessions much more into the central focus of my research, as
will be evident in several chapters of this thesis.

AnthropologistMi chel | e Bigenho, however,

sessi

ritiaq

an Ethnomusicologist: A View from Anthropo

musicians as fieldworkers (Bigenho 2008:29-32). She argues that music is often
mistakenly seen as something that can only be understood and authoritatively discussed
by musicians (Bigenho 2008:29). Ethnomusicologist Burt Feintuch, in discussing his

attempts to learn the Northumbrian small-pipes, suggests, for example, that participating

and experiencing providedad i f f er ent way of —knowingl
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emotion and experiencel (Feintuch 1995: 303
and —outsiderll positions in anthropol ogica
gained a unique or special insight into the worlds of musicians by participating as a
musician. As mentioned, my participation as a musician was similar in many ways to my
participation as an audience member. —Feel
—k n o wi n g llqguakdyraveilabé to audienae members as musicians, only from a
different perspective. Participating as a musician also had disadvantages. Such
participation meant, for example, that others were more apt to forget that | was also a
researcher. In addition, there were certain questions that | found more difficult to ask,
such as questioning professional musicians about their opinions on beginners attending
sessions since this would also require a commentary on my presence.
While sessions became my primary focus and the key locus of my participant
observation, I did attend and participate in various capacities in other venues, such as
band performances in pubs and Folk Night, as well as concerts, the Shamrock Festival,
and the 33rd Annual Newfoundland and Labrador Folk Festival. There | would often join
musicians in the audience to watch the performances, allowing me to meet others and
discuss various topics sometimes relating to my research. | was also able to observe what
networks would convene for certain performances, in what capacities, any symbols or
boundaries that were expressed and asserted, and how performances differed from
sessions as a context for —traditional mu s
There were several other spaces that | could have attended regularly to meet

musici ans playing Ilrish (and) Newfoundland m
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Circle that meets weekly at the St. John's
gathering of accordion players at the Mews Community Centre (though this was not
active during the summer), and several public performances. However, due to limitations
of time and scope | chose to concentrate on the role of sessions as a space of production
for this music, with the occasional foray into other venues.

Through my participation | became further integrated into certain social networks
of musicians. | also became a more skilful musician, with a larger repertoire as the
summer progressed (though I still feel as if I have much to learn). One significant reason
for this improvement is that | was taking time to practice at home. I justified this
practicing as a form of fieldwork, partially to allow myself to indulge in the activity.
However, it was also an appropriate endeavour in my assumed role as a beginner
musician, essential if | were to continue learning, participating, and contributing at
sessions. In addition, it provided insight into and experience of the learning processes
involved in playing traditional music. My increasing proficiency also allowed me to
become a much more active participant in Fiddle Group and the Georgetown sessions.
This, in turn, allowed me a greater understanding of the interactions among musicians of
various skill levels as I moved from being a relative beginner and occasional participant
to an active contributor. These insights will be discussed in chapter 4 where | explore the
process of becoming a —traditional musi ci a
over hierarchies based on ability and status that take place at sessions.

The participant observation portion of my fieldwork formally ended on August

17, 2009, when | stopped taking field notes. My participation in sessions, however,
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continues now throughout my writing
but is an important part of my life, just as Fiddle Group was part of my life before my
fieldwork began. What | observe and experience at sessions now does not form part of
my research data, but it nevertheless continues to inform my ideas as | write this thesis

(Gardner 1999; Hastrup 1992:124-125).

3.3.2 Interviews
Starting June 1, 2009, | began interviewing participants in order to gain greater

insight into the meanings musicians attributed to playing Irish (and) Newfoundland music
and their reflections on sessions as a context for its performance. Interviews and
participant observation did not completely overlap as interviews included discussing

aspects of musicians musi cal l i ves
topics that could not be easily engaged with while at a session. | draw on both these parts
of my research throughout this thesis. Chapters 4 and 7, however, rely more extensively
on interview materi al in considering
lives and symbolic meanings associated with place and culture that musicians attach to
their music.

| chose participants from the musicians | met at the sessions and Fiddle Group, as
well as musicians who were suggested to me because they had played at sessions in St.
John' s i n t heto@aosethe medvings agomaa tangenwbmusicians
attributed to this music and so | attempted to choose participants of diverse ages,

backgrounds, genders, playing levels, etcetera. Participant demographics are outlined in

the next section. larrangedmo st of t he i nterviews by
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information at a session and then scheduling an interview by phone or e-mail. |
endeavoured to be discreet about this process, to help maintain the anonymity of those
who | did interview. | also did not speak about interviews while at sessions, again to
maintain the privacy of participants. However, given the public role of many of my
participants (as performers in a public place) and the fact that my topic was not
considered to be particularly sensitive, | felt comfortable making requests for interviews
while at sessions. Everyone | spoke with was willing to be interviewed, though most
amateur musicians commented that they were not sure why | would want to speak with
themas ki ng, —dom'lt pyawewdrdt Cé arpd er 5
relate to musicians®' status as —trad
happy to speak to me after | explained my goals.

Despite the willingness and enthusiasm of many participants, scheduling
interviews often proved to be a challenge. This was particularly the case during the peak
of summer in July and August. Many participants were on vacation, had family visiting,
or were trying to balance summer excursions with busy work or music schedules. As an
indication, | conducted seven interviews in the month of June but only four interviews in
the months of July and August combined.?® Insights from these experiences, relating to
the challenges musicians face in balancing work, family, and music in their lives, are
discussed in chapter 8. As a result of my scheduling difficulties, I continued conducting

interviews after my formal participant observation period had ended on August 17, 20009.

% Two weeks of July, however, were not spent exclusively on fieldwork. | travelled to Gros Morne
National Park with my parents who were visiting me. Our travels through the Island, however, allowed me
to occasionally speak with other musicians and gather information on performances and events outside St.
John' s.
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Living in St. John*‘s, of course, allowed m
interview in October.
| conducted a total of twenty interviews with seventeen different musicians, plus
an additional two interviews, one with a pub owner and one with an NLFAS board
member, for background information. Throughout these interviews I tried to allow
participants time and scope to answer questions in ways that were meaningful to them.
Yet, | also had specific issues to address and so the interviews followed a semi-structured
format.?” The questions addressed in all interviews were therefore quite similar on a
general level, although how each musician interpreted the questions and the depth of their
answers varied. (See Appendix A for an interview schedule outlining the general
questions addressed with each participant.) This format then allowed me to compare
participants" per spect i v eydelimitedaddidefilede r ent i s
—I r i s-kN e vafnau gedrés, donedainple. For some interviews I also had
individualized questions to ask, either relating to a specific observation made at a session
or pertainingtoa mu s ipaticukamexpesiences. As my fieldwork progressed, I also
developed additional questions to ask participants, so | conducted three follow-up
interviews to address these questions with early participants.
Il nterviews were done in a wide variety
preference, including my home, partic i pant s’ homes or work pl ac:
pubs. I also conducted three interviews by phone with participants that were not presently

residing in St. John"'s. I recorded all exc

%7 See Fife 2005: 95-101 for a thorough discussion of semi-structured interviewing practices that is
reflective of how | used them with participants.

77



transcribed the recordings. Two of the unrecorded interviews were done by phone before
| had arranged a method of recording phone conversations and one was done while
walking, making it impractical to record. | took copious notes during the phone
interviews and wrote down as much as | could remember of what was said after each of
the three interviews were finished.

Interviews ranged from forty-five minutes to two and a half hours of recorded
discussion. Often | would speak with participants before and after the interview,
sometimes having dinner or a coffee with them. Most participants who did not already
know me well were curious about where | was from and why I had chosen this project.
Participants were also aware of the digital recorder that |1 would leave sitting on the table
between us, often saying they would not name names on the recording or speak about
specific events. We would sometimes talk about these events after the recorder was
turned off and while they remain in my memory, they are excluded from the discussions
in this thesis unless I explicitly obtained consent for their inclusion. The interviews also
became a learning process for me as a musician. They taught me about the history of the
music, different techniques, methods, and resources for learning, as well as appropriate
and inappropriate behaviour at sessions. Thus, the interviews almost doubled as lessons
and 1 think contributed significantly to improving my abilities as a musician.

In addition to interviews, my original research plans had included asking
participants to perform self-reporting projects that involved taking approximately ten to
fifteen photographs of what it meant to them to play Irish (and) Newfoundland music.

My hopes were to expand on the insights | gained from my original course assignment of
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the same project with the two members of Fiddle Group. Several participants were very

ent husi astic about the idea whereas others
lives and my desire not to hassle them meant that no self-reporting projects were returned

to me. While | think these projects would have added a fascinating dimension to my

research, participant observation and interviews provided me with a significant amount of

data and so | decided not to pursue them any further. Data from the two self-reporting

projects that were completed for my methods course, mentioned previously, are included.

3.3.2.1 Participant demographics
In this section | outline the demographics of participants with whom | conducted

interviews. These demographics provide an indication of the diversity of musicians and
perspectives that | draw on throughout this thesis. They also provide an understanding of
my participants relative to the broader demographics of musicians at sessions in St.
J o0 h n ‘cussed inathapser 2, who formed the groups of potential participants.
Participants ranged in age from their twenties to their eighties. Two participants
(12 percent) were in their twenties, twelve participants (70 percent) were between the
ages of thirty and fifty, and three participants (18 percent) were over the age of fifty.*®
Eleven participants (65 percent) were male and six (35 percent) were female. Four (24
percent ) gr e wsevenparticipants @1 percent) gréwrup irs Newfoundland

butout si de o fand $xt(35 pergeot)waré fom places outside the province.

% The ages of my participants are not as varied as | originally intended. Numerous musicians in their

t wenties play traditional musi c iincludamongdy hn' s, of
participants. These musicians did attend sessions, but not regularly, as they were often busy touring with

bands or occupied with other summer projects.

79



Eight participants (47 percent) were married during my fieldwork and eleven (53 percent)
were not, while five participants (29 percent) had children of varying ages.

| also included participants from each of the sessions to gain insight into varying
opinions and experiences from different sessions. Twelve participants (70 percent) played
at least once in the downtown sessions (based on my own direct observations and
participa n t s-feporsing)l Three participants (17 percent) played at Georgetown, six
participants (35 percent) played at Aunti e
Group (29 percent). Evidently, several participants play at several venues and this also
played a role in my choice of participants as they themselves could offer comparative
reflections on the different sessions. Eight participants (47 percent) played at more than
one session (Downtown, Georgetownonto Aunti e
sessions, twelve participants (70 percent) had either attended or played at Folk Night on
at least one occasion during my field work, or | was told they had done so in the past.

In terms of profession, five participants (29 percent) were professional musicians
who relied on music in various capacities (e.g. performing, teaching, or touring) to make
a living. It is difficult to enumerate precisely how many participants would be considered
semi-professional, meaning they make some money from music but also rely on other
employment to make a living. Some musicians played professionally in other styles and
others have played a few gigs for money but do not consider themselves to be
professionals. However, nine participants (53 percent) had occupations outside of music,
one (6 percent) was a student, and two participants (12 percent) were retired. My

participants therefore allow me to explore the influence of age, gender, background,
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session attendance, family commitments, skill level, among other factors, on the
meanings musicians attribute to playing this music, how they define it, and its role in

their lives.

3.4 Living and writing in the field
Having outlined how I came to my fieldwork and conducted my research, this

section explores, on a theoretical level, the performative nature of my fieldwork. |
thereby situate myself as an active participant in my research. On a practical level,
however, the performance of my fieldwork also made it difficult to distinguish between
—t he fi el dll derofdieldwonky | discuss hewlthese aorhpkexities created
ethical dilemmas for myself and participants in understanding my role as a researcher and

how they affect the writing of this thesis.

3.4.1 Performing fieldwork
Rat her than bel nghardilstwerct @l ddacemy r

my fieldwork in varying roles, times, and places. In the past decades, many

ant hropol ogists have critiqued notions of
bounded entity to be studied (Clifford and Marcus 1986; Geertz 1973; Gupta and

Ferguson 1992, 1997; Rosaldo 1993). In discussing her own fieldwork, Deepa Reddy
suggests instead that —the fieldl is a col
almost random assemblage of sites that come into coherence through the process of
fieldwork itselfl (Reddy 2009:90) . Reddy"' s
circumstances and places that became part of my field throughout my fieldwork process.

The defining feature of this process was, however, my performing the role of researcher.
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As previously discussed, many of the people, places, and times where | conducted
fieldwork were regular features of —my | if
example, what had previously been a casual Wednesday night at Fiddle Group, a trip to
the pub, or a conversation with a musician
became part of my —assemblage of sitesl as
watching, listening, participating, asking questions, and taking field-notes afterwards. In
this manner, even practicing playing Irish (and) Newfoundland music by myselin my
home became fieldwork. My fieldwork then was not a study of some neatly bounded
—field, I but r atverri @toy ko fpl-alccec a tni aan swli den d
act of performing fieldwork (Gupta and Ferguson 1997; Reddy 2009:90).

However, my role was not only that of a researcher, as | related to participants
from a wide variety of positions. While | performed my research, | also performed music,
claiming the identity of a beginner musician. | was often an audience member and patron
at the bar as well. I was friends with many of the musicians — friendships that had either
existed prior to my fieldwork or that developed through it. | could therefore be construed
as a research participant in my own research, in more than the usual sense. I could, for
example, have interviewed myself as part of my fieldwork.

The hallmark of anthropological fieldwork, participant observation, has always

included the idea of embodied participatio
participate in the |ife world that we are
insights into the —nat i v gartsifiatiorhowelvegwasvo r | d Il

once meant to be accompanied by an objective detachment. As Renato Rosaldo points
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out, —often traced to Malinowski‘s | egenda

field-worker should dance on the edge of a paradoxbysi mul t aneousl y becomi

the people* and remaining an academicl (RO
supposed to guard against —going nativel a
studying thereby sacrificing the objectivity of their research. Similarly,so-c al | ed —nat i
ant hropologistsl who studied their-own —cu

scoop but could not achieve the objective distance necessary for scientific investigation
(Rosaldo 1993).
Present-day anthropologists are increasingly situating themselves within their
fieldwork, both in methodological practices and in writing (Abu-Lughod 1990;
Conquergood 2003:352-357; Haraway 1991; Narayan 1993). As opposed to
di chotomi zing —i nsi der s llconadertheirdHfeceritrolesder s, |
and identities throughout their fieldwork and how this impacted on their research
(Narayan 1993). The anthropologist is ther
formed of —mul ti pl ex ssalegardobeingposititnedbys , I posi

others, with various identities according to the context (Fabian 2000; Narayan 1993).

Thus, my participation within my field mea
observing my own attempts at participation. | sometimeswasan —i nsi der Il and
both an —outsiderll and —i n shaydngainisougthimul t ane

insider-outsider status is likely shared by everyone to some extent, which is a theme |

discuss throughout this thesis and particularly in chapter 6 (Narayan 1993:676).
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These roles therefore created for me continuous a sense of ambivalence. | was
often welcomed among musicians as a musician but in certain circumstances, such as
—hangunht after -hopping sormemssiciannlight-neactedly expressed
concern about whether | was also researching. There certainly were many circumstances
where | was a researcher as well as a musician or friend, among other roles. These
—mul ti pl ex subjectiviti e 9fidentalityamd coosene at ed i s
Participants were very likely to forget that | was researching, particularly considering it
was only my own act of performing fieldwor
Yet, | did not wear a sign at any time labelling myself during the times | was researching.
Attempting to balance et hical responsi bili
and privacy with my research interests is the challenge of this thesis and manifests in

various ways throughout the writing process.

3.4.2 Writing in the field
As | write, | endeavour to ensure participants are aware of and comfortable with

how their lives are included in this thesis. Kirsten Hastrup suggests that ethnography, in

both senses of the word, is necessarilyintrus i ve, saying —we hardly r
i nformants' right to fall silent.. for al/|
i mplies intrusion and, possibly, painl (Ha

di sturbance t o pzeabqutithensahd imMprinvthensintexs Rather t h e or
than seeing my research as nothing but an intrusion, however, | prefer to consider my
various roles and interactions with participants/friends/musicians as a continued

negotiation over our relationships (Whitaker in press). Thus, | continue to obtain consent
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throughout the writing process, which is, of course, made easier by my continued
invol vement within my —field.ll A continuou
continued negotiation in our relationships with each other and my research.

Nevertheless, | am cautious about what to include in this thesis and how. In order
to protect the anonymity and confidentiality of individuals, pseudonyms are used
throughout this thesis, except where statements are already found on the public record or
the individual explicitly gave me permission to use their real names. In these cases,
participants are introduced using both their first and last names. In addition, the number
of —traditional I isrlaiiwly scnalland most musicidBstknow ahdd h n * s
can easily identify most other musicians. As a result, in most cases | only provide limited
background information to musicians*® words
pseudonyms for quotes by the same musician, again aiming to protect the anonymity and
confidentiality of participants. While such measures may seem extreme for such an
innocuous project as the study of music and meaning, this thesis explores precisely the
highly integrated, important, and intimate role that music plays in musicians‘ lives. As a
result, 1 do not treat lightly the thoughts, beliefs, and opinions that have been shared with
me throughout my fieldwork.

Finally, I also attempt to provide an understanding of my own role within my
fieldwork and how I came to understand the meaning of Irish (and) Newfoundland music
i n musi ci ans ‘include myeven experiences lwieh thenusicr agempt to
portray my interactions among musicians, and consider how these affected my

experienc es and observations and how they may h

85



and actions. | aim to situate myself within my field throughout my writing as | was

situated throughout my fieldwork (Haraway 1991).
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Chapter 4: Becoming a traditional musician
—|l don‘t really consider myself a music

music and done something with it, ever sin
of an interview. Many other musicians | spoke with similarly distanced themselves from

the | abel, asking me why | was speaking wit
of the context of thesis | would not call myself a musician either. Yet, Alex, for example,

has played traditional music (vocal and instrumental) for many years and has played the

occasional professional gig. This chapter, working as a set with chapter 5, explores the

musical lives of musicians and how, as they learn and play traditional Irish (and)

Newfoundland music, their self-definitions become entwined with its performance. Some
musicians c¢claim the | abel of —musicianl wh
musi cians nevertheless assert that they —h
ideals about what makes a traditional musician, even if they feel they have not yet

achieved that status.

Foll owing the idea of —musi cal pat hways
provides a fairly straightforward presenta
becoming a traditional musician shouldbe, the different musical pathways taken by
musicians throughout their lives, and the tensions and comparisons between the two. |
also consider how musicians create their selves in relation to these ideals of traditional
musicianship,t he r ol e of mu s istuctiagtheir musica pathways,i ves i n
and how these are connected with the larger contexts within which musicians have lived

their lives.
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These discussions lay a foundation for a more interpretive analysis of how
musi cians’ pat hway s oftheif livesie later ghaptersnGhapter ,c o me p
in particular, continues the explorations in this chapter, considering how musicians are
evaluated on their musical pathways and their personal and musical performances. It
considers how some musicians are granted status and authority based on these
evaluations, leading to hierarchies among musicians, politics over musicianship, and
thereby to statementsthat—I don‘*t really consider myself

Alex.

4.1 Learning the ideal
Although there are many varied ways in which musicians are introduced to

traditional music and go about learning it, which | explore in the next section, musicians

hadf ai rl'y consistent opinions about how trac
Most insisted that even with the introduction of sheet music and recording technologies,

traditional music continues to be rooted in the traditional aural process (Cope 2005:132-

133; Veblen 1994:26). That is, the music is learned and played by ear. | explore how this
process constitutes the ideal®Yepthit e to bec

process is not simply about learning how to play by ear. As anthropologist Rebecca

A traditional musician cannot simply be defined as someone who plays traditional music because

musicians did not al/l agree on what constitutes —tr
definition to music that is anonymous and in the public domain. Others, however, included a broad range of

music(s) in their definition, including newly composed tunes and songs from a wide variety of genres.

Most musicians were wary of insisting on a definiti.i
too much because again it can so easily just become this precious thingthatn e ver changes anymor
musician explained. | am not trying to impose here a single definition of traditional music (or traditional

musi cians) or to suggest that there is any definiti
chapterl, —t r adi ti on, I | i ke —a wnctiticalytasicategotieyof dhalyishoul d not b e
Musicians, however, were remarkably consistent in their discussions of the importance of the aural process

and ideals associated with learning through this process. It is these shared expectations about learning and

playing traditional music that | discuss.
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Bryant argues about | earning to nngtay tradi
play the saz did not involve learning to play notes on an instrument; it involved learning

to become the type of person who could pl a
much about the process of —empferpoemsnemlt , Wh
performs the ideal aesthetics, ethics, and embodied behaviour involved in playing

traditional Irish (and) Newfoundland music, as it is about learning and playing the music

itself (Bryant 2005:223-224; Sommers Smith 2001:111).

Musiciansthens har e i deal s of a conceptual arch
musicianl that i1 ncludes si mupbintdMangousl|l y an
musicians learn and perform the ideals necessarytoberecogni zed as a —tradi ti

musician.ll Nevertheless,dr awi ng on Judith Butler*®s work
becoming and being such a musician is an ongoing, bordering on continuous,

performative process (Bryant 2005).¥ That is, these ideals and n
personhoods are constituted only through their continued performance. As a result, these

ideals are historically contingent and also continually negotiated. In addition, no one
precisely empersons the archetype. The per
of what t he andtbieesptrience & botlily, as lvedl ks aesthetic and ethical

(Frith 1996:110,123).**Yet , as Butl er suggests, the ide

% By continuous | am not suggesting that musicians need to be performing music every hour of every day,
or even a single hour every day. | discuss how, even while not playing, musicians may perform and
emperson themselves to the ideals of being a traditional musician, through narratives, discussions, and
stories about their lives and the music they play. In addition, the evaluation of performance is a cumulative
process. A musician may have a bad day without significant consequences on their status, provided they
have established some recognition among other musicians.

%1 As discussed in chapter 1, Simon Frith (1996) also discusses similar ideas of self-creation through music
t o B r (2085)itlea of empersonment by connecting the performance of music and the construction of
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objectofb e Illi e(fJdbagger 2008: 22) . Neverthel ess, mu

in order to participate in sessions and the traditional music scene in a manner that is seen

as —correctl or —autfenticl (Basegmez 2005
Musicians learn these ideals through their repetitive performance — including

through musi ci ans ' vesara thairéiviesi Witk the granth@fibands,t h e ms e

public performances, and recordings, these ideals are increasingly part of CD liner notes,

band and individual biographies, pFeldf or man

Guide to the Irish Music Sesgi(1999), and academic discussions. In discussing the

truths found in narratives, the Personal N

and the knowledge they impart about emotional and physical well-being, communal

values, aspirations or power become part of our realityl (Pers

1989:262). Thus, as musicians are exposed to the various ideals of traditional

musicianship through these different mediums, they simultaneously come to incorporate

them into their lives and their selves. In addition, following Butler, the repetitive

performance of such ideals makes them seem self-evident.

tities. He concludes that —music constr
23D e dlso Hiscussés hoiv musiciahserBatd their identities through the
I e erformance of music and the experience
1996: 111, 123) . Musi c, according to-oFlkidihf f darhemtefiod e
(Frith 1996:122). Frith differs here from Bryant (2005) who sees the process of self-formation as
cumulative. | follow this latter perspective and discuss how musicians both work consciously and
unconsciously to emperson themselves to these ideals bringing incremental change in themselves and their
status relative to the ideal. This process follows through over time, as opposed to occurring through discrete
musical events.
%2 Other scholars who have studied the production of traditional Irish music in Ireland and elsewhere have
suggested similar ideas of an ideal type (Basegmez 2005; O'Shea 2008b; Rapuano 2005). My conceptions
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of an archetype have much in common with Virva Base
musici anll di scussed in relation to her study of musi ci
2005:199-202) . She warns against seeing this —modell as

musicians must also have knowledge of the model to properly participate in sessions (Basegmez 2005:199).
Both these observations are relevant to the performance of traditional Irish (and) Newfoundland music in
Newfoundland.
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Although the ideals of traditional musicianship are not nearly so naturalized as the
ideas of gender that Butler is trying to contest, there are also ways in which these ideals
are enforced (Jagger 2008:18). | discuss extensively in chapter 5 how musicians assign
status relative to the ideal, which is a rough equivalent to social sanctions discussed by
Butler for stepping outside the norms of the ideal categories (Jagger 2008:32). In the
same sense, such sanctions are not always intentional evaluations of performance but part
of an ethics that are learned in the process of empersonment (Bryant 2005:224).
| therefore use t he dwaystdroughoutkhasehésif. 1 n t wo
The first usage refers to the epitome of musicianship —the archetypal image of a
traditional musician. The second refers to the judgement of how a traditional musician
shouldlook, perform, think, and behave relative to the first sense of the —i  csleof |
traditional musicianship. Simon Frith discusses how these judgements are simultaneously
aesthetic —(this sounds good)Illl and et hical
Bryant extends this idea to also incorporatethe i dea of emper sonment :
performance, musical and personal, by a musician is thereby linked to a judgement that
they are —good at l225p233s284g ( Bryant 2005: 224
|l di scuss below the specifics ofchthis i
focus on empersoning and performing the proper aesthetics, ethics, and behaviour as
achieved by learning through the aural process. I also discuss how these ideals are
changed and negotiated to include —newl 1| e
and the use of recordings and formalized lessons. The following sections then explore

musicians lived musical pathways, exploring how they integrate these ideals into their
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lives and contend with ideas of what a traditional musician shouldbe. | also consider how

sessions, in particular, provide opportunities for musicians of all levels to interact,
creatingthesceneforeval uati ons of musicians‘ perfor m:
authority are granted, claimed, or contested. Yet, sessions also provide the opportunity

for observation, experimentation, discussion and informal teaching of these ideals.

4.1.1 The aural archetype
The ideals that form the archetype of the traditional musician are based on ideas

of how music was —t pag. One bf theprinsaty foor dif sugh ideasy e d i n
is that traditional music was and should continue to be learned through aural

transmission. Even ifamusicianl e ar ns f r e arcolleguidlisn fod sheet siukic

— listening is emphasized as a necessary component of playing traditional music. As

Amanda, a musician from away who has been playing for several years, toldme: 4+t er e * s

an air and a feeling and a spontaneity | think. Even within the tunes that get changed all

the time, in little variations throughout the tune you would never see or rarely see if

somebody was just to pick up the notes and start playing it.ll Dave, a professional

musician from Newfoundland, echoed Amanda‘“
l't*s just so much easi er tdliftentpthis devel op
music, which has always been passed on
much you |l earn from |Iistening to it, vyo
character and the | ife of it, i1it's hard

As expressed by Dave and Amanda, the ideal way to learn traditional music is through

listening, inorder to learnthe —t he char act er s, aongdvithtthatenesl i f ell o

themselves.
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Peter, a part-time professional musician from Newfoundland, also explained the

—I| i variations that are an important part of this transmission process:

Sam:So what about the traditional part of
Peter:l guess the way it‘'s passed on, the
awhol e | ot of other people play tunes di
about playing tunes as | ‘“m sure you Kkno
how you‘re feeling.. So yeah, |l woul d ar
way it syeachpasongEeed from person to person and within the same

person, as | said.
Musicians are therefore also supposed to learn to perform traditional music with
dynami s m a f WhattHis éellmeans i thdt one musician is not meant to
repeat precisely the performance of another. Rather, while the essence of a tune is
supposed to be maintained, a musician can and should produce their own interpretation
(Sommers Smith 2001:112,118; Veblen 1994:23). More specifically, there is an element
of improvisation involved in the performance of tunes. Musicians may add
ornamentation, such rolls, grace notes, or slides, to the base structure of a tune or vary the
notes of the tune itself in small ways, for example, making each performance of a tune
unique.®

Yet, as ethnomusicologist Burt Feintuch was gently chastised by his teacher,
— doing things demmakierg@tmil syt a ke 0 nies tahn cmtgher

1995:301). Feintuch was learning the Northumbrian smallpipes in Scotland.

¥Henry Kingsbury (1988) discusses how, ofithmusihe perfo
is also of great importance (Kingsbury 1988:87). Yet, in classical music, the emotions are defined by the

musical score, the written sheet of musindhowhat out |
(Kingsbury 1988:87,94). The role of emotion in traditional music differs. While fast pieces are more often
—f unl and —happy, Il for example, this is not al ways

generally supposed to originate from the musician and not the music. The performance of the music
therefore changes based on what the musicians are feeling and is not wholly dependent on the music itself.
% Other methods of improvisation and variation include playing a tune in a different key or at a different
speed. A jig can thereby become slow and lyrical versus fast and racing, for example. Different tunes are
also often strung together to form varying sets of tunes.
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Nevertheless, the observation is relevant to learning traditional Irish (and) Newfoundland
music in St. John's. Even i f each player m
emperson the aest he (Bryans200% Frith o6 Precisely whatn d s r i
constitutes an aesthetically —goodl performance
will discuss in chapters 5 and 6. On a very basic and general level, however, a strong
rhythm i s essenti al I n the performance of
accompaniment for dances. With the influence of the music and recording industries,
proper intonation, instrument tuning, and attention to technique are also significant to the
proper performance of traditional music today.

Sessions, recordings, and the professional music industry offer significant
resources for those hoping to hear and be exposed to these aesthetic ideals. However, the
—traditionall way music iIis seen to lore pass
from direct contact with musicians met while travelling or working (O'Shea 2008b:61;
Osborne 2007:188; Smith 2007:159; Veblen 1994:24). Learning sometimes also worked
as a system of informal apprenticeship with older musicians. Thus, traditional music is
ideally transmitted from person to person. Virva Basegmez similarly discusses how,
among her participants in Ireland, learning from older musicians in an informal manner
continued to form part of the ideal (Basegmez 2005:202). In this manner, while each
musical performance is meant to be unique, it is also supposed to maintain links with the

—t r a dof the peopte Wvith whom and places where a musician has learned.

94



Beyond aesthetic connections,| i nks wi t h —suppesetiiobei onll ar e
maintained and created through memories and lineages that are passed on along with the
tunes (O'Shea 2008b:61; Sommers Smith 2001:112, 118). Hillary explained this process:
l't“s so much more than that and there®s
music or in recordings. It should be taught by people and passed down by people
from peopl e. l *“m just thinking, yeah, |
words what | know about certain tunes b
them, like who did you learn them off of or where did you, what was it used for.
Like, to learn the Running the Goat set and not know about the dance or not see
the dance performed or perhaps to not Kk
cri me. l t*s notnesthemselve3®* j ustice to the tu
Through performancea nd —t h e e x p e lFnmuskcians ceeateorfemotiee ar ni n g,
associated with tunes and continue the lineages of transmission. The aural process is then
also a continuous process of empersonment that gives the tradition meaning to musicians
in the present.
In her own apprenticeship of learning to play the saz, Bryant argues that the
associated process of empersonment was a consciougndeavour (Bryant 2005:223). This
process has much i n ¢ ommoiescussion df delf-f@mmaboma Ma h mo

in relation to the mosque movement in Egypt.*® Drawing on Aristotelian ethics, as well as

theories of selfhood developed by Butler and Foucault, she shows how women in this

* Running the Goat is a set of four tunes consisingo f —Runni ng the Goat, Il —Round
—Shed SSahie Coul dn‘t Dawmrcell afiller&iinal alGonatalM associ at
among post-r e vi v al musi cians and danc e rHarbourDeepgSMaynard o hn* s . T
2001a).

% The mosque movement is a religious movement that is part of the Islamic revival that has taken place in
the past two to three decades in Egypt and other Islamic countries. It is based around the gathering of
women, first in homes and then in mosques, to provide weekly religious lessons. These lessons aim to
educate Muslims about how to integrate religious virtues and ethics into their daily lives, practices which
the movement believes have been forgotten and disregarded with the increasing secularization of the state.

As Mahmood outlines, this education —means instruct
religious duties and acts of worship but, more importantly, in how to organize their daily conduct in accord
with principles of Islamic pietyand virtuous behaviorll (Mahmood 2005: 4
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movement make themselves into pious subjects through their repeated acts of piety. They
accumul ate an —acquired excellence at eith
repeated practice until that practice leaves a permanent mark on the character of a
personll (Mahmood 2005: ll@&lgfpcusesdhahbconscmws t her ef
efforts made by women to become pious individuals, as discussed by Bryant (Mahmood
2005:139).
| explore how, as musicians learn this music through the aural process, the music
influences their lives in many ways as they learn to become dynamic and expressive
pl ayers who are embedded within Iinks of —
process involves some deliberate making of the self by all musicians, I suggest that in
becoming a musician who plays traditional Irish (and) Newfoundland music this process
is ideally unconsciousleremy explained the traditional image of aural transmission:
When folk music was evolving, it was in regional styles and it did belong to
everyone in the community and since peopledidn* t have ot her opti o
entertainment it was the best thing going. Right, so everybody was familiar with it
and they became fluent in that musical language.
In this idealized past, recalled nostalgically by many musicians, music was just a natural
part of ever yon e ThisideaofuecenscibuOflueddy eortrast? VGith 8 b ) .
the process of empersonment or self-formation discussed by Bryant and Mahmood.
Although the goal in forming a pious self among women of the mosque movement is to
make piety an unconscious act, conscious training is nonetheless seen as the necessary
path to this unconscious way of being (Mahmood 2005:139). To the contrary, for

musici ans, the ideal i mage is that of a —mnat

others to beginning and continuing to play
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The significance of this unself-reflexive learning is discussed by both Deborah L.
Rapuano (2005) and Helen O * S {2608Db), in relation to the performance of Irish music
in Chicago, USA and counties Clare and East Clare, Ireland. They consider how
musicians who were born into the music and grew up hearing and playing it are better
able to gain status and acceptance among the community of musicians than those who set
about to deliberately cultivate themselves as musicians (O'Shea 2008b:91-97; Rapuano
2005:123-129). In the case of those who grew up in musical environments, exposure to
traditional music provided both motivation and means for learning and playing (Feintuch
1983:210-212). Inaddition,many musi ci ans d e swayofldareingt hi s —t
by saying —tonebywene. pa Sepketllittlaeffatenwleed i pt i on
in learning since everyone acquired familiarity or fluency from continued exposure.
Performing the appropriate personal and mu
(O'Shea 2008b:37, 95; Rapuano 2005:126). As a result, they unconsciously and un-

reflexi vely —becamel fraditional musicians.

Hel en O‘Shea and Marie McCart hy thdtirasitonabmasicisdeas hel d

tied to the geography of Ireland, associating both the physical and social landscape with the music

(McCarthy 1999:173; O'Shea 2008b:76-7 7) . Si mi |l arl 'y, David Kearney (2007

Il rish musicl has been primarily an urban endeavour,

rur al |l andscape. O' Shea ecal gebgaphyeasd misio creates df @nselofi nk bet we

exclusivity about playing traditional music (O'Shea 2008b:91-104). Rapuano makes a similar argument,

about the enforced necessity of ethnic identification to be recognized as a traditional Irish musician

(Rapuano 2005:126-127). Thatis, O' Shea and Rapuano discuss how many m

achieve the cor r e cnecessarllyrba berminielendanrd , Blo rom e—Imuisgshll ( O' Sh

2008b:95; Rapuano 2005:126). This idea, in turn has the implicit assumption that only those who grow up

in such an environment can sound —rightIl (O'"Shea 20
There is some discussion in Newfoundland about the links between geography and the production

of music that | will discuss further in chapter 7. For example, Colin Quigley (1995) discusses how

composer and fiddler Emile Benoit wrote many tunes inspired by his physical (as well as social)

surroundings. There are, however, several musicians from beyond the Island who are recognized and

accepted as traditional musicians among those who are from Newfoundland, although many of these

musicians grew up with musical families as a source of musical exposure. Nevertheless, | am not making as

strong an ar @gndRapuanp. | aagge th& theSdeakisof growing up in a socially musical
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Insum, f or musicians in St. John‘s, the Iic
include unconscious learning through the aural process directly from other musicians, to
become a dynamic and expressive player. Such a musician is therefore able to
individualize a tune, adding their persona
links with tradition, both musically and personally.*® Of course, the idealization of
unconscious learning is contested, as are the other ideals discussed here. Musicians like
Jeremy recognize the same unconscious familiarity with music is not the norm today and
musicians can consciously emperson the necessary ideals to achieve recognition as a
—traditional mu s i ¢ coasiders how Gtieregpracticesxused secti on a
extensively by musicians that are not dire
sessions, recordings, and formalized lessons provide alternate opportunities for musicians
to learn traditional music. In addition, I explore how these methods are negotiated against

the ideals associated with learning through the aural process.

landscape, which is not necessarily linked to geography. In addition, the conscious process of
empersonment, discussed by Bryant, is also an available path to becoming a traditional musician, but it is
seen as a much more challenging process (Bryant 2005:232; Cope 2005:132; Rapuano 2005:129,155).

%8 There are many similarities between the ideals considered throughout this section and those discussed by
other scholars relating to the performance of traditional Irish music (Basegmez 2005; O'Shea 2008a, 2008b;

Rapuano 2005). The specifics of these ideal i mages
Gal way, Il rel and, included —knowl edge and appreciat.i
necessitated establishingsomek i nd of connection with an —authentic
They also included playing instruments seen as —tr a

casual and informal manner, ideally from older musicians (Basegmez 2005:201-202). In her study of Irish
pub sessions in Chicago, USA and County Clare, Ireland, Deborah L. Rapuano similarly suggests that this
ideal necessitates ancestral ties to Ireland, playing an acceptable instrument, being a highly skilled

musician, and being male (Rapuano 2005:128-129) . Hel en O' Shea al so discusse
standard image, a traditional musician is male (O'Shea 2008a, 2008b:105-118). Thus, some aspects of this

i deal i mage differ from idealiankelida IBY  mudoihai ans fion
generally accepting of a wide variety of instruments, provided that they are played musically and
appropriately. The aur al process and maintaining co
part of performing traditional music across these various locations. | also briefly discuss the role of gender

in sessions in St. John‘s in chapters 6 and 8.

98



4.1.2 “New” methods
As discussed in chapter 2, pub sessions only developed as a context for the

performance of Irish (and) Newfoundland music in the 1950s and did not become

prominent in St. John‘s wuntil the 1990s. A
sessions are not a part of the — magel of
communities. Yet, sessions can offer an incredible opportunity to musicians to learn

traditional music and its ideals (Basegmez 2005:169; Cope 2005:135; McCann 2001:91;

O'Shea 2008b:97-101; Sommers Smith 2001:120; Waldron and Veblen 2008:101). Gary,

a Newfoundland musician who now plays professionally, explained:

You | earn from playing with people who
encourage that because | was encouraged
somebody said, —no Gary b‘y, you sit to
Andifthey were sl ow or you played the wron
terrible man, don‘t ever come here agai
to people. | ‘“ve never said anything, he

Musicians continue to emphasize the importance of learning directly from other
musicians. Apart from formal lessons, sessions are currently one the primary sources of
contact with other musicians, providing th
than youl (Basegmez 2005:169).

Sessions are also one of the primary contexts for the creation and recollection of
memories associated with tunes (Sommers Smith 2001:120). When | asked musicians
about whether they associated tunes with people or places, many of them recalled a
session down atso-and-so* s house a few years back or a n
storm. Sessions may also serve as a starting point for meeting musicians with whom to

develop more in depth learning relationships, whether formal or informal. In addition to
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their benefits for beginning musicians, sessions are opportunities for intermediate and
advanced musicians to continue learning by gaining new repertoire, hearing new musical
ideas, experimenting with other musicians, and creating and maintaining musical
relationships.
Sessions have therefore been adopted wholeheartedly by most musicians playing
in St. John‘s. Chapter 5 will discuss nego
to ideals of egalitarianism and community in the midst of political negotiations among
musicians over status and musicality. In addition, chapter 7 will briefly touch on debates
over the —lrishnessll of sessions in Newfou
sometimes ambivalent experiences of musicians in attending and learning at sessions.
Few musicians, however, questioned sessions themselves as a context for the
performance of this music. The ideal of playing at sessions as part of the process of
empersonment has therefore become a self-evident part of what it means to be a
traditional musician.
The use of recordings for passing on tunes has also been widely adopted
(Basegmez 2005:204-205; Cope 2005:133-134; Osborne 2007:191; Smith 2004:173;
Veblen 1994:26-27; Waldron and Veblen 2008:102-103).* With recordings, musicians

can still learn tunes by ear but with the added advantage that this can be done at almost

% Sheet music was used as a method for documenting and passing on tunes before recordings. For example,
Edward Bunting transcribed the repertoire of harpers at a festival in Belfast, Ireland in 1792 (O'Shea
2008b:9). Musicians in Newfoundland would have had access tune books from beyond the Island through
international trade networks, though my participants did indicate the transcription of tunes in
Newfoundland has a much more recent history (Smith 2007:159). The use of sheet music for learning is not
included in this section, however, as it has not received the same widespread acceptance as recordings and
is not seen to fit as easily within the aural process. | will, however, consider its use in some depth later in
this chapter.
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any time: in the car, while walking down the street, shopping, or in the course of any
number of other daily activities. Recordings have also allowed for a significant expansion
in the number and styles of tunes that musicians learn. Instead of just learning tunes from
people with whom a musician has direct contact, musicians can buy records of music or
listen to radio stations from all over the world (Osborne 2007; Waldron and Veblen
2008). In addition, recordings can be repeated or slowed down to hear the intricate details
of ornamentation or to more easily hear and differentiate the notes that form the melody.
Currently many musicians use software available on the computer for this. Finally,
musicians can record tunes at sessions that they can then take home and learn. This limits
the need to learn a tune on the spot or wait until someone happens to play it again to hear
it (Veblen 1994:26-27).

The use of recordings and even the process of slowing them down are, however,
not new. While they did not provide the same accessibility to repeating tunes over and
over, recordings played over the radio in Newfoundland in the early 1930s nonetheless
provided musicians with a widely available new repertoire of tunes and songs to learn
(Osborne 2007:190-191). The growing popularity of gramophones in the early 1900s also
gave musicians access to wider repertoires, as well as the ability to slow the recording
down by placing their finger on the record (Osborne 2007:190; Smith 2004:173). Older
musicians often spoke to me of their collections of LPs that they ordered from abroad or
acquired from other family members. The popularity of recordings has continued through
different media as younger musicians mentioned fairly extensive CD or MP3 collections

and the use of recordings available on the internet.
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The system of direct contact for learning has been emulated as musicians follow
other musicians through multiple albums, learning their style and technique and
incorporating it into their playing. Musicians would often cite the record from which they
learned a tune and some had a vast store of knowledge about different albums and players

who they may never have met. Peter, for example, recalled:

|l *ve |I'istened to Johnny Cunningham for

Glackin for two years. Not as organized as that but I find myself, you know,

sometimesy ou | i sten to this band or Frankie
fiddle players now but I could say the same about any instrument. So, I try, I

l i sten, Il * 11 try to incorporate that pa
course l doitdifferentt y, but something gets transfe
saying I sound like any of theseguys, cause | don‘t. |l sound |

playing is no question influenced from all these guys.
Thus, extensive use of recordings can sometimes be seen as a substitute for or alternative
to prolonged one-on-one contact with other musicians.
While recordings have been advantageous for musicians in many ways and have
been widely adopted, their use is nonetheless negotiated in relation to the image of how
music was traditionally learned and how it should be learned in the present. For example,
musicians often emphasized how recordings are a single instantiation of a tune and
should not be seen as the only possible interpretation. Dave commented:
One of my concerns with sheet music is, and recordings as well, is the idea that it
represents a gold standard of a tune, sortofthev er si on of a tune. A

something that I think is dangerous, in a way, because | think that what the
tradition thrives on is the sort of reinvention, the constant reinvention of itself.

And so, while I think it's great to hav
from and everything, and to be able to
important also to keepitinacontext and to say, —well t his
of a tune, Il but then not necessarily be

and to be open to the idea that it can change.
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Dave has concerns that both recordings and sheet music will restrict the dynamism and
expression of musi ci an stialtopodify turie setgngsam@s t hey
sets®Hi Il l ary‘s discussion above al so expresse
are not adequate substitutes for the lineages and memories that are ideally integral parts
of learning traditional music (O'Shea 2008b:61). Yet, she also uses recordings for
learning herself. Recordings are usually seen as much preferable to sheet music because
they can convey more information about the feel and sound of a tune. In other words,
they are more adaptable to the aural process. Their proper use and acceptance is
nonetheless negotiated among musicians to fit with the ideal system of learning directly
from other musicians.

Another method of learning that is increasingly common is the use of formal
lessons, offered either individually or in groups (Basegmez 2005:205; Cope 2005:130-
131; McCarthy 1999:16; Veblen 1994). The learning musician employs a more advanced
musician for a set Dbl acoknadfll tiinnieo,r maasl oepnpcoosu
other musicians for indefinite periods of time or less formal apprenticeships. Taylor, who
teaches lessons, explained this shift,

What makes it traditional is, | guess, it always was music that was in the aural

tradition, music that was learned from another person as opposed to from being
taught to you in an instructed method, you know, with notes and a teacher. But

that‘'s changing now too. A | ot of tradi
way of learningitischangi ng as wel | . l't*s becoming i
becoming instructed it's being nailed d
individual ity of each player is much | e
YA —settingl is common terminology for a version of

settings that could vary by player or regional style. There are, for example, Newfoundland settings of tunes
that are also commonly played in Ireland.
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saying don‘t do t h eathereovasnodeachettdllingsou Wher e a
that.

In addition to lessons with a teacher, there are also lessons available through media
sources such as teaching books with recordings, YouTube, and internet websites that
provide online instruction available to anyone with access, without ever meeting in
person (Waldron and Veblen 2008).
While taught lessons formalize a relationship between student and teacher, many
musi cians attempt to teach in a way that i
—t r anchil thi ovay of | earning. They teach studen
also providing recordings and maybe sheet music (Veblen 1994:26-27). In her
exploration of traditional Irishmusiccma ki ng i n | rel and, Hel en Of
teaching methods used by two well-known musicians, Mary MacNamara and Martin
Hayes. These musicians try to teach students through formal lessons in ways that transfer
the essenti al mel ody of tunes but all ow fo
transcende rO@e7l). It m&iner farmatized lessons have become a
commonly adopted and generally accepted means of learning traditional music in
Newfoundland and elsewhere. Teachers, like Mary MacNamara and Martin Hayes in
Ireland, try to maintain the possibility for variation in the aural transmission process that
is often seen as a key component of —tradi
or other. Through lessons, learning musicians are often able to improve their skills and
abilities with their instrument and the music. Lessons can help a learning musician with
technique and possibly also teach the ideal aesthetics, ethics, and behaviours that are part

of playing traditional music discussed above.
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This ideal, however, is not always upheld and some musicians also question how
formal lessons fit within the tradition. Peter commented:

An interesting thing | see happening is when you have an instructor teaching an
instrument, fiddle or accordion or whatever, and they have say ten students, ten

studentsare al | playing, you know what | *“m go
identical t o eacigidenticd tetheinatnuctbr..t IS®y ‘' 1 e sglea
that happening a bit. I don‘t really IIi
don‘t wunder sitsantdr unloyw tirfa dtihtiison al musi c @
interpretation and it‘s meant to be Kkin
tape, or if you learn from an individual that you sit with every Sunday night for

two hours, or if you learn fromagroupofpeopl e, you‘re not going
|l i ke [those other people]. You're going

playing with obviously.
Peter®'s concerns are similar to Dave‘'s con
echo Tayl or ‘ shovelessonmaeerchianging shédnausict All these
commentators believe musicians should be able to interpret the music and play with
dynamism and expression, adding their own personal style to the tunes they learn.
Lessons, on the other hand, restrict these qualities in a musician to the extent that teachers
insist students reflect on their playingand what t hey ayrleadingsupposed
students to play the same as their teacher and as each other. Even Taylor, who teaches
—what has been tirsadintsiuarealabmwsi chhow t he new
with the ideal system.

Basegmez presents these debates as occu
mi ndedll musicians i n -211).&\hile hhave heaBl thslabed me z 200
—puri st Il ns& dlavfoundtandsauld riotdoe easily divided into two such
camps. Musicians often have internally conflicting and changing views regarding ideas of

—traditionl and its practice by musicians
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who might otherwise be thought of as purists have no problem with the use of sheet
music and have taught lessons themselves. In addition, as will be discussed, many
musicians commented theydon ot wor ry aboutti dmuualels @d<ilngn gt
enjoy playing them and theyarep | ayed wel | . Big howeger, judgetl ayed we
aesthetically according to the ideals I have discussed throughout this section.
The archetypal process for becoming a t
continual performance, continually negotiated according to technologies available and the
ideas held by other musicians. There is no consensus, but there are nevertheless shared
ideals of what a traditional musician shouldbe and how to become such a person. In the
next section | explore the different paths musicians have taken to and through the process
of empersonment, which shape their relations with the music and each other. | show how
mu s i c i aefisitions se@rheftied up with this ideal image, as well as how

musicians reproduce or challenge these ideals.

4.2 Musical lives
Throughout their | ives, musicians

mu s i
No two are quite identical, as each person has different experiences with the music, the

spaces of production, and their interactions with different musicians. Nevertheless, in

their journeys of empersonment these pathways overlapped, following familiar routes. |

divide musicians experiences between thos
early on in life, for example through growing up in a musical family, and those who came
to the genre | ater. This iIs an arbitrary d

the broadest sense, particularly in relation to the ideals discussed in the previous section.
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Nevertheless, many musicians with early beginnings took breaks from playing or
played other styles and were reintroduced to traditional music later in life. Similarly,
musicians who began to play traditional music when they were adults may have had some

exposure when they were children. Thus, the two sections of this chapter, as well as the

two possible routes for musicians' pat hway
vari ety of experiences, all musi cpatims al s o
becoming a traditional musician, entwining their self-definitions with images of what

makes a —properll musician. Some apply narr

archetype, some contest the naturalness of the ideal path, and others struggle to

understand how their experiences fit.

4.2.1 First beginnings
Among my participants who began playing traditional music when they were

children, all except one discussed members of their families who also played as
significant influences to beginning and learning to play.** This one exceptional
participant learned to play traditional Scottish music on the highland bagpipes as a child
from a local teacher. His interest began when he heard the teacher playing the instrument
at a festival and his parents subsequently paid for lessons. He spoke little of his early
experiences, pursuing other musical interests later in life, but did speak of how his early

exposure to traditional music aided him when he began playing traditional Irish (and)

*! One additional participant, not included in this section, was influenced by a family member who played
traditional music and began playing themselves at a young age. Yet, they learned traditional Irish (and)
Newfoundland music through the Suzuki system of learning classical music. This method will be discussed
later in this chapter.
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Newfoundland music. Music in the family, however, seemed to be the primary means for

musicians to be introduced to traditional music early on in life.

4.2.1.1 Music in the family
I n Finnegan's expl or at i on-makihgptacticesoff act or

musicians she found that having a musical family was one of the most influential factors

to someone continuing to pursue music, across many musical genres (Finnegan

1989:308-311). Basegmez similarly found a musical family to be influential among

musicians in Ireland, though not a necessary condition to playing music (Basegmez
2005:83-85) . Among my participants, musicians’
skilful players, but nonetheless may have dabbled with instruments and given their

children a basic introduction to traditional music.

In particular, many of those musicians born and raised in Newfoundland, mostly
outside St. John®' s, r e aceotdibneodguitaraavoundtie i nst r u
house, and sometimes a parent who would play or was trying to learn. lan recalled:

| think the first memory | have of being connected to music at all was my mother

was al ways hummi ng and si negnjwheglwssewf ound

still a child, my mother ordered me a little tiny piano accordion from a Sears

catal ogue.. And my mother could play it

first instrument.. And my mot her would s
Peter similarly recalled music around his house from an early age:

| was surrounded by music.. within my ho

an early age, everything from church music to my grandparents whistling songs

and singing songs. At family gatherings there was always some music being

played and from what | can remember it was always traditional music and songs.
Tunes and songs.
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Peter's experiences are similar to | an‘s,
playing traditional music from an early age. These two musicians and several others, who

grew up outside St. John's, were exposed t
general folk music as young children.

Most musicians from St. John‘s and beyo
grade school or through lessons. While being most common for those from rural
Newfoundland, there were, however, some musicians who grew up in and around St.

John's who also had family who exposed the
One musi ci bstartedpkyingtiaditiendl musiecata young age, that'
ofsix. And my grandfather played and | guess
Similarly, there are other musicians pl ayi
Canada but started playing traditional music and instruments from a young age. These
musicians grew up in musical families and
them on the path to playing traditional music.

In my interviews with musicians | did not suggest where they should start their
narratives, only asking them to tell me th
spoke with began sometime in early childhood. These musicians began with memories of
their parents and families and their exposure from an early age to traditional music and
instruments used to play that music. To these musicians, these early memories were
significant beginnings on their musical path to later play traditional music. In addition,
they all learned music aurally. None talked about being forced to play an instrument;

doing so came about as a result of their exposure and the influence of those around them.
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In this way, the experiences of musicians who learned music from their families fit with

the ideal process of unconscious learning. 1di scuss bel ow how musi ci a
about their childhoods also help create these ideals, as well as provide a means of

asserting their authority and status as traditional musicians. However, some claim to have

experienced these similarities to the ideal biography more than others. In continuing their
musical journeys, some took a straight pat
musical interests or they stopped playing altogether until later returning to playing

traditional music.

4.2.1.2 Straight ahead
Several musicians continued on a straight path from learning and playing

traditional music with their families, playing throughout their teens and adulthood, and

some later became professional musicians.* One musician, Derek, moved from playing

with his family to later pursuing music on his own, joining bands, and playing

professionally. When | asked him why he kept playing and how he came to play

professionally he responded, —I just never

music and so | would go to open stages and jam sessions and | would meet bar owners

and a | ot of other musicians and they"®d sa

Similarly, Peter continued to play with his family, but later also met and played with

musiciansi n St . John‘s, joining bands and pl ayi
These musicians have also used recordings for learning, along with tunes learned

from their families or friends growing up. Peter, for example, is

*2 These musicians are recognized as professional musicians by others, but precisely what that term means
is debated, as will be discussed in chapter 5.
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Self-t aught of course.. | Il‘elalr nb ubyy ao sQrib sa nsd
‘o

CDs and | I put 1t in the car and when
and |isten to it and |listen to it. Usua
the fingers, | kind of see it before | play it, and | can play it, depending on the

piece of course, but that®‘s how I [ earn

The specific recordings that musicians learned from changed depending on the
musician‘s age. For example, those musicia
had recordings of the McNulty family and John Kimmel while musicians learning in the
1970s and 1980s learned from the Bothy Band, De Dannan, Planxty, Emile Benoit, and
Rufus Guinchard, among others. Musicians learning today continue to learn from these
later musicians, as well as newer recordings from groups coming out of Ireland,
Newfoundland, and elsewhere.
To these musicians, i n many ways, playi
progression from playing traditional music as children and therefore corresponds closely
with the archetypal path to becoming a traditional musician. Some also present a

narrative of their lives that fits with this ideal, of unconscious and spontaneous learning

and becoming. Chris says, —I | earned to re
mostly through | istening and through playi
|l i ked. Il When | asked how he began to pl ay
happened. | was down around hangin‘ about
into that, kind of on its own.Il Chris‘s re
—traditionall traditional musician, | earni

young age and unreflexively continuing on that path. The process of self-formation for

these musicians was therefore not conceptualized as a conscious schooling of the self
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musically or personally, as discussed by Bryant (2005) and Mahmood (2005). They had
simply grown up learning the aesthetics, ethics, and behaviour associated with playing
traditional music.*
For Chris and Derek there was therefore little question about being a traditional
musician or how they got there. In the process of learning the music through their
childhoods and recounting narratives about those experiences, their self-definitions have
become entwined with the music and those narratives. When | asked Chris why he played
traditional Irish (and) Newfoundland music, his response was first that he needed to earn
a living but it was closely and emphatically followed byac o mme nt lIslssgnjoyn g, —
it, you know. It‘'s what | doatlt'srpmartf oof
these guys, Il referring to severkaye ot her mu
Ginsburg,in di scussing the role of abortion acti

explores the role of narratives in constituting individual self-definitions. She comments

how for women activists, —their sense of i
voici ng their views against abortionll (Ginsbt
narrative in constructing musicians‘ sel fh

collective identities are created through the very process of performing music (Frith

1996:110-111). Thus, as musicians express the proper narratives of their lives and

*® There is nevertheless some conscious re-making of the self associated with those who otherwise

unconsciously became traditional musicians and who claim these narratives. For example, those who grew

up in rural areas would have had to learn to emperson the ideals of playing in an urban context upon

moving to the city. | have been told that the ideals of playing in rural Newfoundland, primarily in informal
contexts, is very diff er éRaCGlarkipiblcuiscyssiom Movemtgr20, n pubs i n
2009). Even different sessions hold slightly different ideals about ethics, aesthetics, and behaviour, as will

be discussed in chapter 5 (O'Shea 2008b:119-140). Thus, adaptability, both musically and personally, is

also a necessary characteristic for traditional musicians who plays in multiple venues in an urban context

l'i ke St. John' s. I n addition, when | asked specific
would recall the many hours of practicing when they were younger.
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perform music according to the proper styl
peopl el who play traditional l rish (and) N
2005). These—c or r ect I per f or mdefinitiensn tumiendthemsai ci ans
self-confidence and authority in their status as traditional musicians, which I discuss

further below.

These musicians also constitute the archetype through their narratives and musical
performances. As the Personal Narratives G
it reveals an acceptance of or a challenge to the given rules, also marks on an individual
|l evel the very process of repasonducti on or
Narratives Group 1989:8). This statement could be extended to incorporate individual
musi cal performances as part of the proces
ideals, which I also discuss further in the next chapter. The narratives expressed by Chris
and other musicians in this section reveal
asked musicians to tell me their —musi cal
frustration, and time that went into learning traditional Irish (and) Newfoundland music.

These omissions, in turn, reproduce the id
biographies of professional musicians are replicated in very similar form in public

biographies, academic and non-academic interviews, and a wide variety of interpersonal

relations.

However, not all of these musicians apply a narrative of their lives that seamlessly
follows this ideal. Peter emphasized the work involved in learning and the conscious

choice in pursui ng mutyingtabecere pat of thescemb.er con's
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And | did over time.l Peter is referring t
playing with others in St. John‘s. Peter®s
learned traditional music among his family at a young age, but it influenced his desire to
pursue that path in other scenes, such as
grew up in a musical social environment and learned the music through the aural process,
he also questions the narrative of the archetypal traditional musician whose ability just
flows out of his surroundings, emphasizing the self-conscious choices involved in
learning and continuing to play. Of course, Peter is also integrated, through the aural
process, into the music through memories and connections with his family, established
and recalled through playing. He cited these as reasons why he continues to play and why
he sought out other venues.
In a similar manner, those who pursued winding paths in playing music also
chall enge the —maturalnessl of playing tra
a young age. Yet, they also simultaneously draw on this model when they again perform
traditional music and the proper aesthetics, ethics, and embodied behaviours later in life.
The —chal | en g d thrbughtheirieed pgthwaye, mowewvey dlse cseates
new routes for musicians whose pathways do not follow precisely the archetypal path to

becoming a traditional musician.

4.2.1.3 A winding path
Some musicians, who grew up exposed to traditional or folk music, chose to

pursue other genres or other interests alt

Their early experiences with their families, however, helped them when they again began
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to play this music, as they remembered tunes from their childhood or had at least some
ability to learn and play by ear. For example, full-time professional musician Billy Sutton
had some early exposure to traditional music as a child, but chose to play mostly rock
music when he began playing on his own.
| grew up | didn‘t Iisten to Celtic mus
it and I knew some songs from being around the house that me father or me
grandmother would sing, or me grandfather also played. So | mean there was
al ways a certain amount of traditional
playing trad music at all. I grew up a Zeppelin head. I grew up playing drums in
the basement all my teenage years to Led Zeppelin and Ozzie Osborne and
Motley Crew and you name it. You know, | was into the heavier stuff.
Billy was re-introduced to traditional music in his twenties through bands playing Irish
(and) Newfoundland music, such as the Irish Descendants.
| just started playing stuff. Like,alwaysc oul d pl ay the accordio
| just picked up mandolin and kind of taught myself to play. From there came like
bouzouki and tenor banjo and the mandol
kind of started doing that, playing a bit more box again.
Billy describes how, when he did sdramrt pl a
on his early experiences and play the accordion even though he had not done so for a
long time. Thus, it was simply a matter of reactivating the embodied knowledge and
aesthetics that he had empersoned as a child.
With Billy, we also see how different m
pathways. Billy became interested in playing traditional music again because of the
active scene in the 1990s with bands touring and playing on a regular basis. This scene
and growing presence of sessions also influenced lan in returning to play traditional Irish

(and) Newfoundland music. lan first learned traditional music from his mother but

through his twenties only played a little music while he was pursuing a non-musical
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career and other interests. He was invited
musician and that is what prompted him to attend and start learning traditional music
again. The impact of an active traditional music scene is a theme that will be seen again
later in this chapter when | consider musicians who were introduced to traditional music
|l ater in |Iife, often after moving to St. J
In choosing to play other genres, or stop playing for periods of time, these
musi cians’ |l ives contradict the necessity
choice in playing and learning. Yet, these musicians also learn and play through the aural
process. They continued the process of empersonment as they returned to playing
traditional musi c. l an also said —it*‘s a c
i mportant . I't*s the best -integratingancré-cresimy | have
the lineages and memories as he began playing again. The early exposure also lent some
musicians, like Billy, a similar confidence and authority to those discussed in the
previous sectionnwh o ¢l aim narratives similar to the
playing stuff . Il Whil e edpath hepasformsphiastatbsway con't
partially in his ability to question it, simultaneously reaffirming the ideal and his
connection to it through a narrative of unreflexive performance.
As discussed by Finnegan and Basegmez, music in the family provides musicians
with early exposure to the style, repertoire, and instruments for playing traditional music.
It is important to note, however, that exposure from a musical family does not always
lead someone to choose to pursue music. My participants were all musicians and so were

among those who did make that choice. As | have shown throughout this section,
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musicians who learned traditional music starting at a young age also empersoned
themselves to the ideals of being such a musician in the process. Whether they pursued a
straight or winding path, they were integrated into lineages of tunes and musicians and
drew on the embodied behaviour, aesthetics, and ethics that they learned as children
when playing later on in life. For many, their narratives about their early experiences also
provide a means of reconstituting the archetype, as well as their own connection to its
ideals. I now consider the experiences of those who consciously chose to learn traditional
music later in life without the early exposure of these musicians who took a winding

road.

4.2.2 Later introductions
Many musicians, particularly those who

began to play traditional music later in life. These musicians often had early experiences
with music, but this was usually in the classical genre. | will discuss all aspects of these

musi cians musi cal pat hways, since the mus
even if this was about classical music, affected how they related to traditional music later

in life. For these musicians, playing traditional music was clearly a deliberate choice,

albeit influenced by the musical scenes at different points in their lives. In this manner,

their learning resembles more closely the self-conscious process of empersonment

discussed by Bryant (2005) and Mahmood (2005). | will discuss how musicians contend

with this process and with the behaviours, ethics, and aesthetics that they are learning to

emperson.
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4.2.2.1 Music lessons
One way that many musicians first were exposed to music was through lessons,

either private or taught in grade school or high-school. Gerry, who grew up outside St.
John's and who was discussed in chapter 1,
experiences were taking piano lessons. Frank whogr ew up i n St. John's
| was in grade school and my sister was taking piano. So, there was a piano all of
a sudden that appeared in the house and so | was given the opportunity to start to
take piano, which I did. And I stuck with it for a couple of years, but as soon as |
could drop it I did, because it was not nice for me.

Amanda, who is from away, also recalled how her mother put her in piano lessons that

she did not enjoy.

So my mom put me into | essopm®lessonswas abo
and | hated them. And god, 6 or 7 years, and as soon as | had the option to quit, |
guit. And funny, because that®s when |

Many musicians shared similar beginnings to their musical paths and many often disliked
the experience, regardless of where they grew up (Cope 2005:128-129).*

Classical beginnings, however, are not always a negative experience. Some
musicians actively pursued this genre early on in life and became active members of the
classical music scene. Nancy a musician from Newfoundland who played both classical
and traditional Irish (and) Newfoundland music from a young age recalled pleasant

experiences from both.

* There were various reasons these musicians disliked lessons or playing and chose to quit. Many said they
struggled with the strict demands of classical technique. Frank recalled that one of the reasons he stopped

taking piano |l essons was that iatunplesastexpedence. Hec ool I at
switched to guitar for a short while but eventually
|l essons, though did continue to play piano after qu

quit playing classical music; they often chose to pursue other genres and eventually came to play traditional
music.
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lt‘“d be Ili ke a family affair, we'd all
classes and fiddle music and it was a big part of what we, you know, just a big

part of that community, and summer camp
violin.. 1l don‘t know, | picked up, 1ike
music regularly. So, symphony and chamber symphony. | was quite young but |

did that for a while, and | played flute in band.

Nancy shows that playing classical and traditional music are not necessarily contrary

endeavours, though they ar egnudictirsgan seen as
actually receive an introduction to —tradi
lessons.

The Suzuki music program, called the Suzuki Talent Education Program (STEP),
also offers fiddling classes run by teacher Christina Smith. Students are taught traditional
Newfoundland music and have opportunities to perform in various venues, such as cruise
ships and the Newfoundland and Labrador Folk Festival (Smith 2009). The STEP
fiddlers program provides a good example of how classical training can be
complementary to learning traditional music, though, as | also discuss below, musicians
also contend with differences in how music is conceived and in aesthetics between
classical and traditional music.*
Student s | essons, whether Suzuki, Cons

shaped their paths and experiences in particular ways as they later began learning how to

** My participants primarily learned classical music through two methods: the Conservatory or the Suzuki

method. In Canada, the Conservatory method of learning includes a system of examinations based on

pieces of written music, as well as musical theory and ear training. The Suzuki method, on the other hand,

is based on a —Mother Tonguel model . Stubaght s begin
written music, and the learning system incorporates family involvement, as well as group and private

lessons. Suzuki trained musicians that | have met had strongly developed skills at playing by ear, as this is

how students first learn to play classical pieces —through constant repetition of recordings (Suzuki Talent

Education Program of St. John's 2008).
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play traditional music. Before turning to that question, however, | will discuss how these

musicians were introduced to traditional music and began learning it.

4.2.2.2 Introductions to traditional music
Many musicians, myself included, began playing traditional music later in life and

often this introduction occurred after moving to Newfoundland. For those who came
from away, the active traditional music scene that they were exposed to through living in
St . John' gantpaat sf thareasen fay their interest in learning and playing.
These musicians had a sense that the music was a major part of the place. Amanda told
me, —|I moved here.. you Kk n ingwexposgdaodraditionah ‘ t | i v
mu s i ¢ . Ibasdnde among many musicians, as well as many non-musicians, that
Newfoundland is a musical place. Some musicians recalled bands or individuals they
enjoyed listening to when they moved to the Island and many attended Folk Night, which
allowed them to meet other musicians and hear the music.
Fiddle Group became a common pathway for musicians moving to Newfoundland
to start playing —again myself included. For the founding members of Fiddle Group, the
course offered in Newfoundland Fiddling at Memorial University in 2001 was the
i mpetus for beginning to | earn. They — ust
Tracy told me. New musicians in town are referred to the group by others who recognize

it as an avenue for learning and playing. Sandra recalled,

[ 1] moved here and did nothing for a | o
meeting Tracy and the fiddle group, I met her down at the Folk Club and [a

musician] introduced us _cause | was | o
musi c, _cautset d gda dinntto walhme cl assi cal tF

and stood in the hallway for three weeks, | was really shy and then all of a sudden
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the bug bit me, and | just picked that
playing it like a rock instrument.

Erica, another member of Fiddle Group, similarly recalled,

Erica: | started off kind of just going at it, you know, just trying to figure out

where the notes were, just getting accustomed to it myself and | was looking for a

fiddle teacher. I was also playing with Sally on the weekends... and just playing

with Fiddle Group.

Sam: So you managed to get involved with Fiddle Group and sort of pick up

there?

Ericaa Yeah, through Sally. Actually, | wa

l' i ke you'veugbt wi o hgehiisnl@ady named Sal

involved with Sally at first and then with everybody else.

Erica and Sandra share similar experiences in that both were referred to Fiddle Group by
another musician they had met and the group served as a primary pathway for learning.
The group has not recently recruited new members; | am the most recent member to join
—and | joined in October 2008. Nevertheless, Fiddle Group continues to meet to learn
and play. The route is therefore kept open by those who continue to walk it and by other
musicians who recognize this route and refer others to it, as occurred for Erica and
Sandra.

More recently, Georgetown has begun to serve as a similar route that is more
publicly available. For example, James had played folk music for many years and had
dabbled with instrumental traditional music in the past, but he really only began playing
Irish (and) Newfoundland instrumental music when someone told him of the Georgetown
session and he decided to try it out. This route has therefore been similarly created and
maintained through the actions of particular musicians in town over the two years prior to

my fieldwork, during, and continues today. Other musicians mentioned university

courses elsewhere that prompted their interest in playing traditional music. Often it was a
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family member or friend that provided the initial impetus for learning. Duncan Cameron,

a professional musician, commented in a public discussion about my research (November

20, 2009) that in his experience people often hear a single band performance or CD that

they love and this is what begins their interest, as seen with Gerry Strong at the beginning

of thisthesissAs seen in Sandra‘s discussion, many
as an alternative musical endeavour to classical music, which, as discussed, many did not

enjoy. Following their introduction to traditional music, musicians began on the route of

learning their instruments, learning new tunes, and learning the ideals associated being a

traditional musician.

4.2.2.3 Learning a tradition
| was at the Bridie Molloy‘s session on

sitting at the table and listening quietly. One of the musicians, Steve, asked me if there
was a tune that | would like to play. I did manage to think of a tune to suggest, but then |
refused to start it myself, too shy or scared. Steve then said he could not remember how
that tune started and asked me how it went. | immediately started the tune not thinking to
be nervous and only then realizing that he had tricked me into starting it. Yes, | admit, |
am gullible. The other musicians then joined in and played along.
Learning to play traditional music involves learning a repertoire of tunes as well
as learning the aesthetics,et hi ¢ s , and embodied behaviour t
who plays traditional Irish (and) Newfoundland music (Bryant 2005). In the example
above, Steve was teaching me appropriate behaviour at a session, to start tunes and to

play with confidence. He was also offering me the experience of doing so. For musicians
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who begin playing traditional music later in life, the process of empersonment is
necessarily a conscious endeavour. I n this
closely those described by Mahmood (2005) regarding the self-formation undertaken by
women in the mosque movement in Egypt. As with the goal of following an
unconsciously pious life, although these musicians work consciously to learn the music
and its ideals, they aim to one day be able to perform those ideals without thinking about
them. Sessions constitute an important context this learning takes place.

| explore in this section several of the methods that musicians employ to achieve
these goals of musical empersonment. Yet, | also discuss how these musicians struggle in
trying to model themselves and their pathw
who also learns unselfconsciously, simply absorbing the music and the sounds from their
social environment. In addition, many of these musicians had previously empersoned
ideals of performing classical music that they had to unlearn or shift in their playing of
traditional music. These discussions are significant in considering evaluations of
musi cians’ p e r f tics ovea musicershipaliscubsedtinrchaptep50 | i

One of the significant means of learning this music and its ideals is attending
sessions. The example given above, where | was tricked into starting a tune, shows how
sessions can provide support to beginners, to help them grow as players and learn from
others, including learning the necessary confidence involved in playing. This learning
occurs through experiences of playing the tunes, as well as discussions with other
musicians and observations of those who represent the ideal image. Anne explained why

she continued to play and to attend sessio
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b e t tSessrons dire also significant for learning musicians to develop connections with
other musicians. Thus, with the hope of gaining the sound, the tunes, and the knowledge,
along with the fun and the socialization that | will discuss in chapter 6, many learning
musicians attend sessions enthusiastically.

Yet, sessions can also be a source of fear and discomfort when learning musicians
feel they cannot participate or they are left playing alone without the sense of confidence
that those that claim an identity as a musician seem to embody. This lack of confidence
was seen, for example, in my refusal to start a tune. One musician, Adrian, who has been

playing traditional music for many years, similarly explains:

Adrian: l *“m so nervous at the sessions. | f
know what to play or |11 get | i ke thes
Sam: oh, | know.

Adrian:l t “ s t he scariest thing. But it‘s ni
encouraging. They‘re |Iike —oh that was

play again. |
The performance of certain behaviours, such as starting tunes, continues to make Adrian
nervous even after playing for many years and with the encouragement of other
musicians. Rebecca Bryant suggests, again referring to playing the saz in Turkey, that
—t he exact memorization of thousands of so
repertoire but about developing oneself as the type of person who is capable of calling on
that traditionl (Bryant 2005:230). Thus, A
experience memory lapses at sessions and nervousness about our ability to contribute and

play tunes have not yet become the —type of
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tradition. Il That is, we are still emperson
traditional musician.*®
Yet, we also devise strategies to help our learning and playing at these sessions.
We therefore negotiate our own pathways in order to learn in a variety of ways as we try
to —becomel traditional musi cians. Such st
practicing at home, attending the beginner-oriented sessions, meeting with each other to
learn new tunes, recording sessions to learn from later, and taking formal lessons. Other
scholars have observed similar strategies that learning musicians employ (Cope
2005:135; O'Shea 2008b:111; Smith 2006). Many learning musicians listen extensively
to recordings and attend other performances of traditional music. Most members of
Fiddle Group were, for example, present at the concert by Conal O Grada, Bernadette nic
Gabhann, and Lynda Anderson, three musicians from Ireland and the Shetland Islands.
These activities all offer musicians examples or direct instruction in the music and
the ideals associated withit. As t he Per sonal Narratives Gr

consciously and unconsciously absorb knowledge of the world and how it works through

“ The different performances of this self-confidence and knowledge are clearly seen when comparing

Adrian's di scussi on of8efer, Wheisareocognized prdfessionel musigian. tAdriant h a t

and Peter both acknowledge they have more to learn. Adrian comments,
It boggles my mind how much there is to know ab
shouldn't be, Ibautotihérs Wworkledt hBesi whoabl e t o pail
know much about different keys or what keys flow well to each other.

On the other hand, Peter says that —every session |

intimidatedbyt hat | i ke some people are. | *"11 get around to

tunes, there is therefore always more to learn, even for the most accomplished of musicians. There is

always also the challenge of performing them in creative and expressive ways. The unpredictable nature of

sessions also brings the new challenge each week of combining musically with new musicians and different

instruments. Thus, just as musicians are continually empersoning themselves to the ideals of being a

traditional musician, musicians are continually learning musically as well. Yet,thec ont r ast seen i n |

l ack of intimidation, as opposed to Adrian‘'s ambiva

nevertheless contributes to the session and can perform the ideals of being a traditional musician both

musically and personally even if he still has more to learn. Adrian, on the other hand, remains unsure.

125



exchanges of life stories. We constantly test reality against such stories, asserting and
modi fying our own perceptions in |ight of
Through attending sessions and concerts and listening to recordings, amongst other
met hods, | earning musicians consciously an
world. Il Anne‘s acknowledgement of the —ha
demonstrates her conscious efforts to learn. Thus, through these means, musicians hope
to absorb the proper sounds and technique, the aesthetics, ethics, and embodied behaviour
associated with this music, as well as the
ofpersonll who pl ays traditional l ri sh (and) Ne
assess our own performance and that of others relative to these ideals, judging how we
have improved and what more we have to learn (Mahmood 2005:139).

In considering the use of sheet music by some musicians we can see how learning
musicians adhere to ideals of expression and dynamism associated with playing
traditional music. This occurs even though many such musicians do not consider
t hemsel ves to be —muedstdhavesafficisnily empargbnecithee not a
ideals of being a traditional musician to be recognized as such. Many musicians who
came to traditional music from a classical background use sheet music, either as their
primary source for learning new tunes or as an aid. There are many resources available to
musicians who can read music, such as a plethora of tune books and online websites

(Waldron and Veblen 2008). TheSession.org, for example, allows users to submit ABC
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and sheet-music to tunes, and request notation from others. *’ | myself have used this
resource extensively and many others have said they do as well.

Yet, many of those who use sheet music as their primary method of learning
struggle with the process. They see traditional music as allowing and encouraging
expression and dynamism. As seen below in the narratives of two musicians, however,
the traditional transmission process is often contrasted with ideals of classical knowledge
that include seeing music as an entity distilled in a piece of written sheet music. Thus,
they struggle to achieve the traditional ideals since they grew up empersoning the
aesthetics, ethics, and behaviour required of classical music.*® Frank expressed his
frustration to me as we talked about the use of sheet music in an interview,

| was able to make sense of tunes that | was hearing by being able to read them.

You know simple notation was, a book of tunes and that, | guess enabled me to

continue on and then have somet hi

now blame as one of my short-falls, you know. After years of studying the piano
and you' [

[Frank held up and pointed to a piece of paper in front of him] Then you try to do

something with it, butt her e 1t ‘s on paper. Wha

teach people that. Because musi c

to.. So now in retrospect, | real.@
visual cue of notesonapaget hat | didn‘t reali ze

" ABC is a notation developed by Chris Walshaw in 1991 as a simplified method for writing out tunes
using ASCII characters (Waldron and Veblen 2008:101). This allows notated tunes to be more easily
transferred across the internet than sheet
*8 The differences in aesthetics, ethics, and embodied knowledge between classical and traditional music
are not as great as often perceived and portrayed by musicians. | discuss below how sheet music is used by
many traditional musicians in learning, passing on, and preserving tunes. Technique and musical precision
are also important in the performance of both classical and traditional music, particularly in professional
performances. Henry Kingsbury (1988) also argues that there is much interpretation and personal feeling
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involved in the perfor mance ofanaylicdistisctiochatveenmu si c .

textual and aural transmission of music is at most an imprecise one. A distinction between these categories
should be conceived metaphorically in terms
Nevertheless, the differences (real or perceived) between these two categories are significant for musicians
in interpreting their struggles with traditional music and in delimiting what it is that makes music
—traditional .|
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‘“d have to s
e

I omehow get away from that,
t h music, and I still find that that's
As Frank expresses here, he actually feels his classical music training is a hindrance to

his ability to learn traditional music. Rachel expressed similar struggles,

|l don‘t think there‘s a problem in havi
relying on it.. In some ways | télenk it°
to read music. Yeah. |l mean it is. Il sh

much better not to be able to read music and also not to have had sort of formal

classical training because it"® srelakust , i
|l think the real fiddle players are, th
do, or their fingers, not really worried about rules or form and all that.

While the influence of sheet music on traditional music was asserted by one musician to

be —more of a 1700s kind of issue than a 20
struggle with its role in 2006G®Bothnuscianseen i n
expressed struggles with learning to playbyearand doi ng —what their b

t hem t o do, -—-anrembodiekknomwledfeitheyglie notdedrn from classical
music. In addition, they also struggle with the personalization and variation involved in
the performance of traditional music, accustomed to the idea that music is contained
within —a page.l
These musicians recognize the ideals embedded in traditional music. They each
continue to remake themselves consciously after the model traditional musician that
would have unconsciouslyemperso ned t hese i deal s. I n order t
musicians, I however, they also feel t hey h
which might mean un-empersoning themselves from the model of a classical musician or
otherwise (O'Shea 2008b:96). This is a much more intricate process than simply

acknowledging that a traditional musi ci an
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to lose some of that.Il 1t is often held th
beginners playing traditional music when they first start (Corcoran 1992:7). Thus, we can
see how the beginnings of a musicians mu s
musical beginnings meant they struggled as they tried to emperson the archetype.

As a resul t o fruggtesare sher nomideslibackgreumd sFfank,s
Rachel, and other musicians in similar positions usually stress their own lack of ability.
Both questioned me about why | would want to talk to them as musicians when they are
just trying to learn. Yet,justas musi ci ans’ narratives of the
as a means of constituting their self-definitions according to the ideal path, discussed
above, |l earning musicians‘ discussions abo
constructing their selves according to those same ideals.*® This occurs as musicians think
about what those ideals are and try to incorporate them into their playing.

As Nicholas Thomas (1992) argues about the objectification of tradition, as the
social practices of a particular society or group are described and discussed, they come to
constitute that society or group. The performance of traditional Irish music and dance
comes to characterize the social existence of rural Ireland, for example, for insiders and
outsiders alike (Rapuano 2005: 57). Thomasst at es, —i n a di al ecti ca
and the particular practices are redefined

1992:215). On an individual level, as Rachel and Frank think and talk about the practice

*® The narrative process differs in both cases, although the effects are similar. For musicians who grew up
with musical childhoods, their narratives offer a way of reconstituting those childhoods according to the
ideal path. On the other hand, for learning musicians who struggle with how their lives fit that path, their
narratives about their musical struggles relative to the ideals provide a means of integrating those ideals
into their lives and their selves. The first is based on establishing confluence between musical lives and
ideals and the second is about interpreting and incorporating differences.
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of traditional music, as well as through their performance of music itself, their self-
definition becomes ——redefined.Ill Learning m
being a —musical placel and its influence
represent a recognition and empersonment of ideas that associate traditional music with
specific places, discussed further in chap
narratives simultaneously help refute the ideal path as the route musicians necessarily
must follow to become a traditional musician and reaffirm that path as they try to
reconstitute their selves according to the ideal.
As Thomas indicates, however, this is a two way process and the practices
themselves may change. The process of change with regards to sheet music is partially
underway. Many do not see the use of sheet music as completely contrary to the playing
of traditional music. Several musicians have combined the aural process with their skills
at reading. For example, Walter has learned primarily by ear even though he came to play
traditional music later on in life. He is currently a recognized traditional musician who
plays professionally. Yet, Walter employs methods that he finds useful, such as ABC,
though he also commented that he liked ABC because he can see the notes and listen to a
tune at the same time. He thereby continues to emphasize a listening component to
learning traditional music. Several other recognized traditional musicians actually said
that they wish they could read sheet-music. Like Walter, they see it as a useful skill for
playing gigs, passing on tunes, and preserving the music. These musicians, however,
have already become recognized as traditional musicians. Sheet music, to them, would

merely be an addition to their constructed selves, not a barrier to their re-making. Its use

130



is therefore negotiated within the ideal of playing traditional music and it continues to be
debated as musicians form and reform ideal versions of what it is to be a traditional
musician.>

Similarly, a classical background is not considered a drawback to all musicians
who play traditional music. In fact, the Suzuki method of learning can be complementary
to the aural process of traditional music. This method is another common pathway
tough which musicians came to play traditi
program that allows for students to learn classical music and traditional music
simultaneously means that those who learned through the Suzuki method did not express
similar struggles as musicians who had learned according to the Conservatory method.
Instead, they talked about how their training served them as they had well-trained ears for

learning through the aural process. Gail who had first learned classical music through the

Suzuki method,c o mment ed —I did Suzuki as a kid, s
al most everything by ear ... | never sit down
heard. Il Gai l and other musicians whp | earn

learning that music could be learned both aurally and through sheet music and so they did

not conceptualize the two as opposed endeavours.

*® Through my own experiences | can see how sheet music is both an aid and a hindrance. | began learning
using sheet music, as did many other members of Fiddle Group and those with classical backgrounds. Yet,
I struggled to remember pieces in sessions where sheet music was not accepted, or even to keep up in
Fiddle Group where it was allowed. As | learned, through interviews, how others went about learning
traditional music | began to try learning by ear, even picking up a few tunes while playing at sessions. |
found the method much easier to adapt to playing with others and | had more confidence in playing. At the
same time, referring to sheet music can speed up the process of learning a tune and serve as a check on
what my ear and fingers have learned.
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As this classical method does not provide all the same ideals of personhood, those
who take up the performance of traditional music must still remake themselves, but they
have already learned some of the ideal embodied knowledge. As more and more
musicians from a classical background play traditional music, the conceptual distance
between the two genres gets closer. Many musicians have and continue to borrow
instruments and musical ideas from classical music and classical musicians (see, for
example, the discussions about the band Ceoltéiri Chualann in chapter 2). In addition, the
aesthetics of proper intonation, tuning, and attention to technique, which are a significant
component of the performance of traditional music today, overlap with aesthetics of
classical music.
Yet, currently musicians continue to uphold the ideal of an aural process that
emphasizes variation and dynamism in performances. Musicians like Rachel and Frank
therefore continue to contend with the tas
remaking themselves and entwining their self-definition with traditional Irish (and)
Newfoundland music and its ideals. The different routes taken by musicians and the
levels of empersonment of these ideals, in turn, have a significant influence on their
status within the traditional musi c scene
provides a more in-depth analysis of how musicians are evaluated on their musical and
personal performances and their musical pathways, leading to politics over musicianship

as musicians are granted status and authority based on such judgements.
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Chapter 5: The politics of musicianship
Sandra, a musician who does not describe herself as such, insightfully told me:

If you want to get into the politics of it, everybody should be a musician.

Everybody is a musician. I f you hammer

yourpercussion. You could be a musician.

musician anyway? Who has the right to pick up an instrument? Well, everybody

Sshould in the ideal worl d. But that sai

Mussels in the Corner on a Friday night all night. I want to play way fast, you

know what | mean. It‘s all r®lative. |
Sandra comments that —i n the ideal worl dl
example that opened the previousc hapt er, not everyone in St.

themselves a musician, disclaiming the status and meanings associated with that label.
Drawing on the discussions of musicians® m
explores the politics of becoming a traditional musician.

| first explore the different factors that contribute to assessments that a musician is
—good atll playing music and a —good musi ci
authority within the tr @dant2d05 Frith 1996)nYes i ¢ s c e
authority is only relevant within a social context. | t her ef or e consi der mi
participation at sessions around the city and explore the many hierarchies enacted and
negotiated when musicians play collectively and how thesei nf | uence musi ci an
participation in sessions. I conclude by considering how, through these political
negotiations, musicians are led down certain routes or choose certain pathways. These

choices are part of musi ci a mhesSociaplocaiane ss o f

within the session scene of St. John's.
»_Mussels in the Cornerl is often perceived and pro
such, several musicians commented how they saw it a

sessions.
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5.1 Negotiating status
| was sitting at Fiddle Group one night. We were playing at a house out in the

Battery that week.>® I had had a lovely stroll walking there on a not-too-hot summer
evening with another member. There were big bay windows behind me looking out into
the harbour as we sat around the dining room table, gossiping, and chatting as usual. We
were talking about membership and doing introductions because there were a few people
present who were not regular attendees. Tracy mentioned Derek, who had attended Fiddle
Group once before. She said he was a really good player and that she thought he played
professionally. | brought up that I had recently spoken him and he had mentioned he was
interested in attending the group again. —
thought he liked to play whenever he could. The conversation moved on to other topics.
What Tracy really meant by asking —why?
was too good a player to want to play with us. Derek was accorded higher status, because
he played professionally and because Tracy judged his playing ability to be far beyond
that of most members at Fiddle Group. As musicians follow their musical pathways and
learn to play traditional Irish (and) Newfoundland music, they also emperson themselves
to the archetypal i mage of a —traditional

this process, however, some musi lbwmores mu s
closely to these ideals than others. As such, these musicians both claim and are granted
status and thereby authority as —tradition

elements of the ideal musician are combined with a wide variety of other ideas such as

2 The Batteryisawelktk nown area of St. John‘s located at the e
rocky slopes of the area.
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talent, ability, musicality, professionalism, and authenticity that influence aesthetic and

ethical judgements of musicians and their musical and personal performances.

5.1.1 Talent and ability
Notions of acquired ability and inborntal ent i nf |l uence musi ci an

achieve status as traditional musicians and whether it can be done. As discussed, the
archetypal ideal emphasizes effortless learning from a musical social environment.
Nevertheless, there was a sense that musical ability and the necessary personhood could

be deliberately acquired.

Bearr Once you |l earn one tune, well you"'/l
play a tune all it was a I|ittle bit of
Sam: And a lot of practice.

Bear: And a little bitoftale nt ... and a bit of age You"' Ve
you see. l't*s no good |l earning to play
You got to play it and Iive for a while

The self-reflexive project of empersonment is then a viable, if not ideal, path to achieving

status as a traditional musician. Yet, there is no question that it is also a long road,

regardless of when someone started on it.
Thus, one of the measures by which stat

IS age, based on their empersonment and continuation of ideals of tradition (Basegmez

2005:168; O'Shea2006-2 007 : 6) . The presence in St. Johi

been playing traditional music since they were children, however, creates a configuration

where a significant number of younger musicians have been playing longer than many

older musicians, at least in the context of sessions. This situation was also observed by

Basegmez among her participants in Ireland (Basegmez 2005:168). Those younger

musicians who started and continued this process from when they were five or six years
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old, for example, have been expanding their repertoire, learning technique, and
empersoning the ideals of being a traditional musician for almost twenty years by the
time they are twenty-five. |, on the other hand, will be forty-three by the time I have
twenty years experience playing traditional music.

Thus, despite their age, many young musicians have had time to acquire musical
ability, repertoire, and technique. This s
path and | ower confidence in one‘s ability
been playing for only a few years and similarly to some awe for the young musicians
judged to have great musical ability. In addition, the seeming difficulty in learning later
in life may be compounded because many believe learning music is an easier process as a
child.>® As a result, differences in ability and thereby status between older learning
musicians and younger advanced musicians are enhanced.

In addition, ideas of inborn talent are conflated with ideals of unconscious
learning and mystify this process of learning and empersonment (Rapuano 2005:158).

Despite encouraging words of just needing
Bear says, you also need @93)hadatgued basedbi t o f
on research conducted among the Venda of South Africa, that musicality is culturally

constructed. Yet, there was a sense among many musicians that some people just do not

have it. Walter told me of his wife that —

played. Others cited examples of family members who had been listening to tunes for

%% This belief was shared by adult learners of traditional music in the UK, studied by Peter Cope
(2005:132).
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decades who still could not tell the difference between two tunes, or different types of
tunes, and so certainly could not play them.

Henry Kingsbury observes, of the cl assi
manifestat i ons of talent .. can be seen as mani f e:
inequalityll (Kingsbury 1988:82). This obse
traditional music in St. John's. Il n this m
learning, musicians are granted a higher status for their musical abilities as opposed to
those who are not judged to have been born in the right environments or with the right
skills (O'Shea 2008b; Rapuano 2005). Thus, those who are seen to be talented are seen to
be born —goodl musicians and thereby natur

able to produce music that —sounds good. |

5.1.2 Musicality, professionalism, and authenticity
The emphasis on talent and ability is also compounded by a focus on musicality

and virtuosity through the influence of the music and recording industries (O'Shea

2008b:27; Sommers Smith 2001:116). At one time in Newfoundland, the measure of a

good musician was how danceable their playing was (Smith 2007:150). The shift in

music to a listening context and the spread of recordings led musicians to compare their

own playing to that on recordings, which emphasized the music itself rather than the

social relations it helped create ( R . Clar k, public di s&hesssi on,
2008b:27).>* Standard tuning, clear intonation, detailed ornamentation, and improvisation

have all become important to the aesthetics of playing traditional music in Newfoundland

% | explore in chapter 6 how musicians do create social relationships at sessions, but also how these differ
from community dances.
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(Smith 2004:173). What it means precisely to be good at playing traditional music has
then changed dramatically in the past hundred years, integrated into the archetype
through the production and consumption of recordings, professional concerts, and
participation in sessions by professional musicians.

The rise of a professional class of musicians is another significant influence of the
music industry, though this has happened o
actually very difficult to separate the ca
(Finnegan 1989:13-14; Osborne 2007:192; Stebbins 1992:38-46). The question is not just
whether a musician gets paid but includes their musical ability and social networks,
among other criteria. Nevertheless, self-proclaimed amateur musicians almost always
assign greater status to those they judge to be professionals as seen, for example, in
Tracy‘s comment about Derek®‘s desire to pa
assigned in part because professional musicians are usually believed to have greater
musical ability and musicality, although one professional musician pointed out to me that
this is not always the case.

All of my participants who are recogni z
also professionals in some capacity.” Asaresult,amus i ci an‘s status, der
his/her connections to ideals of tradition, is combined with their professionalism,
ensuring their high position in the musical hierarchy. Rapuano (2005) observed a similar

confluence of hierarchal positions held by musicians playing in Chicago. In addition,

*® The confluence between professional and traditional musicians may be exaggerated among my
participants, many of whom | met at professional sessions in an urban centre. | am aware of recognized
traditional musicians who are not professionals, though they are rarely seen at the sessions in town. They
are also usually older musicians who are accorded respect for their age, as well as for their connections
with the performance of traditional music in community dance contexts.
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those who rely exclusively on musi-c for a
ti mers. |

Thus, the confluence of professionalism, musicality, talent, and ability grant such
musicians significant status and thereby authority. By the same token, musicians who do

not feel they have put in the same effort and do not want to do so deny their status as

musicians. Alex, who opened the previous ¢
simple, | *m jwmgdt idoiind si tnoftorpefrdreca t hen t
probl em] because | ‘m not a musician.| I n

that Alex nevertheless does put into his music goes unacknowledged, since he is just

doing it foo2005f unll ( Rapuan

Al ex*s comment also contrasts —funl wit
contrary endeavours. The ideals of being a
—expressionll and so performing as work run

expression of self. I pick up this discussion, as well as a further consideration of full-time
musicians’ status, iIin chapter 8 in relatio
a —l eisurel activity and not iesachieck. Ther e a
discussed in this chapter and ideals of community learning that are associated with

egalitarianism and communalism. Musicians are therefore judged not only on their

professionalism and musicality, but also on their sociability, particularly at sessions.

Others will comment that so-and-so is a Hevely player,I b u twill also gomt out

whether they are a Hovely person. $uch a person is welcoming of others and easy and
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fun to play and get along with. Alternatively, musicians might discuss how another
musician is unwelcoming, arrogant, and imposing.
Thus, many professionals attempt to re-embed their music within the relations of
the archetypal musician, of playing with others and of creating memories and lineages by
disassociating themselves from the professional status. As one full-time professional
musician commented:
|l don‘t even, when | say | ‘m a professi
whatever that means, you know. I play music and | suppose in the strictest sense
y e a h, offeSsiamal, dut that can mean so many things. | mean | meet players
all the time and | kind of don‘t |ike i
can‘t play with you because you‘re a pr
that comeswithandldon“t t hink that way at al . I
These musicians focus on a more egalitarian ethos that is about sharing music with one
another, rather than competitiveness in their playing and ability (Basegmez 2005:164;
O'Shea 2008b:97-101). Such ideas about sharing music and playing with others

contributed to Derek's inquiry about joini

skilled player than most members.

5.1.3 Evaluating status
The | abel of —musi ci a pepplewholeqularly flay e x and

music disclaim, myself included, therefore has a wide variety of associations with ideas
such as ability, talent, professionalism, musicality, and authenticity. In the case of

traditional music, it is also associated with musician s performances of th
discussed in the previous chapter: a traditional musician should play dynamically and
expressively, but also maintain |links with

and musicians. As musicians contend invariousway s wi t h becoming the -
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personl who plays traditional l rish (and)
themselves and to others based on their performance of the component ideas and ideals.
Performances are therefore simultaneously expressionsofmu si ci ans*® ability,
authenticity, professionalism, talent, and
In relation to playing the saz in Turkey, Rebecca Bryant discusses how mastery is
also expressed, at least partially, in a discourse of correctness, which includes both
performing and judging what —sounds right,
good player (Bryant 2005:227-2 3 0 ) . Musicians will encourage
performances, or provide negative reinforcement to unsuccessful performances, and this
too is part of what it means to be a musician. As Gary indicated in chapter 4, some
musicians have been asked to | eave the tab
discuss below the many other subtle and not-so-subtle ways such judgments are enforced.
Yet, such judgements, as well as individual performances, are not just about
assessing status; musicians are also asserting the authorityto create music in a particular

way. In discussing the performance of classical music in the United States, Henry

Kingsbury observes that —musical perfor man
negotiation and reproduction of soci al i ne
the | abel of —mus i ci taneoysly grantéh@authorityitgmakau s i ci an

judgments to those who do claim that status. We are, in effect, saying that we are less

talented, | ess professional, | ess musical,
—musicians. | We t he ar@ngandptynh atcording o theideads| ves t
of those who are —musiciansll until we achi
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As Sandra observed at the beginning of
Most professional tradi t similarlgédmphesizesheic i ans i n
| ower status relative to the —superly starsl
what const i t uidaenater efgpmeaebdte, searunsth the various factors
that contribute to such assessments. Foronemusi ci an a —goodll per f or ma
a complex tune, played fast and with intricate ornamentation, meeting
professional/industry standards for performance. Another may define it as a performance
where all musicians were able to participate and musicians were successfully able to
bl end with one another. Another still may
is true to ideas of how this music was historically played on the Island — generally
considered to be fast but with little ornamentation. The emphasis on different ideals of
—egali flaoiranrpsmfessionalisml therefore rel
i mportant in creating —goodl musi c.

The performance of traditional music therefore involves a politics in negotiating
different definitions of good music, as well as who has the authority to assert these
definitions,toma ke assessments ot heandtoenfarde musi c al |
established hierarchies. As a result, the hierarchies among musicians, along with the
measuresusedtoevaluate a musi ci an‘ s peMHeoextsecdionc e, ar e
explores some of these politics, considering how musicians negotiate their relative status
at particular sessions and i andintheproes,ssi on

assertdiff er ent ways of playing —goodl music
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5.2 Playing musical politics
As a result of their associ a-makiogns wi t h

sessions are often portrayed as egalitarian and spontaneous.® It is true that generally
—s e s s i 0 n grecibely prdcamceivedoorehearsed plan, they involve variable
numbers of musicians, and in principle they usually welcome both strangers and
beginnersll (Fairbairn 1994:567). Hel en O°'S
convincingly the romantic portrayal of sessions as open, informal, and harmonious
(O'Shea 2006-2007, 2008a, 2008b). She explores the negotiations over meaning within
sessions and argues that traditional Irish music as a nationalist symbol in Ireland,
maintained through discourses of ethnicity, locality, and authenticity, is inherently
exclusive (O'Shea 2008b). These politics exist in various forms in most session contexts,
regardless of their focus on Irishness or Irish music, and other scholars have also
discussed the hierarchies, informal rules, conventions, and etiquette that organize the

unf ol ding of sessions and musicians inter
2004).
Some scholars and musicians attribute the politics and hierarchies at sessions to
their commercialization and commodification, although others argue that these dynamics
existed beforehand (Basegmez 2005:169; Kaul 2007:704; McCann 2001:92; O'Shea
2006-2007:8). Sessions are certainly influenced and shaped by economic interests,
including the professionalization of musicians discussed above (Kaul 2007; McCann

2001; Rapuano 2005). What seems most likely, however, is that while musicians have

always negotiated their status with one another, the introduction of one or two paid hosts

* _Community, Il Ilike —traditionl and —authenticityl i
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to a session, which occursatthed ownt own sessions i n St.

negotiation (O'Shea 2006-2007:8; Rapuano 2005).

Thi s section thus considers how the

John

di

status are applied in various ways in the contexts of specific sessionsi n St .lalsbo hn

discuss how musicians negotiate the tensions between ideals of egalitarianism and
community music-making and the hierarchical divisions that exist among musicians,
asserting different ideas of what is important in playing this music, as well as how these
negotiations influence the ways that musicians are able to participate in these sessions.”’ |
consider first sessions that strongly adhere to ideals of egalitarianism. I then consider the
professional sessions in town. | explore how these sessions emphasize ideas of musicality
and professionalism, yet, in maintaining connections with ideas of community music-
making, are accepting of learners. In both cases I consider how conventions and rules of
etiquette enforce different ideals in practice and how the relative status of individuals

may influence the direction of a particular session and the application of social sanctions.

5.2.1 “Egalitarian” sessions
Some musicians focus on an egalitarian and inclusive ethos when organizing a

session. Different individuals may take a leading role throughout the night. The
temporary leaders can be those with the most confidence, repertoire, enthusiasm or
simply someone who has a tune they would like to play. Jonathan P.J. Stock (2004), for
example, provides an excellent analysis of how informal leadership roles direct the

course of an evening. Yet, without a designated leader, no one has explicit formal control

> Later chapters will explore further political negotiations regarding the social structure of sessions, the
musi c' s s cochectsores ® paitiaular places, and their use for economic gain.
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overthesession.l n St . John‘s, Fiddle Group and the
such sessions. These follow primarily a —d
musician, whereby the level of ability and repertoire of the majority of members in
attendance direct many of the tunes that are played and their speed. Yet, musicians at
these sessions are also generally attentive to ensuring everyone has the opportunity to
participate.
In following such a system, these sessions are often attended more widely by
learners. As mentioned, many learning musicians are referred to these sessions and they
constitute a familiar route for such musicians to follow. The Georgetown session was
started precisely because some learning musicians in town wanted a session that was
open to everyone and where no one was in charge. Fiddle Group is similarly known to be
composed largely of learning musicians. In addition, although an individual holds Fiddle
Group in their home each week, the session is generally seen to belong to the whole
group. As a result of the composition of these sessions, the tunes are usually played at a
slower pace. Musicians at these sessions are also allowed to noodle quietly along with
tunes and learn them through playing with others.?® The private and off the beaten track
locations where Fiddle Group and the Georgetown sessions take place facilitate this focus

on learning rather than on creating performance-quality music.*®

®_Noodlingl refers to the process of playing notes
notes.

YAs discussed in chapter 2, the Georgetown pub is |
within the Georgetownc o mmuni ty. The pub is thought of as a —l o

community go there on a regular basis. It is therefore much more of a secluded venue than the publicly
advertised and easily accessible sessions located on Water Street, which is the main downtown area of the
city.

145



James, who attends only the Georgetown
openandthatyoucanbeok.t o make mi st ak dlsseveral muswherst ever . |
indicated that the presence of a few solid musicians at any given session provides an
anchor for the others to participate and —
emphasize that they like the focus on inclusion and learning regardless of musical ability.
Some musicians attending Fiddle Group explained that the group is their only opportunity
to play and practice because of other obligations in their lives.

The particular conventions that govern these sessions, specific to each group,
ensure inclusive participation and organize the unfolding of the evening over time. For
example, Fiddle Group usually starts each week by playing two jigs, the -Road to
Lisdoonvarnall followed bythe -Swa | | o w* IsTheGraup dlso ehds egch session
by playing —Velvet in the Wind, Il a waltz written by Emile Benoit. Sometimes the music
will continue beyond this last tune, but it marks the time when most individuals leave for
home or to attend Folk Night at the Ship.®° In addition, our sets of tunes are rarely
changed and new tunes are introduced only sporadically to the group. These conventions
ensure that musicians have a manageable and consistent set of tunes to learn and a
supportive non-performance group to practice and play with, as well as a sense of
consistency in their playing each week.

The goal of these sessions, reflected in their particular conventions, is therefore
not on making great music. Tracy, who has been playing with Fiddle Group for many

years, explained:

% Stock observed a similar purpose of the closing tune at a session in Sheffield, England (Stock 2004:63-
64).
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We're not pwe flomow ntghanglual ity of our mt
bring everybody down with me when | feel that way, or with the lowest common

denomi nator sort of thing, but the fact

itis. You know, we are willing to include all those people so, or all of us me

included, so that®‘s how it*‘s going to s
The status of the session as a whole iIs as
musical quality and professional standards of performance. As Tr acy s athes, —we
gual ity o inorganizing the gsessionchowkver, members focus on ideals of

egalitarianism and inclusion. While Tracy indicates the playing of the group revolves

around the —l owestll denominator, biltyof pract i

the majority of musicians. Beginners have the opportunity and support to become part of

this majority, but at the same time more advanced players must also adhere to

conventions that could constrain their performances. These conventions explain why

Tracy questioned Derek‘s desire to play wi
The Georgetown session is not so routinized, as players move in and out from

week to week. As a result, there is no sure way to know how beginner-oriented any

particular session will be. Yet, consistently there are regular players and common tunes

and sets that are played, along with an active effort to include all individuals regardless of

their ability. At one point, all of the tunes and sets played at the session were posted

publicly on Georgetown.org, the Georgetown community website. This distribution of

information provided advance knowledge of the repertoire played at the session to

anyone with internet access. The existence of a finite and not too large list is also some

indication of the consistency of tunes and sets that are played there. In addition, similar to

Fiddle Group, musicians will work to include all individuals in the session. If a musician
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has not played many tunes that night, they will often be asked if there is something they
would like to play.
The openness and public venue, however, also allows more advanced players to
join. If such players form the majority for the evening, they may in turn leave the
beginners behind in their desitmebegitning —p | ay
of this chapter, or to play new and exciting tunes and not standards the likes of Mussels in
the Corner. Yet, as | discuss below, there are various ways that conventions and etiquette
are enforced, sanctioning inappropriate behaviour, maintaining the openness of these
sessions, and emphasizing that what is important is that everyone is included and plays

together.

5.2.2 Professional sessions
Tunes at the ot her sessions in St. John

placedonthe—q u a | i t vy, ih relatibn torprofessiowal/industry standards of
performance. This different emphasis organizes these sessions in distinct ways to those
discussed above. Beginners are not often referred to these, but they may be invited by
regular attendees, as | was. Such invitations require pre-existing connections to regulars
at a session. A musician might make these through attending Folk Night, volunteering at
a festival, attending the sessions as a listener, or even at their work-place. For learners,
these invitations can play an important role. The musician who offered the invitation acts
as a sponsor to the other musician, particularly if they are a learner (see, for example, Fair
2009:13). lan, who was invited to a session downtown many years ago through existing

connections to a musician there, sai d, —
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crowd did. I just stayed. | think it was being invited and feeling that | had learned enough

that I could probably play one or two tunes to actuallyoff er somet hing. I  An i
|l egitimizes a | earning musician‘s presence
themselves.

Of course, individuals can also join a session without receiving an invitation. In
Ireland, it has been frequently observed thatle ar ni ng musi ci ans make —
sessions across the island and particular/l
Clare, in search of master musicians to learn repertoire and style from (O'Shea 2008b:98-
99). They seek to become part of prestigious lineages and to create their own memories
and stories associated with tdndkstatassbackes . Thi
home along with new musical abilities (O'Shea 2008b:78-104). Learning musicians in St.
John' s s i misetajointhe moreadvancedrsessimns in town in hopes of new
opportunities to |l earn from players who ar
musicians attend these sessions precisely because of the status, ability, and musicianship
of the advanced musicians.

Hazel Fairbairn, however, discusses how these sessions differ from other forms of
musical apprenticeship in that musicians are supposed to join by playing the full melodic
line, rather than being offered a different musical role based on ability (Fairbairn
1994:586). This system is maintained by rules of etiquette, shared by most musicians at
professional sessions, holding that you should not noodle. That is, you should not play
tunes that you do not already know how to play. This etiquette differs from the

conventions at Georgetown and Fiddle Group that allow some noodling and accept that
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some people will play along with tunes they do not yet fully know. A musician who
began attending sessions as a beginner many years ago, but is now recognized as a
proficient traditional musician, observed, —1 f you‘r e a beginner th
and mostly don‘t do a thing. Il Noodling mud
other musicians to hear and play.

Fairbairn suggests that this system derives from the historical development of
traditional music in Ireland, seen also in Newfoundland, which was originally based on
solo performances for dances but has evolved into a group endeavour (Fairbairn
1994:585-597). While this history likely has a significant influence, the focus at these
sessions on quality music, influenced by music and recording industries, also shapes this
system. The professional musicians at the downtown sessions encourage learners to
attend. Awul@afrojmplsayaindy wi th people who are b
they also want the session to sound good, which necessarily restricts the playing of
learning musicians. This focus on quality occurs partially because it is a paid gig for
some of the musicians and has implications for their reputations as professionals and their
ability to get gigs later on.

The presence of a paid host is, then, a significant source of organization at these
sessions. The pub pays the host to ensure that the music is of a certain quality and that the
session takes place, thereby setting expectations for the music and the musicians in
attendance. Hosting musicians insist that, to them, a session is the same whether they are
hosting the session or not. Yet, they have a vested interest in ensuring the professional

gual ity of the music. As one regular musi
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adding always, not taking away. I f you'‘re
be qui et and enjoy t he muespartcipalion & leacnérs. a f oc u

Yet, the majority of musicians at these sessions are advanced players. Even
foll owing a —democraticl system, these mus
At the same time, they are themselves often negotiating their relative status with each
other. During my fieldwork, for example, there were two skilled professional musicians
from —awayl | iving in St. John‘s and atten
were genuinely and enthusiastically welcomed at the sessions by the local regular
musicians, the sessions nevertheless also served as a venue, at times, where these
musicians could competitively showcase their abilities. They vied for status as the best
fiddle player or the person with the best tunes or the best stories behind them.

These negotiations take place through t
proportional distribution of the mel odic |
(Fairbairn 1994:585). Hosting musicians generally lead many tunes or suggest that
specific other musicians start a set, directly indicating to whom they are giving leading
authority to for those particular tunes, which is itself an expression of authority.

Alternatively, some musician may start a tune without being directed. Acquiescence to
their choice is signalled insofar as other musicians join in. On the other hand, if
musicians leave to get a drink, go to the washroom, or begin chatting with one another,
they thereby withdraw their support and leave the performer to go it alone. On some
occasions, letting a musician play alone may be a sign of respect and appreciation for

their music, but that is distinguished by the attentive listening offered by musicians,
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yelps, and comments of support during the tune. Often a guitar and bodhran will join in
such performances.
These various negotiations that take place are also reflected in the spatial
arrangement of chairs (Fairbairn 1994:585; O'Shea 2006-2007, 2008b). While musicians
form a rough circle, certain spots are preferred to others relative to the walls of the pub
and other musicians. At Erin‘s, the hostin
with his back to the wall, facing the door
musicians generally sit nearby, also with their backs to the wall. Colin Hamilton
comments that similar arrangements are com

form a closed circle with session leaders in the middle of the group. If they are seated in a

circle, however, some will be facingt he punters.. and it will ger
hi ghest musicians.. are seated i-20016)hi s adva
These —musical chairs, I as O'Shea refers t

over individual hierarchies as are as other aspects of performance (O'Shea 2006-2007).
Yet, as discussed in chapter 4, the —tr
(and) Newfoundland music was learned is based around direct contact with family or
community members. As such, both scholars and musicians connect sessions to the
practice of community music-making and community dances that once formed the social
context for the performance of this music in Ireland and in Newfoundland. In considering
the practice of sessions in Ireland, Haz e | Fairbairn concludes tha
the intimate involvement between | ocal peo

Similarly, in discussing Irish pub sessions in the United States and their connection to a

152



sense of —h®medlbriam ILr elRapd,ano states —t he
of community that is essential for the con
2005:113).%* Several of my participants also assume a connection between the practice of
sessions in Newfoundland and dances or —timesl that occ
Regardless of historical accuracy (see chapter 2), these assumptions reinforce the
idea that a session is a part of —traditio
environment. As a result of these idealized paths, in which traditional music should be
learned directly from other musicians, and because most advanced players were once
themselves in a position where —where you
thing, Il adv anc erdlyamousaging of begirsers @artieipatipge n
respectfully in the session. | was invited to play at the downtown sessions as a learning
musician on numerous occasions. Yet, | was always aware of the expectation that it
should be goodmusic that is played.
The limited musical role available to beginner musicians and the focus on quality
influence who chooses to attend the downtown sessions. One musician who generally
does not attend these sessions nevertheless explains her acceptance of how they are
structur ed: —_Cause they want to do their own ¢
They should be all owed dntoastt.l yAgai n,hetyh ey’ re
what they do. And so they might endeup | ea

presence of professional or highly proficient musicians organizes the structure and

control of sessions. Yet, beginners suppor
®Chapter 7 will explore further the connections to
music.
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expert status and ability. Hel enons@GhatShea su
take place at sessions that —beginners <che
2007: 7). O"Shea‘s statement is perhaps sl
who continue to attend are well aware of the etiquette governing their participation and
they generally try to adhere to it to ensure their continued acceptance and because of their
own support of the professional musicians and the quality of music they play.

Their respectful observance of etiquette is also a performance of their role as a
learning musician—anot her example of Rebecca Bryant*
apprenticeship is a matter of both | earnin
2005:224-225, 233-234). That is, it is not simply learning the ideals but also performing
them. Observing etiquette shows respect for traditions and for other musicians. This idea
may seem contrary to the ideals of —commun
discussed in chapter 6, however, a musician who does not observe —c o mmon sensell
disrupts the music also disrupts the goal of making good music together and is thereby at

odds with the sociability of these sessions. ®

5.2.3 “Getting it”
I was at Erin

s for the session one Fri

before the Folk Festival. When | arrived around 9pm, the session was well underway.

The Auntie Crae‘s session is considered |little thr
space. Yet, itprovidesan i nteresting case study. As discussed ir
advertised as open and welcoming to beginners. There was no paid host at these sessions and the regular

musicians were careful to support the participation of learning musicians, asking them to start tunes and
encouraging them to continue attending. Auntie Crae
session was also very fast, often more so than other sessions downtown. In addition, the session had more

of a performance dynamic due to the regular audience members and the influx of tourists during the

summer, emphasizing the quality of the music. There are clear tensions here between ideals of inclusion,

musical preferences and styles of those leading the session, and demands of the audience.
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There were already nine musicians playing along with a few musicians in the audience
without their instruments. | pulled up a chair outside of the circle, pulled out my
instrument, sat, and listened. It was a hot humid night, the air was dense, and everything
was sticky. | would get up from my chair and my shirt would peel off of the back. There
was a smell of sweat; but there was also a lot of music, good music, and really good
musicians. Several more came in throughout the night, many sitting outside the circle
since there was no more room around the mu
little chatting. Many other musicians stopped in the pub to listen as they heard the music
outside while walking by: a good night.
Partway through the evening, a young man came into the pub with an instrument.
A musician who was not playing that night gave up his seat for him. The young man was
sitting behind and to the right of me and | moved over so he could be a little closer to the
circle. He said he was from away but really liked the music scene here. He would play
little bits of a tune when no one was playing, but while the music was going he would
play long slow notes. lwrote i n my field notes —he was rea
at first but after some time it was getting annoying right in my ear. He asked if | played
the flute (it was sitting on the table beside me). I said I did and would if | knew the tune.
Hesaidl shoul d just mess around, that'®s what
the exact opposite of what | thought you s
shifted my chair to be closer to another musician, but this effectively blocked off the
young man. Il When speaking a few days | ater

that night, he agreed with me that you should only play tunes you knew, demonstrating
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our own adoption and support of such rules of etiquette. Andy also commented how such
people can be such enthusiastic players bu

As discussed above, conventions and etiquette upheld by the regular musicians at
sessions serve to direct the session throughout the evening. Such etiquette differs among
sessions according to different emphases on inclusion, egalitarianism and musical
—quality. Il Noodling is generally acceptabl
provided it is not disruptive of the session. It is, however, much less acceptable at the
downtown sessions, though can be done very quietly. The Fiddle Group and Georgetown
sessions generally play regular sets of tunes and include all players regardless of ability.
At the same time, an individual may be censured for playing too many tunes that others
do not know or at a speed that is unachievable by most. The downtown sessions will
similarly include all respectful players at the session table, but musicians will play a vast
repertoire of tunes throughout the night. Anyone is welcome to join in if they are able and
provided the music remains a certain —guality.|l

Social sanctions are applied at all sessions to ensure musicians conform to the
various etiquettes and conventions and maintain the social system of the session. Shifting
my chair in the example above, while rude on my part, also enforced a sanction on the
young man for behaviour deemed inappropriate. He was playing tunes he did not know
and disrupting the session for other players. Mumbling, grumbling, glaring, moving
chairs, playing different tunes, in different keys, at different speeds are all tactics that can
and are used to enforce the etiquette and conventions of a session (see also Basegmez

2005:168-172; Fairbairn 1994:567-568; McCann 2001:91-93; O'Shea 2006-2007:9-13,
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2008b:130-134). AsAnt hony McCann comments, the sessi
complex system of codes and etiquettes, humiliations and value reinforcements that are
distilled from the wider context of the ITr
individuals are thereby included or excluded from the session in various ways, either
explicitly or implicitly. Most musicians, however, enforce etiquette and conventions
because doing so ensures the quality of the music and sociability for everyone else.

Yet, this sanctioning is also a political process. No musician with any sense would
attempt to exclude the hosts of a session or their friends who are regular attendees, since
the session, in effect, belongs to those musicians. They also have status as recognized
professional musicians. In addition, the hosts have the authority granted to them by the
pub owners as being —i n chargel of the ses
regulars at sessions often have more flexibility in pushing the boundaries of these rules.

I n relation to women‘s participation in
(2005) discusses how, although women adhere to a standard corpus of Islamic doctrine,
they are able to choose precisely how they follow this doctrine where rules and practices
are unclear. Yet, she also discusses how w
in relation to ambiguous Islamic doctrine is, in fact, predicated on their knowledge of and
adherence to those very traditions (Mahmood 2005:179). | may noodle along quietly with
a tune at the downtown session if I think I will not disrupt the music because | know | am
recognized as a respectful participant. In addition, sanctioning is not an everyday
occurrence. Musicians at all sessions are often very welcoming, supportive, and

encouraging. But this support-tihtasptends al so
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unwritten conventions of participation — at least to some extent. It means being able to
interact in an acceptable manner musically and personally. Musicians are then, in turn,
able to negotiate precisely how they want to follow the ideals of musicianship,

emphasizing certain ideals of inclusion, for example.

5.3 Political pathways
Musicians choose which sessions to attend based on the routes available to them

or they may forge new pathways on their own. The politics involved in such choices are
clearly evident in considering the cases when sessions overlap, as was the case Tuesday
evenings during my fieldwork. Brian also discussed in chapter 2 how a group of
musicians started a new session at the same time as another that was already being held.
He commented on the negotiations that took place at that time:

| remember being part of this discussion and it all seemed so important at the
time, but in retrospect it was foolishness. You know, where do your loyalties lie?

Are you going to stay °loetangeardoeaecywu se you‘ \
going to suddenly pack up and go with those guys cause t hey‘ re good pl
The choice discussed by Brianwashbetwe en —|l oyal ti esll to certain
particular session, as opposed to wanting
the new session. Similarly, choosing which session to attend on Tuesday nights would
makea st atement abowh theya@éoi gstflows session

session occurred at the same time.

Those advanced musicians who attend Georgetown or Fiddle Group, and there are
a few, are choosing to emphasize sociability and ideas of equality over always making
great music. Similarly, learners who attend downtown sessions are actively seeking to

improve their musical ability and thereby their status within the music scene. Within
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sessions, musicians negotiate their relative status and ideals through their choice of tunes,
keys, and speeds. They may play, for example, a tune that everyone knows or
alternatively another tune that only a select few players know. Each choice makes a
statement and iIis a means of navigating one
Through a beautiful performance of a complex tune, a musician may increase their
recognition and status as a player within the session. Yet, that musician may also be seen
to be simply showing off if the tune was started at an inappropriate time or with the
knowledge that few others could participate. Par t of becominig a —good
| earning to be -mgsicabstitemants hppropriately.h g s uc h
As discussed in chapter 1, Simon Frith argues that through the performance of
music, musicians createtheiri ndi vi dual and coll ective i deni
articulatesinitselfan under st anding of both group rel s
1996:110-11).He | e n O° $S200&, a008p) 2hOnBVET, critiques this conception of
individual and collective identity formation as always being a homogeneous and
harmonious process. She uses her experiences of attending sessions in East Clare,
Ireland, to explore the tensions in collective music-making. She concludes that Frith and
several other scholarstendto—i deal i ze t he process of makin
alwaysproduced a transcendent experience) and to elide the experiences of participants
(as if everymehad the same experience)ll ( O' S h2@0&15)2TheliBcussions

throughout this chapter clearly illustrate the competing interests and tensions that are part

% These choices are not always —politicallyll motivated. Musicians often choose the tunes that happen to

come to mind at a given moment or ones they simply enjoy playing. Similarly, other musicians deci si ons
join in or not are not always an evaluative judgement. A musician may simply have to go to the washroom

at that particular moment. Yet, each choice is nonetheless a choice with implications for other musicians

participating in the session.
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of musicians‘ experiences in attending ses
O‘ Shea.

Music therefore does not act simply as a mediator of individual group relations
all owing them to —createl certain identitd:i
which musicians negotiatedifferent meanings and possibly introduce and create new
meanings and practices in the process. As O° Shea argues, the proce
with other musicians is —as much about eng
pursuit of s ameoD&ls)sFlith simidarlySomments thaOnfusc
providesameans f or groups to understand themselv
individual and soci al interests, of samene
than attending to how individuals develop
such groups are automatically created by the simple process of performing music together
(see Brubaker 2004: for a useful analysis of related problems).

Musicians do not necessarily come to agree on the meaning or experience of their
music even as they play together collectively. Negotiations are continuous and ongoing
and the social context may be altered through them, as musicians create new pathways
for themselves and others who may follow. | suggest that taking part in these negotiations
and politicsisalsosignificant i n e st ab | membership withiathemu si ci an* ¢
traditional music scene and their understanding of and adherence to the shared ideals of

its performance (Peace 2001).%* It is therefore an important part of becoming a traditional

% | draw here on Adrian Peace' €2001) research in a small village in rural Ireland where he explores how
the process of debate and negotiation among individuals acts as means of establishing and maintaining
community membership. | elaborate on this idea in relation to social connections among musicians in the
next chapter.
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musician. | elaborate on this point further in chapter 6, in considering the role of these
political negotiations in creating social connections among individuals. | explore the
feelings of —groupnessl t htakingimoasauttheans do

competing interests at sessions and different structural forces embedded in the music.
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Chapter 6: Playing music together
It was Wednesday night, Fiddle Group night. Except, this week an e-mail had

been sent to the group to say that we were convening not to play, but to listen. A couple
of well-known and well-liked professional musicians were leaving town and there was to
be an impromptu session featuring most of the top-notch players in town. The group was
going to —say goodbye,d.Hawvé ea sgisrsti ,0o namwd sb al
arrived one or two at a time at the Duke of Duckworth, a popular pub in the downtown
area of St. John‘s. Everyone found a seat
other musicians (the ones who were playing). There were at least fifteen musicians
participating in the session by the end of the night. Fiddle Group was also out in
significant numbers with at least ten members in attendance. We all sat and chatted,
mostly amongst ourselves. Sandra was telling me about some of her experiences playing
at different sessions, for example, while we also listened to the great music. Occasionally
someone would have a short chat with one of the performing musicians while they were
taking a break. Everyone there, playing or otherwise, was having a pint, a good time, and
enjoying each other‘'s company.
While this example illustrates the infl
various sessions discussed in the previous chapter, it also demonstrates how sessions are
important spaces of socialization for musicians, whether they are performing or not. This
chapter therefore explores the social relationships that musicians form with one another,
particularly at sessions, and the role these relationships play in their musical and non-

musical pathways. | first consider the different ways that musicians develop relationships
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at sessions. | also explore how these relationships are shaped by the structure and ideals

of the music and of sessiandagehavelasignificanr t i cul a
influence on their social experiences. Yet, | also show the varied types of relationships

that musicians form and how these extend beyond the session table into different

networks of relations and constitute a significant partof mu s i ¢ i a hcentluddby v e s .
considering how sessions provide musicians with different ways of belonging by

participating in different capacities as musicians, learners, or audience members.

6.1 Social music
Sessions are one of the primary venues for the production of traditional Irish (and)

Newf oundland music in St. John‘'s and, as s
with other musicians. The previous chapter explored how different sessions in St. Joh n * s
emphasize different goals and ideas relating to musicality, professionalism, and

egalitarianism, among other factors. Yet, as one advanced musician observed about why

he attends Fiddle Group: —I t * s not the music, iPituslthe pe

(Gan 2007). Sessions are therefore seen as a social event as much as a musical event
(Fairbairn 1994:567). This section explores how musicians establish and maintain social
relationships through the performance of this music and through participation in sessions.
Sessions are associated with drinking, socializing, and having a fun time
(Fairbairn 1994:583; Sommers Smith 2001:120-121). A good session is also good
—craic, Il to CSuThesgartyatmesphere of tise hub ancethe attentive playing

of music are sometimes seen as opposed endeavours (Fairbairn 1994:588-589; O'Shea

% Craic is a gaelic word, frequently used in Ireland, but | have rarely heard it in Newfoundland. The term
generally refers to having a fun time and enjoying good company and good conversation.
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2006-2007:7-10; Sommers Smith 2001:120-121). Nevertheless, the excitement of a fun
night out, a few good pints, and music among friends may also contribute to the energy of

musi ci ans performances and an engagement w
Musicians at all sessions therefore discussed and demonstrated throughout my participant
observation how the people they met at sessions were an important part of their
experiences, along with the music.
Various scholars have explored how sessions and the networks of musicians
playing traditional Irish music constitute a community (Fairbairn 1994; McCann 2001;

O'Shea 2006-2007, 2008a, 2008b; Sommers Smith 2001; Waldron and Veblen 2008). As

discussed in chapter 5, many musicians and scholars relate the practice of sessions to

ideas of past community musiccma ki ng practi ces. I n Raymond \
term —community, |l he gwrdeeastadudlthieai dtoo g¥ od ¢
or they indicate —a particular quality of

1983:75). Both senses of the term have been applied to sessions by musicians and
scholars and | similarly expl octiensthiathe —qu all
musicians develop.
Williams points out, however, that tensions can arise from the two definitions
(O Shea 2008b:99; Williams 1983:75). Using
observes that rather than focusing on inclusion, ideas of communalism are inverted in
some sessions in Ireland, creating exclusive expressions of community (O'Shea
2008h:99-140) . As | have discussed, she conclud

as wel |l as —s ame n d40)sShe also@llo@trasaoncluiod @ b : 1 3 9
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questioning why many musicians and scholars insist on retaining such notions of
—communityll when there is clearl yl4pnuch mor
O' Shear7l®.006

O Shea tentatively suggetwdobsessioisast I n adh
—Ccommunities, I —we foreshadow the illusory

imaginative cultural narrative that seeks wholeness and community, a sense of home

where the heart is, yearning for what cultural theorist lain Chamberscalls _t he myt hs
know to be myths yet continue to cling to,
ot her words, we simultaneously adhere to i
and —authenticl | ife thaet wist hc | QsSehlgya ‘tsi esdu g

but I think that these ideals also have a considerable impact in shaping the sessions and
musi cians’ participation in them, even if
di scussed in det ai | mekrnwwedmithshésecveryaideadsof s el ves
what it means to be a traditional musician. In addition, for many musicians, the
significance and strength of this —i magina
communality with other musicians, may override the politics, feelings of ambivalence,
frustrations, and other less positive feelings and experiences involved.

| therefore consider how some musicians
these connections and emphasize the important sense of belonging this has brought
them.®® Those who make these references are often musicians who have come from away

or those who have left the Island and formed music communities elsewhere. Others,

®Musicians sense of belonging in relation to ideas
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however, prefer to define these connections in other ways. Most musicians refer to the

music —scene, Il which includes the networks
sessions — in other words, the overall context. This is the terminology that I have applied

consistently throughout this thesis. Some musicians also refer to the social networks, with

only partial seriousness,as —cl ubsll or simply as their mu.
Thus, following my treatment of —tradition
and demarcate t he s es ghisanalyticalcaegoryupami t y Il and

musicians nor, in contrast with some scholars, do I set out to disprove the myth of

community. This chapter rather explores th
—communalisml held by musi contested Brumkerd how t h
2004).

As part of this exploration | also consider how this particular music and its
associated practices shape the connections that musicians create.®” As Frith states, —w h i | e
music may be shapeddy the people who first make it and use it, as an experience it has a
life of its ownl (Frith 1996:109). I n its
2005; Frith 1996). It therefore has a material existence through the sound produced as
well as through the bodies of the musicians who perform it. This materiality is ephemeral
in performance contexts but also more lasting and tangible in the bodily modifications

experienced by musicians (Bryant 2005:233-234). Readily apparent modifications may

| discussed in chapter 1 how my approach to the st

experiencel (Frith 198B6)ye Moskecthant hesef muei a s-haeg
chapter 5 where | considered how the performance of music was also a political process. Music is also a

practice onto which other ideas and meanings are embedded. As discussed in chapter 4, performing

traditio n a | music is intimately intertwined with ideas ¢
of how the music should be performed, by whom, and how the music is connected to ideas of the past. In

this chapter I consider how the music itself has a role in shaping individual and group experiences.
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include cal |l uses otlgbysringplayers)dimer hails tut certgie r s ( mo
lengths (for string players, these are often different lengths for each hand) or muscular
adaptations to the requirements of playing a particular instrument. Yet, as discussed in
chapter 4, part of the process of becoming a traditional musician is to incorporate into
o n e * smbadiedbdhaviours based on particular aesthetics and ethics (Bryant 2005;
Mahmood 2005). Musicians thereby incorporate every tune they learn into their bodies
through both muscle and aural memory. One of the strangest experiences | have felt is
joining in on a tune that someone has started and being able to play it, while not having a
clue what the tune is.
In addition to these effects on the bodies of individuals, conventions about how
the music should be performed have an influence on how musicians interact and perform
together. Frith further states:
Once we start looking at different musical genres we can begin to document the
different ways in which music works materiallyto give people different identities,
to place them in different social groups. Whet her we‘re tal king
dance halls in Sweden, Irish pubs in London, or Indian film music in Trinidad,
we're dealing not just with nostalgia f
commi t ment to —di ffer ent IFaltgnatimegnedesofb ut al
social interaction. Communal values can only thus be grasped, as musical

aesthetics in action®®
(Frith 1996:124)

®Frith*s discussions here of the material existence
considering how the social configurations of particular musical genres materially shape individual

experiences-—t he di ffer ent wa ymateridllyt owhgii cvhe mpuesoipc ewadrikisf er ent
though the music and the social context are both homologous and unchanging (Frith 1996:124). Musicians

do not necessarily agree on the meaning or experience of their music even as they play together collectively

and these meanings and experiences change through time. Performing traditional Irish (and) Newfoundland

music collectively at sessions, for example, is a historically specific practice. In Newfoundland it started to

take hold only within the past thirty years. However, when considered within a particular historical, social,

and cultural context, the idea that music has a part in shaping individual and collective experiences is useful

in exploring —alternative modes of soci al i nteract.i
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The music shapes musicians‘ experiences ba
by Frith, but also the subtle and not-so-subtle differences on emphasis in musical

expression, discussed in chapter 5 (Frith 1996:124). | therefore consider how the

relationships that musicians form with one another are organized and created in relation

to the music and its social and material practices.

6.1.1 Collective music-making
Connections develop, at least in part, through the simple act of sharing a space

and through the collaborative act of sharing in a musical performance. Rachel, who

attends Fiddle Group, explained:
| t " iantseresting because as much as ther
experiences with this, i1it‘s not 11k
kind of cool that in spite of all t
that . ..

I know some of those [musicians] that hang out together. But [some also]
just say ok, that‘s enough of you
week. .. But at the same ti me, [ t h
know, they dons tyome'nree ttolo goeveaehles
completely meld really well or something.

> 0 -

As Rachel comments, some musicians would prefer not to hang out with one another

outside the session. Yet, they nevertheless feel a connection to one anothert hatn i s —i

some ways bigger thanl their differences o
As Hazel Fairbairn observes, —sessions

personally, providing an opportunity to establish such connections (Fairbairn 1994:583).

Rules of etiquette also enforce the sociability of the session and the collective nature of

performance. Vince explains, —l me an , nobo

obviously. But if you come and all you play is stuff thatyouc an pl ay, you' ve |
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the most i mportant thing about a session,
individual who only plays by themselves is seen to wreck a session as much as an
individual who is —taking awayl from the ¢
therefore applied to such individuals. The musical conventions of playing in a group also

enforce the collectivity of a performance. In performing music at sessions, all musicians

perform the same melodic line.®® This melody is given only limited harmonic

accompaniment in sessions and at the discretion of the players. In addition, while each

individual is meant to improvise and individualize a tune, in performing music as a

group, the constraints on this iIimprovisat:.]
with jazz music. Their individuality simply adds interest to the collective sound.

Fairbairn therefore argues that through this process, musicians at sessions

—coming from al |l weomkuwaligthrough thefactivity okplayypng e s s t h
musictoget her I ( Fairbairn 1994 Flea8MessionsikRai r bai rn
|l rel and, but her comment offers some insig

of Fiddle Group similarly c¢ommthearpesondhow —ev
reason for being there. Mine was, well actually mine was to play the fiddle, but what it

became also was this Iittle family. |l Even
common, they share the music. The process of a shared musical activity creates a line of

sameness across other lines of difference (O'Shea 2006-2007:17). For some, like Sandra,

this commonality eventually extends into close relationships among musicians.

% Rhythm instruments, including guitar, bodhran and sometimes bouzouki, are exceptions.
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In addition, through the process of empersonment musicians come to share ideals
about the music and its performance, although, as discussed, they do not always agree on
the specific emphases of these ideals. Frith states that part of the experience of
performing music is that —communal values|I
performanc e whi ch 1 s a inlagtiorld (oFr i—tale st hEG:iltx4) . A:
chapters 4 and 5, sessions provide a venue for musicians to learn and negotiate the
personal and collective ideals and values associated with traditional music. As musicians
share in the music-making process in sessions, they also become incorporated into
lineages of tunes, share in stories of a great or terrible session, along with gaining
knowledge and experience of listening to and playing the tunes themselves. The
—i nt rddveritrecel e of musicians thereby, theore
musicians, even if they are not playing (Fairbairn 1994:584). In the opening example,
Fiddle Group was included in the session in certain ways as we listened, socialized, and
learned, simply by being there.”
6.1.2 “Give us a tune”
The sharing of music also binds people together through processes of exchange,
which can be understood in the context of a gift-cycle (Kaul 2007:794-795; McCann
2001). The social function of the gift is best known in its exposition by Marcel Mauss,

who argues that the process of giving, receiving, and reciprocating creates links among

" The circle includes all musicians under certain conditions and in different ways, as explored in chapter 5.

Through its introversion, however, non-musicians are mostly excluded (Fairbairn 1994:584). The audience

is not redundant; they contribute to the overall atmosphere of the session and are included in some of the

fun and socialization (O'Shea 2006-2007:6). This is particularly true of regular audience members. I also

discuss belowthe di f f er ent ways that musicians can —belongl
predicated on complete inclusion and participation.
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individuals (Mauss 1990). Anthony McCann s
of self, the tunes, the songs, the chat, the shared experience, the history of personal
endeavourll (McCann 2001:93). Thus, it is n

performance of tunes, of ideals, of socialization, of history or stories, and of personal

expression. Peter similarlyst at es t hat —music i s a perfor ma
it'*s a gift, 1t*‘s a talent that was meant
musicians will sometimes say —give us a tu

set of tunes.

Thus, part of the social and musical interaction at sessions is that each musician
Sshould be able to —offer somet horthey, I whet h
music (Fairbairn 1994:567). As lan indicated in chapter 5, he only began attending
sessionsonce he felt he had something to contri
somet hingl that brings intimidation for be
whether they have anything to contribute. In other words, they feel they are unable to
reciprocate the gift of performance that the other musicians offer. It is here that the
| egiti mation offered by an invitation seryv
participating in a session. Yet, the feeling that a musician is unable to contribute or that
they are not capable enough as a musician may also discourage them from joining the
session table, even at the beginner sessions. Amu s i ¢ i a n theeforg dlsadlosely i s
tied with this system of exchange. The ability for some musiciansto —g i v e lrefleotso r e
hierarchies of musicianship among musicians and acts as a symbol of their wealth of

knowledge, level of empersonment, and authority within the traditional music scene.
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However, in becoming part of a session and offering their social presence and the
few tunes they might know, beginner musicians nevertheless begin to integrate into the
cycle of exchange. They thereby begin to become part of the networks of giving and
receiving. As memories of people and places become entwined with the tunes, the spirit
of the giver may then be passed along with the gift. The relationships that musicians

establish are then maintained, at least in part, through the obligation to reciprocate

(Mauss 1990; Wilk and Cliggett 2007:158-1 59 ) . Ra c h e uld I&keepplayang ns, —W\
if I were by myself? No. |l think not, if |
it‘s a responsibility to this group [to co
happy to give it up, but [playing withagroup] forces you i nto it. Il I n ad:¢
guest for getting better, Il mentioned by An

form with other people at sessions provide further reasons to continue attending. Once a
musician has been to a session there is a sense that they should continue to attend in order
to reciprocate the gift of tunes, drinks, or conversation they were given at previous
sessions. Tunes, people, events, and memories thereby all become tied together in playing

traditional Irish (and) Newfoundland music at sessions.

6.1.3 “You feel like you’re inside the music”
While the sharing of music creates connections among musicians, some musicians

and some sessions e mp h,assliscussed ingHapteyS5i Theg —q u al i
focus among musicians is thereby less on the social function of the music than on the
music itself ( R. Clar k, public discussionThisNovembe,]

distinction is particularly evident when compared with how traditional music was used as
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an accompaniment for dances. The measure of a good dance musician was one who was
good at keeping time and keeping the dance going, not the one with the best tonality or
fanciest ornamentation (Smith 2007:150). The purpose of the music was to facilitate the
communalacti vi ty of dancing. On the other hand,
relation to professional standards of performance is based on seeing music as an
objectified entity that can then be aesthetically judged.

Yet, a focus on a certain quality of music may serve an additional social function
in developing relationships among musicians. While this emphasis is related, at least in
part, to the session‘s role as axpmiaedd gi g
—you notice sometimes it goes places that
gets going and starts to work and pul sate
quality music therefore may also serve as a means of creating a certain quality of
experience. When a session —goes places, I
chatter decreases, and the musicians are e
1994:568). Frank, a self-proclaimed amateur musician who primarily attends the

downtown sessions, similarly expresses that it is:

Total escape from the worries of the wo

departure. l't*s somewhere el se, you're

music that'®s wh e rwheregelselsolang leve Irssmndisicgend u “ r e n

sessions, you know... When it‘s somebody

playing on the fiddle or bouzouki or whatever, accordion, your music then is alive

and gets inside you and igoosomethirg.e | i ke vy
Hel en O' Shea refers to this —pulsatingl or

(O'Shea 2006-2007, 2008b). This engagement is emotional, cognitive, and physical.

Musicians b o di e srhytmo of the tunesandttheimemmbodied t h t h e
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movements create the melody.” They are listening to and responding to other musicians
and feeling and expressing the music, as an ideal traditional musician should.
The idea of this collective engagement has much in common with Emile
Durkheim* (4976)t heori es of solidarity and —efferv
to religion and society. In his book the Elementary Forms of Religious L.iEurkheim
argues that that individuals participating in a religious ritual come to share an emotional
experience (Durkheim 1976; Rawls 2004:168). He argues that they experience an
—ef fervescence, Il which is —a sort of el ect
wi thout resi st an c e-echoesthaothdrs, ahdhsee-eamiedbytise... e ac h
ot h éDurkhitim 1976:215-216; Rawls 2004:169-170). Durkheim argues that these
collective emotional experiences create the sacred, which in turn enforces social

solidarity (Rawls 2004:170-172). This effervescence can be compared with the feeling

that a session —goes placesll as musicians <cr
The —sacredl can similarly be compared to
commented, —there‘s something in some ways
par ti ci pation. Frank‘s comment <certainly ec
experience.

Hel en O°‘' Shea briefly considers how sess
yearly traditional music festival in Malbay, Ireland, are also permeated by a sense of
communitasamong musicians (O'Shea 2008b:97-99). The concept of communitas

originates with Victor Turner who, wusing M

"Al cohol consumption may also contrli bute significan
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longer side by side (and, one might add, above and below) but with one another of a

multitude of persons. And this multitude, though it moves toward one goal, yet

experiences everywhere a turning to, a dynamic facing of, the others, a flowing from | to

Thodl ( Tur n e rCodr@udi&ocdurd durjing periods of liminality and is thereby

atemporary e x per i estructeelli nWi+d ntei Week, f brminale x amp | e
space wherein the politics and hierarchies in sessions and the wider traditional music

scene are temporarily suspended in the spirit of shared learning and enjoyment, although

O Shea also discusses how conflicts over d
2008b:97-99).

Tim Olaveson (2001) ar guescommuoitasnd er , t h
Durkheim's idea of collective effervescenc
Turner*s explanations are more developed a
a temporary reality wherein individuals have a collective emotional experience (Olaveson
2001:107). Both concepts also capture the idea that in collectively performing music
together, musicians are working toward a common goal of musical expression.

Someti mes this common goal coal esceis into
the session is —fI| yi ngolnmunitagollentivesffervescence,s f e e |
momentarily transcending their differences and becoming one with the music and each

other.

The goal of achieving this emotional, cognitive, and physical engagement with
the music and other musicians is an i mport

sessions (Fairbairn 1994:568; O'Shea 2006-2007:15-17, 2008b:136-137). However, not
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all musicians are interested in creating great music and focus instead on simply playing
with one another. Thus, different musicians at sessions have different goals that structure
the performances and musicians‘ experience
musicians to form different relationships with one another. The sharing of music and
other gifts is common among all sessions. The gifts may vary in quality, size or
appreciation, but all musicians become part of the cycle of exchange to some degree. Yet
a focus on quality may limit the access to this cycle for some musicians. There is
therefore some tension between the different types of relations musicians try to create at
sessions and different ways of achieving these relations.
As Adrian Peace (2001) argues in relation to community membership in a rural
town in Ireland, however, negotiating these tensions, as well as the politics discussed in
the previous chapter, are also means by which connections among people are created and
expressed. —What is wultimately i mpodtant i
the capacity to function as a contributor to, the significant narratives in circulation over
time, constitute a key criteria of communi
2001:73). Thus, just as musicians must learn to negotiate the politics of musicianship in
order to become a traditional musician, these negotiations also play a part in the social
relationships that musicians form with one another, as well as in the integration of

musicians into the traditional music scene in a wider sense.

6.2 Stiuctured relationships
Although the sessions and the music both provide various means by which

musi cians establish soci al connections wi't
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experiences in particular ways. | consider specifically the participation of women and

el der musicians at the sessions in St. Joh
and constrains these musicians'’ ability to
pubs, as well as the influence of specific styles of playing (Frith 1996). Thus, while

musicians choose their own musical pathways, the routes available to certain musicians

are limited and directed in particular ways.

6.2.1 “They’re not ladies, they’re session players”
As seen in Chapter 2, the gender divisions between the downtown sessions and

Auntie Crae's relative to Georgetown and F
percentages of women at Bridie Molloy's, E
were 20 percent and 26 percent and 15 percent, respectively. On the other hand, the

average percentage of women at Fiddle Group and Georgetown were 44 percent and 68

percent, respectively. Gender divisions at public sessions have also been noted in Ireland

(Basegmez 2005:86-90; O'Shea 2008a, 2008b:105-118; Rapuano 2005:105-110).
Throughout Newfoundland and throughout the
there are many women who play traditional
accordion cir cl e ,ninfermal safe, and Kippariigeenvitonmenvforb e —a
women of all ages to perform, experiment, and share stories about making music with

t hei r a ¢Newdfaundlandandd_#brador Folk Arts Society 2010). | know little

else about the accordion circle except that it has sufficient numbers and interest to meet

every week. Yet, | only saw one female accordion player attend a session during the

summer, at the Georgetown pub.
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When | asked my participants why they thought so few women attend the public
sessions, few were willing or able to provide a critical explanation. Many musicians
commented that the current gender distribu
moment and the gender disparities do not have any greater significance. Some suggested
it was simply a historical cultural trend or a reflection/function of women being restricted
by other responsibilities. Rachel, a musician who is from away and who plays almost

exclusively at Fiddle Group explains:

| haven‘'t seen anything where tlhatthiink st
just the way it evolved, just | i ke wome
well, how are you going to |l earn to pla

of those youngsters?
It is certainly true that female musicians discuss their many obligations that interfere with
their musical pursuits. Other responsibilities are therefore a likely contributing factor to

women‘'s | ow attendance at sessions. Yet,
demands on their time, as will be discussed in chapter 8.

As Rachel suggests, no musicians claim that the sessions are discriminatory
against women and many of the regular musicians at the downtown sessions said they
would be happy to see more women participating. As | have discussed, several musicians
encouraged me to join the sessions and told me that they hoped | would continue to
attend. Despite the encouragement, several factors may contribute to the different gender

‘

compositions of t he s éisosidalassodationsrofthSgubas J ohn' s
a male space and the gendering of the music.
In relation to their research in Ireland and the United States, He | en O°‘ Shea an

Deborah L. Rapuano both discuss extensively how the space of the pub, where most
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sessions take place, is gendered (O'Shea 2008a:56-58, 2008b:106-112; Rapuano
2005:105-110). Historically in Ireland women did not enter pubs unless they were the
— dregs from the gutter*Ill as Kitty Leyden,
(O'Shea 2008a:57, 2008b:57). Similarly, in Newfoundland, | was told that in the 1950s it
was very uncommon for women to be in pubs and most pubs did not even have a
women‘s washroom. While this is no | onger
a male space remains, circumscribing appropriate behaviour for women who attend
(O'Shea 2008a:59). From my own experiences and anecdotal evidence, women continue
to feel uncomfortable entering a pub alone. | also discuss below how some women also
feel they have to change their dress or do not feel like they are fully accepted as females
in the pub and as participants in the music.
The speed of the music and the emphasis on quality at some sessions may also
relate to a gendering of the music. Some musicians also commented about a

competitiveness found at sessions that they do not particularly enjoy. For example, when

| asked Terry why she thought there were so few women at some sessions, she explained:

There‘s a | ot of testosterone in the se
fastaslcanpl ay it and | *m not interleasted in
|l * m interestdedfi pomusecphaying fast and
| don‘t know about other female musicia
too high testost er orcanpefitivenessthdi@eepsin. Ther e s
|l *“m not interested in that. |l *d soon go
totheamat eur sessions there's |l ots more wo

Most musicians asserted it was the quality of playing that mattered for a musician to be
readily accepted at the downtown sessions. As discussed in chapter 5, however, there are

different ways of measuringt he —qual i tyll of music. Terry s
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objective quality of the musi c, rat her tha
—fastll and —l oudl may reflect gendered bia

Sherry Johnson discusses how male playing in fiddle competitions in the Ottawa
Valley, Ontario, Canada is seen as powerful, strong, confident, and aggressive (Johnson
2006:99). Some of my participants similarly indicated that there were distinctions
between male and female playing. One professional musician, for example, said that
wo me n a&ddfereat attack on it, a different approach toitlikell Johnson ¢ omme
that such differences may not actuallye x i st bet ween men and women
(Johnson 2006:100). Yet 6 rsticsattribuleddom obser ves
masculine style.. are considered also to be
2006: 99). The gendering of musical style m
sessions as they are judged relative to gendered assumptions of how the music should
sound. The perception that the professional sessions are fast and loud may also limit the
participation of wo meperformingansw&haenanremT@rty, i nt er e
for example, would rather attend the amateur sessions, where she acknowledges the
playing abilities are lower, but she also commented how she finds the playing more
musical (according to alternative definitions of musicality) and free of the
competitiveness or —testosterone.l

I n addition, the p eatpfofessiomhsessions requires —g o o d |l
musicians to play with a particular personal, as well as musical, style. Kath Weston
(1990) explores how labour productivity in blue-collared jobs in the United States is

embedded with a wide variety of gendered assumptions. She discusses mechanics, for
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example, take up gendered displays, such as literal muscle flexing, working with live
circuits, or without safety equipment to demonstrate their strength and thereby establish
reput ati ons as —_hard’ Atthesame timg, femaleWaksrs on 1990
are judged on their abilities as mechanics relative to these gendered ways of
demonstrating skill and productivity.

In a similar manner, at professional sessions musicians demonstrate the quality of
their music by playing confidently and assertively. They do so by starting tunes, leading
ot her musicians in sets of tunes, and unf a
ari se. My refusal t o $sdussedibaneamplaimcbaptead, Br i di
was nota good performance of confidence and assertiveness. Yet, when Steve tricked me
into it, he was informally teaching me that is how | should perform at these sessions. The
difficulty for women is that such displays may conflict with femalemu si ci ans*® usua
performances of femininity. On e o f  @008ah26808b) participants in Ireland, for
example, discussed how she was harassed by musicians and audience members in the pub
for her confident and expressive playing (O'Shea 2008a:61). She then felt she had to learn
toperforminan —a c c éemibire imanner ko as not to draw unwanted attention to
herself, which, in turn, interfered with her performance of the music (O'Shea 2008a:61). |
did not observe any harassment of women who performed in Newfoundland. Yet, starting
and | eadi ng t un e sinessamad, abewgdoawimg gttendion. Al balle ar e,
argued, in doing so, musicians demonstrate their empersonment of the ideals associated

with traditional musicianship and assert their authority to create music a particular way.
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Thus performing with assertiveness is a necessary component of participation in many
sessions.

Asaresult, O Shea suggests, in relation to hert
those women who are accepted at sessions are generally accepted as honorary males

(O'Shea 2008a:59-60, 2008b:110-111). This observation also seems to describe the

situationatsessions i n St. John‘s. Allison, a female
downt own sessions regularly, commented to
the boys, | think, to a degree.ll Rather th
she phrasesitt hat she is —one of the boysl and onl
at a session a fellow musician objected wh
responding —they‘re not | adies, they're se

that she did not wear skirts to the session because she thought she would not be taken
seriously. There is therefore limited social space for women to participate as women in
sessions (Weston 1990).
Femal e musicians in St. Jestrategdies and el se
amongst themselves and individually in order to learn and play (O'Shea 2008a:61-63,
2008b:112-114). They meet in spaces like Fiddle Group and Georgetown to learn
together, start their own sessions, practice on their own, and may attend sessions together
for mutual support and companionship. It is important to emphasize that all musicians are

genuinely encouraging of female players and happy to have them participate. Yet, the
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musical pathways of female musicians are influenced by structural constraints associated

with the music and the contexts in which it is performed.”

6.2.2 Bearing the tradition
The sessions in St. John's feature many

thirties. Although ol der musi tradstaoelgen
may have been mentors to some of the other session musicians, fewer participate in

sessions (Basegmez 2005:168; O'Shea 2006-2007:10).” Again, the space of the pub

influences this participation. Late night sessions with some focus on partying may appeal

less to an older demographic (Basegmez 2005:80). In addition, the tunes and styles

played at a given session are directed by the host and regular attendees, which also

influence ol der musicians participation.
As with most genres of music, the tunes that are popular one generation fall into

di sfavour the next. This may seem contradi

music by definition. Nevertheless, with a near infinite supply of traditional tunes along

with new compositions, the repertoire at a session can change dramatically over the

years. Even some tunes that were commonly played at the beginning of my fieldwork

with Fiddle Group seem to be less commonly heard among the group now. Yet, as

"2 | have briefly considered how gendered meanings associated with the social space of the pub, with the

music, and with personal styles of performances hape women‘ s participation, ci
must perf or m t oQuestiors gf gerdgr,davevlr, camflats Wwith issues of status, age, life-

paths, and professionalism, to name a few, in complex ways that | do not have the scope to address in this

thesis, but would constitute a significant and fruitful area of investigation.

"Auntie Crae‘'s is ateexcaegeé¢i oemagr aphihasot hal lolt he
primarily formed of a group of friends who have been meeting together each week since they started the

session, most of whom are retired. The session also takes place in a café during mid-day, differing from the

other sessions all of which take place at night. Those who have full-time day jobs and short lunch hours are

unable to attend, partially accounting for the different age demographics.
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previously explained, the tunes and sets played at Fiddle Group remain relatively stable
over time when compared to other sessions. One well-recognized and respected older
musician explained to me that he does not often attend the sessions downtown because he
no longer knows most of the tunes that they play, commenting that the music changed but
he did not. Other older musicians do continue to learn tunes and join sessions. In
addition, because of the respect accorded to such musicians due to their age and skill,
their participation would be accommodated if they did choose to join in a session.
Nevertheless, the change in tunes over time may affect the participation of older
musicians, particularly when considered on a broader scale in terms of the historical
context of the music and its performance at sessions.

There has been a dramatic shift in the past sixty years in the performance contexts
for playing traditional music in Newfoundland and in the music style/genre that is played.
As a result of the decline in popularity of traditional music and dancing in the 1950s,
many musicians stopped playing traditional tunes altogether. While the development of
the session provides a new venue for performing traditional music, the session differs
from dances in that musicians play in groups rather than solo or in pairs. In addition, the
style of music played at sessions is faster and more ornamented and the repertoire has a
much higher content of contemporary Irish tunes (Basegmez 2005:81; Fairbairn
1994:595; Osborne 2007:192). As an example of the distinction between styles, Evelyn
Osborne discusses how Newfoundland musician Kevin Broderick was well versed in the

Irish repertoire, but was never employed for dances (Osborne 2007:193). Yet, Broderick

was well-known and respected among session musiciansinSt . John‘ s and
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with several visiting Irish groups, illustrating the distinctions made between dance
musicians and session musicians (Osborne 2007:193,198). Thus, many older musicians
who were comfortable and highly competent playing for dances may not be comfortable
playing at sessions.
Factors such as gender and age therefor
sessions and the ways musicians relate to one another. Musicians must negotiate more
than simply their relative status according to their musical ability and connections with
tradition. They must also negotiate the social and musical routes available to them. Yet, |
now discuss how the music and sessions are nevertheless of great significance in all

musi cians’ | i v e onrectiansahaydfoem. of t he soci al

6.3 Musical social lives
Scholars have approached the social process of collective music making in

various ways, as an expression of culture/society, as a reflection of culture/society, and as

a means of creating culture/society (Blacking 1973; Merriam 1964; Seeger 1987). More

recent theories also consider how, through collective engagement with the music,

musicians create their collective identities (Frith 1996; Stokes 1994a). This focus on

abstract <concept uhaweverzfaldtoaccoust foradhbEmorei dent i ty, |
substantial relationships that musicians form, discussed by Durkheim and Mauss and

captured by these earlier theories of musical performance (Durkheim 1976; Mauss 1990).

These relationships extend beyond identification with one another or with shared

meanings and ideals.
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Relationships have substance in a connection, through the exchange and sharing
of tunes and through negotiation of their meanings. | explore in this section how these
relationships are of greatsignif i cance i n musicians‘ | ives as
familiesll for musicians, ,anédvewlusinkss of suppo
networks. | also discuss how the presence of sessions all over the world allows musicians
to develop connectionsandfeela s ense of —homel anywhere in
session taking place. | conclude by considering how this music and its performance at
sessions provide musicians with a place to
simultaneously contend with the structure and politics of the music scene that shapes
their pathways and their participation.
6.3.1 Creating networks

Sessions provide a connection for people, with a shared interest and love for the

music. Vince, who has been playing at the downtown sessions for several years,

explained:
| mean you get to socialize with people
work and so it‘'s the one thing that | d
ot her people a fair bit And, you know,
as yoabakl prfigured out. There*s a cama
we give to each other and it‘s just get
interested in the same thing you‘re int

Musicians create a wide variety of connections with one another and develop
relationships of various sorts when they participate in sessions. Some musicians form
close friendships or even family-like relations that extend outside the session. Some have
met their future wives or boyfriends at sessions, for example. Other musicians meet each

week at a session and rarely have a conversation. Musicians support one another
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throughout their lives, offering advice, updating each other on news, or just having a fun
night out and a bit of —camaraderie.|
Members of Fiddle Group, in particular, strongly emphasized the social
connections that they developed through playing with the group. Rachel explained,
It was a connection for all of us, you know. It was probably more social than
musi c. I don‘t me athings, wealitl a lovreore dlayidg mor e s o
probably than what we do now. But, you know, it was a connection because | had
been here for two years at that point and not really connected with people. And
Sally was new here. Joe wwa,sakingmaeense |t | us
of a sense of community or belonging or something like that, at the time.
Rachel, and others, created a sense of belonging for themselves through playing
traditional music with other people.
Sandra similarly commented above thatshelik e ned Fi ddl e Group to
family. Il While I engthy, her full explanat.
Sam: You said fiddle group has sort of become a little family, does that play into

why you still play?
Sandra: Oh yeah, for sure, why I still go to Fiddle Group. If Fiddle Group for

some reason ended tomorrow, | *°d still p
ot her venues. But Fiddle Group was.. | ik
Certs. Two mints in one. You‘re too you
two mints in one. Fiddle Group was this outlet for me to get back into playing an

instrument, which | *d abandoned, | earn
into even though | thought | was going to hate, and meet these really weird but

hilariouspeople t hat come from all wal ks of | if
net working people.. And | mean it‘s not

the friendships that have come from that group are unbelievable. So, absolutely |

don‘t want to koese i haztan'tAmneélyoyou it
of friendships that have developed from that group. Yeah, and friends that are
family. Because most of us are from awa
at thanksgiving or Christmas or your birthdayorwh at ever it i s, it " s
have people who celebrate that with you or who you can celebrate with.

Sandra‘s comments touch on sever al ideas d

the social connections she has formed with members of the group play a significant role
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in her continued attendance, showimg the t

one.ll She also comments how Fiddle Group i
of I'ife, Il also reflecting Fairbairn‘s and
individuals at sessions, as wel Isharawitht he —s

one another (Fairbairn 1994; O'Shea 2006-2007, 2008b). Sandra also particularly
emphasizes how —the friendships that have
both she and Rachel discuss, the group, and sessions in general, provide regular contact
with others for the collective purpose of playing traditional Irish (and) Newfoundland
music. We share in important celebrations such as birthdays. It has also provided
musicians from away, including mysnel fy,l wint
Newfoundland.”

While these strong family-like connections were emphasized primarily by
members of Fiddle Group, as well as by musicians who play music with members of their
biological families, musicians develop other connections at sessions that are significant in
their lives. Musicians often hang out afterwards, particularly on a Friday or Saturday
night, enjoying later performances or heading to other bars. Musicians also network at
sessions. As Sandra sayspptetlisThet spastal h
developed among musicians help them in other facets of their lives. Professional

musicians will often meet future band members and network for gigs and the session can

™ The system of exchange at Fiddle Group provides some explanation of these deep feelings that members

develop. In sessions where there is less focus on the quality of music, the system of exchange is

generalized; there is little accounting of how much each individual participates or the quality of their

—gifts.ll Anthropologist Marshall Sahlins has discussed how a system of generalized exchange is found

among close social relations, such as family (Wilk and Cliggett 2007:163). The private setting of this group

also facilitates these close-knit relations,aswella s me mber s shared experiences o
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also provide a venue for a bit of additional practice in playing with one another. Others
will meet contacts who can help them with computer work, offer tips on finding a place
to live, help with renovations, ask about good places to visit, and any number of other
ways musicians may network at sessions. The news that individuals share also keeps
everyone up to date on the happenings in the city and throughout the music scenes. Thus,
the connections musicians make through their musical pathways extend into many other

aspects of their daily Iives in St. John®s

6.3.2 A global network
I n addition to soci al connections f or me

for playing —traditional Il rish musicl allo
beyond the city limits to the rest of Canada and other countries. There is a roughly

common repertoire of tunes played at Irish sessions across the world. As an example, |

was searching for videos of sessions on YouTube and came across one in Istanbul

showing musicians playing twGotderesKeybbar
that I also know how to play. Taylor, who plays mostly Newfoundland music, explains

the usefulness of a common Il rish repertoir

you can go anywhere in the world and you can have a session and you can play the same

music.ll Several of my participants suggest
tradition, for example the playing of —New
sessions in St. John® sn. SMuc h] oohfn ‘tsh,e hroeweevretr

from old and new recordings of Irish and Irish-American musicians, as well as from tunes
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brought by Seamus Creagh and Rob Murphy who instigated the practice of
institutionalized sessions in St. John's.

This common repertoire and the presence of sessions in most major cities across
the world, as well as in many smaller locations, means that individuals can travel, join
sessions, and form social connections with musicians from anywhere. Musicians
similarly travel to Newfoundland and attend sessions while in town, meeting the local
musicians. These unexpected participants may not be completely random. They may
already be acquainted with the regular musicians at the session through already existing
connections. These connections could influence which sessions they attend. Yet, there are
also many resources for finding sessions without pre-existing contacts. Many of the
sessions in St . Sdopehnt‘hse alroec ali sSte.d Jionh nt‘hse e n
newspaper. There are also many websites and listservs that provide listings of sessions
around the world. TheSession.org, for example, has an extensive listing of the sessions in
different places including most of the sessions in Newfoundland. The listing often
provides descriptions and comments on the session, which also may influence a
musician‘s choice of where to attend.

Musicians join sessions during their travels to connect with old acquaintances,
meet new musicians, and to have a few tunes and a fun time. As Ryan comment ed —Y o u
know, the tunes are recognizable and there
and you know the tune, there‘s an i mmedi at
friends who tour with bands @ansg thavehi odg:

can go anywhere, right, and a lot of them are playing the same tunes. So, you sit down,
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meet the boys. | t " Isvitations ane existing lconnectiohs@layenl ub  ma n
important role in situating a musician within a session. When an unknown musician joins

the table, however, after a few tunes someone will usually ask them where they are from.

At this point the visiting musician can establish their relations within existing networks

and begin to create new connections. The presence of sessions all over the world thereby

provides musicians with a place to —belong

6.3.3 “Belonging”
| began this chapter by describing a particular session, featuring a gathering of

many musicians in town to play and Fiddle Group to listen. This example is particularly
illustrative of two interrelated ideas about the development of social relationships and

social networks through playing traditional Irish (and) Newfoundland music, particularly

in the context of sessionsinSt . John‘s. These ideas are cap!
definitions of what it means to —belong: I
acceptabl e i n a s pe {SoahesapddStevensoa2dd). or envi r on

As per the first definition, playing this music provides musicians with an
opportunity to become —a member ofll the mu
else that a session can be found.”® In the opening example, the performing musicians and
Fiddle Group felt they were members of their respective social networks. We also

continued to establish and maintain social relationships with one another as we listened

®pPerry‘s comment also reveals an implicit gendered
expression, it also implies that most participants at these sessions are generally male.

"® Musicians may also develop connections without physically attending sessions, through online

newsgroups, websites, forums, social networking sites, among others media dedicated to traditional music.

Thus, while | have dealt with relationships developed through physical contact with other musicians

throughout this chapter, virtual contact may also provide a means of becoming integrated into various

social networks and developing relationships with other musicians.
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and wer e Iradditienpmhen @new. msician joins a session and begins to
establish networks of relations, or draw on already existing ones, these interactions
provide a means to locate one another hierarchically and an opportunity to integrate into
these new networks. This chapter has explored the many different social relations that
musicians form through playing traditional music. These include learning relationships,
friendships, familial relations, or simply regular contact with other individuals on a
regular basis for a shared purpose. These relations are formed through gift exchanges,
through shared activities, ideals, goals, and even through negotiations. Many musicians
talked about the significance of these relationships in their performance of this music.
The creation of these connections is even integrated into the ideals of playing traditional
Irish (and) Newfoundland music through ideas of community music-making practices
and the creation of lineages of musicians and tunes.

In addition, as a result of these ideals, audience members and non-performing
musicians are conceptually included in the music, even as they are explicitly excluded
from the introverted circle of musicians. This situation leads me to the second definition,
where musicians —belongl in the sense that
the session. That is, all musicians, playingornot,have a pl ace to —fitll ev
necessarily become members. | have discussed extensively how individuals are excluded
from the session in various ways and how hierarchies and negotiations over status lead to
different degrees of inclusion. In addition, I have considered how the music, the social
context at sessions of this music, and various judgements of how it —shouldll be played

constrain and shape the participation of individuals along age and gender lines. The place
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a musi ci an —b enlesheogtsdd theciralg; or & keash Bot completely
inside. The opening example illustrates this contradiction. Fiddle Group did not join in
and play with the performing musicians. Ye
at the session —where we belonged — even if we were not playing.
There is, however, some tension between these different definitions of belonging,
il lustrated by Rachel ‘s discussions about
Rachel, for example, if she would like to join the professional sessions one day. Her
response was,

Yeah, | would love to. | would love to, yeah. But, at the same time too, about that,

|l just feel it‘s really nice there‘s al
because | feel like there are, it would be probably no different than our group, it

feels |ike there are clubs, clubs of mu
something [else]. Well, certainly the w
improve and maybe there will be a new group that forms with new people and

stuff where | don‘t feel Il 1 ke | m, not
it*'s a little bit |ike different clubs
|l can‘t play that | feel that way.

Among all musicians, Rachel was the most expressive about how important this music is
in her |ife for feeling |ike she belongs i
by being a member of Fiddle Group. Yet, sh
is currently in. Her musical pathway has given her a place to fit within the social
networks of musicians. Yet, she wonders where that pathway might lead, if anywhere,
hoping that —a new groupl will form where
she continues to grow as a musician.

Keith Negus and PatriaRomanVela z quez ar gue that a focus

di scussions relating to music and identity
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ambival ence and di sengagementll (Negus and

Velazquez, and other scholars, however, focu
crystallization of group feelingll (Brubake
variouswaysof —b el ongingll that do not al ways res

belonging does not always mean membership and belonging can also simultaneously

bring feelings of ambivalence. At the same time, these feelings of belonging are

neverthelessofgreats i gni fi cance i n musicians® | ives a
continued participation in sessions in various positions as musicians, listeners, and

audience members.

In negotiating these tensions, some musicians also create new routes and new
—emwinment sl for themselves. Musicians star
relationships with other musicians, and work at becoming better musicians, thereby
shaping their own pathways. As a result, many musicians have multiple places to belong,
at the many different sessions that are part of their pathways. Some musicians are also
quite happy with where they fit and where they are members. I continue this discussion
on belonging in the next chapter as | explore how the performance of this music also
helps musicians develop connections to Newfoundland as a place. Yet, I also discuss how
musicians interpret Newfoundland in different ways, leading to different ways of
—b el ongi n g llaswelbas Hovateese Vagousanterdretations constitute sources

for debate among musicians.
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Chapter 7: Experiencing Newfoundland
Wayne, a musician from Newfoundland, talks about the music he plays.

What my slant on it is that | like learning music from people, learning music from
people here [in Newfoundland] and I like learning music that has a story attached
to it here. 't makes it meaningful for
happen when you start doing that because you start playing music in places where
it has a story, it has a connection to that place. And you start playing music, you
know, sometimes by chance for people who recognize it and who have a
connection with it as well. That®s a re
To Wayne, music has a story in certain places and among certain people. Many other
musicians also spoke about how they felt connected to the Island through playing Irish
(and) Newfoundland music or t h'fThischahterpl ayi n
therefore explores the connections that musicians like Wayne make between music and
—pl ace. |
| first consider how musicians make distinctions among Irish, Newfoundland, and
l ri sh Newfoundl and music and musicians*® de
and styles relate to Newfoundland. I then explore the different ways that musicians
conceptualize and experience Newfoundland, how they employ distinctions in their
music to express or create these ideas of the Island, and how musicians locate themselves
in places through the music they play. I show how, through these ties between music and
place and through the delimitation and performance of Irish (and) Newfoundland music,
musicians create a sense of identification with and belonging in Newfoundland. |
conclude with a discussion of how the creation of meaning relating to place is significant

i n musicians musi cal pat hways and in thei

" A third definition of belonging is introduced here, one commonly used in relation to ideas of place in
Newfoundl and: —t o be a native of; to come from, Il a
(Story, et al. 1999:s.v. "belong, v").
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7.1 The music of Newfoundland
As discussed in chapter 4, musicians have a numerous ways of defining

—traditional musicll and sever al argue agai
tradition. Yet, most if not all musicians agreed that music should be learned through the

aural process and preferably directly from other musicians. Through this process of

handing-down tunes through generations, the music becomes linked to the places it has

been played over many years. —Traditional/l
associations to —placel and —culture, |l bec
particular group of people developed over time in a specific place. This section explores

the various ways that traditional Il rish (a
Newfoundland and to specific places on the Island as a basis for understanding

musi cians musi cal associations with place
In understanding the role of placeinmu si ci ans' Il i ves, | dr aw

Rodman®s (199 2o avalrikt ylh oaermadi li #nyulll twher e she

scholars to consider the multiple ways in which physical space can be imbued with

meaning. She expl or e =lodalangd mukipld. Forceaels , | i ke v o

inhabitant, a place has a unique reality, one in which meaning is shared with other people

and placesl (Rodman 1992:643). That is, pl

multiple and sometimes contested ways and through various means, which are based on

connections among people, places, and historical contexts (Rodman 1992). In particular, |

explore throughout this chapter the many experiences, understandings, and
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representations of Newfoundland held by musicians on the Island and the many ways
they go about creating and expressing these meanings through their music.
The process of delimiting musical genres or styles is therefore laden with meaning
beyond the categorization of music itself.”® As anthropologist and ethnomusicologist
Martin Stokes, observes, —music is sociall
provides means by which people recognize identities and places, and the boundaries
whi ch s e p ¢tokastl9®4b:5).MMesmikns negotiate the form and content, as
well as the social and historical connections of the music they play, in turn negotiating
di fferent ways of interpreting and represe

other places.

7.1.1 Different perspectives
The distinctions between Irish, Newfoundland, and Irish Newfoundland music

and their relation to the Island are not clear-cut. Chapter 2 outlined how, throughout its
history, music in Newfoundland has been formed of local developments along with
influences from beyond the Island. Music, ideas, and musicians from Ireland constitute
one particular influence that is often emphasized. Settlers from Ireland contributed to the

early repertoire on the Island. In addition, music from Ireland and elsewhere continued to

"8 At a conference about traditional music in Ireland, music researcher Sean Corcoran debated how many
—traditionsl t KkCercomn 1892).éHe commments tha, musisallyathere is one tradition

covering all of Ireland and much of Britain. Yet, he observes that many people consider there to be two

traditions on the island, one Protestant and one Catholic. He also suggests, however, that perhaps there are

thousands of traditions, one for each little area, similar to regional dialects (Corcoran 1992:8). Corcoran

concluded his discussisdrcllsaympdg/i-wmusitc iiss psiormpdley trhu
among regional or local styles, which is also my argument relating to distinguishing Irish (and)

Newfoundland music (Corcoran 1992:8). Ye't , I di sagr ee t haThedefiniton ¢ i s e Ve
ofwhat constl twé¢ rsus—mgisiisetf dhuroan productionsagis the assertion that
something is —simply music, Il which carries ideas as

that serves other functions (see Attali 1985; Blacking 1973; Kingsbury 1988).
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be imported through radio, recordings, sheet-musiccand musi ci ans*® travel
adopted and modified in Newfoundland by 1o
mu s i c Il i sbroadhnd mekeilbus categoryaand difficult to define or distinguish

from —tr adimuiSdrcall 1 ris

Musicians recognize this intricate history and everyone that | spoke with
acknowledged that music in Newfoundland has origins in and influences from many
places beyond the Island. Musicians, however, have varying opinions as to how to define
the music of Newfoundland. Some musicians focus on historic local developments of the
music, whereas others incorporate both ongoing and historic connections with other
places, and others still conceptualize the music of Newfoundland to be the same as Irish
music.Schol ars have also tried to understand
investigating its history and technical details, how these compare to music from other
places, as well as how they differ among different regions within the province (O'Connell
2007; OhAllmhurain 2008; Osborne 2007; Smith 2007).

Through the associations of —traditiona
many musicians distinguished —Newfoundl and
the music has changed over generations since it was introduced to the Island, to reflect
the character of the place and its people. Andrew, a professional musician who focuses on

playing this music, explained:

® focus on —Newfoundlandl and —lrishl categories.
di fficult to distinguish —Newfoundlandl music from
alsosignif i cantly influenced musi csimilary ilNefinetl a3 aicatedorya nd . —I r i

since traditional music in Ireland is an amalgam of influences from places such as Scotland, England, and
the United States over many centuries (see O'Shea 2008b:5-52; O Stilleabhain 1981).
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The unique Newfoundland music is stuff that actually is ours and belongs to us
and has been changed by Newfoundl and.
Newfoundland music. The other stuff is Newfoundland too. And of course, as |
said before, it all depends on where
going to draw it a differentplace. Ican*t tel |l you where to
draw it yourself.

Andrew clearly distinguishes —Newfoundl and

has been changed by Newfoundland. Il That
changed from its Irish and other origins and is therefore the unique possession of
Newfoundland.

As Andrew suggests, however, other musicians draw these boundaries differently.
Many musicians emphasize the ongoing and historical connections that music in
Newfoundland has with music from Ireland and elsewhere. For example, Josh, a

musician from away who plays professionally, commented:

For me the Irish music that they play i
of i t. Wel!l it*s not, infltegein ri sh musi c.
Newfoundl and, in my opinion there shoul
well this tune was written by a Newfoun
canplayit—i t * s Newf oundl and and this isn‘t.

Josh distinguishes IrishmusicandNe wf oundl and musi c based o

development in Ireland and Newfoundland, respectively. At the same time, however, he

emphasi zes how —you shouldn‘t be separatin

commented on how the musnsc tihse pgaanmu tollf aan d—st

hard t o s e pSachagunentsiaréisemetimasonadd deliberately, counter to
the position of musicians like Andrew. These musicians emphasize the connections
between musical genres and styles as opposed to concentrating on the unique local

developments of the music on the Island. As such, they tie the music to the place where it
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—originatedl such as Ireland or Scotl and,
musi cll t htorwabagdsocial tiesto the island.

Some people in Newfoundland also see little or no distinction between Irish and
Newf oundl and music. Josh even starts out b
i n Newfoundl and] pl ay i sundie ha$oocurneddatleash d mu s i
in part, through the extensive popularity that Irish music, including tunes and songs

within the genre of Irish pub-band music, has gained on the Island. Andrew explained:

People who aren‘t musi Cloolkingait, becausee an i nt
there‘s a very interesting misconceptio
Since the seventies people think, a lot of Newfoundlanders think that Irish music

| S Newfoundland music.. But | mean a | ot
actually heard this old [ Newfoundl and]

told that we have a heritage of wonderf
heard any of it so they assume that wha
traditional Newfoundlandmus i ¢ ... It * s | ri sh music, you |

Boston, you can go to Korea and hear the same music, played the same way, with
the same arrangements.

Andrew is emphasizing his own perception o

clearly how Irish music has become conceptualized as the music of Newfoundland. Few

musicians share this perspective, but nevertheless contend with it in negotiating their

musi cal pat hways, as seen in Andrew's narrtr
In sum, while all musicians acknowledge the influence of music from Ireland,

they emphasize differently how such music relates to Newfoundland. Anthropologist

Mar shall Sahlins argues that —cultures are

(Sahlins 1999:xi). The different standpoints discussed above focus differentially on

—f orei gn or i gi n B bnesense any-mwsictiatl is playadtbyt adocain s . I

musi cian could be considered —Newfoundl and
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through its performance on the Island, despite any foreign origins. | discuss later in this

chapter how these connections are created. Certainly many musicians incorporate much

music that originates from |Ireland and el s

emphasizing how Newfoundland is constantly constituted through foreign influences.

Others, on the other hand, emphasize the historicald e vel opment s of —Newf c

musicll on the Island, focusing on the | oca
As a result of these different processes of local developments and foreign

influences throughout Newfoundland history, musicians apply degrees of differentiation

among genres and styles as they incorporate or exclude these various influences and

devel opments in their definitioremmettd t he I

in our discussions that he sees older Irish music as much more connected to

Newfoundl and than the — atest Sharon Shann

longstanding performance and local development on the Island.® Irish (and)

Newfoundland music that has been in Newfoundland for the past thirty years, introduced

by bands such as Tickle Harbour and Snotty Var, as well as more recent groups, is not

seen as irrelevant to Newfoundland and its people® Andr ew says —that‘s N
musictooll Yet, for some musicians it does not
music that has been evolving here since it
draw your boundary, Il as Andrew clearly sta

drawn is a topic of debate among musicians and I discuss below how different

delimitations are based on different measures of authenticity and different ways of

8 Sharon Shannon is a professional and very well recognized accordion player from Ireland.
8 See chapter 2 for a discussion of the historical contexts of these bands.

201



interpreting and experiencing Newfoundland. First, however, | discuss the specific

distinctions that musicians make in their music.

7.1.2 Making distinctions
Musicians focus primarily on two aspects of the music in applying distinctions:

the tunes themselves and the performance style.®? Tunes composed by Newfoundlanders,

such as Rufus Guinchard and Emile Benoit, are widely considered to be Newfoundland

tunes.®® Musicians also talk about the peculiar settings of tunes associated with nations or

subnational regions.®* Hillary, a musician who has been playing traditional music since

she was a child, commentedt hat —t he setting has this real
into a place and also specific players, you know this particular setting was passed down,

pl ayed by certain players but passed down

versions (settings) of tunes as deeply tied to specific places through their production by

8 While an increasing number of tunes in Newfoundland are written down, when performed in an aural

contextal one there is | imited separation between the st
for example, includes tune structure in her description of style (O'Connell 2007:91).

8 Generally in traditional music the composer is anonymous. Anthony McCann discusses how the

anonymity of traditional tunes in Ireland is changing as musicians copyright material they have composed

or collected (McCann 2001:91). Yet, he also observes that most traditional musicians prefer for their tunes

to be absorbed into the public domain and the authorship forgotten (McCann 2001:91-92). Even if the

author is known, however, as with Rufus Guinchard and Emile Benoit, the process of composition also

incorporates music from elsewhere, complicating the origins of tunes. See Quigley (1995) for an analysis

and discussion of the composition practices of Emile Benoit.

8 Hagzel Fairbairn points out that performance style, which can include settings of tunes, refers to three

interrelat ed scopes of musi cal performance (Fairbairn 19¢
idiom, within which there are regional di stinctions
relationship with one 069)Ghapter h comsideredtthe develeptnentoffaa i r bai r n
personal style as part of the process of empersonment to becoming a traditional musician. | consider here
primarily ideas of a —nati onal alsothayelvayingconkbeptibns Fai r bai r
of regional styles within Newfoundland. Christina Smith suggests there are four styles across the Island,

whereas musician and scholar Evelyn Oshorne mentions she considers there to be six or more (Oshorne

2007:189) (2000 folbastmigmninbnal ysing four regiiored!| fgdtdydll es sp

that is not seen as regionally rooted. O°‘Connell al
Ireland. Some musicians also commented that tune settings could differ from one community to the next in
Newf ound!l and. Thus, there are —Newfoundl andl settin

Ireland or elsewhere, as well as localized settings that are specific to certain communities or regions.
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players in these places over generations. The tunes are therefore localized through their
variation or composition by local players, contemporarily or historically.

Newfoundland musician Christina Smith (2007), for example, discusses how
Newfoundl and has a high quantity of —crook
not fit within a symmetrical set of eight
(Smith 2007:142). The tunes have extra or fewer beats added at the beginning or the end

of a strain. Wayne, whose comment about music and place opened this chapter,

explained,
But Newfoundland tunes.. there‘s | ots of
know, like extrabarsandextr a beat s .. | i ke off the surfa
fucked up I rish tunes and i f you can‘t
t hem. But luckily now there‘s enough pe
enthusiasm and respecting them for whattheyar e ... I don*t t hi nk ¢tF

is inherently interesting or better than another type of music. But it needs
someone who digs it to play it, you know.

Smith argues that the crookedness of these tunes is tied to local dancing practices that
constituted the contextual purpose for the performance of this type of music throughout
much of Newfoundland's history (Smith 2007
accompanied by a solo performer there was no need for musicians to keep in time with
one another as in ensemble playing, allowing musicians to extend or shorten the length of
strains based on the needs of the dancers (Smith 2007:153-1 54) . —Cr ooked Il t ur
therefore seen as tied to the character and history of Newfoundland through their
performance by musicians and dancers.
Many musicians, however, point out that

nonetheless have foreign origins and influences. Musicians regularly cited popular tunes
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on the Island such as —Auntie Maryhl whdch
originates in Scotland.®® As Ben, who playsatnumerous sessions :in St. J
|l *d argue to anybody, including people
business way longer than I have that, show me a tune that is a pure Newfoundland
tune. And what does it mean? Does it me
Newfoundlander in Newfoundland? Because even those are influenced by outside
sources, you know, and they‘re pretty r
pretty rare, with the exception of some of the Emile Benoit and Rufus Guinchard
[tunes]. But even Emile and Rufus have said and have written,—I got t hi s t u
from an old French tune | heard, | just
this part around. |
In defining a Newfoundland tune, Ben acknowledges that musicians adapt and change the
tunes they play locally, buthenever t hel ess emphasizes that e
out side sources. |l He even questions whethe
exists. His discussion very clearly contrasts with those of Wayne and Andrew, who focus
primarily on the local ties of Newfoundland music in Newfoundland.
While Ben questions the existence of a truly Newfoundland genre, formed of truly
Newfoundland tunes, he also suggested to me that there is perhaps a Newfoundland style
of playing. Bridget O* Connel | discusses how style inc
ornamentation, variation, structure, timbre, and tone production (O'Connell 2007:91).%°
Just as tunes annmdtrsendhedsi mtre & eplnaasl —teh e
connected to specific locales and sometimes related to the geographical landscape itself

(O"Shea 2008b:66). O°Shea, for example, ob

explains—t he characteristic swing and bouncel c

% One musician commentedt hat even —Mussels in the Cornerll which
promoted or perceived as a standard Newfoundland tune, has origins in a tune from County Kerry, Ireland.

% Although there is limited distinction between the structure of tunes and performance styles, musicians

like Ben use these ideas separately in trying to understand and define the music they play.
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mountains and drumlin hills of East Cl arel
specific note variations, specific types of sounds produced by instruments, or specific

ways of playing a tune are therefore embedded with meaning that are associated with and

produced by the places where they are commonly and historically played.

Ben comments that the Newfoundland styl
also explains that traditionalNe wf oundl and tunes —are played
with a strong pulse which is equally divided; eighth notes and sixteenth notes are played
with no _Ililt*® or Thesewualitigs ardiseenirdhmpetfomanze0 0 7 : 1 4 2
of polkas as singles in Newfoundland, where beats are emphasized differently to produce
a straighter sound. Smith suggests this practice is also tied up with the history of dancing
across the province. I n playing for dances
shoulders and realize that the important thing for those on the floor is that their feet hit
the ground in time with the musicl (Smith
trained, the simplest means for keeping dancers in time with the music is to emphasize
each beat equally instead of subdivisions where dancers must complete a figure in a
certain amount of time (Smith 2007:158). T
similarly connected to the history of the Island and its people.

Against the tendency to clearly differentiate styles by region, many scholars have
discussed how distinguishing styles in Ireland is an elusive process (Kearney 2007;

McNamee 1992; O'Shea 2008b:58-59; Sommers Smith 2001:114-116). The debates over
what constitutnussi-eNewfldwmsdlraande the similar

connecting regionalism and musical style nationally on the Island and to more localized
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regions within Newfoundland. In addition, styles change over time. | have heard some
musicians say thatmusicinStJ ohn‘“s i s i ncreasingly being ¢
opposed to the old Newfoundland style, even when musicians are playing Newfoundland

tunes. This is occurring as musicians learn from recordings or directly from

contemporary Irish musicians and adopt the music and technique into their repertoires.

Despite the difficulty of defining regional styles, however, these associations between

music and place continue to resonate with
(Dowling 2004-2006:130; Kearney 2007; O'Shea 2008b:53-77). The next section

explores how these assertions and differen
musicians to identify with different ideas of Newfoundland and create a sense of place on

the Island.

7.2 A musical place
Through different ways of interpreting how traditional Irish (and) Newfoundland

music belongs to Newfoundland, musicians themselves create a sense of connection and

bel onging to the music and the Island. How
of the Island are multi-vocal and multi-local. | explore how musicians both create and

express different ideas of Newfoundland through their performance and delimitation of

this music. I first consider musicians who
how they assert, express, and promote being from Newfoundland through playing music

that —belongsl to them. |l then focus on mu
Newfoundland music. | explore how these musicians relate to the historical and

contemporary influences on Newfoundland from Ireland and elsewhere and how these
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influences become part of their experiences of the Island. | conclude with a consideration

of how the production of music in places also creates ties of memories and meaning

between music, musicians,and pl ace regardless of musicia
My differentiation of musicians based on musical focus is made for analytical

clarity and to illuminate how musicians’ p

constituted through debate and opposition. There are, however, a wide diversity of

opinions and practices relating to the distinctions among styles and genres and how these

are tied to Newfoundland. As discussed, se

separating Samd mbhxei anuan <. | doeeabstweani | | t her e

sections. Moreover, some who have a broad definition of Newfoundland music and play

much contemporary —lrish musicl wil/l oper a

l sl and*® s mu sumstances.iPerfarreances affithe Island are one such

example. Similarly, musicians who feel a particular emotional attachment to

—Newf oundl and musicll may nevertheless play

in the St. John's music scene.

7.2.1 Music that “belongs to us”
Frank,aself-pr ocl ai med amateur musician from S

the downtown sessions, explainedhi s pr ef erence for | earning
|l think maybe it‘s just a Nswdoondlananent al a
tunes, then maybe that®'s when | feel |

al I, because of that .. Yeah | *m not sur
T

reason to [l earn Newfoundland tunes].
Newfoundland tune.
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Sever al musicians i n St. John‘'s and across

—Newfoundl and musicll and others | ike Frank
particular musi c. | expl ore howanddlawon s pec.i
ideas of —historical authenticityll and —em

continuity with previous generations and assert their love of the music and the places it is
associated with. | also discuss how musicians express and create representations of
Newfoundland as a valued and unique place through these claims to authenticity, as well
as through the contraposition of Newfoundland music to other genres, particularly Irish

music.

7.2.1.1 Experiencing the past
Charles Lindholm (2008) discusses in his book Culture and Authenticitywo

interrelated ways that individuals employ the concept of authenticity: based on origins, in

other words based on accuracy to an original or past source or a traceable genealogical

lineage; and based on content, such as emotional expression. Other scholars have made
similar categorizations of the ways in whi
(2002), for example discusses the idea of
Scottishness and the popular Hollywood movie Braveheart He suggests that, regardless

of the historical accuracy of particul ar
emotional needs of the audience aflotttmtws t he
product (Edensor 2002:156). Similarly, Celeste Ray (2005a) refers to Edensor and

comments that —heritagel iIs not necessari/l

that i1 dentifying with some f ormomlyappealirganci en
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for many people (Ray 2005a:9). Both Edenso
Lindhol ms idea of authenticity based on c
the true expression of something,such as t he —s edxamtleaor a —peorg
expression of Scottishness may not be historically accurate to practices in Scotland, but if
it accurately reflects an i magined idea of
constitute emotionally authentic expression.?’

Most musiciansc o n s ircaeri t+—tonsll and musical styl e:
from generation to generation on the Island to be historically authentic in their ties to the
devel opment of Newfoundland. The music the
discussed at the beginning of this chapter. This connection is further extended as the
music is seen to be —of the placel and par
conceptually, throughout their lives.?® By playing music that is seen to be part of
Newfoundland, musicians, in turn, create their own sense of connection to the Island.

Using this idea of —historical authent:i

faithful to —oldll styles of playing. As Ch

8 | am not making an claim about actual continuity or about genuineness of emotional expression on the

part of musicians, only usingthe —hi st ori calll and —emotionall qualifi
which the idea of authenticity are applied by musicians.
®¥By a conceptual experience | mean that while music

mu s i c I heialives, thereiis nevettheless a wide and general sense that Newfoundland is a musical

place. One young musician explained her experience of associating traditional music with Newfoundland:
I think like Newfoundlanders and Irish people they really appreciate their music. Like, they may
not know a lot about the different types of tunes or different you know polka versus a hornpipe or

this or that .but they know that it‘'s important
they're proud obf doesBomemakme any sense why the
they know —oh yes, |Iike there‘s a fiddle there'
The way in which this music features on the radio, TV, tourism ads, and festivals, among other media and
venues, | inks —traditional musicll to ideas and experie
materially a part of those experiences. See, for example, Overton‘s (1996)
portrayal of —Ne wf rsmprabtiaond cul turell for tou
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—Crooked asrdrmeh:RoAdymmetBry i n Newfoundl anc
us i nvolved in developing the Newfoundl and
responsibility to |l earn, play, and teach t
2007:160). These musiciansthere f or e mai nt ain the —crookedne
rather than viewingt hem as —f u c klland play ip a style thasthey cannect e s ,
tot he musi c*‘ d$orcpnenunitycdancesanrthe @ast. Lindholm points out that
strict adherence to notions of historical authenticity is impossible as music technologies,
instruments, and performance contexts change through time (Lindholm 2008:28).
Nevertheless, musicians create a sense of belonging to the music and to the place by
adhering to links between the tunes and performance style relative to previous
generations.

Musicians who focus on this music generally identify as Newfoundlanders who
play music that —bel ongs -+momesnflr a®nll tthree sy

Popular music scholar Simon Frith explores the relation between musical performance

and collective identites. He c omment s, —musi c .andsfleratmds f or ,
i mmedi ate experience of collective identit
makes betexperienc®t heold ecti ve identityl and mi

musicians createasenseof bel onging as they play this m

constructs our sense of identity through the direct experiences it offers the body, time and

8 Musicians from away do distinguish between Irish (and) Newfoundland music, but I am unaware of any

such musicians who focus primarily on playing —Newf
emphasize the perfor manlc ea o fp a+Nte wd fo utntdd iarn di dmurst i f i ¢
and their self-definition as Newfoundlanders. Within Newfoundland, place of birth has a very significant
influence on identifying as a —Newfoundl adhder . Il | d
Newfoundland music helps musicians from away create a sense of connection to Newfoundland, as well as

how many musicians from away see these different styles of music as connected to Newfoundland.
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sociability, experiences which enable us to place ourselves in imaginative cultural
nar r at ihu996124). \(Vdyne, ifot example, discussed how significant and exciting

it is to him to play music that is connected to the people and place of Newfoundland:

|l don‘t deny the |l inks [with Irish musi
of den‘tthesne as defining the music, becau
saying it's just Irish music.... and |
l ong to realize that you‘re not. 't s Kk
mi ne .. t o bfaae whatit s that actually | enjoy about the way music is

performed by the people that | ‘ve met h
has. | think that there‘s something exc

that it is very exciting to think about, to approach the music as not just being Irish
music but to try to look for what was there in it that kind of drove it and [why]
you maybe personally find it enjoyable and exciting.
Through the active performance of this music and ideologiest hat associ ate —tr
music with the past, musicians like Wayne both embody and conceptualize continuity
between the music they are playing and the performance of that music by
Newfoundlanders in previous generations.
Thus, musicians also use ideas of emotional authenticity in constructing these
—I magi natnaateestTuh eywrcadmbi ne historically —atl
(crooked tunes and particular musical styles, for example) with nostalgic ideas of how it
was played in community dance contexts——w h a t  d-rand theadeaithat this music
is a part of this place and its people. Musicians are thereby able to place themselves
within lives of continuity connecting them to the Island, its people, and their past. As
anthropologist Wayne Fife suggests, in relation to tourism experiencesatL * a aus e
Meadows and Norstead in the Northern Peninsula of Newfoundland, it is the conjunction

of these ideas of historical and emotional authenticity that effectively offers this
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experience of identification and continuity (Fife 2004:149).% These ideas of authenticity,

in turn, allow Wayne (the musician) and others to feel a sense of belonging on the Island.

The next section explores how the actions of these musicians, in distinguishing and
performing—N e wf oundllamd smusihape conceptions and

through the representation of the music and the promotion of its value and significance.

7.2.1.2 Re-presenting Newfoundland
By asserting and perf ormiasigc I mudii dii amsa

focus on its uniqueness and value, particularly in relation to the domination of Irish

music. As considered in chapter 2, musicians discuss how, prior to the folk revival

movement in the 1960s and 1970s, Newfoundland traditions were devalued and
individuals stopped playing a-fl4R). Thraughci ng t h
the influence of radio, visiting musicians, and other factors, musicians and the people of

Newfoundland adopted other musical styles, including Irish and Irish American music.

Historian Pat Byrne argues that Irish American music by the McNulty Family gained

such popularity in Newfoundland because it provided Newfoundlanders in the 1950s with

a style of music that they could relate to but that was accorded greater legitimacy because

of its performance on the radio and its American origins (Byrne 1991a:67). This

% Fife relates ideas of historical and emotional authenticity to modernist and postmodernist cultural forms,

respectively (Fife 2004:150). He explores how the forms are mixed at these two Viking

heritage/archaeological sites, through which the visitor is best able to attain —a-glimpse into a life that could

have been lived by the tourist [or musician] if he or she had been born in a different time and place, a life

that might plausibly be thought to have actually been lived by otherpeoplell ( Fi fe 2004: 149). Mu

not have archaeol ogi cal sites or recongswereorcti ons to
might have been. Nevertheless, considerable work has been conducted by collectors, ethnomusicologists,
fol klorists, anthropologists, and other academics,

life-ways on the Island and about musical forms and practices. They also have shared narratives and ideal
images about how it once was part of community experiences and community dances, as discussed in
chapter 4.
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popularity continues through to the time of writing (January 2011) with the subsequent

growth of sessions, Irishdance,and | ri sh musi oundthewo8d . John' s
However, with the i nterest i nth céntorg, a | —tr

culminating in the folk revival in the 1970s, musicians in Newfoundland began asserting

the validity and i mportance edansfraniStadi ti on a

J 0 h n-tostextuakzed traditional music that they collected from rural Newfoundland

with the aim of preserving and promoting it. They used various established media such as

radio, television, folk festivals, and formal performances to demonstrate and promote the

value of the music. Lise Saugeres (1991), for example, explores how popular

Newfoundl and revival band Figgy Duff foste
promotion of —Newfoundland music. I
Saugeres’ C 0 n s d showsrh@avtmusians canfshape h e b an

conceptualizations and experiences of a place through the shaping of music and its

meanings. She explores how Figgy Duff aimed to promote and preserve Newfoundland
—traditionsll through whi cficationdsey <cl ai med an
Newfoundlanders. They simultaneously promoted the legitimacy of such a form of self-

representation by collecting tunes and songs from rural communities throughout

Newfoundland and performing them in local communities, along with larger formal

venues such as the Arts and Culture Centres and internationally. They also adapted the

music to the contemporary genres, particularly rock music of the time (Saugeres

1991:18). In doing so, they did not focus on historical authenticity in the form of their

music, but rather localized it in the content, such as song lyrics and tune melodies, which
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were seen as continuous with practices in rural Newfoundland in the past (Saugeres

1991:136) . I n their adaptations ttheey al so

focused on keeping the music alive and argued that they were making it relevant to

people and musicians at the time (Edensor 2002; Saugeres 1991:129). The band therefore

attempted to reconceptualise and portray Newfoundland traditions as a legitimate form of

self-r epresentation, relevant to people‘s |ive
These ideas of Newfoundland and Newfoundland music as unique and valued are,

however, also produced in opposition to other conceptions of the Island. Contrary to the

sentiment discussed by Byrne, Newfoundland singer Anita Best, who was a member of

Figgy Duff, has argued against what she se

1991:103). She asserts that Newfoundl and®s

should be understood as distinct from their Irish heritage. Despite the many connections

between Irish and Newfoundland music, the music of Newfoundland is therefore

promoted in contraposition to Irish music, which has been seen to dominate musically as

well as culturally. In other words, a significant factor in defining Newfoundland music,

"Eric Hobsbawm points out thatomhethatstiosipgpaftt cohna

necessarily invented due to the break in continuity
often deliberately changed, as is the case with Figgy Duff (Hobsbawm 1992:7-8). Despite elements of
—i nvenbhi Bndgy Duff's music, the promotion and perfo

provided band members a way of relating to Newfoundland through ideals of historical continuity and
connection with the people of Newfoundland.

Saugeres, however, points out that, at the time, many people throughout Newfoundland did not
find Figgy Duff‘s music appealing as they were seen
upon others (Saugeres 1991:199-203). As s uc h, Figgy Duf f ‘amlmyicfaloet i on of
Handl er's concegwghéeéoalmerprpati obak il (bamileel888:6)-diggf f er enc e
Duff, however, was not in the position to create a nation of Newfoundland in the same way as the Quebec
ministry of cultural affairs, discussed by Handler. I am not arguing that the views held by Figgy Duff about
the meaning of —Newfoundland musicl applied to peop
outside the band. Nevertheless, their image of Newfoundland as a nation informed their performance of the
music and their performances in turn allowed them to identify with ideas of Newfoundland as a nation.
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for some musicians, is precisely that it is not Irish music. This position was seen in
Andrew’s narrative above.

Asserting these musical distinctions provides many musicians, in turn, with a
means of creating a distinct representation of the Island and its people. In his introduction
to the edited collection Questions oCultural Identity St uart Hall suggest
are constructed through, not outside, of differen ¢ €Hall 1996:4). This suggestion is
similar to O°Shea‘s argument that musi ci an
—di fferencel in their p-2007). Distimgaishime of musi c
Newfoundl and musi c f r o myfrer Irish musid| is tieetefgrd e s, an
important for many musicians in constructing and expressing a certain representation of

Newfoundland (Stokes 1994b). The place, its music, and its people are represented and

o

experienced as uni ¢ utlkansenplyda versjonwokltishnessshat g 0 0

part of the empire of —lrish cultural i mpe
This symbolic production of Newfoundland also affected the music scene in St.

John*s and how | at er g e dtherplace andatvinsusicoThe mu si c i

influence is clearly seen in Andrew‘s narr

Newf oundl and music in the 1980s and was in

in preserving and promoting t hWellypahdi ¢ of N

am a Newfoundlander and | feel that unless we play the repertoire, nobody else is going

to play it. Il To Andrew, playing this music

Newfoundland as a Newfoundlander. Walter, a musician from Newfoundland who plays

professionallyalsoc o mment ed that it was i mportant al
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music I s just as dllooadg aaisn eavsesreyrbtoidnyg st hneu sviacl
Newfoundland music from Irish music and other styles. It is also important to them in
representing and promoting the uniqueness
el se is going to play./|

Yet, Walter also plays much Irish music, indicating the impact of the
representations promoted by groups like Figgy Duff on the traditional music scene of St.
John's today extends to musiciangorwho pl ay
example, all musicians from Newfoundland that | spoke with who play professionally off
the I sland discussed that they make a poin
performing elsewhere. Chris, a musician who plays at many of the downtown sessions
and has a diverse repertoire of Irish (and) Newfoundland traditional music comments:

When | play professionally, especially off the Island 1 try to put the focus on

Newf oundl and music because that‘s where

to offer you &noavy.. It hadulsdmott gl ay musi
but I tend to promote that [Newfoundland music] first.

Several musicians similarly mentioned that when they play at festivals on the Canadian
mainland or Europe, they focus on playing the music of Newfoundland even if they play
a mix of Ilrish (and) Newfoundland musi c wh
Newfoundland.
Evelyn Osborne (2010) also explores how Newfoundland musicians who
performed on the Island to Island: Traditional Music from Newfoundland anelénd
CD emphasized the local developments of music on the Island. The CD was produced in
2003 as a collaboration between musicians in Ireland and Newfoundland. The liner notes

explain that the album is meant ianspwhichepr es e
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have more in common than might appear
2003). The Newfoundland musicians who performed on this CD are musicians who play
an extensive repertoire of Irish, as well as Newfoundland, tunes. Despite these claims to
commonality, Osborne shows how musicians maintainedt h eo cdced ne s s |
tunes and did not specifically focus on those originating in Ireland. Through these
differences, local musicians emphasize the uniqueness and distinction of the Islan d * s
music, though they also simultaneously acknowledge and incorporate historical and
contemporary ties of the music to Ireland. The promotion of this music off the Island and
the musical choices made on recordings such as the Island to IslandCD by such
musicians is thereby a continuation of the project expressed by groups like Figgy Duff, of
promoting Newfoundland music and thereby the people and the place.

Thus, the performance of Newfoundland music provides musicians with a sense

of connection to Newfoundland through historical ties that the music is seen to have to

Newfoundl and®*s past and to the peopl e

to the place and to the people who perform it, as opposed to Irish music that belongs to

someone else. Such a sense of belonging is therefore not wholly inclusive. In delimiting

at f

of

the boundaries of what —Dbelongs, Il some

Irish music is seen to not belong to Newfoundland in the same way as Newfoundland
music. Yet,thepr omot i on of their music as —j
represent Newfoundland and its people as unique and valued. This promotion, in turn,
contributed to the later growth of the traditional music scene, which includes many

musicianswhoperfor m —I ri sh musicll from the —l

217

ust

of N

mu s

as

atest



section | show the many ways that musicians who play a broad repertoire of Irish (and)
Newfoundland music, like those who performed on the Island to IslandCD, similarly

relate to and identify with Newfoundland.

7.2.2 The place of Irish (and) Newfoundland music
A young musician from Newfoundland named Hillary related to me an experience

of playing tunes at a session in St. John'
other day. It was a stratum of Newfoundland tunes and Irish tunes in the set. And | was
|l i ke _is that ok, is that cool ?' and they'’
match and it*‘s al/|l a part of our culture,
tunes demonstrates the way in which the performance of different genres or styles is
meaningl aden. Yet, the response of other musi
demonstrates that music that is seen as originating from Ireland becomes associated with
a different context in Newfoundland. This section explores the various connections to
place that musicians form through playing Irish (and) Newfoundland music.

| first consider how musicians create ties to Ireland through playing Irish (and)
Newfoundland music. Yet, | also show that the sense of connectedness that musicians
form relates primarily to Newfoundland through multi-local conceptions of the Island. |
explore how musicians use ideas of historical authenticity through which they connect
their playingt o t h e mu s i c Slaad, how tleey expresg an emotiortalh e |
attachment to Irish music as music that they love to play, as well as how musicians
experience Newfoundl and through the situat

Scene.
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7.2.2.1 Ireland and Irish (and) Newfoundland music
Just as —Newfoundl and musicl i's seen as

Newf oundl and, —lrish musicl is considered
a result of these associations, some musicians create connections with ideas of Ireland
through playing this music. Several scholars have explored how performing Irish
traditional music offers musicians elsewhere a means of expressing and creating a sense
of —lrishnesslaa+home lc®mgdenart 2005;I0OtSkedoa n d
2008b; Rapuano 2005; Smith 2004). This has been particularly argued about musicians
found in areas of more recent migration from Ireland, such as the US.%?
Some musicians from Newfoundland and from away similarly associate their
playing of Irish (and) Newfoundland music with a connection to their Irish heritage.

Vince, a Newfoundland musician who plays at the downtown sessions, explained —m'y

family tree is mostly Irish with a bit of English mixedinthereand so it ‘' s s ome
connection with that and with Ireland and with England where my family came from
when they first moved over here.ll Vince co

music, allowing him to maintain some connection with Ireland. Vince, however, also

emphasizes connections to England, demonstrating that his performance of Irish (and)
Newfoundland music does not relate solely to Ireland. Several musicians also asserted
that Irish is not part of their family backgrounds and so connecting to an Irish heritage

has little to do with why they play this music.

% As discussed in Chapter 2, the majority of migration from Ireland to Newfoundland occurred before

1831, much earlier than migrations during the Famine to other areas of the Irish diaspora. As a result, Irish

music in Newfoundland has a longer history on the Island than elsewhere, allowing more time for the

music to develop |l ocal connect i oamsdiscassedd —st ori esll on
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Musicians, however, relate to Ireland in other ways. Several musicians in
Newfoundland, including some of those who focus on playing Newfoundland music,
have travelled to and toured in Ireland. Irish musicians have also travelled to the province
and been highly influential in the development of sessions and the traditional music scene
in St. John' s. Many mus i ¢andacqwintdn@sfrem f ami | y
Ireland or have lived there themselves. Musicians also learn from contemporary
recordings of Irish music and through their learning and playing acquire detailed
knowledge about music and musicians in Ireland, including regional styles, bands and
performances, lineages of musicians, and their musical and personal characters. Thus,
musicians develop a relationship to Ireland and places within the country through their
knowledge of the place, their personal experiences, and their social ties.*?
Musicians continue to create new ties to music and musicians from Ireland as they
travel, learn new tunes from recordings or personal contact. Several Irish musicians, for
example, came to St. John‘s in 2008 for th
held by Memorial University. 1 n t he summer of 2010 musician
organized the first annual Feile Seamus Creagh, in honour of the Irish musician who died
in 2009, featuring several well-known Irish performers. There were many formal and

informal sessions held during both events where musicians exchanged tunes, developed

% Musicians, of course, develop ties with individuals from many different places through the performance
of Irish (and) Newfoundland music, as discussed in chapter 5. The connections made with musicians from
Ireland are, however, often emphasized as a result of the significant influence musicians from there had on
the musical history of Newfoundland (see, for example, OhAllmhurain 2008). Government initiatives such
as the Ireland Newfoundland Partnership (INP) and Irish Business Partnership (IBP) in Newfoundland, the
growt h in popul anany plages amidnd the-warld, andhargenesabadsociation of Ireland
with —tradit ghpherrhenasuohss Rovdrdante tikelg also influenced the prominence and
significance of these ties (see Lalor 2009; Scahill 2009; Walsh 2008).
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new social relationships, and renewed old ones. Yet, while musicians in Newfoundland
form connections with Ireland in various ways through playing Irish (and) Newfoundland
traditional music, I now consider how these connections also relate Newfoundland for

musicians playing on the Island.

7.2.2.2 Experiencing the past
It is often difficult to separate precisely where musicians situate their music as

some would jump between talking about music in Ireland to talking about the same music
in Newfoundland, discussing the historical ties of the music and personal relations on
both sides of the Atlantic. However, while many scholars see the playing of Irish music
in areas of the Irish diaspora as a way for musicians to reclaim their Irish roots (Rapuano
2005; O Shea 2008b; Leonard 2005; Smith 20
claim quite the opposite. Most were clear in identifying themselves as being from
Newfoundland, or as relating to Newfoundland because of residence here, despite the
intricate musical, historical, and interpersonal relations with Ireland.
A discussion I had with Billy Sutton will clarify my point. Billy plays at and hosts
most of the downtown sessions and has a varied repertoire of Irish (and) Newfoundland
music, as well as musi cal genres other tha
moved between talking about the history of music in Newfoundland and regional styles
in Ireland almost seamlessly, relating tunes to their Irish origins and talking about friends
and travels to Ireland. Because of these ¢

people sort of assume you‘re Ilrish or try

responded that he had not thought about it much but that people were free to assume what
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they wanted. | followed up wondering whether any assumptions bothered him and he said

—1t doesn‘t bother me at all, no, doesn‘t

be quick to tell somebody really f ast where | *m from. Il From B

clear he knows much about Ireland and has a relationship with the place through people

and knowledge of its history. Yet, Billy i
Inasimilar mannertot hose musi cians who focus on —

many musicians like Billy tie their performance of Irish (and) Newfoundland music to

Newfoundl and*s history. However, di fferent

portraying the connection of the music to Newfoundland. These musicians may

emphasize the —lrishnessl of the Island de

heritage or that of their communities, or simply the long history of Irish music on the

Island. Again drawing on Frith (1996), through ideas of the historical connections of Irish

music in Newfoundland and through the performance of Irish (and) Newfoundland

music, these musicians establish continuity between the music they play and its history in

Newfoundland. As with musicianswhofocus on —Newf oundl and musi

themselves within Newfoundland by locating their playing within certain lines of musical

and historical continuity. They continue to connect their playing to past generations in

Newfoundland, their own ancestors, and the place. This connection, however, is made to

different conceptualizations and experiences of Newfoundland as those expressed by the
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musicians discussed above, one wherein the
influences and not its uniqueness. **

The i ncorpor at iaseantof dldwfoundlandd s h mme s call make
and the employment of ideas of historical authenticity to establish these links are seen in
a discussion between Chris and Perry. These two musicians play a wide variety of Irish
(and) Newfoundland music and learned much of their music from family members and
friends in Newfoundland, as well as from Irish recordings and musicians.

Perryy There was never a bou-zootheiewas pl ayer i

neverapipeplayer , t here was never a tenor banjo
and fiddlers. But | mean, there was neyv
not sayin its better or worse, it‘'s a
Chris: l't*s different all/l yeah.
Perry: l't*s different altogether. Stildl p |
gives it the continuity, right. So you’
mi ght have played for a dance, but you’
contexttheBudamd ‘music and it‘s of the pl
man, it‘s alive.
Even though the music is —different altoge
Newfoundl and, identifying with thathd sl and

“Keith Negus and Patria Roman Vel d4zquez critique Fr
processual expression of identity, in other words as a continuous process of identification (Frith 1996;
Negus and Roméan Veldzquez 2002). They argue that scholars nonetheless must assume the ethnicity of the
group playing music, that the —lrishl necessarily e
in order to analyse the identities that musicians are constructing or expressing (Negus and Roman
Velazquez 2002:136-137). They say that to take a thoroughnon-e s sent i al i st stance —t hen
acceptthatanyt ype of musi cal sound ( howeanydypeofsogidlegor i sed)
identityl (Negus and Roman Vel azquez 2002:137) . I a
in Newfoundland. —lrish musicl (contemporary and ol
construct a sense of identification and connectedness with Newfoundland. This connectedness is therefore
not necessarily an expression of —lrishness..|

While it is beyond the scope of this thesis to consider other musical styles, there are many
musicians who play jazz, reggae, blues, gypsy guitar, rock, klezmer and classical music, among other
genres, in Newfoundland. Several musicians that | spoke withpl ayed t hese styles as wel

music. Il I't is i mport an tmayretatetc differeni ceheptiondandexpesiencesh musi c i
of Newfoundland and places on the Island in their own ways through the music they play.
% Abouzoukiisast ri nged instrument that has Eastern Europe

—a pipe playerll refer s -pigepldydd primddily inlrighnenusic pi pes a ki nd
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place.ll Chris asserted earlier in the disc

player, I similar to Billy*s comment that —
connections these musicians form with Irel
music, Il but it is nevertheless seen as par

this music, Billy, Chris, and other musicians thereby create connections with their past,
their families, and the Island.

Musicians also discuss how the music continues to be adapted to the local scene
in St. John‘s and in Newfoundl and, creatin
of the place. New music, musical ideas, or instruments that are introduced to the local
music scene are thus absorbed within these ideas of continuity. An extract from a
discussion found on theSession.org regarding the import of a C#/D (Irish-tuned)
accordion to the local music scene by accordion player Graham Wells is particularly
illustrative of how influences from Ireland are adapted by Newfoundland musicians and
related to Newfoundland.*®

Stjohnsman [February 9, 2008]: Speaking from experience, the vast bulk of older

accordions in Newfoundland are either C/G or A/D. Single row accordions are

either D, G or A, with the odd C turning up as well. Graham Wells and a few

other younger guys who are into emulating Irish players are moving into C#/D,

but that is a very recent phenomena. Bob Hallett of Great Big Sea plays two-row
Hohners, as does Mark Hiscock of Shanneyganock. Their wet-tuned sound would

% Accordions in Newfoundland prior to the past decade were primarily diatonic, known elsewhere as
melodeons. These were single row or double row accordions able to play in one or two keys. Graham Wells

is said to have introduced the first chromatically
Doris Maul Fair (2009) provides a thorough discussion of how these accordions became associated with
Il rish music, such that they are often r-emverred to a

accordions are able to play in any key and are generally tuned either C#/D or B/C along the rows. Fair

similarly shows how this accordion has uncertain bu
got their hands on the instrument, accordion music
(Fair 2009:118). Irish musicians adopted and adapted this instrument into their music thereby making it a

part of the music scenes in Ireland. The instrument and the music was also picked up by other musicians

and continued to develop in new contexts around the world, including Newfoundland.
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probably be considered 'Newfoundland style' by most locals who have any
interest in this..

Buck [ February 28, 2008]: .. By the way,

learning or switching to C#D or B/C is a a lot higher than you seem to know.

These players are not emulating Irish players, they are playing Newfoundland

music. The box is evolving in Newfoundland my friend. The capabilites of the

Irish tuned boxes are a tremendous advantage and are in my opinion better suited

to Newfoundland dance music.®”’

(TheSession.org 2007-2009)

Stjohnsman suggests that players in Newfou
by using —lrishl i nstr Budehoweer agguesitheypateay i ng —
not playing it shi.Hemaintaindlieks of aordirelity insuggestsng —I r i s
t hat musicians —are playing Newfoundland m
the music and to the local music scene. Interestingly, just as musicians who focus on
—Newf oundl and mus i ceptionahatiNewboundlagdanusic sthe t he <con
same as Irish music, so does Buck and many other musicians who play Irish (and)
Newfoundl and music. They thereby see the m
though it is also acknowledged as Irish music. These various influences of Irish music on

the traditional music scene in St. John* s

the city, Newfoundland, and the music.

7.2.2.3 The St. John’s music scene
Al t hough many musiciansf pundbaprd mbhei pl

1960s and 1970s, contemporary music from Ireland also continued to be adopted into
local repertoires. Musicians from Ireland who moved here and introduced sessions to the

scene in St. John®s al s osthatrmasicignhftomt hei r own

°" | have copied this excerpt as it was posted, including spelling and typographic errors.
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Newfoundland learned and began to play. Musicians in Newfoundland also learned music
from Ireland as they exhausted the recorded material of Newfoundland music. Wayne
explained,
There was just no more tunes to learn, when | was learning tunes. | just ran out of
Rufus Guinchard tapes and Figgy Duff ta
everything off of them. And, all of a sudden there was this really deep well of
Irish music and of course | learned tunes from there.
Therewereas ma | | number of recordings of —Newfou
Once musicians had learned the tunes, they often turned to the vast supply of recorded
Irish music and active traditional music scene in Ireland. In the process, musicians
created new ties to people and music from Ireland that were then incorporated into the
traditional music scene of St. John's.
Newly introduced I rish music therefore
scene beginning in the 1970s and 1980s, al
musicll by bands thispréménende cogtigugd ind latér flecadesa Ford
musicians | earning and playing traditional mu ¢
Irish (and) Newfoundland music was simply a part of the local music scene. Although
these musicians recognize that much of the music has come from Ireland fairly recently
and continue to learn from contemporary Irish musicians, to become part of the scene and
to play with other musicians at sessions within the city necessitates learning this
repertoire. As a result, Irish (and) Newfoundland music, including contemporary music
from Ireland, is seen by many as part of the music of Newfoundland.

The integration of contemporary Ilrish m

influence this has had on conceptualizations and experiences of the local music scene are
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particularlyclear i n considering musicians who have
one member of Fiddle Group expressed it —y
by Irish music and the whole IlIrish culture
(Gan 2007). The group plays a mix of tunes that are recognized as being from

Newfoundland and others that are part of the standard Irish session repertoire. Yet,

Rachel who also plays in Fiddle Group discussed how,

It really does put you more inthisplace. IfI di dn*t have that [ th
know that | would feel as connected to Newfoundland, definitely, definitely. Yeah

East Coast trail or not, I don‘t think
feel in some ways that | have a bigger connection than some people who are from
here who don‘t know what Auntie Mary 1is

| will discuss later how the playinginp | aces f or ms an rmakadrntgdnt p
for musicians and creating a sense of belonging in Newfoundland. Yet, several members
of Fiddle Group, like Rachel, saw their playing of Irish (and) Newfoundland music as
part of Newfoundland culture regardless of tune origins. Auntie Mary, for example has
origins in Scotland.*®

Sheaukang Hew, an ethnomusicologist who grew up in Malaysia, makes a similar
conclusion in locating the Irish, Celtic, and old-time music she played in central
Okl ahoma. She reflects, —imehashelpgdumecross, be it
the ethnic boundary and find my pteece in A
musicians, Irish (and) Newfoundland music is part of Newfoundland and part of their

experiences of the place si nlnterestingly,thes part

®These musicians acknowledge differendgmrlyet ween —I
have an understanding of the significance of such distinctions to Newfoundlanders, but these differences

have limited significance to musicians from away. The music (be it Irish or Newfoundland) is all a part of

their experiences of living in Newfoundland.

227



connection Rachel makes to Newfoundland through the music she plays is stronger than
the connection she feels experiencing physical geography of the Island represented by the
East Coast trail, which she sometimes hikes.
Many of these musicians also express their love of Irish (and) Newfoundland
music, claiming an emotional authenticity in the music they play. Several musicians
commented, for example, that they simply learned tunes that they heard and they liked
regardless of tune origins. Walter, who asserted the importance of playing Newfoundland
music, nevertheless commentedthat—I j ust want ftSo sl @myotdhd mu:
referring to his performance of Irish music. Thus, the music may be linked with Ireland
or elsewhere and musicians may relate to Ireland as a place through their family heritage,
social connections, and symbolic associations. The primary meaning that musicians
associate with this music, however, relates to Newfoundland. By the same token, through
pl aying this music musicians feel —connect
Musicians who play Ilrish (and) Newfound
playing to Newfoundland in many ways. They see Irish music as contributing to and as a
part of the musical development of Newfoundland and therefore as part of the history and
culture of the Island. These players also play music that falls within more restricted
conceptions of —Noba mwictmiovasaomposediby Emilec | s
Benoit and Rufus Guinchard. They, however, do not focus on such tunes alone but play a
wide variety of music that they nonllet hel es

in different ways.
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Indoing so, theyalsoc ont est narrower conceptions
to Newfoundland. In other words, rather

cultural imperialismll t hese connections are created

wherein all forms of Irish (and) Newfoundland music are reflective of and embedded
within the place and the music scene. This distinct conception of the Island demonstrates
the multi-local experiences of place held by musicians, as well as debates among
musicians over these different experiences and how the Island shouldbe conceived and
represented. Through these various links made between music and place, musicians also
feel connected themselves to Newfoundland as they become part of the local music scene
and play music thatisseenas —part of our cul ture. |

I now consider how musicians also create a sense of place in Newfoundland by
creating and recalling memories and meanings through the production of Irish (and)

Newfoundland music in specific places on the Island.

7.2.3 Places and memories
Another way in which musicians connect their playing to Newfoundland and to

particular places across the Island is through the active production of music. As discussed
in chapter 4, musicians create memories associated with tunes that themselves become
associated with people and places. The creation of memories associated with place is not
unique to the performance of traditional Irish (and) Newfoundland music. Sarah Cohen
(1995), for example, provides a detailed exploration of how memories become entwined

with places and with ideas of places through various musical styles, seen through the life

229

t

t

o

h

h



of an elderly Jewish man. The production o

herel is created, as discussed by Wayne at
The photographs provided to me by Sandra and Rachel, two members of Fiddle

Group, in their self-reporting projects conducted for my methodologies class, are

il lustrative of how playing music in a pla

memories and experiences. | asked them to provide me with ten photographs of what it

meant to them to play Irish (and) Newfoundland music and short descriptions associated

with each photograph.® Both Sandra and Rachel provided me with photographs of places

in Newfoundland and places representing Newfoundland. For example, Rachel provided

a photograph of the dining room where Fiddle Group is often held. On the table, amongst

other things, are scattered sheets of music and her fiddle and bow. She associates the

process of learning and playing Irish (and) Newfoundland music with this particular

room, describing the photoas —t he room where the music ha
The association of music with places spreads out from the single room. Rachel

also provided a photograph of the house where the group meets and socializes prior to

practicing. Sandra provided a photograph of drawings compiled into a tableau of many of

the |l ocations in which Fiddle Group has me

of members of the group, but also signific

The Ship | nn,and The Rikeipub. lAyRuts Finpegat observes in her

analysis of | ocal musicians®' musical pathw

(l'i ke others) can be envisaged as stretchi

% See Fife (2005:107-116) and chapter 3 for a more thorough description of self-reporting projects that is
reflective of the way I used them with Rachel and Sandra.
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musical participants marked out their own social and spatial settings by the pathways

they drew through t h-818)tTaua mukic becbmesmotentyan 1989
associated with a room in a house, but also with buildings, venues, and other meeting

pl aces throughout Somefamiliar bnd rhesningfulla$ineugcens p | ac e s
play in them or pass through them at sessions each week.

As seen in the previous sections, the association of music and place spreads out to

represent Newfoundland as a whole. Rachel provided photographs of popularSt . John* s
l andmarks: evening settings of both St. Jo
perhaps one of thebestk nown | andmar ks and heritage site

that as such an iconic landmark, the association of Irish (and) Newfoundland music with

this site of Newfoundland heritage is a simple one that does not necessarily indicate any

personal significance. However, Rachel does not simply relate the music to Signal Hill as
alandmark,butt o t he ex per i éenwgc hasdsense of eld ipitlalwvayse .  —T
just like an evening walk up Signal Hill,ll she explained. This illustrates how musicians

experience places through their music, as well as how meaning and significance becomes

associated with Newfoundland, including its geographical landscape, through the process

of learning and playing Irish (and) Newfoundland music in Newfoundland.

These experiences, meanings, and associations can also be recalled through
music. Sara Cohen considers the vivid evocation of memories through listening to,
dancing to, and playing music, in turn recalling the places where they were produced in
the process (Cohen 1995:437-440). Frank, the self-proclaimed amateur quoted above who

plays at many downtown sessions, similarly related:
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Theydo,they come wup, tunes vy dor2thyeagsadinfat heard

suddem,yeah | | oved that tune, |l haven"'t
thand somebody plays it [and] it*‘s there
the joys about it, when you hear this beautiful piece that you completely forgotten

about that somebody pulls out of nowhere and plays. And so those kinds of

surprises are a real del i ght today, whe

connection to not just the tunes but to an earlier time. | guess everybody

associates their own life and history, things, and people and events and tunes to

t his. So all these things they® || inter
playing stuff and oh yeah certain memories are kind of revived by hearing these

tunes, and it‘s a wonder f ul.Feglsdikeol | ecti o
you‘re reliving some of this, some of t

The performance of Irish (and) Newfoundland therefore provides another way for
musicians to situate themselves and their music within Newfoundland but also to recall
places as they play certain tunes later in life or in another situation.
The recollection re-establishes these connections along with making new ones as
tunes are replayed. Ben, who moved away for a time, for example, recalled—t hat * s when
really started to practice, cause | was homesick, oh my was I ever homesick. And | found
areally good therapy formewasto pl ay musi ¢ from here [ Newf
Ben also plays a wide mix of Irish (and) Newfoundland music and sees many connections
between the music of Newfoundland and the music of Ireland. Through playing this
music while he was away he could recall a connection to the Island, to his home, and to
his family there. Thus, musicians create associations between places and the music they
play in their own lives through the performance of music in different places. They re-
establish these connections and associations, as well as create new ones, as tunes are
played at a later date in new places.
In sum, I have tried to show throughout this section and this chapter the multiple

ways that musicians experience and conceptualize Newfoundland and the many ways that
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traditional Irish (and) Newfoundland music and its delimitation are implicated in this

process. Although musicians have a multitude of experiences and ideas about the Island

and its music, sometimes in opposition to one another, the associations of music and

place allows musicians each in their own way to create a sense of belonging,

identification, and connection to Newfoundland. These attachments allow musicians to

feel like they have a place on the Island, or to create one for themselves. | now consider

the significance of the creation of meaninginrelation t o pl ace as part of
musical paths and as part of their lives. | show that the sense of place associated with this

music i s part of musicians® process of emp

7.3 Paths to and through places
Most musicians assert that non-musicians do not distinguish between Irish (and)

Newfoundland music. They commonly relate stories of how friends, family, or audience
members, some of whom have been listening to traditional music for decades, are unable
to distinguish between one tune and another and so certainly cannot distinguish the music
of Newfoundland from the music of Ireland or elsewhere. For example, | was told a story
about well-known Irish musician Brendan. Brendan was playing at a session in Germany
at an Irish pub. He was there for a folk festival. The session had been running since
midnight. At around six in the morning itwas B r e n duanro‘bwsy a round of drinks for
everyone. As he was standing at the bar ordering, the bar-tender commented to him how

you IlIrish, you‘re so amazing, you played

with so much gusto!
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These stories illustrate that the ability to hear distinctions among tunes and styles,
as well as the significance among musicians of making such distinctions, is learned. As
musicians follow their musical pathways, in learning and playing traditional music and in
attending sessions over multiple weeks, months, and years, musicians learn to delimit the
music and the varying conceptions of place associated with that music. As with the
political negotiations discussed in chapter 5, musicians also choose where to locate
themselvesand t heir playing amidst these distinc
influenced by the music scenes within which they play and the musicians from whom
they learn. Becoming part of these lineages of transmission is part of the ideal pathway to
becoming a traditional musician. Musicians, however, may also promote a style, or shape
their playing by actively integrating the
their own. Musicians therefore choose or are led to certain pathways in their music.

Creating and learning associations between place and music are therefore a part of
musicians' process of empersonment. Rebecc
exploration of | earning the saz in Turkey,
Turkof a particular typel and not jJjust a mus
2005:224). Her connection between music an
empersonment is useful in understanding mu
discussed throughout this chapter how musicians identify with Newfoundland through
playing traditional Irish (and) Newfoundland music. As Bryant explores, however, this

identification extends to empersoning ideas and experiences of place. This is not only a
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discursive process. It is also part of learning the aesthetics, ethics, and behaviours
associated with particular places, incorporating them, and performing them.

For musicians from away, the social interactions and the playing of this music

was alsoaprocessof| ear ni ng and becoming part of —Ney
observed that she is —mow making a mean mo
far. Il Through playing Irish (and) Newfound

people in Newfoundland. She learns more than just music from other people —how to

cook Newfoundland dishes, for example. Thus, through the process of learning music and

the associated social interaction, she is becoming integrated into the place and the

—cul ture. I Sahre teov esnu gggoeesst atsh aft —per haps hon
Newf oundl ander is in your [her] future. Il T
also about empersoning particular ideas and practices of Newfoundland and its people,

though precisely what these are may differ from person to person.

Places are multi-local —they are conceptualized and experienced in multiple ways
(Rodman1992). Musi ci ans® conceptions athetktfore x per i enc
differ from one another. To some, Newfoundland is a unique place with a unique music
that is distinct from Ireland and its music. To others Irish music and connections with
Ireland play a significant part in constituting Newfoundland. As mentioned, there is a
popul ar conception that NsgcwmiaodschothiGaardid 1 s an
OhAll mhur ain, for example, expresses in de
music in Newfoundland throughout its history (OhAllmhurain 2008). These, however,

are only two among many perspectives. Neither theideaof—I r i sh i mper i al i s m
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of Newfoundl and as an ostensibly —lrish pl
how musicians conceive of Irish (and) Newfoundland music and how it relates to
Newfoundland and places on the Island.

As with politics over status, the performance of Irish (and) Newfoundland music
is a political negotiation over how to conceptualize, experience, and represent
Newfoundland. This is seen as musicians choose which music to play, with whom, and
for what purposes, suchasthneper f or mance of —Newfoundl and m
turn creating certain images and experiences for other musicians. Through these politics,
through playing music they see as —belongi
the process of empersonment, musicians create a sense of place and belonging in
Newfoundland (Peace 2001). They emperson connections to the past, to other musicians,
and to particular | ocales throughout the c
wi t h a meangsll oaf c—ebretcaoi mi ntalsqaeertamtypeofpessonci an, Db
who has associations with Newfoundland (in its various guises). Thus, the performance
of traditional Il rish (and) Newfoundl and mu
sense of selves, their social networks, and their connections to place(s), thereby

constituting their lives in intricate and significant ways.
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Chapter 8: Playing to work and working to play

IwentovertoRachel s house one evening to do :
of Fiddle Group, who I have known since | first joined. She had made me dinner and we
were sitting in her living room talking about the importance of traditional Irish (and)
Newfoundland music in her life. | asked about when she first started playing and whether
the connection between the music and the sense of belonging in Newfoundland that she
now felt, as discussed in chapter 7, was a part of why she had wanted to learn. Her first
responsewas,—I di dn‘t think it woulStHehal$tagedge my | i
learning simply because she thought it would be a fun and easy activity. She came back
to this issue later in the interview, concludingt hat —I wasn‘t wi se enou
woul d have such an i mpact] .|

This chapter explores how music i anmuscal pathways fit into their lives, in the
broadestsense, di scussing various ways that musi ci
is commonly conceived of as either a means of earning income to support oneself (or the
income itself) orapartic ul ar way of pursuing one‘s |ife.
in qgquestioning the relationship between mu

conceived and represented as a practice and an activity; and (2) the actual role played by

thismusic i n mu s iagaiwhbole.d show how wnesis is commonly seen as a
—l ei surell activity. 1t is something musici
enjoyment, as opposed to —work,h which is

considering lived pathways of musicians, however, | consider two routes musicians may

take: to becomefull-t i me pr of essi onal musi cians and re
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play music part-time (as amateur musicians, for example) and earn an income from

alternate means of employment. A closer look at these routes shows that such ideas of

—wor kl and —l eisurell as opposed endeavours

traditional Il rish (and) Newfoundl and music
These routes are not wholly distinct, as differences between professionals and

amateurs are not easily delimited and part-time professionals dance somewhere in

between (Finnegan 1989; Stebbins 1992).'%° Analyzing them separately, however, throws

into relief the different social, ideological, and economic forces with which musicians

contend. | explore how the performance of

musi cians on both routes and how represent

activity actually contribute to struggles that musicians experience in pursuing their

musical lives. Yet, | also show how musicians support such representations, at the same

timeast hey reinterpret the relationship betwe

playing music is (and indeed should be) fun and enjoyable, but it is also much more in

that it involves much work, is an integral part of their lives, and, for some, a source of

income. As Rachel said, playing this music changed her life.

8.1 Representations of tradinal music
This section considers the different ways that traditional music is commonly

represented and how these representations relate to ideas of music and tradition as

1% part-time professional musicians, for example, earn an income from their music, which can sometimes
be a significant contribution to their overall earnings. Yet, they do not rely on music as their sole source of
income and share many struggles with amateur musicians in terms of finding time to play amidst other
responsibilities in their lives. Overlap between the routes of full-time professional musicians and other
paths is further seen as musicians change routes throughout their lives, some professional musicians give
up this economically uncertain life in search of more financial security. Similarly, amateurs and semi-
professionals may choose to become full-time professionals later in life.
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—l ei sur edx mmas s4sen fll Simi |l ar to what Stever
devel opment of the —World Musicl industry,
with the performance and promotion of traditional Irish (and) Newfoundland music (Feld
2004:64-65). In exploring the relationships between music, labour, leisure, and the image
that musical performance should be —effort
—contemporary fans, music industry pundits
as a form of recreation, selff-e x pr essi on and | eisurée.. to i mag
outgrowth of personal genius, natwural tale
identityl (Miller 2008:428). —Authenticl m
something that musicians choose to engage in for fun and traditional music, in particular,
as a form of self-expression.

Chapter 4, for example, discussed in detail the ideal image of a traditional
musician as someone who learns music almost by osmosis from their social environment,
is connected to lineages of musicians through the tunes they play, and performs
dynamically and with —feeling.ll This thesi
representati orrx pafesmunind and—sdlufnll t hr ough
various ways this music is implicated in the lives of musicians, including their self-
definitions and their social and local connections. The Newfoundland and Labrador Folk
Arts Society similarly describes the people the organization represents in their mandate:

We are the folk of Newfoundland and Labrador. We have been for a long time.

We are the folk who sing, dance, tell stories, create with our hands and play

countless instruments. We are the folk

Living Our Traditions. What this means is that while we continue to preserve the
cultural past we are well aware that artisans are creating traditions at this very
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moment. Folk art does not mean old art. It means the expression of a unique
people in a unique time. There is no greater time than now to live our culture.

(Best n.d.)
—Traditions, Il including musical traditions
and a part of people‘s |ives as they —live

These representations of traditional music are, however, also opposed to ideas of
—w o r k , ifilmuseciane do rely on music to earn an income. Marjorie L. DeVault
di scusses how —fol kl understandings of wor
unpleasant activity—wh at peopl e _have to do‘ll (DeVaul't
often has negative connotations that contrast with ideas of traditional music as a form of
self-expression and source of enjoyment. Part of these negative connotations stem from
how commodities — products of labour, both paid and unpaid, thatc o me t o be —ob | €
economic va | u-ard seen to be alienated from all meanings embedded in their
production and use (Appadurai 1986:3; Marx 1990:953-955) . As Mar x st at es
thus assume the shape of values, commaodities strip off every trace of their natural and
original use-value, and of the particular kind of useful labour to which they owe their
creation, in order to pupate into the homogeneous social materialization of
undifferentiated humanll ( Mar x 1990: 204) . I n other words
any individualityandex pr essi on associated with their p
and —tradition, Il on the other hand, are su
associated with particular values, people, and places.

Frank, a self-proclaimed amateur musician who plays at the downtown sessions,

very eloquently described this process of alienation in commoditization and how he sees
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traditional music as a means of fighting and counteracting it. He therefore challenges any
move toward the commaoditization of traditional music:

Well Newfoundland musicis,tome...i t * s a b i g ofsane geople f

here. Not everybody, but some people... You can take it
much from it. It gives you so much you can return, you know, take that away and
share itwithother people. So it‘s al/l par

humanness that we have to do more to keep alive, because the forces of the
almighty dollar are at work to wipe all this away and to extract as much of our
earnings from us for otherpeopl e* s pur poses. And i f
things that are dear and i josgstanding&n
lineatWal-Mart or wherever el se..

Because the stuff that comes o
youknow. That * s | i k dusinto] slightlyjinsare kind of unhappy
people, frustrated people who have no real meaning in their lives and have no
soul. They don‘t know what |l thifkeSadly.

Because they have nothing to, | guess nothing that they can love to that extent.
Nothing that they can find that kind of deep meaning to attach to.

As seen in Frank®s dhimioasssrsaidigimtson betiveen i

t he |
with vy
t of t

we doc
t and
ut of
s al |l
S I mpo

traditional musi cs amuwt —efhes msappifng hcagn tcroaerse.

Frank sees it, commodities —have no
cannot be the expression of a people or individual and their production certainly cannot
be fun.

There is some debate among musicians and scholars whether musicians are, in
fact, producing commodities when performing traditional Irish (and) Newfoundland

music, particularly in the context of sessions.'®® In sessions with a paid host, the

101 Anthony McCann discusses how some musicians are copyrighting traditional tunes that were otherwise
part of the public domain (McCann 2001:90-91). This places the music in the realm of private property as a
commaodity for exchange (McCann 2001:95). I will not be pursuing this area of investigation on the
commodification of tunes, as few musicians concerned themselves with whether the tunes they played were
in the public domain. For sessions, pubs and bars must pay a fee to SOCAN, which covers any live or
recorded music that is played (see SOCAN 2009). Neverthel ess, Mc Cann' s
situated in the realm of gift-exchange rather than commodity exchange is significant in demonstrating the
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performance of music is being exchanged for payment. Thus, for some musicians, the
presence of a paid host is indicative of a
concerned that as these hosts direct the sessions and become more interested in creating a
successful performance, the sessionwillnol onger f ul f i | | its role &
eventl and as a communal activity.

One musician who plays the occasional professional gig commented, for example:
—sessions for me are much bettetimewithout m
musician who does not host any sessions, also observed that she and many other

musicians prefer playing at amateur sessions where there is no paid host and it is less of a

performance.
l't*s much more, to me, [the amateur ses
muchmor e about culture. This is culture t
l't*s not a commodity to be bought and s
interesting than you know, and ok, fine, | can play a lot better than all these
peoplecan.Butldon * t car e.

Other musicians commented that paid sessions were more formal and more organized.

Similar to Frank®‘s narrative, all these co

and music performed and sold as commaodities are less authentic than those performed

without —externall i ncentives such as earn

an —amateurll and —l eisurelyl activity is s

betterll because the wunpai d e fesiradaptaysthisof musi

music and its significance in their lives.

negotiations and contentions among musicians and scholars as to the role of music as a commodity in
sessions and in the larger traditional music scene.
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Adam R. Kaul (2007) argues that sessions in Ireland, including those with paid
hosts, have become commercialized but not commoditized. He makes a distinction
between the two categories based on the retention of productive control on the part of
musicians.’® Deborah L. Rapuano, on the other hand, argues that whether or not
musicians are being paid, all musicians participating in sessions are indeed producing
commodities because the session conforms to many characteristics of a work-place and
generates profit for pub-owners (Rapuano 2005:207). These debates over the
commaoditization of traditional music conducted by musicians and scholars alike are
therefore significant in contributing to or challenging the common representations of

music and tradition.

Despite ideas that work is an —unpl easa
soul , I DeVault observes that work neverthe
politically powerfulvoic es t ake seriously as socially ne

That is, because work is associated with earning an income, it is seen as more important

than —l eisurel activities such as music, e
to —pdi dvotrikménas even earned a place in the
have a — i vi ng I-336).surelisinomessentiallarg 8418 wh8ré&sHwvork

i's necessary but —unpleasant. |

Adam R. Kaul explores how sessions fall)Thew a —tri ar
entertainment provides pub-owners with drink-purchasing customers, the musicians are provided with a

place to play, and the audience are deligfil)ed by an
Yet, he also argues that sessions remainan —aut henti cll venue for the produc
because of the productive control that musicians re
conclude that traditional Il ri sh music’' seissawtntse ptl iay
_false, "' or staged’ solely for the benefit of tour

define an y s essi pmusicians do usé ardiacoutsetofeauthenticdty. inlthis Yhanner and
these claims reinforceth e i mage of sessions as a social and —comi
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Evidently, these distinctions are not so clear-cutinindividu al s* | i ves and
experiences. Raymond Williams points out o
—l ei sure, Il in that | eisure often takes muc
often financial investments (Williams 1983:336). The separationb et ween —wor kIl a
—home, I —wor kl and —l eisure, Il and —publicl

ignoring the experiences and activities of women (DeVault 1991; M'Closkey 2002).

DeVault (1991), for exampl e, d@ivitgsunghsir f or a
homes as —wor kl and a better understanding
women‘s wunpaid | abour and their many exper

from DeVault and other, primarily feminist, scholars who question definitions of work
and leisure (Abel and Nelson 1990; Chambers 1986; Deem 1982; di Leonardo 1987,
Henderson 1996; Luxton 1980; Mellow 2006; Seron and Ferris 1995; Smith 1987;
Thompson 1990; Wearing and Wearing 1988), | explore how musicians reinterpret these
categories in relation to the performance of music. | argue that the representations and
distinctions discussed in this section are simultaneously essential to but insufficient for

understanding the role of traditional Irish (and) Newfoundland music in musician s * l i ves.

8.2 Earning an income from music
This section considers the route taken by full-time professional musicians. There

are many musicians in St. John's whe rely
makinga—!| i vi ngll at muyeaking. Compecsating cumiciansedr they s
playing is not a new practice in Newfoundland. Emile Benoit, for example, was paid for

playing at dances in and around Black Duck Brook in the 1920s and 1930s (Quigley
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1995:15). Relying on music as a primary source of income, however, only recently
started to be common (Osborne 2007:192).

Il n —wor kingl at music and earning an in
i mmedi ately complicate the distinctions be
however, how these musicians struggle to earn a sufficient income and how
representations of —authenticl music and t
occurs as musicians are seen to want and love to play, regardless of the money that is
paid to them. Yet, | also show how these musicians assert their love for and dedication to
their music through the sacrifices entailed in living as a professional musician. They
thereby claim to be living the ideal musical life and are accorded status and recognition
for their position.
8.2.1 Making a living making a starving

Music is not a particularly easy way of making a living either in the sense of
economics or of lifestyle. Many musicians pointed out that relying on music was far from
a lucrative form of employmentandoner ef erred to it as making vy
than making a living. There is a great deal of economic uncertainty in relying on music
for income. Professional musicians therefore use music in various ways to earn a living.
They perform at gigs, including formal concerts, band performances, and sessions. Some
also teach music, create and sell instruction books or tune books, compose, record, and
produce, among other possible activities. The many ways that music is used by musicians
as a source of income indicate the need for economic diversity to make sufficient wages

to survive off music.

245



Playing gigs is seen as a particularly difficult way of earning a living as these can
be irregular and unpredictable. In addition, they require late nights and often involve a

great deal of drinking. One musician who does not play full-time nevertheless observed

that —I was getting drunk a | ot at the ses
little bit hard on my body.. dthesosiallifept | ust
it‘s hard. l't*s hard to maintain. Il I ngrid
and struggles of musicians working in bars

observes it was hard work and not particularly financially rewarding. She also discusses
how, while musicians in general were gener
musical abilities, playing full-time in bars was often seen as low-status (Fraser
1981:119,131). In addition, musicians had to contend with a wide variety of
—0ccupational hazardsll associated with pub
exploitative or unhelpful managers, or inappropriate involvement and attention on the
part of audiences (Fraser 1981:252).

Session gigs offer a more regular income to musicians than most staged-
performance gigs, particularly in the case of sessions that have been running for many
years, such as Fridays at Erin‘s Pub. Sess
musicians to maintain a regular sleep schedule should they choose to. Nevertheless,
sessions are easily cancelled by pub owner
was cancelled after ten years in December 2010. In addition, similar to other gigs,
sessions are associated with much drinking and musicians often stay out late to socialize,

along with the other —hazardsll mentioned b
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full-time musicians with a sufficient income to support themselves. Thus, sessions are
preferred as gigs, but do not constitute a significantly easier way to make a living.
As a result of these difficulties associated with relying on music as a source of
income, some musicians struggled to earn a sufficient living and others worried what the
future would bring. In her study of musicians in Ireland, Virva Basegmez points out that
most musicians within the pub-gig scene were between the ages of 18 and 30 because
older musicians no longer enjoyed such gigs, lived further away, and had more
responsibilities such as families (Basegmez 2005:80). The age range among musicians in
St. John® s i s wi d-imeprafgsstbnaltmiaseiangin tieir fetiessm me  f u |
sixties. Retirement also provides new opportunities for musicians who previously had
other careers to spend more time performing music, but without the financial stress
experienced by younger musicians. Thus, age seems to be a less limiting factor in St.
John*s than in Gal way and Dublin, Ireland.
using music for a living for the rest of their lives.
These concerns are seen clearly in Dave
for the future. I asked Dave if he thinks anything changes about the music for himself or
for other musicians when playing professionally. His answer was lengthy, but | will quote

it in full because it captures a great many of the tensions that full-time musicians

navigate:
Dave: |l *ve always tried to keep my eye on
that sort of | eads me on through it. |
just become drudgery, just become a job

prevent that from happening by putting too much pressure on it and by making it
too much about the dollars and cents.
Sam: Do you think that happens to some people?
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Dave: Yes, I think it does .. Yeah, and |
positionnowwhere , f i nanci al |l vy, |l *“m taking on mo
it becomes seductive to start looking at this as more of a cash cow. Like, how can

I make more money from it, as that possibility is there. You know, just because at

thirty-s o me t h i nhgng dn agenwhered waat to have some security down

the road. l't*s put me in a position whe
how can | approach my work as a musician in a way that will provide that for me

and, on the othert thatn'ds 4 dwirreg sypuarne ed
else too in order to find that security. You need to think, you need to come up

with other things that you can do because you can wear this out so quickly.

And you can. | *ve al waysopfewhohd t hat
know started off with a real |l ove for i
of a get in and get out attitude with it. And I think no matter how good that may
appear on the stage when you'reg watchin

when it‘s |ike that. For you and for ot
thought it was sad, | never want that to happen.

So as | reach this point in my I|ife,
question in my head. Like how do I navigate thistime , you know. I don

be in like my mid-fifties and still have no security in my life. No financial security
or anything. And that's partly for me a
wel | . Il don‘t want t o bogetsackdoamyththge n on an
el se. And | don‘t want to be still goin
make ends meet all the time. I think that that will put me in a position where I will
have to ride the music so hard that | lose what it was, what it was about. | lose the
joy in it and I don‘t want that to happ

Dave expresses several concerns, including being able earn a liveable income in the

future and have financial security. He is also concerned that even if the music can provide
himwithamor e t han sufficient income that he wil
a job.Ill Dave is therefore trying to balanc

and of playing for fun and love, contending with ideas that music should be a form of

self-expression and played for —the joy of it.
The politics of representation regardin
commodity therefore offers some insight in

income and the significance of balancing the joy and the job. The emphasis on
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—aut henticll music as performed of out a —
profit from both musicians and patrons from the sale of alcohol during performances, in
exchange for a relatively small contribution to musicians (Feld 2004; Miller 2008;

Rapuano 2005). As Karl Hagstrom Miller observes in relation to views of music as

—effortlessll productions, —the surprisingl
| abour ... has pushed t hnesiciw thanargins of both musieald 1 n ma
performance and musical scholarshipl (Mil!]l

idea that musicians perform traditional music for fun and as a form of self-expression,
their labour in learning and performing goes unacknowledged. As a result, as Rapuano
observes, —the ideology that upholds the n

prevents virtually everyone from viewing it otherwise. In turn, it enables those who

benefit from t he torensthe&inanaial swardswithpuei d | abor
considering upon whose backs it has been m
As seen in Dave's narrative, there is a

the performance of musi ci an sforabdconcepdday as —
that high wages for musicians would encourage more individuals to play for the money
rather than for love. In an article considering wages for nurses, economist Anthony Heyes
(2005) argues, for example, that increasing wages would reduce the quality and quantity
of work because individuals would join the profession for the money. On the other hand,
lower wages imply that those who become nurses do so as a vocation — something they
are devoted to and want to do —and, as a result, they work harder, longer, and more

efficiently. Heyes argues that his economic analysis applies to vocation work in general,
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which could include musical work (Heyes 2005:568).'% Thus, the confluence of ideas

that —authenticll musicai § opllayednufldranjemyw sd
supports the use of musicians for financial benefit without providing a sufficient living

for those musicians.

However, as discussed above and throughout this thesis, musicians themselves
contribute to and supportsuchrepres ent at i ons about the —authen
music Rapuano argues that musicians® support
pervasiveness of the system of exploitation (Rapuano 2005:180). Yet, I think it is also
important to understandmusi ci ans‘ own i nterpretations of
performance of the music and tradition. | explore how, even if musicians are producing
commodities for the market, the music continues to have meaning and importance in

musi cians | i v eysxchbngeyatuad This ieangng igsignmfieant go r
musicians’ continuetdi desiotther mpuaiyc imaurss ‘c
professional players, and the status of full-time musicians within the music scene

(Rapuano 2005).

8.2.2 Reinterpreting musical work — “Just a fine life”
All five musicians that I interviewed who use music as their primary source of

income spoke about how they became full-time musicians because of their love for the
music they play. Dave, who discussed above his worries aboutthef ut ur e, tomment s
started to really, you know, really fall for that music and it was necessary to get all these

[ i nstruments] and try to make t htisee sounds

1931 discuss below traditional music can be conceived as a vocation, providing a useful means of
under st andi nigterpratations of thea musical worleand leisure.
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musician from away also discussed his love for the music he plays and its capacity for
emotional expression, saying —I |ike playi
expression and | | o cheseasbecome flill-time Muticese musi ci
because of the opportunities available to do so and because of their love of the music and
the enjoyment they derive from playing it.

These musicians also assert their dedication to the music through the financial
sacrifices entailed in performing full-time. As full-time professional musician Taylor
comme hthimsk do0ing i1t for the money just mean:t
dedicated to it than, you know, the peopl e

musicians assert that they are performing traditional Irish (and) Newfoundland music

because they = —w a n t netregularlattendles at the downtown sessions commented of
the regular hosts at these sessions, —I th
doing.lll Thus, through these assertions of

of traditional Irish (and) Newfoundland music, musicians claim the emotional

authenticity of their playing and insist t
Claims to the authenticity of musical work are made particularly in relation to the

performance of Irish (and) Newfoundland music in the context of sessions, as opposed to

standard staged performances directed at a

to be playing. That®s the beaut yefoudle t he se
on the table for an hour if you want to go talk to your friend at the bar and have a pint and

then sit back down and | isten. Il Musi ci ans
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have control over what tunes are played and they are free to socialize with one another or
to |l eave the session table, echoing Kaul ‘s
Anot her professional musician explains
prefer to sit down and play and play for m
get up there and play _Dirty old town® for
about me. Or all about him [referring to
bet ween the tunes that they pl ay-bahdhat ar e
repertoire that is not '"SFererofessioml mbsieians, e al —t r
then, the session is a venue in which they
want to play, which is not tHWHewntlandandtrmhe
are often paid to play in performances. Th
statement in the previous sectiont hat amat eur sessions are —mu
Thus, as seen in these narratives, full-time musicians support representations of
—aut henti cll mu sei xcp raess shbiaosnelld eovne n—siefl ft hese r e
others to justify their exploitation. They insist that the session is the same for them
whether they are being paid for it or not. Steve, a professional musician who has hosted
many sessions, explains —I go to sessions
would if I was. It don‘t change it, |ike t
puts [food on the t abltafmodificatitoeih hiscoBmeatv e mak e

about the representations of traditional music discussed in the previous section. He insists

1% |_earning to distinguish traditional and non-traditional music is another part of the process of
empersonment, as was the process of learning to distinguish local, regional, and national styles, discussed
in Chapter 7.
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that the use of sessions and the music for money are significant in his life for providing
food and other necessities of living, while simultaneously being a source of enjoyment.
These musicians thereby complicate categories of work and leisure. They contest ideas

that work is necessarily an unpleasant activity, insisting that it can be both necessary and

fun.

The idea of music as a vocation therefore fits more closely with the experiences of
full-t it me professional musicians than traditi o«
outlined. Few musicians described their wo

is often entailed in how a vocation is conceived. While | emphasized above the choice
involved in becoming a professional musicians, as seen in chapter 4 it was often
something these musicians —fell intodl as t

mic performances, or with their families. Considering music as a vocation also does not

eliminate the challenges for musicians tha
argument. Muri el Mel |l ow points out, howeve
teacherssand ot hers.. use this | anguage [of vocat
commi t ment to their occupationsll (Mell ow 2

the idea that musical performance is work, but nevertheless something musicians choose
to engage in and derive pleasure from.

As a result of such re-interpretations of musical work, most musicians, full- and
part-time alike, concluded that professional musicians deserve to be compensated for
their music and are not being compensated sufficiently. Musicians recognize that others

may sometimes attend s eAsNelsomandiNanaysolbrej ust a |

253



(2006) argue of nursing, however, counter
is a good nurse, Il there are individuals wh
fields. They also point out that there is no clear link between wages and performance and
there is therefore little reason to assume that the performances of individuals in particular
vocations, such as nursing or music, will be differentially affected by higher wages than,
say, company chief executive officers (CEQOs). Further, Nelson and Folbre humorously
guestion when there wild.@ b ad EzecutivaaGood c | e ent
E x e c u travealiagzhé power structures involved in defining wages in different
professions (Nelson and Folbre 2006:"Conclusion™).

A musician‘s attendance at sesstemns for
becomes part of the reinterpretations of the relationships among music, work, and leisure
and of negotiations over hierarchies and who can define whatconsti t ut es an —aut h
musi cal perfor mance. Despite Hmesicians' ge
professional musicians and the status of such musicians within the traditional music
scene, social sanctioning may be applied to hosting musicians if they do not follow the
proper system of exchanges and detract from the sociability of a session. Musicians will
simply stop attending the session. Pubs may similarly be sanctioned if they stop offering
free beers or start enforcing unwanted rules on musicians. These rules may include how
many sets musicians must play, who can participate, or the length and number of breaks
musi cians may take. These processes again
the music and the sessions remain under their control and as a source of meaning, fun,

and expression, even if they are also a source of income.
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The narrative of a young musi ci an

conflicting interpretations and internal debates experienced by musicians about what it

means to use music for work. | asked Pat to comment on the practice of having paid hosts

at sessions:

It is a bit strange. Yeah, | remember when I first learned, you know like one or

t wo people will get paid, butabitever yone
strange. But | mean, they‘re good and t
someti mes no one will show up and it wi
wintery nights I|Iike.. |l mean they are pr
andenergy into |l earning the music or gr oy
that‘s what they do, so | think 1t*'s im
money and they need to live, they need to pay the bills. I guess it has always been
I i ke ttle past music was something you did on the side, in the past it was
your entertainment. I think that®s how
have started specializing and choosing
people it makes sense. Well it‘s good. l't*s good, it"'s
Pat debates within this narrative the role
of egalitarianism and communal music making with the session, which are contradicted
by the presence of a host who has control over the session. Pat, however, concludes that
there is a need for these musicians to mak
changingll i n di s cus,sandusepfrecondimgs im@aditiomltmusic.g, s el
Many other musicians similarly explained the presence of paid sessions by the necessity
forfull.t i me musicians to make money and put fo
comment above. A few musicians also observed that there would be fewer sessions for
everyone to partake in if these musicians were not being paid to host them.
Yet, Pat also tries to challenge the eq
session‘s commodi ficati on. Pat ‘s 4divimcussi o

(K. Gordon, public discussion, November 20, 2009). The money is a gift in reciprocation
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for performance of the music. Gifts are often contrasted with commaodities in that gifts
retain a spiritual remnant of the giver, binding people together in the exchange cycle
(Wilk and Cliggett 2007:159). Later scholars have complicated this dualism by exploring
how objects can shift between gifts and commaodities, depending on the context
(Appadurai 1986; Wilk and Cliggett 2007:161,165). In their exploration of economic
anthropology, Wilk and Cliggett argue that gift exchange may simultaneously have
emotional, social, political, and economic aspects (Wilk and Cliggett 2007:170). As such,
the process of gift exchange captures many of the different roles of this music in full-time
musi cians’ l i ves.

In this exchange system, we can al so see
in reciprocation of their —tunesl and part
from the bar and someti mes a plate of food
well . So if you‘d come and play you get a
suppose, in the long run.Il Similarly Peter
Musicians thus attempt to define the meaning of their musical exchanges not as
commoditt es t hat are devoid of meaning, but as
magi cal essence of the giver that persists
2007:154). As discussed in chapter 5, gifts are a significant part of the exchange of tunes
and performances at sessions and play an important role in maintaining social
relationships among musicians.

By moving the exchange of money for music into the realm of gift-giving, Pat

reasserts the —authenti ci trgnltheprdductrouog i c al p e
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commodities and in support of w®eapresesmtoat il
In such an interpretation, the work that these musicians perform in learning and playing

tunes is also simultaneously acknowledged along with the necessity for these musicians

to earn an income. Pat and other musicians thereby also reinterpret the performance of

musicbyfull-t i me professional musicians. Musiciar
traditional music are therefore not simply acceptance of a hegemonic ideology that

justifies their exploitation, but a challenge to the idea that work must be an unpleasant

activity and devoid of meaning.

I n recognition of these musicians’ dedi
full-time musiciansar e accorded additional status wit
ti mersll for the —gut sl Onemusicerkwhshast o pl ay mu
occasionally been paid for playing said, —
for peoplewhocan do that. Il Musicians, in general,
—t alentll and —abilityl (Kingsbury 1988). T
production of music, applied particularly
asacategory unt o themselves, uniquely —giftedll i

2008:29; Gaztambide-Fernandez 2010). Chapter 5 discussed how these musicians are
idealized as they come to represent®t he id

As a result of their musical abilities and empersonment of the ideals associated with

“Martin Dowling rgiosalstyles dresnfact deeived fronothe characteristics of a
domi nant virtuoso who serves as a prototype- for the
2006:130). These —virtuososll are al cecsgnizedh! ways prof

through recordings. Regional styles have less popular recognition in Newfoundland as in Ireland to where
Dowling is referring. Nevertheless his observation illustrates how, as professional musicians come to
represent the raddiani heheycatg af sbheeetn to embody the
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playing traditional music, professional full-time musicians come to represent the ultimate
realization of living a musical life.
In this manner, professional full-time musicians are able to have their proverbial
cake and eat it too. They make a living — in the economic sense — from their music,
although this is not always an income sufficient to support themselves. The music is also
part of their living in providing them with fun, a source of self-expression, and various
other aspects of significance and meaning. Thus, as full-time musician Steve expresses,
relating to using sessionsasagig,—b ei n* abl e to do it a numbe]

money at it is. jluts'ts fmakiim“ rme iMdriyanhtappy r

8.3 Music for fun
There are also many musicians in St. Jo

to provide their primary income. Gerry, for example, whose story opened this thesis, was

an x-ray technologist. Other musicians work as students, teachers, professors, archivists,

engineers, day-care managers, nurses, and doctors, among many other careers. In this
section, | explore these musicians‘rmstrugg
their music.'®® Although the performance of music for these musicians matches closely

with representations of —authenticl tradit
how these representations never telh@temss con

and families are given social priority. Yet, | also show how, although these musicians do

) am using —spacel here to refer to the idea that
music. A musician may have time available, but if they also have responsibilities that conflict with music,
then they do not have space for its production. Mu s

time, but the structure of their circumstances often means they are unable to practice at home or attend
sessions in their normal capacity.
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not use music as a primary source of income, the performance of traditional Irish (and)
Newfoundland music nonetheless provides a means through which these musicians
—make a |livingl as the performance of trad

their l i ves, as wel | as a source of —f un. |

8.3.1 “Hidden musicians”
| was at Bridie Mol [oAyI'tosk aseat a theSessiond ay af t

table, I was introduced to a woman named Anna who | had not met previously. She was

in from out of town but was well acquainte
She had a baby in a wrap against her chest and a fiddle with her. She joined the table and

played a few sets as the baby sat quietly. But when he started to cry, she stopped playing

to soothe him. It was only when another woman, a tourist in the audience, offered to hold

him for her that she was able to resume playing. | saw her again at other sessions and she

was continuously contending with a conflict between the desire to play and the need to

watch and care for her young baby when her husband was unavailable.

Many musicians spoke to me about their struggles to find time and space to play
music amidst their other life-paths, such as their careers and families. They expressed
frustration at being unable to dedicate as much time to their music as they would like.
Frank, a self-proclaimed amateur musician who has been playing for many years
explained:

But, you know, family life and domestic considerations and commitments are not

al ways compatible with music and so sac
do everything you‘d Iike to do.. Can‘t p

7 amborrowingthep hr as e —h i d dsed by Firmegani (1989)aordeschibe the activities of
—amateurll musicians in Milton Keynes, Engl and. My
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intoon,can‘t go sometimes even to perfor man

stuff you don‘t want to miss but you‘ve
Many musicians had similar comments about how work meant they could not attend
sessions or performances or would have to leave early. | have also struggled with
balancing the time demands of the writing of this thesis and justifying taking the time to
go to one or two sessions a week, or sometimes more.

Having young children seemed to signifi
pathways, particularly in the case of women, as seen in the example of Anna. Some
consideration was also given to how gendered spaces, music, and aesthetics shape
women'‘s participation in sessions and the
6. As feminist scholars have explored, women like Anna often have little or no time
available to dedicate to music and other —
responsibilities of raising children, car.i

1986; Deem 1982; Thompson 1990). O Shea si
women musicians in Ireland discussed difficulties in being able to play music while

raising a family (O'Shea 2008a:58). Decisions about joining particular bands, for male

and female musicians alike, were also influenced by their family situations. Musicians

with children would join groups that generally did not go on extended tours but stayed

based in St. John‘s so as not to miss thei

Musi ci ans struggles to find time to pl
musical pathways intertwined with other aspects of their lives. Their families would
sometimes become interested and involved, attending sessions or dances, or, if they

played music themselves, then family time was often combined with musical
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performance. Yet, much as musicians found ways to accommodate playing music, they
wished they could attend more sessions or even had time to practice more often. Some
musicians therefore expressed a sense of envy of full-time musicians whose primary
responsibility, as their primary source of income, is to play music. Peter explains,
|l wish I had more time to do it and | ‘m
somewhat envious of someof myfriends who do nothing but p
days | *d | ov e rnihgandgus dlay fudgle far six haurkitl wamted
t o. However, that doesn‘t pay very well
yourself and that kind of stuff. So I try and balance the two. And luckily I have a
wife and an extended family who support that. Cause it can be very demanding.
So it‘s a big part of my |ife.
Peter says that this music is a big part of his life, a comment that I discuss further below.
Yet, he nonetheless struggles to balance his music, his family, and his career, among
other responsibilities and interests he may have.
Popul ar conceptualizations and represen
activity and form of self-expression contribute to these struggles. Both play and leisure,
which encompass the idea of —playing music
—free timel (Huizinga®RO0d:BesWitl |lofamshdodas
work is given social priority inthesemusici ans‘ | i ves because this
in part, as a necessary component of —l i vi
the other hand, are not (Huizinga 2000:8). In addition, while De Vault (1991) discusses

how work is given social import ance over family —care, |l both

—socially necessaryl than music that i s po

198 Not all leisure activities are play activities. Sun-bathing on the beach, for example, would generally be
considered | eisure, but is no way involved in —play
ideas of —pl ayll {165 fore diddussiorzof time girailariied).0 0 : 15 8
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Many self-proclaimed amateur musicians also themselves insist that their
performance of music remain in the realm of leisure. When | asked Alex why he did not
consider himself a musician, he explained:

Alex: Not considering myself a musician frees me to just have fun with the music
and enjoy it for what it is and not have to put enough of an emotional and

psychol ogi cal [effort] .. 1 don*t want to
musi cian. Soe, nmahant ‘rse arseoanl Inyott ht o . I f 1 'n
simpl e, Il *m just doing it for fun and i

l “m not a musician.
Sam: Do you think people who are musicians then have sort of that stress?
Alex: Yeah, I thinkalitt | e bit ... I *“"m good enough in te
ability. |l could get myself to that | ev
wor k really har d.-defitionoallsw ne t judt epjoyiitt * s [ a ]
and have fun and to not actually have to work more than | want to or be stressed
about it.
In his discussion, Alex contrasts music as work and music as fun. He prefers to maintain
music as fun, insisting that his performance of music remain in the realm of leisure. He
thereby refuses the status and label of musician, which is associated with a certain level
of ability, talent, and professionalism, and with work.
Interestingly, the pursuit of music for leisure (as opposed to work) is more
commonly associat edawti idintriepll emeanit@atarmd st ro:
the professional musicians who are recognized within the music scene for their
commi t ment to their music. I n her explorat
music in Chicago, USA and County Clare, Ireland, Deborah L. Rapuano observed that
—musicians who are paadldd arsanrodd ‘hotnroaud ii tnigo r
they are the professionals who are entrusted with carrying on the authenticity of the

traditionll ( R&apuara further &sbussds ho’ t@eBignificance of music

as —l eisurel and —funl creates a cul tur al
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—professional Il a nRhpuarea260a 19%200). Theserdistenagtiand a@ n S
further re-enforced as few part-time musicians would choose the life of a full-time
professional musician for themselves, because of the work and financial sacrifice
necessary to follow that route. As Peter s
comments that it brings —stress./|
As a result, as feminist scholars have argued of the domestic, kinship, and other
work conducted by women outside of the —wo

Luxton 1980), the efforts, contributions, and labours of part-time musicians often go

unacknowledged . Thi s i s one r easothetfeorrm F+—mincedgeam * s
musiciansll in the title of her book. She e
research on local musiccma ki ng practices, as well as how

from musicians themselves in their naturalization in every-day life (Finnegan 1989:4).

The next section, however, shows that the performance of traditional Irish (and)

Newfoundl and music is a significant part o
me a ns o finterds of pursuing their lives in a particular way. Collectively, the

contribution of part-time musicians to the traditional music scene is also significant. As

such, the performance of this music does n
A.Stebbins (1992, 2007) refers to as —serio
a —careerll and —wvocationl in the perfor man

primary activity for fun, enjoyment, and socialization.
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8.3.2 Serious leisure — “It’s like eating and drinking and breathing”
A common experience for many musi ci ans

is particularly evident among musicians who began to play later in life and who must
contend with the obligations and responsibilities of their other pathways. This obsession
i's sometimes referred to as —catching the
circumstances, such as in the car while waiting at a stop-light. This experience is also not
restricted to musiciansplaying i n St . John'® s or iwhistidNsgewf ound|l
—The Chiff ®okipglelcoemed the term —Whi st
Di sorder (WhOA), I which included as sympto
times and in inappropriatesit uat i ons, I as wel |l aslasgehe prope
collection of whistles and spend time looking at whistle related web sites (Dale n.d.-b). It
also provides warnings against activities such as whistling while driving (Dale n.d.-a).

This —wbbkebBewever, i s expressed in many
Some musicians will listen almost exclusively to traditional tunes on the radio, CDs, or
MP3s, while walking, driving, working, and in many other circumstances. Hillary, for
example,comments—o b vi ous | y | | -esamething dbout that masion * t k now
when it‘s played well it just, I don‘t kno
like often | could listen to the same tune ten times in a row just to [learn the tune]. A lot

ofpeople think that's annoying. Il Musicians
music, sometimes to the detriment of other responsibilities such as making it to class or
getting to a meeting on time or to the annoyance of friends, family, and other non-

musicians.
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Musicians also come to organize their lives around playing music. Some choose
which cities to live in based on the presence of an active traditional music scene or will
drive several hours to attend a session if there are none nearby and many attempt to
arrange their daily and weekly schedules in order to attend sessions. For example, during
much of the writing of this thesis, | would not schedule any other activities or obligations
on Fiddle Group night in order to attend and | would plan my day accordingly.

Thus, although playing music is often considered a non-essential to life, as
Hui zinga argues, of —playl in general, it

It becomes the accompaniment, the complement, in fact an integral part of life in

general. It adorns life, amplifies it and is to that extent a necessity both for the

individual —as a life function —and for society by reason of the meaning it
contains, its significance, its expressive value, its spiritual and social aspirations,
in short, as a cultural function.

(Huizinga 2000:9)

Finnegan similarly observes of her —hidden

Far from being the kind of marginal and unstructured activity often suggested by

the |l abel _leisure’*, with its implicati
_real’ l'ife, these musical practices [ o0
upheld not by isolated individuals in an asocial vacuum or by people merely

tying to fill the time to _solve' the _pr

socially recognised pathways which systematically linked into a wide variety of
settings and institutions within the city.®
(Finnegan 1989:299)

19 Finnegan did not observe the struggles to find time for their musical pathways among musicians

playing a wide variety of musical genres in Milton Keynes, England as reportedby musi ci ans i n St.
(Finnegan 1989: 30 6) aunuSutlly activedtraditionad musidseeny withanr , has

abundance of sessions in numbers which, from anecdotal evidence, are only otherwise found in much larger

major cities and then in a much less concentrated area. For example, Toronto has numerous sessions per

week but these take place in different areas spread across the much larger city. Many of the sessions in St.

John's, however, are concentrated along two adjacen
minute walk away. Milton Keynes, on the other hand, has approximately the same size population as St.
John's and so inhabitants |ikely have fewer musical

the different tensions surrounding musicians musi c
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Even among musicians who did not speak so explicitly about a need or desire to play or
listen to this music all the time, they generally accorded a high importance to playing this
music and their musical pathways influenced or figured as a major component in the
organization of their daily lives.**

Musi ci ans performance of traditional m
Robert A. Stebbins (1992,2007)r ef er s t o a4 S$ebbous (&409a)e
how this type of leisure can be pursued in the capacity of an amateur, hobbyist, or
volunteer and consists of six characteristics:

1. The —occasional need to perseverel and

technique, or fear of performance, for example;
2. A career in the particular pursuit, marked by progressive achievement and

continuity;

3. The output of effort in order to gain particular skills, technique, and
knowledge;

4. The attainment of —dactuabzbtibnesoclhlenef i t sl s
interaction, belonging, and well-being;

5. The developmentofsub-c ul t ur es with particul ar —be
values, traditions, mor al principles a

6. The tendency to be highly involved with the particular pursuits, demonstrating
great enthusiasm and frequently talking about or participating in the particular
pursuit, often to the annoyance of friends and family.
(Stebbins 1992:6-8)
This |ist of characteristics onleltortdthe capt u
performance of traditional Il rish (and) New

throughout this thesis. As such, similar to professional musicians, the role of traditional

YWMusi ci an sn$oftikir ssrugglests findtime to play music can also be seen as a performance of
the empersoned ideals of becoming a traditional musician. In continuing to assert the importance of
traditional Irish (and) Newfoundland music in their lives, musicians are maintaining that significance, even
if they are not playing.
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Irish (and) Newfoundland music inpart-t i me mu s i cakiatoasvocationi ves i s
(Stebbins 1992:8).1*

In this manner, although part-time musicians framed their performance of this
music in terms of | eisure and fun, it is a
Musicians, for example, also talked about how playing traditional Irish (and)

Newfoundland music was closely tied to their happiness. As Alex expresses:

| “ve al ways recognized that having musi
wonder ful thing. There's many ti mes whe
it'*s a good day. And if | haven‘t playe
|l didn‘t accomplish anything. So, | don
but certainly | recognize this in mysel
t h satgdod thing.

When musicians do not find the time to pla
playing this music has broader affects than a few minutes or hours of fun while playing.

Peter similarly explained that he is more productive at work.

But agai n, | started off saying | *'ve beece
Because | ‘“ve always had an employer tha
music he‘s happier and he‘s more produc
and people knowit *' s a huge part of my |ife.
MThere are important similarities between amateur &
(and) Newfoundland music as an activity. As Stebbins (1992) discusses the two groups are closely related
and constitute a system more than distinct categories. Part-t i me musi ci ans’ participatdi
|l ei surell activity |l eads them down a similar route i
musicians all learn the same repertoire, emperson the same ideals, play at the same sessions together.
Differences between the groups are therefore a matter of scale in terms time, effort, dedication, ability, and
other evaluations of professional status, and there is much overlap. Yet, the recognition and status given to
professional musicians grants them a distinct position of authority within the system of relationships among
musicians. Full-t i me professional musicians' reliaonce on mus
introduces distinct challenges and opportunities, some of which were discussed above. Nevertheless, the
idea of —serious | ei sur etimenwdicans & mucheas amateerssandpalt-e act i vi t

time professionals, just as the idea of a vocation provides a useful way of understanding the experiences of
musicians on both routes.
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Musicians® musical pathways therefore sign
and their —vi timelmusicians stiuggledtosfind timedo plpyaStelibins
actually argues for the general encouragementa nd pr omoti on of —seri ol
21st century as a source of personal fulfillment and an enhanced quality of life (Stebbins
2007:134).

Amateur st i(mendrparetssi onal s) pursuit of
significant in contributing to broader social structures and cultural functions (see also

Finnegan 1989; Geertz 2005; Huizinga 2000). As Finnegan concludes in considering the

role of | ocal musicians in British society
_occupation® iotrut_iecrosn,onmwici‘l @ nssati vity that
even _culture" i's taken as peripheral, not
partly through the often-i nvi si bl e wor k of such people.. tl

andtraditons of our society are perpetuated and
Similarly, feminist scholars have argued that the unpaid labour of women has significant
influences on economic institutions, social structures, and even in supporting the leisure
activities of others (di Leonardo 1987; Thompson 1990).
The ties of traditional music sessions to institutions such as schools or churches
are not nearly so strong as the choral and band groups that Finnegan considers. There are
also significantly fewer musicians engaged in the production of traditional music than
women performing domestic labour and other activities. Nevertheless, part-time
musicians play an integral part in contributing to sessions, concerts, and other

performances throughout the city. Part-time professional musicians are often performers
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or organizers at these. Amateurs frequently attend concerts and performances as patrons

and supporters, form the primary host of volunteers at events such as the annual

Newfoundland and Labrador Folk Festivalb b uy | oc all musi cians CDs,
sessions. Wi thout these musicians® partici
music scene would be unable to continue in their current form. The participation of part-

time musicians within the local music scene is therefore essential to maintaining and

supporting a wide variety of economic and social processes.

I n sum, as seen with Alex's comment abo
music, representations of traditional music as a leisure activity are significant for
musicians. Some refuse to even talk about
reframe their playing of the music in terms of enjoyment instead of work. These
conceptualizations of music contribute to part-t i me mu s i c itafindtimetss t r ug gl €
play music and to distinctions in status and authority between amateur and professional
musicians. While the performance of music as an amateur activity follows ideas of an
—authenticl | ei sur el ytimemusiciansiwho are recognizedfsr pr of e
their dedication and musical abilities. Yet, part-time musicians also assert that this leisure
activity is of great i mportance in their |
subtle but important ways. Earning an income is then not the only way that musicians
—make a |livingl at their music, as these m
accommodate their musical pathways as much as possible; their performance of this
music contributes significantly to both full-and part-t i me musi ci ans‘ sense

and well-being; and the lives and actions of these musicians contribute significantly to
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the overall traditional music scene and therefore are of social, as well as individual,
significance. The performance of this music is therefore a seriousleisure endeavour that

constitutes a —vocationl and career for t h

For all musicians, the performance of traditional Irish (and) Newfoundland music
is therefore an integral part of both—a ni mat ee le xa rsd embf lifesAdrossa | 1 t y
all musical and local backgrounds, skill levels, ages, and genders, musicians expressed
their love for the music they play. Playing music, of course, is not always an enjoyable
experience. | have also discussed throughout this chapter how assumptions that music
and tradition should be performed out of love and self-expression contribute to many
struggles experienced by full- and part-time musicians. Nevertheless, musicians continue
to learn and play with overall enthusiasm each week, or as often as they are able. As
Finnegan puts it:
One common impression given by very many participants was that their musical
pat hways were of high value among the v
making was one of the habitual routes by which they identified themselves as
worthwhile members of society and which they regarded as of somehow deep-
seated importance to themashuman-b ei ngs ... From t he point o
individual participants and the | ocalit
pathways] ran, they constituted one set of purposive actions —an invisible
structure — actions through which people chose to conduct their lives.
(Finnegan 1989:306-307)
As discussed in the introduction to this thesis, when I asked Gerry Strong why he played
this music, he respoaddddthaki Agt asdl bkeate

those things you got to do.Ill None of —eati

compares his performance of Irish (and) Newfoundland music, are optional activities. To
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the contrary, they areessentialtos ust ai ni ng | i fe aseadd are t here

i mportance to them as human beings. |
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Chapter 9: Conclusion — Living with music
St. John's, Newfoundland has an active

scene developed, in part, through the influence of the cultural revival movement that was
active throughout Newfoundl and, and partic
1970s. This period was the culmination of long-standing efforts beginning in the late
1800s to collect, document, and promote Newfoundland culture and traditions. Irish and
Irish-American music imported to Newfoundland from the early years of European
settlement and more recently through radio, recordings, and Irish musicians who moved
to the Island in the 1960s and the 1980s had a strong influence on the local music scene.
The later arriving of these musicians, for example, started the first formal scheduled
sessions in Newfoundland. The practice of sessions was then adopted and embraced by
musicians i n St—eXdphossohkadnnghéonamber h
in the late1990s. During my fieldwork in the spring and summer of 2009 there was, at
one point, as many as seven regularly scheduled public sessions per weekin addition to
private and less regular musical gatherings that occurred. Reflecting the various
influences on the local music scene, musicians at these sessions play what I have termed
—traditional Il rish (and) Newfoundl and musi
Ireland and elsewhere, music that was more recently imported to the Island, and music
that was composed or evolved locally.

This thesis has offered an ethnographic portrayal of the lives of musicians who
play this music and of their participation in sessions. These musicians come from a wide

variety of local and musical backgrounds, ages, and genders. They also participate in this
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music in diverse ways, playing in different types of places, and attending with varying

frequencies. | have sought to demonstrate the deep personal and social meanings that this

music holds in common for all these musicians and the important role it has in their lives.

As such, this thesis has been organized so that each chapter, or set of chapters, considers

an aspect of musi ci @agsa part. | haveegptoredidwetiraeight hi s m
pl aying this mueinitions andatatis beaomeaentwaned wiheatd f

performance (chapters 4 and 5); how they develop social connections and integrate into

social networks (chapter 6); how they create a sense of place, culture, and belonging in

Newfoundland (chapter 7); how they develop a sense of well-being and happiness

(chapter 8); and, for some, how they earn an income (chapter 8). Chapter 8 thus

concluded by arguing that, for these musicians,thi s musi ¢ and its ideal
seated i mportance to them as human beingsl

Yet, musicians’' experiences in |learning
than this —romanticl i mage o0 2007 20@8b)musi c an

They struggle with learning traditional music and its ideals (chapter 4); negotiate the

politics of musicianship and status (chapter 5); contend with exclusions embedded in the

structure of the music and its social conventions (chapter 6); debate what and who

—belongsl (chapters 6 and 7); and struggl e
responsibilities in their lives, such as raising a family (chapter 8). These politics,

hierarchies, and exclusions are as significant to understanding the role and importance of

this music in musicians' |l ives as the feel
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The core of my analysis has therefore centred around three themes that weave
throughout the different chapters and that address these complexities. The first has
considered the relationship between being
(Bryant 2005). This relationship is based on the process of empersonment, discussed in
chapter 4. That is, learning to play traditional Irish (and) Newfoundland music involves
learning a repertoire of tunes, sets, techniques, sounds, and technical skills. Yet, in the
process musicians also |l earn to become a —
aesthetics, ethics, and embodied behaviour. Musicians also learn and share an ideal
—i magell of what t hiskouldbecaeditht ideal moutetogattieg of per s
there.

In particular, the process of empersonment is available to all musicians, but a
musician ideally should learn through the aural process, learning almost by osmosis from
their musical and social environment, generally as a child. Following such a route, a
musician should learn to play expressively and dynamically. They should also become
integrated into lineages of tunes and musicians. These lineages develop as musicians
become part of the system of reciprocity involved in sessions, sharing tunes, stories,
drinks, and sociality with others. As musicians learn traditional music, they also learn
how to distinguish between different styles of performance and different sub-genres and
the significance of doing so. In St. John
—Newf oundl and musicll as a distinct genre f
and through playing music in particular places, musicians also develop connections to

those places and their —traditions. Il Throu
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therefore creating themselves and being created according to the image of the ideal
traditional musician.
Musicians are also evaluated on their musical and personal performances of these
ideals. Through such aesthetic and ethical judgements, some musicians are seen to be
—better atl music and —betterll musicians t
ability, talent, musicality, and authenticity also contribute to such evaluations. Chapter 8
di scussed how, for many, professional trad
represent the ideal musical life. Such musicians are thus granted status and authority
within the traditional music scene giving them the influence to reinforce or challenge
particular ideals, albeit within the overarching image | have outlined. They do so as they
set the direction for particular sessions, encourage particular individual performances or
sanction others, and perform themselves for others to observe, absorb, and judge.
In delimiting ideals of performance, what the music and musicians shouldbe,
however, musicians are also setting limits on who and what belongs. Considering
differentwaysof—b el ongi ngll constitutes a second bu
throughout this thesis. The process of empersonment provides a means of creating this
—bel onging. Il As musicians are integrated i
also integrated into particular sessions and social networks. Many musicians also spoke
about a sense of belonging in Newfoundland they felt as they developed ties to particular
places on the Island. Belonging, however, is also predicated on the process of
empersonment; musi ci ans must —get 1 tl and be abl

play according to the appropriate musical and personal styles, at least to some degree. By
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implication, some people, ideas and places will be excluded, or at least not wholly

included. Particular ways of def i nainsenthe—goodIll m
musicians engaged in its performance. As outlined in chapter 6, the performance of

—q@ 0 onuakilt at professional sessions, for example, is associated with performances of

masculinity, thereby limiting the participation of women.

The boundaries of what —Dbelongs, Il howev
becoming —traditional musiciansll musicians
even harmonious group, although ideally the musicthey pr oduce i s. Hel en
argues, referring to sessions in IlIreland,

much as —s ame n&®&1lN. ThiBtatetbnecertairtyhdddStrue in St.
John's and charact er i anedfferedynd deatedabduthove y t h e m
to define traditional Irish (and) Newfoundland music; how it was related to
Newfoundland; how it should be played in the context of sessions; what constituted a
—goodll session and —goodll nmguwwhagcrecordmgsw —n e wll
and sheet music, should be used; and whether and how traditional music should be used
as a source of income, to name a few. Thus, even as musicians share ideals, there is much
variation in how these ideals are expressed.

Itisthrough t he process of negotiating these
—di fferencel that musicians negotiate thei
Musicians thereby demonstrate that they —g
the ideals necessary to understand and participate. Yet, in the process, they are also

negotiating wherethey belong and creating themselves as the particular type of
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—traditional musicianll they want to be. As

musician, Chris, about why he played this music, he responded that it was how he
—definesl himself. There were other musici
foll owed up by making a joke of Chris‘“s s

Steve: Would you be a reel now or a jig?

Chris: |l “m a slide man.

Steve: Wicked, right on.
Steve‘s comment reveals shared understandi
between Steve and Chris. While a joke, Steve was also asking Chris to choose howhe
defined himself through this music, by relating his selfhood directly to specific types of
tunes. Thus, as musicians are led down certain routes, choose to follow others or create

new paths for themselves, they create their own place within the traditional music scene

of St . John‘s and establish their musi cal
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Appendix A: Sample Interview Schedule

1. Tell me a bit about yourself and your family?
a.  Where you were born and where did you grow up?
b. Where‘s your family from?
2. Could you tell me your musical biography?
a. How you started to play music?
b. How you came to play Irish music?
c. How you started to play at sessions?
3. Where and how do you learn new tunes?
a. Do you associate these tunes with any particular people or places?
4. Why do you continue to play Irish music?
Could you describe to me your ideal session?
a. Tell me about proper behaviour for musicians at the sessions?
b. Does it matter if musicians are from Newfoundland or not?
c.  What about the audience —are they involved and do they include tourists?
Why do you think there are fewer women that play at the sessions?
7. What do you call the music you play at the sessions and what do you think the
audience would call this music?
8. Could you tell me what is traditional Irish music?
a. How is this different from Newfoundland music?
b. What is the role of sheet music and recordings in this music?
9. What are your impressions of what other people think about the reasons you play
Irish music?
a. Do you think they associate your musi
b. Do you agree with their perceptions?
10. What are your impressions of the reasons musicians play professionally?
11. Do you think the commercialization of the music or of sessions has changed them in
any way?
12What do you think of government policies
industry?
13What do you think of gover nmeantl proulsiicci e st
Newfoundland?

o

o
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