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Abstract
the musical

play traditional Irish and Newfoundland music at “sessions” in . John's, Newfoundland.

D id part this

I networks

belonging, and livelinoods. I show how, n learing and playing this music, musicians.

pe of person, thics, and

behaviours associated with ideas of “tradition,” “musicaity.” “communty.” and “place.”

hierarch “traditional

musician.” I argue that,

position within

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 Labrade
from. ince, the restof Canads
Trish (and) g i and
regional backgrounds
For example, i

y who play pr private ings. Musicians also

play awkward b

useful term ° 2
with, however, part

of their lves. Thisthesis offers an ethnographic portrayal of the musical lves of these

i

summer of 2009, Inthe process, | explore the muliple ways that tradiional Irish (and)

- i i

shared meanings and practices

“This st chap provides an ntroduction o the significance of this musie to

1 Lalso provide
Tl drawon
1 o’ iionalIrsh (and)
e
N ——

par o th provice.




this music. |

Asa way of introducing the deep personal relationship musicians have with

raditiona I i

bands,
5 fogs. Gemy'
i album as a gift w
age in love with it asthe
1 'was hooked.” Aferthat inital i began to leam
& " rish
, . Gerry had a full-t i but

nevertheless played as much as he could. He did not ive i St John', however, 5o was.

ble o atend L Yel, ways

I tunes. One day when 1 called h e had just

tumed on Clare FM, an rish adio sation, o listen and play along. When I asked him

it S
o ¢ prvacy.

o with yr
 lanty was  raditonafolk s band from reland dring he 19705

o



e

‘According 0 the Oxford English Dictionary, “lfe” refersto “vitality or animate

thing” life ).
Thatis,
music 3 iy.” In doing so, 1
“tadition,” “authenticity,” 7 “place,” and
— e
for example,
Yet 1
with themsel Far from simply being
play. That
and his music.
1989).Inis jon, and
y icians’ “musical
biographies,”




how musicians’ dis such,

their life-ways — past, present, and future.
“Musical pathways” captures precisely this idea of change and of direction (both

linear in musicians' lives (Cohen 1993:129). Vi

s i

(Basegmez 2005:70)

spaces, verlap in similar directons, meanings,or experiences, or run completely
different ourses (Bascgme? 2005; Finnegan 1989).
“The concept of “musical pathways” originates with Ruth Finnegan (1989 in her

exploration of “grassroots” musicians in Milton Keynes, an English town. Finnegan

pa “art worlds™ Becker (1982),
play i “worlds” of shared meanings and conventions, To Finnegan, “pathways” are “a

were led

they both keep open and extended through their actions” (Finncgan 1989:305). For

Newfoundland, only

cxample,




John's.

often referred to a partiular sssion known as Fiddle Group, held weekly by a group of

This

Finnegan 1989:306).

Ireland. She folows Vered Ami 994), who adapted Finnegan's concept of

lect 2005:61
h path 3! par

routes, 2005:61-62). Basegmez,
for exampl i
time,

2005:62). Musi Gerry did in
pursing.

achild.

! musi Jlows both Amit-Talai and

Finnegan. That i, these pathways may be individual and collecive, For example, cach

musician's pathway ndividuals’
pat hared and “familia routes”; “Some pathways
i " (Basegmez.




12005:60; Cohen 1993:128). I sce these routs or “wider, well-trodden pathways” as

hould be,for example. i the

‘whatthe pathway to becoming a “traditional musician”

find useful This
why
these choices
influence musicians” overal lfe-paths and lfe-ways.
h “ant

worlds™ i useful i

overthe
00: h

also be captured by the notion of “scenes.” According to Will Sraw, a musical scene is 8

with cach other

i (Straw 1991:373).

scenes, then, |

rlapping, di




from

that resull.
Further as deseribed by Basegmez,there are scenes within scenes (Bascgmez

2005:92-93). The session scene of St John's could be considered part of a wider

Canada, s Similarly,

John's and of

part ger network
Thus, scenes are

Their paths

interseet with those of other musicians at certain times and places and new scenes and

d within greater

milicu r  paths, which

repertares).In additon, since musicians’ pathways are situated within a larger albeit
i

) Finnegan 1989:308-316).

St John's, for example, may pr g




plces.* Th interweaving of

through

P

John's i Jture, and tourism

industries “traditional music” often appears to be the primary form of musical production

John's, oy

In sdditon, St. John's

* Many of my

Howeer,
the performance of traditional Irish (and) Newfoundland music

i

the love of

John's, Newfoundland

ot i his chapter, o

in St John' i d

‘musically),

how

*Therear, for xample matcans Sk, Johns wha laycacica, 27, ey 27, bos, I, rock,
erme, reggs, smong many aber msical gees.



their lives.

L1 Tunes and sessions

they put
! able, P “They migh
table, set up heir i A
comein and i bor bout th
weather, about ulin
who.
Th

gets the feel and stars

e or makesa yelp,
T
One ortwajoin n and the gt 3
The others dy orchat with one
ot
- ight. Morepins are
aer il the ight' s




Joha's.

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

Newfoundland music. While there is a “song session” that takes place at O'Reillys Irish

John', the sessions |

consider focus on playing instrumental music, referred 0 as “unes.” As Barry Foy

describes in his Field Guide to the Irish Musie Session, thesession i *a gathering of Irsh

Jaying formal seti et

»i ” (Foy

1999:13), While the musicians a sessions in St John's certainly are not allIrsh nor s

Rath bl i i oft

il drink, ct, and chat throughout the session.

One ofthe features said to dfine a sesion i ts spontaneity. That i, while a

recently thought o, of heard, i be

e night,in what order,or by whom, In addit

nd £ Asaresult, the

nd @

Lobserved one day in my field-notes:




Every time
g9k o B, m i whit Y e G, vt sy scilas, Whe's e, 5

(Ficld-notes, July 12, 2009)

more variable than others.
paid hosts.
pint o two by the pu Gary,a part-time pr
Jobn'sfor several years, deseribed 1o me

the various types of sessions tht can occur

“There's three different types... One of them s ' a gig, you know, There's
i h

Know. There's

areinvited o, 1 don'tsec thi
butl opens. They're fn. |
1
Youknow sood iy gpod tunes, good times, good Guinness, uu cnighs ou

e you Know el it s sl e b
o | s o o it T whale Pl of 5o

bedrooms by themselves, | mean, “cause that's how you lean, you learn by
pling v other popi) Ut b el sy Yo o
playing with people wt




John's will be

discussed throughout this thesis.

of music in Newfoundland. Briefl, h

tland, Ireland, and F

e

places (Byme 1991a; Osborne 2007; Quigley 1995; Smith 2007; Webb 20083; Webb

2008b)

often particularly emphasized among musicians.
This music was originally used as an accompaniment for dances but later came (0

1985:15-19)

19605

and i John's

ndings, radio,tl i o I 1991)

i, hor Jides,singles, and doubles. Currntly in

St.John's, the tunes that ar played are considered to be primarily Irish and




this music andits performance.

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

that 1

For example, there i Erin's pubon

feldwork,

1

Joha's, providi 1

place my own rescarch within various streams of thought,

Commn Jngth or e, Noweve, o o e unes.

13



1.2 Existing research and theoretical perspectives

lierature: the
anthropology of “tradition.”
anthropology. |
but L also consider othe fields where relevant
1.2.1 The anthropology of music
1964; Netl 2005:12),
performance of traditional Irsh (and cians n St. John's, |
Ind 1do not mean
ibject of, and source of
As partof this
i i s therefore indivi nd




which they play. Many musicians, for example, focus on playing specifically

1 wnes. T expl Newfoundiand, the
sigificance oftis ion for musicians, as well it “Iish”
o Trish (and) e,
as T will show,
" and
local ditonal
pology icology. The i “Westem™

the music of “other”

I i for example,
documen, preserve, and promote the “music of Newfoundland.” In his book The

Masic, an .

culture” (Merriam 196+

1964:32).

ethnomusicological research and the “anthropology of music” (Merriam 1964; Nettl

2005)*

ot Blackin.
{hecontextal oy of sl Usin his earch it the Venda of Soulh Afc, b discusses bow.




The notion of “culture,” which Meriam used unproblematicsly, however, has

for example, Abu-

Lughod 1991; Clifford and Marcus 1986; Gupta and Ferguson 1992; Rosaldo 1993; Said
1978; WolF 1982, 1999). Still s Martin Stokes suggests in his discussion of music,

identity, and ethnicity, “music is socially meaningful notentirely but largely because it

which separate them” (Stokes 19945:5). In other words, musicis a means by which

‘musicians form a sense of something they describe i terms of “culture” and assert

dife i “culures.” n tum,
1. This
1 and societa practces and p
1994b:2-4) i the
pe just music “happens” (Stokes
1994b:5).
of

interest to many scholars (Basegmez 2005; Cohen 1994; Dowling 2004-2006; Frth 1996:

Leonard 2005; O'Shea 2008 Stokes 1994a).

How

dentity (Colton 2007; s Pocius 1988;

‘Saugeres 1991; Thorne 2007

Wiy Sy Sng?




“Irishness”

ary

expressing “Iishness” and of eclaiming one’s Irish roots when performed outside of Ireland

1004-2006; Leonard 2005; Ol Shea 2006-2007,

20086; Raguano 2005; Wikams 2006)
ake seiusly the e by Rogers Brubakerand Frederick Cooper (2004)

reganding the analyticalus of “idetity.” Theysae,“enty.. ends 1o mean 00

much... ool o noting at l” (Brbaker and Cooper 200428, Following their

lead, I3 “ 3 ot

clarity”

and Cooper 2004 per, for example

“identifcation,” “categorization,” “self-understanding,” “social location,”

“commanality.” “connectedness,” and “groupness,” among others,as a means of gaining
analyical specificity and clrity (Brubaker and Caoper 2004:41-48).
i !
e and identity pr ploring
pa s (1996)
He sates that “music. i ind the

individual in the social” (Fith 1996:109). This understanding of music is based on the




musicis  means of experiencing this “self-in-process” (Frith 1996:109). Through musi,

shaped by the historica, socal, cultural, political,
they play (Frth 1996:109-110). Fith's approach therefore allows me to explore

dividual

play

production and the music itself
o

and it study. In the firt, discussed by Stokes (1994b) and a the forefront of Frith's

of other meanings and practices, such as individual dentiies, for cxample. The second

face, discussed below in greaterdetal in elation (o deas of “raditon,” holds the idea.

As Frith

discuses,
ethics (Frith 1996:124). What “sounds right” i the performance of music i leamed and
wthent

debated reativ t0 deas such as what is “traditional “Irish,” or

“Newloundland,”

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

songs
1983208; Story 1988)




the defiition of “music” as a concept and activity itelF i negotiated (se, for example,

‘Auali 1985; Blacking 1973; Kingsbury 1988). Finally, the music shapes musicians'

P .
for cxmaple et
‘another. 1 thus expl playing music, what
happens, what it means, and how it is siructured and negotiated.
1.2.2 The study of “tradition”
e concept o raditon i a significant component n negoiations over the

performance of “raditional” Irish (and) Newfoundland music. There i both academic

pop i Since

the 19805, ‘waditon” as sy " (Handler

and Linnekin 1984; Linnekin 1983). My own approach follows this dea in exploring ow

the qualii

vaditional Irsh (and

Seered otod he s
musie (0'She 2006-20078). Howewr | comsider how the musi shapesmusicans’ exprieces hrough
{hesc asocaed mesnings.




Keywords: 4

Raymond Wil “tradi

particularly diffiult word” (Williams 1983:318). Nevertheless, Williams continues his

general process of handing down.
¢ (Willams 1983:319
folkdore many
of however, additionall
the materil
at the qualty of
1984:99-100) tata ers

il the later part ofthe 20th century (Handler and Linnekin 1984:273-274)." Musicians
in'St. John's also apply “traditon” as meaning the process of handing down and the

“materal” handed d e

old,”“duty,” and “respect.”

C i and s

e Herskovts onceproclaimed hal “oe synonym forcltre i radion” (Bromner
200097 As el the

e “radiion”




Linnekin 1984:274). Renato Rosaldo discusses how the concept of culture in

polog

subject (Rosaldo 1993:201), Primitive

“waditionl,” “other” have been used in contrast
o “civilized.” “rational,” “us” As outlined by several scholars (Handler and Linnckin

1984; Sahlins 1999),this dichotomization isseen, for example, in EB Tylor's stages of

nd

authority. Although fonal™

With the i “uradition”

“modernity” and simultancously devalued as the thing that was holding the “others” back.

For example, W.W. The Stages of

A

firstof i rof

also often asociated with nostalgic ideas of “community” and *place” and such

musicthey play. In addit “tradiion”

History.



“The sccond consequence of conceptualizing tradition as a core of inherited

culture raits™

described, Linnckin 1984:273).

Anthropologist Franz Boss, for example, hoped to collct the tradition and the cultre of
e s

“moder”

ather than o

sought o “identify
understand our own and our subjects’ interprtive models” (Handler and Linnckin

1984:274). This approach also refied extensively on ideas of “authenticity” andthe quest

o = olkl
199 lar
lect, " though

they debate amongst ane another precisely what this means.
h

- (Bendix 1997:14). Rath

“eultures”

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

T Authnticiy,” ke “radiion” has ben aplied i many ways over e | dscuss troughout his thesis

t ndivkal o grops rpret snd cploy the e of “beniiy”(Edeior 200 Ffe 2004;




1984; Linnekin 1983; Rosaldo 1993; Said 1978; Wolf 1982, 1999, 2002). Handler and.

Linnekin, fo " agai - view of tadition,

e suggest

past
inseparable from the interpretaion of tradition i the present” (Handler and Linnekin

1984:276). Through Handler and Linnekin's approach, “tradition” is a constuct o idea

N .

(Handler 1988; Hobsbawm and Ranger 1992; Rosaldo 1993; Williams 1977; Wolf 1982).

Raymond his book

(Willams 1977:115).The disemination of this selctive tradition depends on ts

e famil e 1

I (Hobsbawm 1992:1




“authentic”

‘whereas those that are obviouslyinvented ae “inauthentic” (Handler and Linnckin 1984

Linnekin 1983; Ray 20054, 2005b). As Ce

‘meaning to those who emotionallyinvest s pracice” (Ray 20054:6).Inadition, Handler

and Linnekin 1984:276). These various scholars shift the focus fom e stdy of “vaditional
Societies” orof “tradiion” 0. rical focus on the ol of “radition” in societies and in

individuals’ lives. They by whom, and why

mportanly explored bow concepts such s “authenticiy” or “tradion” are employed in

i how the

scarch forthe “suthentic” or“raditional” are important i shaping peoples lives and

2007;Lindholm
2008; 'hea 2008 Ray 20050 2005b).
Folowing Handler and Linnek :
- kin 1984274).
thicity” "
Ferguson’
s, “asamlysts, account for




powerful erysallzation of group fecing, can work” (Brubaker 2004:10). Thus, while

“tradition”

i Twillattend 0 the.

they app!

“traditional”

how this shapes the ole of this musie in thei ivs.
lture” and

Tacknowledge that there ofienis such a thing as “tradition” or cven

duals, and often

“authenticity” n the hearts, minds, and bodies of musicians,other

myselftoo, i this music. As suggested by Roge

Brubaker and Frederic Cooper (2004) and argued by Regina Bendix (1997), however,

1.3 Thesis outline

traditional music in St. John's,

music and with ideas of “traditon.” Chapter 3 then outlines the methodological

approaches I used during my feldwork, which strongly influenced how I observed and

fieldwork, i

W inmy 1 i issues that

fice as a result of this participation



of

musicians’ musical

in'St. John's. Each chapte, o set of chapters, explores a different aspect of musicians’

lives that ar influenced by these pathways.

performanc.

John's. These

foundation for an interprety musicians”

chapters. Chapter S, in particular, considers how tensions and comparisons between the

also show how,

music scene politcaly, socially, and musially.

heir lives,

. In partcular, | expl




Iiherchy show

the different ways of

7.1

o

consider the many ways that musicians define “Irish (and) Newfoundland music, how

ercating asense of identification with the place.

Texplore the

tensions among ideas of “work,” leisure,” “authenticity,” “tadition,” and “music.” how

pethway:

i o —

alke, sy

construction of thir life-ways.



Chapter 2: A brief history of traditional Irish (and)
Newfoundland music in Newfoundland
“This chapter offers a ough historical outline of “traditional” music in

15005 t0.2009.

Trish (and) St John's,

such as “folk,” “country,” and “rock” where they are relevant o the historical context of

“taditional” music."  show how music in Newfoundiand has been influenced by

musical, socil
i i local
Joh'.
2009
2.1 Early settlement to confederation
‘ The musical history of 1500810 e
Isand's st ”
E

began in the 15005 when fleets from Westem Europe were

il exl
s s categry s apposed o Tolk” o “popular” o othrs.

28



199171 st
around the
nd). Th e
M d d
following the Treaty of Utrecht
int 1991:72). By 1
resultof Trew

OhAlmhurdin 2008:34) Thisstlement coninued n growing mumbers rom the 17005

10 1831 (Mannion n.d; Nemee 1991:77). St John's was a primary point of debarkation

for many Irsh,

thern Shore, Tr Mary’s, Placentia Bay, Harbour Grace, Bonavista, N

Dame Bay, White Bay, and the south coast (Nemec 1991:75; Rowe 1980:222),

- e

of rsh i, fo o n

presence of Irish language songs onthe Island that were likely brought by Irsh vsitors

inthe i s until the 19705

(OhAllmhurdin 2008:35-36). I addition,local musician Chrstina Smith observes in her

anicle  that

u W iive o
il sl the Northern el of e and sround 1000AD,

2




o Jand,
Newfoundland These
Newfoundiand.

" than
Ircland. As mentioned,the Englsh,
i Newfoundland's
Mannion ... Inaddi

1831 (Mannion n.d; Nemee 1991:77) Settlersfrom other aras, however, continued to

Highland Scots, for exampl

const 18405 10

I the oral

s well as English, Scottsh, and F . with

some areas of the Island

al Newfoundland musician who toured briefly in Ireland recalled

2007:189), A profes

ing s pot for

han
Iclephone game played by childen).



out, along with local

' While fddles
= gely rep i 007:149). The accordion
Europe,
Smith 2007:149). o
better heard (Smith 2007:149).”
Newfoundiand,
e contact

in 1897

the 19208 and Tat 1975:xi)

e Quig
{3 Newioundand.

efered o s
inveted inVieno n 1829 (i 2009-$1-88). Dorts Ml Fat (2009 proides  deaileddiscussion f the

hrough
Brouei poreived

Shewhers.



available by the 1920

the US, England, Posenand

Taft 1973; Webb 20085; Webb 2008b). Radio shows like the Big Six and the rene 5.

"

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

“Fiddling with Technology”™ howw Cape Breton music the Don Messer Show, couniry-

007:195-198), Musi records
Jso be ordered

Tan 1973

musie st

“by car” and add o ther repertires (Osbome 2007:190-191),

‘The American miliary presence in Newfoundiand during World War I also

e bases, as well

s anew radio station (Posen and Tt 1973).Jeff Webb, howerver, warns against

ways that

England, and

elsewhere (Webb 200825 Webb 2008b). St John's in particular as one of the main ports,

had places. In their repos

“Newfoundland Popular Music Project” Shelley Posen and Michael Tafl write that “from

- ISt Joha's] was pr ically speaking, as

- he



Taft 1973). Thus, people in

performed. As
states, “traditional” music had been transmittd from gencration to gencration, but
broadside, sheet books, phonograph, adi

continuously introduced new forms’” (Webb 2008a:119).

However,

repertires,

traditions of Newfoundland. L lin

The St. John’s

Advertiser and Fishermen's Guide: A Racy Linle Song Book by John Burke in 1894, sold

atthe Prescots Street Auction Mart n St John's (Gregory 2004:010; Saugeres 1991:92).

Several P in the carly 20th e
Gerald S. Doyle’s Old Time Songs and Poetry of Newfoundland in 1927 Elisabeth

Greenleaf’s Ballads and Sea Songs of Newfoundland in 193%; MacEdward Leach's Folk

oastin 1950; s Songs of
e i 1967; and Maud Karpeles' a
| in 1971
‘ conducted in 1929 1930
Newfoundland 200
century.
Nevtoundand Gregory 2000,



i storie, facts, and tall

tales of Newfoundiand, acting both a a folklorist and a promoter of Newfoundland
“culture” (Webb 20086:95-98). Smallwood stopped broadcasting in 1943, eporting that
" i lacked

confidence in themselves” (Webb 20080:104). However, the point isthat  conscious

interest of!
musicians were adopting music from beyond the Island.

T i 157510

places.

* particulary folk-songs.

sawa continuation of thisintrest, by some, in the “raditions” o th Island. Yet, many

listened to “aditional

Newloundiand music.”

2.2 Post-confederation
joi 1949, isoften




" (Cox i " one

‘musician commented o me:

| i and idn' it, you know. “Oh, you

X Those old
songs, you wouldn't want o be listening to those old songs.™
| peopl
007:140). Wesleyan

“raditional”

dances us  context for this music (Cox 1980:57; Quigley 1985). With a changing context

‘ " ;i s,
00719,
hough inloa diions, “radiona”
E—
07: St 2007140 i S
- and others’
bt p

s modemiznion”

s
prcices Ay Wt e o sl o he 19705 b gty fom e s

fComdn g Network CT) il o e Beedesting Coportion of
Newfoundand (BCX)




" Irish and Iish American

a strong influence on music on the Isand. 785 of “old-

tecordings by
troughout ; 007:197). The MeNaly Fanily
pa nd
sl 7 John'sn 1953 (Byme 1991a:63
Jof MeNulty Family Jayed at

St John's today (Byme 1991a:64; personal obscrvation).

I, durin the 19405 o 1960s, Iish and rsh ic, along with
bome 2007198

199), it play ost,
007198

“Tddies?” a

anada ond the ock

music (Quigley 1985:103-104) I addition, musicians from Newfoundland were

Irish and Trish wellk ician Harry Hibbs,
for example, recorded his fist albun in 1968, made up
1991:64.98; Tafl 1975).
communites, radi st

John's, was growing. Omar Blondahi recorded close to ity of the songs from the Gerald

Fidder
ply e rsecordin.




. Doyle Sangbook between 19535 and 1965 He also collected local and popular folk-

radio st
1991).
1975:xvii). CBC he
Circle in 1964, feauring bands from St. John's nd
001). There were also @
Accordionist Wilf Doyle, for example, igs

Reels of Newfoundland” in 1956 (Tafl 1975:xvii). There was thercfore an increasing.

“wraditional

by

and “fol i , such

Newfoundland.

hi the decade after

‘confederationalso brought new venues for the performance of “traditional” musie with

s in St.John' Frank Mah

became the manager of the Harbour I n St John’s in 1959 He would often allow

1998). His biograph P h ‘

were always Frank had hi iy

it outfor  tune and countlesssessions” (The Mahers Bahers: Frank Maher n.d.). The

Harbour Inn,then, introduced the pubas a venue for the prformance of this music




n “wraditional ic” performed in

“traditional” or “folk” music from Ireland and Irsh America, along with other genres,

through radio,recordings, and other media. A small number of musicians were, however,

pos
large role in th revival ofthe decades that followed.

2.3 The folk revival
ing i “traditonal
o “wadiional  continued into the 19705 and aer
. ’ Joh'
it big thing here, it was not at all popular, i you'd
Whatever” Similary, musician Billy Sutton rcalled
how there i i i »
the 19705 and 19805,
guy when | i hel
i .. iy Ldon't
Know of anybody in Harbour Grace thatcver played tunes, | don't know ‘em, '

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

it was the new thing, 5o the traditional thing sarted to dic.

“other”pl aditional”

i the lives and practces of many musicians and isteners.

8




“The late 1960s and 19705, however,also saw musicians, particularly in St John's,

They

“This period

19th century. In additon, &

a foeus on “local” traditions, music and musicians from Ireland and other places, as well

Newfoundland as

Iways had, as clearly seen in Alex and Blly's recollections.

Nevertheless, Paul, a mus e 19705, recalled

time. The establishment of the St. John's Folk Arts Council in 1966, later t0 become the

‘Newfoundiand and Labrador Folk Arts Socicty (NLFAS), marks a formal realization and

' A newspaper 1968

John's Folk. i fully

conscious of Folk hes

 (Daily
News, December 31, 1968). The ideas expressed in this quote and seen in the desire to

" “traditional” or “folk” ideas of “tadition” as

The 8. John's Folk Ars Councll (SIFAC) e became the Newfoundlnd and Labrador Fol
Cw:H ALY I 208w el s e i, e Ko oo ol A




Folk

brought 2 deas of “heritage” and

“uradition” and their significance.

terest throughout the 1960s and 1970s in *folk” music and culture, leading to the

ercation of The SIFAC

response 1o the federal government'screation o the Canadian Folk Arts Councl in 1964

the 1967

009:93). il was headed by

fourteen upper-middle-class individuals from St John's iterested n °

preservation” “ - @Bill
2009:94)
“traditions.”
FAC “heritage”

and “raditons” in the 1970s led o the growth of bands that performed Newfoundland.

“traditional” and “folk music.” These bands were part of the ongoing contextual shif in

» ¢ homes to public

performances: from the kitchen 1o the sage” as one musician observed. The St. John's

Folk Musi for example, began in gath

per 1986). This “folk




night” the NLFAC.

of the St. John' Labrador Folk Fe

began in 1977, While the fesival at that time had nowhere near the formaliy of large

s a formal \
context for traditional and folk music.

One group that featured prominently in the revival in Newfoundland was Figey

Duff. Figey

19705 and 1991

the recordings from Newfoundland of previous generatins, such as those of Harry Hibbs

and Wilf Doyle, to be boring (Saugeres 1991:104-105). Instead, following bands from

England a

rock

1991:129). However,they also collected songs and music rom traditional rural

‘musicians o include i ther reperoire, thereby focusing on “reviving” Newfoundland

raditional and fok music (Saugeres 1991:137). The example of Figey Dufl demonstrates

beyond th .
with bands
aim o preserve and promote “Newfoundland music.
which Figey M h
" Minnie White, were

“discovered”




Allleamed thir

held; Emile Benoit in partcul

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

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

ity Through

i and “folk” music was.

growing in Newfoundland.

" there was.

also growing interet i “traditional Irish music” in Newfoundland, folowing it revival

1991:101

bands th very popular
throughout the Island. As Gary told me,

A whole bunch of Irishmen, probably about six or eight ofthem who had been in
“Toronto and who had cither met people from Newfoundland or who had, they'd

d lay musi... Ralgh OB, Chi Heessy, Fergus O'B,

O'Relly, Dennis Ryan, a whole bunch of these guys. They were in i

e S St o Ro's Py, rups ke . AL seme
lotof

groups like the Claney Brothers.

Pat revival of

i in the 19505 being the irt (Osborne 2010
“The Sons of Erin played thei first show in 1969 and Ryan's Fancy in 1971.

Ryan's i BC

John's recalled:




Ryan's Fancy, they were a rea big hit because they were on TV as well s in
Jaces like the Strand L Jon Mall

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

folk-songs, doi Joha's.

were thi

oh great our own musical heitage” and strted inging Ryan's Fancy songs.” The Irsh

Fancy and.

Viewed by many people in Newfoundland as Newfoundland music

Newfoundland. ol

Irish orgins

Irland.

Kevin Broderick, from Bay de Verde, was well-known locally and n St. John's for his

o

repertoire of Irish

Bands such.

they Ieamed from recordings of Irsh groups such as Planxty, De Dannan,the Bothy

Band, Tiekle
Ircland and Newfoundland, ecordi first
album in 1979,
i h
fessional




recording Irish (and) Newfoundland music

deas

well why not instead of having everybody play at the same
time v il e popl o ks e sl s o would e
h

i g g e s
ol mageto g bck oo s e into jgs or something. . he actually

Of course, Paddy Moloney from the Chieftains said, well | can do this. )
And 0 you got, i caught on! And you got roups like the Chiefains and Planxty
and D Du in the 705 figured, i

Thereisa

[ her

ot of Newfoundland music, or

'OF course, Newfoundland
‘And that's still tru. I’ ongoing. Inother words,
whats i

Jeremy's

suble ways, bu i L Tickle

mariage of rish and Newfoundiand traditions. The band is acoustic, but doesn't shy

avay famili " (Tickle

Harbour nd). Thi

populariy in Newfoundland as a esultof bands like Tickle Harbour that incorporated

i Iish music, along with Irs trish




context (Byme 1991)

I raditonal
It i s,
John's
i
Fancy and T
Jsewhe ek  recordi
the growth
t. John' ocal record
industry o preserve and promote music in Newfoundland.
2.4 Pub sessions and professionalization
19705 and
John's s Fancy, many other
the 1990,

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

blucgrass; Great Big Sea in 1993, playing folk-trad-rock in1996,

000, playing Celtic-rock,

others.
playing at pubs in St. Joha's at venues such as Erin's Pub and O'Rely's Irish

Newfoundland Pub.




e oumber of

1970s. Pigeon |

Inler 1979, Inc, was
sarted by musician Jim Payne in 1989, and Amber Music formed by Pamela Morgan,

ita Best, Figgy Duff, and Andre Wall in 1991

studios also became popular in the 1990s in Newfoundland.

. new groups.

Var,

for example, was formed by a group of musicians who played together for fun a Forestry

1997 record
led Island

Island: Traditional M »
been leaming, playing, and recording traditional instrumental music. The Dardanelles

who released a self-titled CI in 2009 represent one such group. Finaly, individual

Ds

G,
{nthe creton of hs D,




‘music including Daniel Payne, Dave Penny, Alan Rickets, Kelly Russell, Christina

‘Smith, Graham Wells, among others.™*

e with a focus:

B

(O™Neill's well-known rish tun books, for example, were fist published i 1903. With

in the past

- Newfoundland. Kelly

sy like Tiekle

Harbour, the opening of Ern's Pub in 1986 indicates how pubs became an increasingly

“This pub, which will detal latr,

L “was the
hotbed for about 10 years of Irish pub life.” It provided a venue for new musicians to
perform and “cut their teeth,”as well s for social iteraction and netuworking. Along with

the growth of pubs, sessions became an important context for the performance of

informal formall

scheduled sessions began in . John'sin the 19805 and 19905,

 Wellknown s ipe Pacdy Ksena ls ecoded isCD Na Keen A n St.Joo's i 1997,
podaced with o s o o masicinsnd e f Tkl s, Do Wat. T CD s
s and usicins fom Newloundand (PaddyKeeran.com 2002)

@



raditional Irish di

1950s and 19605,
Shea 2008b:43-47). Hazel
Faisboim, b
Comhaltas Ceoltiri 1994:581-584) 2
Regardless of
music across Ireland.
rish
Creagh, a fiddler, and Rob Murphy, a flute pls
John's n 1988 and 195 tively of 1spoke with

recalld:

o whars i donf e e comefom?
1l that

S R iy A o e
eah, that's where the idea came from, It was Rob, and al hat crowd.
Secamus and allthem,. It was a grat des
forkion

Steve: Oh yeah, I'm loving it

¥ 1951 wit e o
flrng nsirocton,

“Th oranzation,




i in the.

Newloundiand.

1990s and 20005, some associated with NLFAS and thei Folk Night and others run

independenty.
Bridge's Pub (enamed fo Brendan's,now called the Petr Eato's Pub) the Captain's
Quares the Blamey Stone, and the Ship nn renamed 1 the Sip Pub). The Ship
InfPub s becn  poplse e ave the ycars, hosting Fok Night and i sessions,
icinthe 19905, There

University of

Newfoundland,

the session at O'Reill’s Irish Newfoundland Pub on George Street, held on Saturday
nights rom the lte 19905 up unil 2008,

H Reilly';

John'stoday. By

Joha's,recalled:

bar... And here k babl




or six years, [ would
have been around, alot e vt el vk You e how

every Wednesday night, he’s been g 1 ot 30 youn. S ik oo s
dht and et o wecoud do it n S Joh' o, we coud hve ht mode
. Tye gotto
ki and | nod  hundred bucks” and you know, “how can 1 o ha,
O oow. gy

et s e oo

Brian'

pubs,

musicians’

“explosion” St John's that will

performing,

" Trish
0 e, s

Treland. | now

the music

Scenc(s) in . John's during th spring and summer of 2009

2.5 The St. John’s traditional music scene in 2009
- i

Night. On Monday

0




August,there was asession at Erin's Pub, On Tuesdays, there were free sessions:

s Nautical Nelle' n th

on P, i well

asFolk in the evening. On
Erin's pub. On Saturdays there were two sessions: one at Nautical Nelle’ in the

hough this |

ended in carly June. Finally, on Sundays there was an aftemoon session at Bridic
Molloy’s.

Lattended many ofthese sessions nearly every week from May to August 2009,

Nautcal Nel
\ place venes
and » raditional Irish (and

Johrs

25,1 The downtown sessions

ein's Pub, Navtical Nelli’s, Shamrock  Bridic

Molloy's. They had a high

and musicality, hosted all o

St.John's o cither Water Sircet o

George Street, While |




forties,

professions o sei-
) 8 bands, beginnerin
county also
cicalaly the Fridsy Ern's Pub. A
mixof:
sesions. imarly male. Tatended at

Bridie Molloy's,the average proportion of women was 20 percent, and over 15 sessions
at Erin's Pub the average proportion of women was 26 percent. | include myselfin these.

e women when | played.

2511 Exin’s Pub

session at Erin's Pub, located on Water Steet. This session began officialy in 2000,

Sessions at Erin's before thi time, oflen on Friday nights. The session was hosted by

Graham Wells,  well-known local accardion player who also played with the Irsh

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

dynamic of i having builta

" i Friday night T saw it gr



=

was usully the same every Friday evening.

P
band
Hewasalsoa
Erin. The p L witha stage

i the back righ Video Lottery Terminal (VL

Water Street “Iish”
decorai ster for the Michael C

behind Call
in much the same form throughout the period of wrting)
From early October, 2009, e

Session from 7:30 ~ 10:30 pm. at Erin's. This session was hosted by Billy Sutton,  well-

Known mlti-instrumentast who also played in Celtc-Rock band the Fables. The pub.




the night.

held, joi e The

‘musicians and without the Friday night crowd in the pub.

2512 Nautical Nellies

one

on from 330

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

spring of 2009,

2009 and.

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

1 sd i willbe
Erin's
Pub, i i “open o
" well
very high-

calibe,

“The pub was located on Water Stree, ot fr from Erin's, on the opposite side of
the stret, It abelleditself s a “true English-style pub.” serving food as wellas drinks

(Nautical Nellic'sn.d.). It was decorated with a nautical theme throughout, with dark

The edge



. with

a small space between the bar and the windows looking out on Water Sreet, enotgh

d. This space
often st It was small, maybe si feet by six feet, though I saw as many as seven

musicians squeeze ito the area.

2:5.1.3 Shamrock City

0.
on Water Strect, but further west from the other two pubs and ncar ane of the entrances to

Tever went from

with bright

L ¥

“Shamrock City.” When I went inside, however,  was surprised to sce that it was quite

A the bar
tookupa L et i by the window,
@
T, The pub served
f June

2009, iy
pm. s

“allare welcome, h i i s more:

55



ot a big vemue” (was 20084). | only atended this session onee before it was cancelled by

Nautical Nelie's,

sides. i pints w
very good, refrring particularly to the Guinness.
2.5.1.4 Bridie Molloy's

“The session at Bridie Molloy's, ke that a Erin’s Pub, began in 2000. (It was,

however, cancelld in December 2010.) The pub itself was located on George Stret and

from the entrance, o

centre of the pub. There was seating avalable throughout the pub, some with lmited

anarea per However,

‘musicians would set up their table (0 play. The session ran from 4:30 ~ 7:30 pm. on

It

Billy Suton

often drews tourists for the session as did its extensive men of Irish-themed pub-grub and

The occasional g

the session, but not so many as would come 1o Erin’s each wek.




The audience:

‘musicians. He i
festivals were happening.

I
attendance,
sessions. Yet, perto

X Joha's. These

the Georgetown pub, Auntie Crac's, and Fiddle Group.
2.5.2 The Georgetown Pub
ways. fon n St.John's
i that was not bt

Hayward Avente,

thought of as a neighbourhood pub, one musician explained,

“That pub, it has tamed a lotbut




VLTs di igh

* The musicians

The pub cat, Tuffy,a.

i
purpos
to:an extent, by the session musicians.
. one of whom
asa venue. play,
charge. T
bout $:30 i 100 pm.,
time. The i 33 annual Labrade

Folk Festival program as “very relaxed for allskill lvels,” was open (0 allplayers,

s Society 2009:37),

5 it was formed varying skills, It

lterin e



fifty. Many

were from “away.” meaning they were not born in Newfoundland. Several visitng

the gender
1 (The G
writing.)
2.5.3 Auntie Crae’s
Tuesdays,
and the Tuesday Nelle's session.
carly aft ly around 12:30 - 2:00 pm. It had 1999 when
Auntie Crae's Tocation on Watr Street,
Brien’s Music St
2 a pecialty foods

Store,” that lso served fresh coffce and ta, sandwiches, soups, and a wide varicty of

baked goods. Adjacent 0 the store was the “Fishook Neyle's Common Room,” a room

i small and seating and Tooked out onto Water Strect

. . Iyto

the left of f the city,
he




and a bodhrin. p
alitlered “musicians’ seating” sign on t on Tuesday afternoons and this was where the

musicians would sit.

2 e’ “Auntie

Crae's House Band,” featuring Frank Maher and Stan Pickett on accordions, Andrew

L d Rick W

join forthis session, but those four formed the core group. The comments on

I 2 unes or 200, Come

toplay. o e b

delicious!” (Aindriu 2006). Occasionally the musicians would sing a song, o one of the

w
other sessons.
was often
sofillon
the amosphere
Y came to know
one
e’ you




the audience,

was also older. The ages of the Aunte Crae’s band members ranged from their fiftes to

cighiies il
atend as well. .
he
senderratioat 2 i oo 15
percent women a the sssion ecorded over leven sesions.
254 Fiddie Group
1

scencs. i Fiddle Group” my
feldwork his group for app

-+ £roup of ive people who

Universty

o ‘s home
por
wnabie o 4
siven wock, b five o fifeen.




ope learn and play was

welome, o prior skill requird.

cighties, with most being between thirty and ffy. Several members of Fiddle Group also

e gender ratio

hasmy own
paricpaton i the group.)
2,55 Other venues and events
han
Joba's These fesival Folk Nigh, and
folk music. 1 Fesival held on July 25t

4 261h in Ferryland.




folk, county, Celtic-tock, Celi and raditonal

33rd annusl Labrador Folk Festival held i Parkin St

, ly “folk” music.

festivals that 1 did not ttend include the Trails, Tl and Tunes fetivalin Noris Point

(held May 1423 Eastport (July 10

~191n.2009).

Folk Night was a regular event for the performance of “folk” music, which often

fieldwork.

and was late taken over by NLFAS. It has been taking place on Wednesday nights  the

Ship Pub.
night i » Lattended
y Ireland,
and Lynda And a g Islands
and reland, espectivel I
local They
Islands. i 4

St.John's, including Erin's Pub, Bridic Molloy's, O'Reilly's Irsh and Newfoundland



Pub, and Shamrock City aso had regular performers on most nights of the week, often

purpose of playing some tunes on a couple ofoccasi

St John' ives i However,
next chaptr,
the basis ofthis thesis, my focus is primarily on the many sessions in St. John's. | discuss

 off

some rflections on hov these influence my analyses.



Chapter 3: Methodology — Playing the field

This chapt

felduwork. 1 “entered” the fild, however, long before my rescarch was conceptualized

“This chapt s these carly

sed. Havi h . Ldiscuss my

inerviews, This discussion includes my own rols i reation o other musicians, how

y y feldwork,

experiences of the music and musicians” interactions

My fieldwork, however, was notcircumseribed to  neatly defined *place,” and so

1 s iy “field” and my pl i, explore the

Feldwork, ¢

 iedwork (and the
situaton of my fickdwork within my 1f¢) maifestsinthe writng of tisths’s.
3.1 Early introductions

Y came to Memorial Uiversity of Newfoundland with an intrest i studying oral

traditions in Ieland. Not long afer moving 1o St John' in September 2008 to begin my

Masters h Ichanged my fo 1

was also invited o join Fiddle Group, described briefly n the previous chapter, only a

A second year master’s student in my program, who.




he 1 play flue;

2008,
continued to attend almost every week
1
i
Fiddle Group,
role
1

For example, | partcipated i the

roup's Folk Night held Labrador

Folk Arts Society in carly December 2009, a Chistmas party held by one of the

ber the local pul s birhday.
Jgh my particip Fiddle Group. Yet, my
1 introduced to “traditional

music” in Newfoundland long before my formal feldwork began.

Talso gained

eldwork be 08, c i

in Fiddle Group, i W Interpretation of

Culture” from Dr. Wayne Fife. One assignment entailed two selFreporting projects (sec

Fifi 2005:107-116). By the time of this assignment in November 2008, I had some idea.




7. My  while

my life,

about the St h  the music

and late provided a good foundation for “beginning” my feldwork.

3.2 Research goals

“lrishness” in St John's this music 1 hoped

. as well

“The musical
Irish music and the ole it plays in thir lives;

&



Musicians” deas of whether and howw choice of musical style relte o an identty
T oras Newloundinder”s

In particulr,

d why

S B e g, o

i relation to Irishness and Irish musc.

including issues of “authentici

1 facets of I d political

context within which musicians pay “traditional Irish musi

rish music, in Newfoundland:
= The promtion of arts and culture, including the promotion of Irishness and Irsh
music by goverment polic
« The influence of these policies on opporurities available to musicians.

h

Newfoundland music were much more contested than | initaly thought. Thus, rather

Trish musi

than

o how the stles/gentes are defined, s discussed in chapter 7.
lesle i

Talso came to focus more on questions surrounding musicians' lives and the

tourism

broader ssues,
d the music




they played. Rather th

of my fieldwork,

i . hear, or

experience topics discussed in interviews.

3.3 Fieldwork methodologies
My fieldwork offcially began on May 7, 2009, the day I took my first field nots.

e y 1

Knowledge

per for

pan Nevertheless, y . was

‘much of my feldwork with questions about whether | was “doing it right” in terms of

puting Regardl
nd i nd ind how they.

will contrbute o this thesis.

3.3.1 Participant observation

Tearning

(Fife 2005:72), r highi

« of my fieldwork. f t




Nautical Nellie's, Shamrock City, Brdie Molloy's, and Auntie Crac’s,as wellas Folk.

Night ct

lives and the music they played.

H
while L i Ihoped they.
might play init,
hanged
with them. 1
amusician. | had p i Fiddle
Twas
o i 1 level, nd

existing social networks.

2 1

much of my fekdwork.  nitally observed the downtown and Auntc Crac's sessions.

1 tie C i the

audience, several of whom were regula atendees. | indaly feta distinet boundary

i, 1 worried about ™
unsure tht 1 3

sesion " »

of ician L lrady knew. hd



i 1

proximity and regular presence at the sssions.

o1
Ttold some of them that 1 p

whiste.

June when I was siting jus outside a very lrge session at Ein's. The session had
already been going for a couple ofhours and a tune that | knew came up. | had my
of just siting and

. pulled it out, i p

s,

watching. 1
wellas to Bridie Molloy's, though often only after agan being told 0 join and play.

. in o similar manner as | had at Erin's —

Eventually, 1 also began to play at Auntic Crac's

inlate July |

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

Knew, the skl level
" i I d

watching even if | was seated within th cirle of musicians.



“belong™ at In addit
o
mentioned, I
first 1
‘musicians. Throug ons,disc
however,

will be evident in several chaptersof this thes

Anthropolgist Michelle Bigenho, however,critiques i her aticle “Why I'm not
an Ethnomusicologist: A View from Anthropology” the privileged satus accorded to

musicians s fi 1008:20-

2008:29) it B

atempis o . suggests,for exampl

“Knowis




- (Feintuch 1995:303). 1 the role of “insider”

and “outsider” b et 1
spsial nsight
doncd, y y
“Fecling, emot a5 ways of
“Anowing”arealso g icans,ony from a
Such

participation mean, fo example, that others were more ap o forget that [ was also a

her. In addi i 1

P
bservation, I id atend and participate in various capacitie in other venues, such as

band performances in pubs and Folk Night, as well as concerts, the Shamock Festval,

and the 3314 Annusl Labeador Fok Festival
'
symbols o
boundaries that et and
sessions s a contextfor “radional music
pacesthat |
uding a W ”




ci John . another weekly

However,

of ope r production

forthis music, with the occasional foray into other venues.

Through my participation | became further inegrated into cerain social networks

of musicians. 1 witha larger repe
.
bt i jusifed this
form of eldwork, paraly o allow myself
However,
n i i
My
his, in
il vl as L moved ive beg paticpan
Lexplore he
process of becomi musician” and shaptr  inconsi sistons
-
17,2009, when't i o !




sgh g p ion i “fieldwork”

life,justas

form partof

my

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

3321

rviews
Staring June 1, 2009, | began interviewing partiipant in oder 1o gan greater

Tt d

aspects of musicians” musical lives beyond their partcipation and sessions, s wellas

of my research throughout this thesis. Chapters 4 and 7, however, rely more extensively

their music.

John's in the past, My goa o) ‘musicians

1

backgrounds, genders, playing levels, etoet

the next sction. | amanged mast of the interviews by obtaining partcipants’ contact



by ph il.1

o

who I did nterview. 1 also did not speak about interviews whie atsessions, again to

panicipants However, y
.
1
though most
them, askin payer?” Chapte
¢ statusas Neverhe
happy tospesk to me afe | explained my goss.
" i hedul

of summer in July and August, Many participants were on vacation, had fumily isiting,

Ason

indication, | i June but only four ntervie

the months of July and August combined.™ Insights from these experiences, elating to

. amily i are

Asaresult

17,2000,

owever,allowed me:




St.John's, of course, allowed me this flexibility and | completed my final

interview in October.

NLFAS board

member,for background information, Throughout thes interviews | tred to allow

et
format ¥

gencral level, i the depth of their
answers varied ndi

participants’ 7 the and defined

“Iish” and “Newfoundland genres, for example. For some interviews | also had

4,1l
developed followup
interviews o address these questions with early participans.
Tocati
f icipants’ homes o work places, coffee shops, and
pubs. o
i John's.

reflctive ofhow | used them with patcpants.




Twoof the

the three nterviews were fiished

what

discussion. Often 1 would speak with participants before and aferthe interview,

Know me well

bety

specific events.

‘We would sometimes alk about these events aflr the recorder was

tumed
b
music, ihods, and for learing,
Ths,
and
In my original luded ask
tento




Fiddle G

H ¢ busy
1o me. While I hink

research,

data and so | decided further

P y included.

3.3.2.1 Participant demographics
Inthis section | ouline the demograp

of partcipants with whom I conducted
interviews. These demographics provide an indication of the diversity of musicians and

1 his th

the age of fifty

Four 24

L John's,

John's,

paricipans
ands or oscpied with thr summer pojects.




at

participanis” slf-reportng). Three participants (17 percent) played at Georgetown, six

Crac's, i Fiddl
Evidently

G Crac's or Fddle Group). In addition to

o Folk Night on
orl
" i
» be considered
other syles and
fessonals. He
per My
der, background




il level,  on the

w they L andiits ole in

ther lives.

3.4 Living and writing in the field
incd how 1

my fieldwork. T
thereby situate myselfas an active partcipant in my research. On a practcal level,

however  feldwork between

“the feld" and “my lfe” outsde of fieldwork.  discuss how these complexities created

and

how they affect the writng of ths thesis.

3.4.1 Performing fieldwork

“place” where I went to do my I performed

my . times, and places. many
anthropologiss have ciiqued notions of “he field”asa “plce” that s an objesively
bounded iy 10 be tudied (CHfTord and Mareus 1986; Gecrtz 1973; Gupia and
Ferguson 1992, 1997; Rosaldo 1993, Indiscussing her own fedvwork, Decpa Reddy

e field” fi S

Imost rands blage of -

ficldwork itself” (Reddy 2009:90). Reddy’s definition fits well with the varied

h performing.



P iscussed, many of the people, i where I con
Feldwork were regular feaures of “my lfe” before they became part of my “field.” For

example, what had previously been a casual Wednesday night at Fiddle Group,a rip to

the pub, becs date, “tesearch.” They

"as carcher, ttenively
vatching, lis icipat i I
this manner, myselfin
“field”  and was.

act of performing fieldwork (Gupta and Ferguson 1997; Reddy 2009:90),

However, thatof s her,as |
posi L 1
P
1
I or that developed it
Teould, for
example, have interviewed myselfas par of my fieldwork.
feldwork, hasalways
included the i The goal “o

partcipate in th lfe world that we are currently studying,”in order t0 gain greater

insights into the “native’s™ life world” (Fife 2005:72). This participation, however, was

Renato Rosaldo points




sowski'slegendary fieldwork,this view asserts that the optimal

out, “often traced o Mal

feld- ‘onc of
the people” (Rosaldo 1993:180).
‘zoing native™ y
ther rescarch. Similarly, so-called “native

anthropologists™ “eulture”
(Rosaldo 1993).

Present.
feldwork, both i i Lughod 1990;

Conquergood 2003:352-357; Haraway 1991; Narayan 1993). As opposed to

e " and “outsiders,”

i research

(Narayan 1993), The anthropologist s thercby not this outsider studying “the other” but
ity

formed of
000; Narayan 1993),

others,

Thus, my participation within my field mean that | was ot always an “outsider,”

' sider” and often was

utsider” and “insider” simulancously. I addition, s Narayan points ou, this

bothan

» 1993:676).




forgetthat | hi consider

iy Field” from “my lfe.”

Yet 1

Attemping to balance ethicalresponsibilitis o frends’ and paricipants’ onfidentiality

pr y

various ways throughout the writing process.

3.4.2 Writing in the field
‘As I wrie, | endeavour to ensure partcipants are avare of and comfortable with
Kirsien
informants” i dlen... orall.
fbly, pain” (Hastrup 1992:123). g the p
peopl Rath

than sceing my research as nothing but an itrusion, however, | prefer 0 consider my

press). Thus,




throughout the writing process, which s, of course, made casier by my continued

“field"

Nevertheles, 1 am cautious about what t0 include in histhesis and how. In order

the individusl explicitly gave me permission 10 use thei real names.In these cases,

participan last In additon, the number
of “waditonal” . John's isreativly
can . i lypr
& Tuse different
pscudonyms for q
alty of particip i suchan

music and

highly integrated, important, and intimate ole that music plays in musicians” lives. Asa

result, the thoughts, belefs with

me throughout my feldwork.

Finally, T also attempt o provide an understanding of my own role within my.

fieldwork and how [

in musicians’ lives. I herefore i y

portray my i y




and actions. 1 aim to situate myselF within my feld throughout my writing a | was

Situated throughout my fieldwork (Haraway 1991)



Chapter 4: Becoming a traditional mu
Bl

L don'

Fan interview. Many other 1 spoke with i
the label,asking me why 1 was speaking with them and no the “real” musicians. Outside

Would not all et, Alex, for example,

has played the

. explores the

1 professional gi. This chaper,

musical lves of musicians and how, a they lear and play traditional Irish (and)
Some

the label of “musician” whereas others do not. et these latter

2 yet

achicved that staus.
Following the idea of “musical pathways,” discussed in chapter 1, this chapter

provides  firly straightforward presentation of musicians” deas of what the route o

their
raditional

their lives.




how

‘musicians’ pathway Chapter S,
i ide ;
I
i i fans, politis over a
don's musician”
Alex.

4.1 Learning the ideal

vaditional learaing it, which 1.

had faily consistent opinions about how traditional music was “traditionally” learned.

tradicional i i 2005:132-
133; Veblen 1994:26), That yed by ear. 1 expl
o Ve, this
w o play by Rebeces

musicins) r o suggestha thr s any ettt s more “sthentic” tan aother. Asdiscussed
chaper 1, “radiion.” ke “auhenticy.” shoud ot be ved ncridcally s ctegoris of sl
Masicans, however,

playin adiional music that s



“leaming to

o become the type of person who could play the saz” (Bryant 2005:229). Thus,itis s

per L of “type of person” who

» i

raditiona I tis about

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

musician” that includes simulaneously an ideal path and model end-pain. Many

“traditional

musician.” Nevertheles, drawing on Judith Butle’s work on gender (1988, 1993, 1999),

pe 2005) Th ¢ musical

I, thes

nd gotiated. In addition, no one

of be

(Frih 1996:110, 123).* Yet, as Buter suggests, the ideal is **a compeling llusion, an

Rone csalishd some recopniton arongoter musicians.
A Gcassd inchapte -
1o Bryant's (2009




object of helief™ (lagger 2008:22). Neverthel

s “correct” or “authentic” (Basegmez 2005:199).%
bands,
— . I
et Bary Foy's Feld
e Personal
ell-bi A
i o w

1989:262). Th

them into their lives and heir selves. In additon, following Butler, th repetitive

performance of such ideals makes them seem self-evident.

in o concudes tha
Woffer the body” (rith 1996'123) Heabo discusses how musicans ret hl deniis trough e
cl i

1996111125 M, sccoding o Fr on” diffeent dentes

skl vent

B i and i clsewber have
2005 005) My conceptons

e d Ireland (O

2005190202 how

1005.199).
Newloundiand



ideas of gender that

). Inthe.

“ideal”

hould Yook, perform, think, “ideals” of

aesthetic ™ and ethical “(his is good)” 1996:124),
‘good”

o

they are “good at” music (Bryant 2005:224-225, 233234).

1 ifics of this i fansin St. John's, which
focus on empersoning and performing the proper aesthetis,ethics, and behaviour as

i




authority ed, claimed, o contested. Yet,

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

411 The aural archetype
P based on ideas

One ofthe pr such ideas.

i

transmission. Even if

a colloguialism for sheet music:

i i . t0ld me: “here’s

anairand a feei ity | hink.

Jostio ying LD .

‘musician from Newfoundland, echoed Amanda’s statemens

I il
sk, which es lvays bonpsed n sy, o e b ar.. There's 0
o eam fromlisnin o, you know, i it dosn'. The whole

listening, “the. " of tunes,

themselves.



Peter, fessionl musician from Newfoundiand,

Yittle voriations” that re an important part of this transmssion process:

: it
Peter: 1 guess the way it's passed on, the way it’s transferred. The fact that | and
awhale lotof other people play tunes differently every time... th other thing

oyt g S0y, ol e e way sh misic's amfereds e
s e

person, as | said

e al
peat precisely Rath
2001:112,118; Veblen 199423
o
h ol es,orslides,
. for exampl
unique

et as ethnomusicologist Burt Feintuch was gently chastised by his teacher,

1995:301).
» e “fcing” f e music
musicascre, 5" are s
W
v Pl

50 ot sirun ogeher o fom vaying st f s,

o



Neverthel

music i S John's s y . tey
emperson the aesthetis of what “soundsright” (Bryam 2005; Frith 1996). Precisely what
ot S
. o
e ‘

i for dances.

proper
proper performance of traditonal music today.

s i

resources

th 2007:159; Vblen 1994:24),

asa system of musicians. Th

among her Ireland,

continued to form part of the deal (Basegmez 2005:202), I this manner, while cach

“tradition” of the peop




links with “traditon”

tunes (O'Shea 2008b:61; Sommers Smith 2001112, 118). Hillry explained this process:

I

e peopl
from people. 'm just thinking, yeah, ik that's so important, I’ hard to put in
words what i i i

them, Where did you,
Like »
perhap i I0's almosta
crime. It's not doing ustic 10 the tunes themselves.
in the present.
005:223). This
" Deans e o 3 vl
theories of 3
 Raming -
“She Said She Coul Tune”
among o
0.
Eop
mosquc. saimo

organ
With priciple of i pity and virtuousbehavior” (oo 20050,

95




pe picty. They

‘accumulate an “acquired excellence at either a moral or a practical craft leamed through

person” (Mahmood 2005:136).

2005:139).

Texplore hov i e

y y

“tradition.” Whilk,in practice, | agree tht hi

by all musicians, | suggest thatin

When folk it vasi it did belong
everyone i the community and since people didn't have other options of
pornle y o

withit
‘and they became fluent in that musical language.
lives (0'Shea 2008b)
the process
path tothis unconscious way of being (Mahmood 2005:139). To the contrary, for
“natural” i from

and continuing to play as part of the “traditional” process.

9%




Helen O'Shea (2008b) i Trish music

in Chicago, US i East Clare,Ireland. They

Rapuano.

12005:123+129).Inthe case of those who grew up in musial environmens, exposure to

1983:210-212). I addition, many musicians describe this “traditional” way of learning

os; Asaresul,

reflexively “became” tradiional m

tied 10 he geography o eland,sociatingboth th physicl i soial landscape with e musi
(McCurty 1999173: 0'Shen 0080.767. Sy, Dovid Kearney (2007 s hat i
rish muse” s ben

rl lndscape. O'Sh

“vadional

(©'Shea 20080911

mwmmmm;n.ucs...nwmmmmmmmammm-a
slete  ane st ecevarily be bor n reand o bom Irsh” (O'Shes

5. Rauano 2005130 T o, I e Ml o ok o 40 who 0w 39
v commen s g (O OISR

scogrphy
f musc tha | wil dicuss furher i chapter 1. For example, Coln Quigey (1995 discusses how

Sumoundings. Theeare, o




P

extensively by musicians that are not direcly part of this “traditional” image, such as

i

Inaddi

the ideals associated with Icaming through the aural process.

aphy.
e, et By a0 P mm;. o e b
160 ok mor hallengin rcss (O 00520 Cope pon 061351
* Ther are many smilriis betwen he idesconidered oughou
e scholr lating 1 e performanceofrdiion
2005

1t the mic b o
2005201-202)
and, Debora kgt ot i
o it s e e i Pl o g ity e
s gl e 205 28139 Hoen S dcmer

appropricly. 3
T sesions in St John' i chptes 6 and 5.




412 “New” methods

™
performance of
John's il the 1990s. A such, historical develo
“image” of radidonal
communites. Yet,
005:169; Cope 2005:135; McCann 200191

O'Shea 20085:97-101; Sommers Smith 2001:120; Waldron and Veblen 2008:101). Gary,
aNewfoundland musician who now plays professionally, explained:

You lcam from playing with people who are bettr than you... So I ke 1o
i 1

Somebody said, “no Gary b'y, you it o the table and you give us some tunes.

ble man, don' kind ofting. But I
" never said anything. heaven forbid

play “beter

than you” (Basegmez 2005:169).

storm,

develop more in depth learing rlationships, whether formal o informal. In addiion to




ideas,

relationships.

in St.John's. Chapter §

In addition, chapter 7 ly
over the “Irshness” of sessions in Newfoundland. Finally,  lso discuss below the

Fow b joned.

The ideal of playing at

traditional musician.

(Bascgmez 2005:204-205; Cope 2005:133-134; Osborme 2007:191; Smith 2004:173;

‘Veblen 1994:26-27; Waldron and Veblen 2008:102-103).” With recordings, musicians

cansill
B iings. For example,
Edv Jand n 1792 (0
20080

din

2007:159)

il however.

his chapier.



listento radio stations from al over the world (Osborne 2007; Waldron and Veblen

1008). In addii

forthis. Finally,
y Team. This imits
it (Veblen 1994:26-27).
The use of i hov

not new.

S A T

el s the abil

down by placing their finger on the record (Osborne 2007:190; Smith 2004:173). Older

= 4 \

pop

and the use of recordings available on the internet.



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

Ive listened
1 find myself, you knoy
sometimes you lisen o i band o FrankieGavi o whoever. ' st e
X
listen, Il ry Butof
d of it, 'm ot

saying I sound like any of these guys, "cause I don't. 1 sound like me. But my
playing is no question influenced from al thee guys.

Thus,

1o prolonged one-on-ane contact with other musicians.

ind how it should For example,

hould not
nd well,is the id

And that's

Something that 1 think is dangerous, n a way, because I think that what the

‘And so, while | think i’ great to have a version of a tune, know where it came
“well this s its

ofatune;
and 1o be open o the idea tha it can change.

102



¢ playing.

sets Hillary'
tegral pan
2008b:61). Yet,

Icamning herself.

Inother words,

proper
from other musicians.
formal
30

essans,

131; McCarthy 1999:16; Veblen 1994). The leaming musician employs a more advanced

block of
Taylor, who
teaches lessons, explained this shif,
T guess,
i
" But
that's i
i So, you know, the
\ 1 s a teacher
= At

There e,

hatar b commonly payed i elnd.

103



ing don' i g ¥

person (Waldron and Veblen 2008).

While taught

they see as the "old” or
“traditional” way of learning. They teach students aurally, through repetition, sometimes
also providing recordings and maybe sheet music (Veblen 1994:26-27). In her

exploration o traditional i Helen O'

M

Hayes. i formal
the essential melody of tunes but allow for “personal expression and spiritual

ranscendence” (O'Shea 2008b:77).In this manner, formalized lssons have become a

‘Newfoundiand and elsewhere, Teachers, I Martin Hi

Ireland, try in the pos:
music,” whether Iish or Newfoundland

i often scen a3  key component of “trad

or other.




“Thisideal, hov

formal lessons ft within the tradition. Peter commented:

1

students are all playing. you knows what 'm going 1 say. They're playing
i So,see
1

T
don'tunderstand hnw|f|m_usuuly traditional music and i’s open to

.. hik if you leam from ‘
tape, orif, gh
o b, o i, you's

people]
playing with obviously.

q § Bevel

echo Taylor' I i

ipposed 1o do, leading
students to play the same as thir teacher and as each other. Even Taylor, who teaches.

“what

with the ideal system.
Basegmez presents these debates as occurring between “purists” and “open-

minded” musici ) While

“purist” used,

camps.

“tradiion” John's and elsewh

105



sheet

‘music and have taught lessons themselves. In addition, a will be discusscd, many.

‘musicians commented they do not worry about tunes being “traditional” as long a they.

ing “pl "is, however,judged
“The archetypal i i i i 2
ideas held by
Inthe
Ishow how

‘musicians" self-defnitions become ted up with this ideal image, s well as how

‘musicians reproduce or challenge these ideals.

4.2 Musical lives
 musicians’ musical
i
spaces of producti i feians. Neverthel
1
early on i life,
 paths,in




po: Thus, o oftischapter, as wellas he
¢ pthvay ive. Despie the
“proper” pah to
selfdefini nag

makes a “proper” musician. Some apply narratives abou thir lives that follow the

e e idea path,

understand how their experiences fit

421 First beginnings
g my parti

from a local teacher, Hi

peid for litle ofhis earl;

aterin e, but i his arly

b Trish (and)

a2 meber who plaed
{radtionsl e sn beganplaying hermselvs at  Young ag. Yet, ey lrned radionl s ()

Tt i hischaptr




how for

‘musicians o be introduced to traditional music early on n lif.

4211 Music in the family
I Finnegan's exploration of the factors influencing the music-making practces of
fct
1989:308-311),
2005:83-5). Among my
ilfl i
children a basic introduction to raditonal music.
In partical in Newfoundland, mostl
outsde St. John's
h p lan recalled:
Iihink Ihave o
‘was always humiming and singing Newfoundland songs... But then, when I was.
sl achild, iny pi from a Sc
e bi was my

firstinstrument... And my mother would show me stuff occasionally.

. my houschold,

1
ancarly

Tunes and songs.




carly . who

arewup Joha's, more

‘general folk music as young children.

grade school or through lessons. Wiile being most common for those from rural

Newfoundiand, thre were, however, some musicians who grew up i and around St

John's i r e age.

« that's the age

of six, e 1 guess that's kind of what

Similarly, there are other musicians playing in St. John's who grew up clsewhere in

young age. These
srew up in music was ther fumily’ stred
them on the path o playing tradional music.
I
narmaives, biographics.” '
theie po

significant beginnings on theif musical path o later play traditional music. In addiion,

they all i 3

109




Inthis way, music from,

¢ narratives

more than others.

musical journeys, pat

raditional musi.

42.1.2 Straight ahead
S

aditonsl d

some 20 Derek, moved from p:

with bands, and p

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

professionall he responded, “ just never stopped. Like, | just lways felt like playing

music and 5o T would 1

anda g 1l pay you™

Similarly, i 3. but

‘musicians n St. Joh's, joining bands and playing at sessions

from their familie or friends growing up. Pete, for cxample,is

s debted,as wil e iscused nchptr 5

1o



Icam by osmorsis now. Like I'll buy a CD and I stll buy.
51 i i o o 1 M

Selfaught of course.
CDs and I'll pu

and I can play

picc ofcourse,but thar's how | leam.

musician’s age. For example, those musicians who were leaming in the 19505 and 19605

19705 and 19805 leamed from the Bothy Band, De Dannan, Planxty, Emile Benoit, and

hers. Musi

ater musicians, as well as newer recordings from groups coming out of Irland,
Newfoundland, and elsewhere.
“matural”™

"

and becoming. Chiis says, “l leamed o read musicin school and stuff. And [t play]

liked:” When 1 asked how he began to play in bands, he responded “it justkind of

happened. |

i - Chrs's respor e of s

“traditional”

“The process of self- for




raditional music.*

For Chris and Derck there was therefor ltle question about being a raditonal

musician E

" “lalso enjoy
it, you know. I's what 1 do. s part of how  define myself. 'd say that's rue for all of
these guys,” referring o several other musicians present for our discussions. Faye.

Ginsburg,

explores the role of narratives in constituing individual self-defintions. She comments

“he sense ofi very process
abortion” (Ginsburg 1989:78). the ole of
? selthoods, Frith dis ividual and

P

1996:110-111). Thus, as musicians expres the proper narratves of their lves and

For cuampe those who gew

shetcs,an behviou, 5 will

d sy
20081

140) Th

ke St.Jo's. I adion,when | asked pecfcs sbout miusicians' emin roces, t ht oty
would ecll h many s ofpracicing when hey were younger:

n



y “typeof.

people” who p 005; Mahmood

2005), These “correct” performances of musicians’ self-definition in tum lend them &

which 1 discuss

furher below.

performances. As the P whether

vl the very process of reproduction or undermining of those ules” (Personal

1989:8)

ical P sing rules” or

ideals, which I also dis hris

and other musicians n this section reveal an “acceptance” o these deals. When | frst

frustration, iton Irish (and)

‘These omissions, in tum,reproduce the ideal of unconsciously “becoming.” The musical

Y inp

biographi i

relations

s



And 1 did over time.” Peter i refrring o his transition from playing with his family to

John'. Petr p
chas in St John's. In this manner,
i
flows outof|
Of course,
process, family, csablished

he sought out oher venues.
Ina similar manner, those who pursued winding paths in playing music also.

challenge the “naturalness” of playing traditional music even if ne is exposed 0 it from.

ayoung age. Yet,

i

" W Iso cret

t
becoming a raditonal musician.
42.1.3 A winding path
who. k music, ch
pursue other genres “retuming”
how




had at least some

play this musie,

abilty by ear. For example, Billy Sutton

. mosly rock

music when he began playing on his own.

1 grew up 1 did't listen to Celtic music. | mean it was on the radio and  knew of
itand 1

e
always s certain amount o raditonal music that | knew. But I didn’t grow up.
ic atall. | grew Jin head. 1 gn i

4
it. You know, I sl

Billy
(and) Newfoundiand music,such as th Irsh Descendants

1 Like Ljust hadn't, so
I

cause they s
Kkind of started doing tha, playing a bit more box again.

“Celiie music” again,

on Il N
long ime, Thas, it vas simpl
asthtics thathe had empersond a5 il
Wi iy, 3
pathwys
s, Ths scene:
ish
() T st




John's by another

pter when

laterin fe, often ater moving to St John's.

P—
oo
sl sia i  my s Sots
— fre—
| the lent.
TE——
Jr— i
puay "

conneetion o it through a narative of unreflexive performance.

as ind B

e



P P
srsight or winding path, they were inegrated into lineages of tuncs and musicians and

i

oninlife. For many,

ideals.

a winding

road.

4.2.2 Later introductions
 musici i or grew up in St. Joha's,

gan 0 play laterinlife.

b genre. 1 will discuss all fihese

musicians’ musical pathways,since the musical knowledge musicians gaincd as children,

Tected how they relat music later

inlife. For

bt inluenced by the musicalscenes at different points in heirlives. In this manner,

empersonment
discssed by 9.1

i withthe behaviours, et ax eaming 10
emperson.

n



4.2.2.1 Music lessons
One

E i High-school. Gery, who g
1. fo exampi
. John's
1
i kT o kvl s oy, o
could drop it 1id, because it was no i for
| Amand, n
‘ she did not enjoy.
i Tas sbout ... o,
 hted them. And g, 07 1

 funny, because that';

the expericnce, regardless of where they grew up (Cope 2005:128-129).

the
 taditional
experiences from both.
= sidhey
sl
aking i it
swiched i



I
fuss ind o and i i what Know, just a b

pertof - Tsortof
violn... xm Ao 1 pckedup e 1 e e orehena nd chamber

ol
B o i et o ot ot
de In'St. Johs
“traditional 3
lessons
. such as cruise
nd L 009). The STEP.
classical rining can be
p ihough,

classical and traditional music.*

Students’ lessons, whether Suzuki, Conservatory, or less formally organized,

ped sy

ey orw.kn music,
o ot et i S i o ey s o, o il et

. 3 this s
Talet

Educaion Program o t.Joh's 2008

9



4.22.2 Introductions to traditional music
i included,

N

St John's
pan datold

me, “I moved here.. you k
music.” . vmusicians, tht
Newfoundland

ed s when they moved t Folk Night, which
allowed them o meet other musicians and hear the music.

included. Fiddle Group, the

ourse offered i Newfoundland Fiddlng at Memorial University in 2001 was the

- ey st .

Tracy told me.
it as an avenue for leaming and playing. Sandra recalled,

1] moved here and did nothing for a long long [time] with music.... | ended u

esing Ty he Rl o, s o 1 he ol Ciand [

] introduced us “cause | was looking for  group to play with.Irish

musc, “cause | 't want 1o go it the classical thig... And o when | went
d e hallway for three weeks,
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the bug bit me, and | just picked that iddle up and I'd walk around the house
playing it like  rock instrument.

Erica, another member of Fiddle Group,similarly recalled,

Erien: sl ofTkin of s gin i ou ko, jus g o g ot

i ekt o g i emiond o it e sk e
Tl cxber s i i Sy o ke o o
with Fiddle Group.

there?

Erc: Ve, though Saly. Aculy, v kg wih (o s, andb's
ve 0100 ooch with iy e Sy, ' o | ¢

Tt i et . B b Sl o

—and1 Neverthel

and play. The route is therefore kept open by those who continue (o walk it and by other

for Erica and

Sandra.

More recently, Georgetown has begun o serve as a similar oute that is more

For exampl y

the Georgetown

my feldwork, &

Oftenitwasa




20, is experi €D that

they

of this the

s an altemative musical endeavour o classical music, which,as discussed, many did not

enjoy. ing

learning their "

raditional musician

4223 Learning a tradition
1 i y

y posi
of
was a tune that | would I butthen
Yes, admit,

‘am gullible. The other musicians then joined in and played along.

o ’ r—

2005). In the example

above,
p He For musicians




Inthi jans”

her
Yet1
" of a musician
who also
In addi per
ideals of performing classi in their playing.
sessions whe shows h
from
other i ing. This eaming
"
lained why
the quest for getting

23



better”

other musicians. Thus,

6, many leaming

musicians attend sessions enthusiastically

was scen, for example, in my refusal o start a tune. One musician, Adrian, who has been
playing traditonal music for many years, similary explains:

P'm so nervous atthe sessions. I they ask you to play a tune, well  don't
| Ko wiha o pay o T gt ik these memor sips
Sam: oh, |
it s h scarist ing. Bt € icelking aflervards nd e
‘ encoursging. Theyre ke “oh that wasa great coupleofunes” or“can it
play again.”

‘musicians. Rebecca Bryant suggests, agan refering 1o playing the saz in Turkey, that

P P

{hat raditon” (Bryant 2005:230). Thus, Adrian, 1, and others who consistently
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radition.” That is, we are st empersoning ourselves o the ideals of becoming a

raditional musician.

Yet,
=
o “become’
o
P I Other
1h 2006). M
i were,for exampl Cor Bemadete nic
Gabhann, and Lynda Ander Islands
As the Personal G “we
0 Petr b cknowledg hey Bave mor 0w, Adeian comments,
el
ko mch shout differntkey o what ey flow wel 1 och e,
Onthe ot hand, b
“Thares
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exchanges oflfe sories. We constantly test reaity againstsuch stories, assertng and

e inlightof them?” (Personal 1989:261).
tother
methods, i
world Anne's acknowledgement o the “challenge” of leaming, for example,
? h o
e aesthetis, cth

to“become”a “type
of person”

judging how we
have improved and what more we have o leam (Mahmood 2005:139).

ther as their
primary source

(Waldron and Veblen 2008). TheSession.org, for example,allows users o submit ABC




o o

resource extensively and many others have said they do as well

‘Yet, many of those who use sheet music a thei primary method of leaming

. however,
Ths,
etics, thi - hi

e
book.
coninieon and he hevesomethin s oreer .1 ok s partof what |
call

and you're taught that music i someth

o g, o i
paper ‘him] Then y

s ‘What a hoax!
to. Trealize that |
Lidn' Youknow,
Cisa, .
wing ASCII
g fred acros he e shect i o he “dots™
rom: 1955
y e catgores
doted,Tine” (Kinsbury 1985:54)
“radional ™



R :
the music, and 1 tillfind that tha’s  handicap.

1 i Butir
relying on ... In some ways | think t's much bettr 0 never have, not 10 be able
10 read music. Yeah. | mean i is. I shoulda’t even say “in some ways.” I think itis

classical trining because t's just, s had to lose some of that. s hard to relax.
T hink the real fddle players are,they just o wha ther body's teling ther to
do, ortheir fingers, not really worried about rules o form and al that

be“more ofa i 1009 kind of ssue.”
sl wi 009, i Rachel's di Both
and doing. i's telling

them t0 do, or their fingers” — an embodied knowledge they did not eam from classical

In addi

tothe idea

within“a page.”

“These musicians recogize the ideals embedded in traditional music. They each

musician that

m

musicians,” however,they alo feel they have 10 unlcar previous musical knowledge,

10085:96)

acknowledging that a raditional musician should play by car. As Rachel says, “it’s hard
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1992:7) Thus, we can

Their
: Frank,
Rachel, lack ofabiliy.
Twould
o
o S
about what

i playing.
As Nicholas Thomas (1992) argues about the objectification of radi

group.
comes to characteize the social existence of rural Ireland, fo example, for nsiders and

2005: 7). Thomas states, i he

" (Thomas
1992215). Onan

For
i

e

dessan thesecond s aboutitrpetin and incoporatig diferees.
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of raditional music, as wellas through ther performance of music tscf, their self-

definition besomes “redefined.” Learing musicians’ narraives about Newfoundland

influence on thei performance of this musi

being a “musical place” an . for cxample,

specificplaces,discussed further in chapte 7. As such, these musicians’ lives and

yto
reconsitue ther selves according to the idesl.
As iates,h
underway. Many shect
o i skills:

at reading. For example, Walter has leamed primarily by ear even thovgh he came to play

inlife who
Yet, such as ABC,
heliked
Several
y wis ic. Like Walter, for
e siee e e
have aready h them, would

merely be an additon totheir consircted selves, not a barier to thei re-making. Is use:




Gail who had fist

Suzuki method, commented “I did Suzuki as a kid, 5o have the ea... I think | leamed

- Tnever i ith a book unless it e
had grown up
they did
ot conceptualize the two as opposed endeavours.
et e
i« Fidde e
Tl
Fiddie G o e

Wk my orand fngers hve leamed

&)




but they
Knowled
(see, for
" i . Inaddition, the
classical music.
Yet,
= - " y _—
therefore continue t0 contend with the task of becoming a “traditional musician,
Irish (and)
it deal
Th
3
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Chapter 5: The polities of musicianship

Iry it
Eerybody is a musiian. I you hammer on coffe table, you know, here, hal's
ur percussion. You could be a musician. o there’s that wholc idea of who is &

ay? W

know what | mean I all reltive. T can't play as fast as those guys.

N y - e
John's considers
; 4, this chapter
explores thepolites of becoming a raditional musician.
1

“good at” ‘oo 3

John's (Bryant 2005; Frth 1996). Yet,

W

These

P ther social locaions

within the session scene of St Joha's




5.1 Negotiating status
Twas sding at Fiddle Group one night. We were playing at a house out n the

I had had a
We
few people

Derek,
be seid
fessionally. 1 brought up that I ly
“Why?" Treplid that
What i 3 Derekc
play because
Tracy judged
Fiddl i musical pathway:

1o the archetypal image of a “raditional musician,” as discussed in chapter 4. As partof

i h musicians’
n
“taditional musicians.” how the
elements of as
rocky slopes ofhe aen.
134



* ideas of how to

sed, the

archetypal

Neverthel

be deliberately acquired.

ply i all s e i ofpln

Bear: Once you leam one tune, well you'l gt another onc. Once leamed to
m: And a lot of practice.

... and ot
Yousn. b good ing o Py ot s i o, s 2 g0l
Cil, i

then a vable, if not ideal,
e, long road,
regardiess of says “you've got 10 g "
“Thus, one of th "
based
200620076). John's
nge y
older musicians, at Fiessions.
‘Those younger
i years
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L willbe forty-+

twenty years experience playing traditional music.

Ths, . many
bl d technique. Th

In addi learming later
in P
ehild.® I, di i "

fans and younger advanced musicians are enhanced.

In addition, ideas of inborn talent are conflated with ideals of unconscious

ng “a bit of age”
based

Bear says, you bitofalent.”

W of South Afi icaliy s culturally

constructed. Yet, i i

have it, Walter told me of his wife that “it's just ot n her” when I asked him if she

played.

0813




twnes, and so certainly could not play them.

Henry Kings of

“thing,
inequality” (Kingsbury 1988:82). This observation extends o the performance of

John's.In this

P i igher status for their

igh
skils (0'Shea 2008b; Rapuano 2005). Thas, those who are seen to b talented are seen o

be bom “good” musici ‘good ™

able 10 produce music that “sounds good.”

5.1.2 Musi

. professionalism, and authenticity

200111

good i play 007:150). The shift in

social reltions t helped create (R. Clark, public discussion, November 20, 2009; O'Shea

2008:27)* Standard tuning, clear intonat

Newfoundland

fom commaniy dnces.



(Smith 2004:173).

integraed
a
pariipaton i sessions by professional musiians.
fuence of
R .
——
(Finnegan 1989:13-14; 199238.46),
. Neverthe
on g forexample,in

“Tracy's comment about Derek's desire to paricipate i Fiddle Group. This status is

ed i

‘musical abilty

this is not always the case

Allof my i feians in . John's are
# Asa resul, a musician's staus, derived i
g
In addition,
“They

WA prformance ofrdiions s 1 commani danc comen.
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“full-

Thus, icality, tal grantsuch

not feel

i i tsined I T anits
simple, 'm just doing it for i and ' nt perfet thentht’ 00 bad .. not  big
problem] because I'm not a musician. In doing so, owever, the ignificance of work

" heis just

doing it for “fun” (Rapuano 2005).

Alex “fun’ 7

y “The ideals of| ing” and

“expression’ and so performing as work runs th risk of losing that “authentic™

Ipick

musicians’ staus, in chapter § in relation to deas that “suthentic” music is performed as

atleisu

discussed

but also on the soc at sessions.

»

whether they ae a “lovely person.” Such a person is welcoming of thers and casy and



musician is unwelcoming, arogant, and imposing

Ths,
lincages by

musician commented:

Tdon't v, when L s ' proesional musicin, ' oot o atached i
know. 1 play music and I suppose i the strictest
- but tt can mean s0 many thngs. 1 mean | mect players
.u \m.m.mx kind of don' ke i ina way becaus they say, you know “oh |
There

1 I'mj person playing.

another,
O'Shea 2008b:97-101). Such ideas about sharing music and playing with others

s inqui Fiddie G e s a much more

skilled player than most members.

5.1.3 Evaluating status
“The label of “musician,”that Alex and severalother people who regularly play

e discl
1 s abily,talen,profesional i In the case of

oditional music, it : the deals

discussed

expressivly, intainlnks it “vadiion” i
nd pe




person” ign
performance of ideas and idel
* abil iy
her Ji
Turkey, Rebec
" o
performing and judging what “sounds rght,” as well as what i a good tune or who is 2
ol B —
Pk  thi
100 s part . some
i playing "lalso
i just about

way. In discussing the performance of classical music inthe United Staes, Henry.

»

s inextica

negotiation and reproduction of soial inequality” (Kingsbury 1988:105). In disclaiming

the label of “musician

Icarning musicians simultancously grant the authorty to make.

Weare, ineff

lented,

Tess “waditional”

“musicians”

1



‘As Sandra observed a the beginning of this chapter, however, i’ all relaty

s would si aph
“super sars” o taditiona Iish music. In addit
“good with the various f
‘good
‘ complex tune, played fist and with intricatc omamentation, meeting
pe
gencrally
th
“egalitari pr
important i ereating “good” music.
defin ‘o 1o enforce:
it Jong with the
s per st i
ese poli
John's and, in th

assertdiferent ways of playing “good” music.
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5.2 Playing musical politics
As a result ofther associations with ideas sbout “community” music-making.

Sessions are often porirayed as cgalitarian and spontaneous * It i tre that generally

preciscly p L

"

beginners” (Fairbaim 1994:567). Helen O'Shea, however, critiques extensively and

uh informal,
(O'Shea 2006-2007, 20085, 2008 .
reand,
Joca —
008ty
P
formal rl
nfolding ofses . 1994
2008,
0
sed Kaul 2007:704 M
200620078 i )
2007; MeCamn

2001; Rapuano 2005). What seems most lkely, however, s that while musicians have.

= Commnit.” ke radiion” snd “sheniiy” is sl vry conesed tem.

13




toa session,
negoriation (O'Shea 2006-2007:8; Rapuano 2005).
Joha's. Tl
well as how these
”
fessional
K ting of I both.
individuals
521 “Egalitarian” sessions.
rilrs -
The
temporary ih
y Jik P.J. Stock (2004), for
e
2 e, it formal control




overthe session.In St. John's, Fiddle Group and the Georgetown session constitte two

such sessions. These follow primarily a “democratic” system, o use the descriptor of one:

» spod. «
©
paricipte
"
leamers, .
composcd lrgly of s n s
Groupin her
. " playedata

slower pace. Musici

tunes and learn them through playing with others.* The private and offthe beaten track.

Tocations where

on learning rather than on creaing performance-quality music.”

T Nooding”




“make mistakes,” musician like James

10 play and practice because of other obli

P

example, Fiddle Group usually sarts cach week by playing two jigs, the “Road to
Lisdoonvarma” followed by the “Swallow’s Tail Jig." The group also ends each sssion

Benoi. Sometimes the music:

by playing “Velvet inthe Wind,"a valtz writen by

home or to attend Folk i In additon,
as well "
consistency n ther playing each week.
& flected par s therefo




‘We're not performing and we know the quality of our music. And I don't mean to

that way,

that's how
Know, we are lude all those people so,or all of us me.
incude, s i how i lgmnq o sound.

“The status of the session as a whole is assessed relat

10 “objective” evaluations of

‘musical quality and professional standards of performance. As Tracy says, “we know the

" n i "

While 1

the denominat

the majorty of

this majority, but at the same time more advanced players must also adhere (0

ir performances
‘Tracy questioned Derek's desire 10 play with the group.

‘The Georgetown session is not 50 routinized, as players move in and out from

week o week "

pa - Yet,

and sets that are played, along with an acive effor o inelude allindividuals regardiess of

thei abiliy. At pos

ication of ¢ is f In oddi larto

Fiddie will work o include all indi jon. 1fa musician




would ike o play.

howoves,

Join. Ifsuch players form the majority for the evening, they may in tumn lave the

play way giming
of this chaptr, o t play i the Mussels i
the Comer. Yet, ous way
forced,
together,
5.2.2 Professional sessions.
John's

of music,in relation to professional/industry standards of

placed on the “qual

performance.

bu invited by

u s T was.

A musici Night, volunteering at

a festival, attending the sessions as a listener,or even at ther work-plac. For leamers,

s sponsor to the other musician, paticularly if they are a leamer (sec, for example, Fair

2009:13). lan,

connections o a musician there, said, “T eventually went. They made me welcome, the
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crowd did. 1 juststayed. 1 think it was being invited and fecling tha 1 had leamed enough

that ing.” An invitation
themselves.

or. L |
Ireland, pilgrimages” o
Clare,
99). They seck par

and stories associated with the tunes. This gans them “cultural captal” and status back

008:78-104). L

opportunities to leam from players who are “better than you.” In other words, leaming.

bl

of the advanced musicians.

Hazel Fairbaimn, he forms of

playing the full melodic:

1994:586). This ined

Thatis,




A musician who

any is now recognized asa

berved, “if you're  begi it inthe session
and mostly don't do a thing.™ Noodling muddies the sound and makes it more diffcult for

other musicians 1o hear and play.

Ireland, seen also in Newfoundland,

1994:585-597).

system,

attend. As Gary said “you leam from playing with people who are beter than you.” e

i pari s paid gig fo

some of

abilty 10 get gigs ater on.

a 2 i “you want o be
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following a “democratic” system, these musicians hold the majority of scas a the table.

other. for example,

from “away'living in St.John's and attending many sessions. While these musicians

musicians,th sessions neverthelessalso served as & venue, at times, where these

y

play per

“These negotiationstake place through the direet performance of music. “The

! i individuals
(Fairbaim 1994:585). Hosting musicians generaly lead many tuncs or suggest that

specific other musicians starta st dirctly indicating to whom they are giving leading

authority to p

temativel tune without being directed

hey thereby withdraw their support and leave the performer (o go it alone. On some

ther
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" Often a guitar and. I

such performances.

585: 0'Shea 2006-2007, 20081).

and other musi Erin's
with his back to the wal, facing the door and some of the “audicnce.” Other advanced

musicians generally sit nearby, also with their backs 0 the wall. Colin Hamilon

e

e, h and it will generally

1 (0Shea 2006.2007:6)

highest musicians... ae seated i this advantageous posil
“These “musicalchairs,” as O'Shea refers 1o them, are as much a part of the ngoiations

006-2007),

Vet usdiscussed i chapter 4, the “raditional” image of how traditiona Irsh

context for the e is in Newfoundland. In considering

Ireland, Hazel

the intimate involvement between local people ata house dance” (Fairbaim 1994:597).

larly, in d
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Sense of “home” n Irland, Deborah L. R

of community that is essenial forthe continued connection to a homeland” (Rapuano

Regardiess of |
“raditional”

B it tdoa

thing,”

Yet,1

should be good music that i played.

how they are

playlst.

what they do. And so they might end up leaving people out” Here, again, we see how the

presence of pr

control of sessions. Yet, beginners support this organization because of these musicians”




 (O'Shea 2006-

2007:7). O'Shea " Nevertheless, beg

because of their

ppor i y o
Their respectful abservance of etiquete is also a performance of theirrole 352

he of

apprenticeship s & matter of both leaming to become “good” and “good at” (Bryant

2005:224-225, 233-234). Thatis, it s notsimply learing the ideals but also performing.
Thisidea

them.

willbe

discussed i chapter 6, however, a musician who does not observe “common sensc” and

odds with the sociabiliy of these sessions.

523 “Getting it
I'was at Erin's for the session ane Friday night, I was a busy night, not long

before the Folk Festival. When 1 arrived around 9pm, the session was well underuay.




without their 1 lled

W listned. It 7 id exeryth

was sticky. | would get up from my chair and my shirt would peel off of the back. There

oo ind really good
* tables.
Jittle chat i . heard the music
outside while walking by: a good night.
Amusician for him. "
Imoved be alitle closer o the

cicle. He ssid he was from away butrealy iked the musie scene here, He would play

lile bits playing, but whi going

id 1 didi't mind

play long.
o st but e some time it was geting anoying eight in my car He asked i | played
e e it s siing onth abl besideme). 1 s 1 id and would i Knew he e
Hrsid 1 should just mess sround,tha's what e dos, | did' comment,but 0 me ha's

the exact opposie of what | thought you should do... While he was up geting a dink |

young man.” When speaking a few days later with Andy, a musician who had been there

P g

thatnight, »
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people can be such enthusiasti players but have no sense of “decorum.”

“qualty. ing i ly Fiddle Group.
s, b
quietly. The
play reg i abilty.
ol
pe
provided the musi remains  certain “quality.”
"
i Shif
\
young man :
players. Mumbli bling, gl }
h

2005:168-172 Fairbaimn 1994:567-568; McCann 2001:91-93; O'Shea 2006-2007:9-13,
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the session i

2008130134
I
disilled from the widerconextofthe s traditonal senc” (MeCann 2001:92).Cerain
. cither

pub owners as being i charge” of the sessions. Similarly, musicians who are welcomed
these rules.

s Mahmood

005:179)

i1 think 1

naddi i

occurrence. Musicians at al sessions are oflen very welcoming, supportive, and
thatis,the

‘encoursging. But this support depends also on the musician “gettng
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emphasizing certain ideals of inclusion, for cxample.

5.3 Political pathways

was the case Tuesday

He commented on the negoliations that took place at tha time:

1 e
‘Youknow, where do your loys
you've been goin' forten y
pack up. puys “cause they’
“loyaldies” i 0a
anting o p ‘g00d players” who started
e imilarly, o

Jout “loyalies” i Nellie's

session occurred at the same time.

“Those advanced musicians who attend Georgetown or Fiddle Group, and there are

proy y i i Within
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Keys, and speeds. They may play, for exampl

increase their

“good” musician s
Icamning to be “good at” making such musicalstatements approprately.”

1, Simon

He,

ity” (Frith

1996:110-11), Helen ©'Shea (2006-2007, 2008b), however, citiques this concepion of

Ireland, ing. § Frithand

several i toge

(as if everyone had the same experience)” (0'Shea 2006-2007:15). The discussions

. cher mican’ decsions

panicipaing i the sssion
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O'shea.

relations

1996:109,122)

pursuit of sameness” (O'Shea 2006-2007:17). Frithsimilarly comments that music

individual and social intersts, of ssmeness and difference” (Frth 1996:111). Yet, rather

“groupness,”

(see Brubaker 2004: for

useful analysis of related problems),

peri their

be alered through th

follow.

200

e
elborate on this

et chaper.




musician. furher in chapter 6,

poliical i 2 Texplore the

feelings of “groupness” that musicians do experience whilealso taking into account the

161



Chapter 6: Playing music together
Excep,

Ttvas

but o lisen. A couple

of i here was to

sy The group was

going to “say goodbye, have a pint, and b inspired.” The session was underway as we all

arived one or Duke of Duckworth,
5t John's

for example, whil ic. Occasionally
Someone would

taking a break, Everyone ther, playing or otherwise, was having a pint, @ good time, and

enjoying each other's compans.

¢ position at the

important spaces of socialization for musicians, whether they are performing of not. This

162



networks of reltions and constitute  significant part of musicians’lves. | conclude by

belonging by

6.1 Social music
Irish (and)

he attends Fiddle Group: “I's not the musie, it's the people. The people are fubulous™

(Gan 2007

(Fairbaim 1994:567).

(Fairbaim 001:120-121),

“eraie,” p o

of Faibai :

d Theterm

16



001:120-121), Nevertheless,the exci L

night out,

M  paricipa

experiences, along with the music

1994; MeCann 2001;

O'Shea 2006-2007, 20084, 2008b; Sommers Smith 2001; Waldron and Veblen 2008). As
discussed in chapter 5, many musicians and scholars relte the practice of sessions to

ideas of past commurity music-making practices. In Raymond Williams' analyss of the

e

term “community,” fther o “act

or they indicate “a partcular quality of relationships” (O'Shea 2008:99; Williams.

19

). Both senses of theterm hase been applid 1o sessions by musicans and

scholarsand 1 simil “quality” and “groups”

‘musicians develop.

h that

(O'Shea 20081:99; Williams 1983:75). Using Williams” analysis, Helen O"Shea also

e

Ireland,
2008b:99-140). As 1 have discussed, she coneludes that the session is about “difference™

‘s wellas “sameness” (0"Shea 2008b:139-140). She also follows this conelusion by




“community” when there is clearly much more to the picture (0 Shea 2008b:139-140;
0'Shea 2006-7:18).

o5

“communitis,” “we foreshadow the illusory treasure of authenticiy through an

Fhome.

where the heartis,

aming or wha culturaltheorist an Chambers cals “the myths we
Knows 0 be myhs et continue to i 0, herish and dream™ (0'Shea 20086:140), In
ther words, we simaltancously adhere t deas of a world rooed inan ideal “vaditional”
and authentic e ht i cloel e o this musc, 1 agree with OShe’s sggeston,

but

musicians’ i certai Chapter 4
discussed in detail how musicians” selves become entwined with these very ideals of

whatit . In addition, icians, the

narrative,”

other musicians,

frustr other less positive

iherefore consider how some musiians feela sense of “commnity” through

Others,

 Masiians
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however, prefer inother ways.

music scene,” e pubs,the concerts, and the
her words i Ihave applied
consistenly histhesis f with

only partial seriousness, as “clubs” or simply a their music frends or the session crowd.

“Ths, following my treatment of “traditon” and “authenicity.” I do not seck to dfine.

“community” and ly upon

‘commnity. This chapter rather explores the experienced feeings of “groupism” or
“communalism” held by musicians and how these are created or contested (Brubker

2004),

‘As partof this exploration 1 also consider how this particular music an

7 As Frith sates, “while

h

music may be. pecp

Jifeof its oven” (Frith 1996:109). I s performance, music is  bodily practce (Bryant

2005; Frith 1096).

the musicians who p ality is !

pe 005:233-234).

L iscussd nchaper |
pericnce (P 199) Music i hreor e wher e tha Ut misc “happens,” s
‘Mo s lios

“rdition




L Yet, as discussed in

chaptr s,
one’s 0
Mahmood 200
one fences | have el
lue whatthe tune s
{ogether. Frthfurther stes:
Once : o
v in i Witer v’ Fimish
s pub or Trinidad,
we'r deling notjust wuh sl Forwaiona syt wihs,

. but
‘Soca nercton. Communl valoes ca oy (s be grasped, s musicl
aesthetics in action’
(Frith 1996:124)

Cxpericncs - th e ways i which music works matera 1 ivepeape difrnt dens” -
1956129, Masicns

ncxploing “ahemaive modes of soialieracton”
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discussed 1996:124).1

1o the music and it social and material practces.

6.11 Collective music-making
‘Conncetions develop, at least i part, through the simple ac of sharing a space.

Rachel, who

atends Fiddle Group, explained:

1 .
ith ths, it’s not i this...Soit’s
there’s something

that..
o s of s [t g ut cgther, B ome sl
ot sy s gy lad we won' e cach ter unil et
veck. e ) ou
Ty ot e wmhmmmmmmo..mm
oy ey i o e,

| thatis in

Ve,
Some ways bigger than” thee differences outside the session.

s dissolve boundaries” musically and

As Hazel Fairbaim observes, “se
1994:583)

persanally,

performance. Vince explains, “I mean, nobody minds if someone plays a new tune

obviously. But if you come and all you pay is stuff that you can play, you've just missed
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people.” An

individual who

individual who is “taking away” from the quality of the music. Similar sanctions are

individual

 This melody is given
accompaniment in sessions and at the discretion of the players. In addiion, while each

individual i

e . . 7 R

ith

playing
music together” (Faibaim 1994:583). Fairbaim s rferring the Flead sessions in

Ireland, but i John's. Sand ber

of how y i personal

reason for being there. Mine was,well actually mine was o play the iddle, but what it

lite family.” Even

‘sameness across othe lines of difference (O'Shea 2006-2007:17). For some, like Sandra,




performance which is a kind of “aestheics in action” (Frith 1996:124). As discussed in

lincages of or terrible sssi
The
“introverted” ludes all
1994:584).
» Jized, and
Tearned, simply by being there.™

612 “Give us a tune”

007:794:795; McCann

2001). The social function of the ift s best known in

exposition by Marcel Mauss,

1994:584). The adience

ot o e
Shea 2006-207.6) it
Cadong”
predctedon complt nclusion nd parcpaion.

1



1990) y

of self the s the chat,

endeavour” (McCann 2001:93). Thus, it s notjusttunes that are given. The gift s the

fideals, of socialization, of history o sories, and of personal

expres

it'sa gifl, it's  talent that was meant to be shared with other people.” Certainly,

setof tunes,

The

= i wit, thei . or their

‘music (Fairbaim 1994:567). As lan indicated in chapter 5, he only began attending

the abiliy o “offer

something’” ti

In other words,

s joiing and

i unable o contribute o that

partcipating i a sesion. Ye, the feelng that a music

from joining the

bl i ions. A musician’

“give’” more reflects

hierarchies of musicianship among musicians and acts a a symbol of their wealth of

m




i social presence.

the spirit

of the gi

_—

(Mauss 1990; Wilk and Cliggett 2007:158-159). Rachel explains, “Would I keep playing.

i1 were by myself? No. I think not, if | didn’t have this group (Fiddle Group]. 1 feellike.

it's aresponsibiliy o this group 1o continue attending]... | don't mean that | would be
happy to give it up, but [playing with a group] forces you into it In addition to “the

Oncea
arinks
sessions. Tunes, people, playing
teaditionl Irish (and) Newfoundland music a sessions
6.1.3 “You feel like you're inside the music”
playing “qualit” 5.The

‘music itself R. Clark, publi discussion, November 20, 2009; 0 Shea 2008b:27). This

m




‘communl actvity of dancing. O the other hand, assessing the “quality” of music in

objectified entity tha can then be aestheticaly judged.

et
par 0 the sss
"t go other times.
* Focusing on
a
experence. When  sesion “goes pe the amount of

chtterdecrases, and the musians e ngaged. The sesion i “fyng” (Fairbair
1994:568), Frank, a sel:proclamed matcur musican who primariy attnds the
downtown sessions, iy xpresses that it s

Tl scap o he s o e worl, s sl s 143

deprur, I somentre o, you'e ot arywherclic When o' n e
music that's where you are and you're nowhere e Soong e

ic and

playing on me i orbouzouk o whatever, aecordion,your music s
el lik

Helen OShea refers to this “pulsating’” or “escapade” as bing i the “heartof the music™

. 2008), i physical.

Musicians™



and ideal

“The idea of this colletive engagement has much in common with Emile

Durkheim’; Jidariy

Durkheim

“effervescence,” which is “a sort of electicty... Every sentiment expressed finds a place

e minds cchoed by the

others” (Durkheim 1976:215-216; Rawls 2004:169-170). Durkheim argues that these

which

2004:170-172). P

thata ‘goes pl

The “sacred” can simil i Rachel

commented, “there’s something i some ways bigger than” a single individual's

experience.

Helen OShea briely considers how sessions in the context of “Willie Week,"a

Malbay, Ircland,

communitas smong musicians (O'Shea 2008b:97-99). The concept of communiias

originates with Victor Tumer who, using Martin Buber's words, explains it as

7 Alcohol consumption may i contbut sinificanly 0 hisfcling of “sscapade ™

7



ht add, above and

multitade of persons. And this multude, though it moves toward one goal, yet

the others, a lowing froen [t

Thou (Tumer 2008:127)

atemporary experience in “anti-structure.” Willie Week, for example, provides a iminal

though
‘ 0 different '
20086:97-99).
|
| however, that Tumer'
Durkheim’s Ithough
1
por
2001:107).
“Mlowering’ of
the session is “flying” and feel
other
participation in

sessions (Fairbair 1994:568; O'Shea 2006-2007:15-17, 2008b:136-137). However, not

4




musicians to form different relatonships with one another. The sharing of music and

i quality, size or
i Yet
There is
Sessions and different ways of achieving these rlations.
Ieland, hov
expressed. “What s uli por and
the capacity t0 the significant
2001:73). Thus, i poli

i

musicians into the traditional music scene in  wider sensc.

6.2 Structured relationships




pubs, as wellas the influence of speific styles of playing (Frth 1996). Thus, while

i

are limited and dircted in partcular ways.

21Ty ot i, they e sein
o5 et A bm o doem e

Auntie Crae’s relative to Georgetown and Fiddle Group are noticeable. The average.

percentages of women at Bridic Molloy's, Ein's, and Auntie Crac’s during my feldwork

15 percent, ivel Lthe
" e Irland
B 0085:105-11;
Throughout N Jola's

there are many women who play traditional music. There s, for example, the women's

hich is meant 1o be “an informal, safe

‘women ofall o

" Labrador Folk 2010) 1know lite

every week. Yet, |

summer, a the Georgetown pub.



When

commented that the current gender disribution at essions is “jus the way it " t the

Rache, ho

exclusively at Fiddle Group explains:

e’ Ithink that i’ i i i
just the way it evolved, jus ike women don't fish. You know i’ just pat of,
well, you's

of those youngsiers?

e,
demands on their time, as willbe discussed in chapter .

Rachel

against "

John's,includi
‘amale space and the gendering of the music.
tates, Helen O'Shea and

Deborah L where most




sessions take place, i gendered (O'Shea 20084:56-58, 20080:106-112; Rapuano
2005:105-110). Historicaly i Ireland women did not enter pubs unless they were the
“dregs from the gutter™ as ity Leyden, one of O Shea’s paricipants, commented

(0'Shea 20084:57, 20080:57). Smilarly,in Newfoundland, 1 was told that i the 1950s it

‘women's washroom. Whilethis s no longer true today, thehistoricalIegacy of the pub as

i the pub and as paricipants in the music

For cxample, when

Lasked Te ions,she explained:

here's 7 . T
fast s [ can play it and I'm not interested in playing the music as loud a | can.
e s 5 i

1don'y it, you i
There's

Fmnoti intha, ' fyougo

1o the amateur sessions there’ los more women there.

5, howener,there are

different “quality” of music.



relations, “qualiy” as

“fast” and “loud” may reflect gendered bias

Sherry

Valley, Ontario, Canad fider

2006:99).
for example, said that

women have “

s iddle styles
(Johnson 2006:100). Yet, she also observes that “the characteristis atrbuted to

line styl fiddiing” (Johnson

2006:99). ¢ status at
sound. i also limi
partcipation Teny,
for example, 3

1
compeitiveness or “estosterone.”

Inaddi

particular personal, le. Kath Weston
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example, take up gendered displays, such asliteral muscle flexing, working with live

cireuits,

reputations as “hard" workers” (Weston 1990:145). At the same ime, female workers.

demonstratng skill and productiv

Jy. They do so by Teadi
“going alone”
arise. Bridie Molloy's 3
e,
The
¢ usual

performances of femininity. One of O'Shea’s (20084, 2008b) participants n Irland, for

008a:61

e manner s0 as o to draw unwanted attention to

1o perform in an “acceptable” fomi

herself, which, i per 2008a:61). 1
» Vet starting
ind leadi “going alone” are, i Ihave




As aresult, O'Shea suggests,in relation to hr research in East Clare, Ireland, that

(0Shea 2008a:59-60, 2008b:110-111), This observaion also seems to describe the

Joha's. Al

the boys, 1 hink, 10 a degree.

she phrases it tha she is “one of the boys” and only “t0  degree. Similary, one evening

friend “ladies,”

responding “they're not lad g g

seriously.
sessions (Weston 1990).

John's and elsewhere, ho

Yet, the



pathway:

with the music and the contexts in which it s performed.”
6.2 Bearing the tradition
bk
i and
s paricipte i
006:2007:10)™ Again the space o he pub
005:30). I add
. whichaso
influence older muscians’ paricipaion,
o
Neverhek o .
2 pl fieldwork
Vetss
i Moot =
et s woud oo gt s Okl o e o,

unle 1 e, paralysccouning o he e 3ge demographics.

15




over time One

e did not i In

additon,

context of the music and ts performance at sessions.

19505,

from dances in that musicians play in groups ather than solo or in pars. n addition, the

005:81; Fairbai

rish was never employed 2007:193). Yet, Broderick




with several visitng Irish

198). Thus, many

playing at sessions.

than simply

radition. They Yeu1

‘musicians' lives because ofthe social conncctions they form.

6.3 Musical social lives

nd.

various ways,
means of ereating culturesociety (Blacking 1973; Merriam 1964; Secger 1987). More

N "

musicians create their collective identiies (Frith 1996; Stokes 1994a). This focus on

s ions of “identity.” h

stantial i discussed by

1976; Mauss 1990).

with shared

meanings and ideals.
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ives s, for example, “second

ships are of great sgnificance in musici

families™ i Kinds

networks.

“home”

their pathways and their participation

6.3.1 Creating networks

people,

‘music. Vince, i 3

explained:

mesn s et o socilin with el dox oclz o, ' by i

work and 50 iC’s 1o that doos ring e ko conat
e pople i i And yauknnw. han playing music
as you've p by

il ol Fartel i o

family-| Some have

for example.




throughout thei lives,offering advi

outand a bit of “camaraderie.”

‘Members of Fiddle Group, in particular, strongly emphasized the social

‘music. | don't mean that we

o har
mre soialthings, we did o moe plying
B

And
s.nyw.mwnm o v o el i o mnklnxlnnu

Rachel, and oth

raditional music with other people.

“ltle

family.” While lengthy, hr full explanat

i worth quoting.

Sam:
why you till play?
for s

ure, & p. I

1d seck out
ke two things in one, youknow ke
way,

other venues. But Fiddle Group was.
Certs. '

i e bl bt ookt gl s

hilarous people that come from all walks of lfe. That, ll f a sudden I'm
An

W Tmean i’ not

bsolutely |

el
of frendships that have developed from thatgroup. Yeah, and riends thatare
family. i

peop
Sandra's




“two minis in

one.” She also comments how Fiddle Group is made from people of “al different walks

s and O'Shea's " among

well as the “samenesses”
one another (Fairbairn 1994; O'Shea 2006-2007, 2008b). Sandra also partcularly

A

both she and Rachel discuss, the| regular cor

with thers.

‘musicians from away, including myself, witha sense of home, “belonging” or “family™

Newfoundland ™

by
heir lives. M i o .
n per bars

indrasays, it's not justho "
facets of thei lives. Professional
e i <
Iy Wik
Ll
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offer tips. g ap

k abor tovisit,

“The news that

‘aspects of their daily livesin St John's.

6.3.2 A global network
" e

for playing “traditonal Irish music” allows musicians 1o make connections that extend

Jayed e, 1
i for vi Tsanbul
Showing musicians playing two tunes “the Mountain Road” and“the Golden Keyboard)

thatt play. Taylor, i
Irsh reper e
youean laythe same
musie” Several
wrdition, or example the play and
1 John in'St. ohn's derived

)
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o Rob Murphy

institutionalized sessions in St. John's

itis across

the world, in many i join

musicians. These unexpected paticipants may not be completely random. They may

connections. These connections could influence which sessions they attend. Yet, there are

3 Many of the

. John's are listed i the local

newspaper.

different i in Newfoundland.
provides descriptions and comments on the session, which also may influence a

‘musician's choice of where 0 atend,

P tohis

“that’s the thing, they

». yousitd




meetthe boys. I’ area lte club

por oins
e able
‘ and dons. The presenc of ‘
“belong”
G e is pa
. Irish (and siculry
John

definions of what t means to “belong:” (1) 1o be-a member of” and (2) “fit o be

me 008

o “amember of” i St Joh's,

eworks. We also

" Pery' commentls evels an mpicitgendred ssumpsion. Whil“he boys” s 3 common
exprssion, i o impiesthat st paricipants a these sssonsae gencrly
rough onlne

newsgroup, websies, o
Thus,

il etworks and devcloping estionships withoher usicians
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in addition, begins to

drawor
riendships, ply rege
S
deals, goals 'y musii

and the creation oflineages of musicians and tunes.

In additon, a a esultof these ideals, audience members and non-performing,

“acceptable”

the session. Thatis, all musiians, playing or not, have a place o “fit” even if they do not

i

fromth sssion ead
Tn additon, | . the socal
s music, i shoukd b played

tines. The place
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‘a musician “belongs” may someimes be outside the circle, or at least not completely

inside.

ol et “fie”
atthe session - where we belonged — even if we were not playing.

There i, however, some tension between these different definitons of belonging.

il s in Fiddle Group. 1 asked
Rachel, for example, if she would like to join the professional sessions one day. Her

response was,
et widove . Lo . B o e e o about that,

Mo o e thers ar, n\\wﬁdbcpmb‘h!ymdxﬂmuhmuwgwp
e ot o i s of 1 dof kv i T sl welome o
something [else]. Well, ity o Lo g but fellke 1l

s whee | o't o B P, ot nffeging, bt Anyways, it just seems ike
e bit like different clubs around the city alrght, i’ only
e eyt okt vy

in her life e
by being a member of Fiddle Group. Yet, she aso feels constrained to the “club” that she
s currently in Her musical pathway has given her a place (0 fit within the social

e, ightlead, if anywhere,

hoping that “a new group” will form where she may also belong (become a member) as
she continues o grow as a musician.
Keith Negus and Patria Romin Veldzquez argue that a focus on “belonging” in

disafflation,




(Negus and Romin 002:141). Negus,
i scholars, b i “powertul

" (Brubaker 2004:10).

various ways of “belonging’” that do not always resultin warm fuzzy feclings. Thatis,

nevertheless
I nd
audience members.
“environments” for themselves. Musicians start up new sessions, develop new
thercby
"
ping. 1
a
quite happy with where 1
o belonging 1

Yet,

“belonging” tothe Island, as well s how these various interpretations constiute sources

for debate among musicians.
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Chapter 7: Experiencing Newfoundland
Newfoundian,

that1

“To Wayne, music has a sory in certan places and among certain people. Many other

(and) Nerwfoundland music or through playing music that “belongs to us."" This chapter

place

1 frst consi Newfoundiand, and

the Island, and.

play. I show hoy

Newfoundland. T

in musicians’ musical pathways and i ther lives.

it
(o, tal 1999 belong, v,




7.1 The music of Newfoundiand

i

radition

years. “Traditional™
asociations to “place” and “culture,” because the music is considered to “belong™ 10

par

“belong” t0

musicians’ musical associations wih place.

lives,

ocality” and “multi-locality” where she argues for

“places, like local and multiple. For cach

Ihabitant, a place has a unique real

and places” (Rodman 1992:643). Thatis, places are experienced and conceptualized in

I 1992). I particular, |

dersandings, and




Martin Stokes, observes,

v " (Stokes 1994 i s

different ways of interpreting and representing “Newfoundiand” and “Ireland,” among.

other places.

1 Different perspectives
st Irish, Newfoundland, and Irish

Chapter how, through
history,
Masic, ides
par lers f
carly naddi I
“unditons” i e, ety
el oweve, tht peraps e arc.
19928 Corcoran
ich
19923). ply masic.” The definion

ply music” por
{hat Serves e fncions s Atal 1985, lacking 1973, Kingsury 198).
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dings,sheet d * ravels and then

adopted and moxified in Newfoundland by local musicians. “Traditional Newfoundiand

from “taditional Irish music.

Ispoke with
Masicians, however,

the music of Newfoundland

I

places, onnell

2007; OhAllmhurdin 2008; Osborne 2007; Smith 2007).

‘Through the associations of “raditional music™ with a “place” and “culture,”

playing ths musi, explained:

il o disinuish Newfoundiand” msic fom “Englich” music or“US American” musc, which bave

198



s beenchaned by Newtoundnd. Tars what | onsider o be
nd of

et et e o epeds o wher o e yurboundaty, nd vy
oy i s ot you ‘Where o draw . You've got

draw

as

has been changed by Newfoundland." That is, the music i different and irevocably

Newfoundiand.

Ircland and elsewhere. For example, Josh,

musician from away who plays professionally, commented:

i Litsapart
ofit. Well isnot, s rish musie. There's  huge Irish influnce in
Newfoundland, shouldn'

(s good and you
can play it - it's Newfoundiand and his isn't
Iish nd 9
development tively I b
*Many Josh
a“spectrum,” s ¢ and that it s *s0




“originated”

‘ music” through is historical and social tes 0 th Island

Irish and
1 that “the Iish musie that
in 1 p has occurred,atleast
in part, Iish
Island.
p X bec:
‘Newfoundland.
lot Trish music
I But
ve been
haven't

1 Of it 5o they assume that what they're hearing [th Irsh music] is
lnduwwl Newoundand musi.. I ish s o know. And youcan g0
ar the same musi , with

e s

clearly how.

bt hit

musical pathways, as seen in Andrew’s narrative,

Insum, while all musicians acknowledge the influence of music from Ireland,

Anthropologist

Tocal in patt

(Sablins 199

).

“foreign origins” or “local patters.” In one sense, any music tht is layed by a local

musician could be considered “Newfoundland music,” s it develops 2 local connection



Itand, despite any foreign orgins. I discuss laterinthis

p c

‘music tha orginates from Ieland and elsewhere s part of the Island’s music,

thers, on the other hand,

music” on theIsland, focusing on the local pattems created over ime.

Asaresult of these different processes of local developments and forcign

the Island's drew, fo i ted

longstanding performance and local development on the Isand.* Iish (and)

has been in Newfoundland for the past thirty sroduced
Tickle ‘Snotty Var, as well roups, s not

seen ~ e Andrew says “thats

music oo.” Yet,

music that

dravn and

1 Se Chter  for  discussonofth hisoial coniets f s bands.
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Firs, hoy

distinctions that musicians make in their music.

7.1.2 Making distinetions

unes ngs

 Hil

she was  child, commented that“he seting has hi eally eavy lincage. I'sentenched

played by certan players but passed down o the next generation.” Hillary sees the

i pr

forcxample,

200091

001:91:92) Even fthe

274 dscusion o he compsiion practices o Eil Benot.

1594560

(Faisbaim 1994569)

her o
2007:189)0'Connell (2007 ollows St i aalysing four regiona tyles pls n “okbime” i syl
ot

Newfoundiand. Thu, there s -Newfoundand” sctings o e, whic e differnt when compared 0

]




position by local pl

‘Newfoundland musician Christina Smith (2007), for example, discusses how

Newfoundland “crooked” tunes.

ot i wit ‘ —
(Smith 20075142, The unes have xta or fewer beats aded a th beginning o the cnd
ofatin. Wayne, whose comment about msic and place opened this chapie,
explined,

But there's ltsof

know, like extra bars and extra bes... el e s o s '
fucked up Irsh tuns and i you can't get past ha you may never appreca
them.

1 don's
1ype of music. But it needs

s "
Somcone who digs it 10 play i, you know.

‘much of Newfoundland's hisory (Smith 2007:151). As dances were primarily

accompanied

Srains based on the needs of the dancers (Smith 2007:153-154). “Crooked” tunes are

performance by musicians and dancers.

B




tune. And what docs it mean? Does i mean a tune that’s composed by &

soues, you know, and they're prety rare. Knowing who composed a tune is

Tume] Bt ven Emale and Rfs ave ssid nd hve witen, 1 got
from anold French tune | heard,just took it made i inio my own.” or hanged
this part

outside sources™

exists. iy
primarily on the local tes of Newfoundiand music in Newfoundland.

formed of truly

Newloundiand
of playing. Bridget O'Connel discusses how style includes repertore, as well s
‘omamentation, variation, structure, imbre, and tone production (O'Connell 2007:91)
Just as tunes and settngs are seen as “entrenched ino a place” these styles are also

landscape tsell

(0'Shea 20085:66). 0"Shea, for example, observes how rish musician Mary MacNamara
< of “the

o

" which,

e
neand.




mountains and drumlin hillsof East Clare” (0'Shea 2008b:66). Musical clements,

specific note variations, specfic types of sounds produced by instruments, o specific

ways
produced by the places where they are commonly and historicaly played.

Ben comments that the Newfoundiand style s “very fst,very driving.” Smith

ol

o *swing'™ (Smith 2007:142). These qualites are seen i the performance

.
Sy

similarly connected o the history of the Isand and its pople.
Againstthe tendency t clearly differentiate styles by region, many scholars have

Ireland 2007;

MeNamee 1992; O'She ith 2001:114-116),
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John's and beyond

(Dowling 2004-2006:130; Keamey 2007; 0'Shea 20085:53-77). The next setion

different ideas of Newfoundland

the sland.

7.2 A musical place

this music, ider musi i and

how they
that “belongs" t0 them. I then focus on musicians who play a vriety of Irish (and)

i : e




between music, musicians, and place regardless of musicians’ musical focus

for analytical

y gk

There are, however,

how these

discussed, i ¥ be
separating ou” the music. Some musician’ ideas will therefore cross-over between

sections. My

Island's music i the

inthe St John's music sene.

7.2.1 Music that “belongs to us”
Frank,

from St

ihink maybe i's just a sentimental atachment. See, if they're Newfoundland
s when I fee ike |

there’s some other

all, because of that... Yeah I'm not sure what
i There's
Newfoundiand tune.




i 1o this

» 1 pecial “atachment”

L

ideas of “hi

associated with. |

well
Jacy Irish
7.2.1.1 Experiencing the past
Charles L i
interrelated ways that 2 ity in
past
simila categorizations of the ways in which “authentcity” s appled. Tim Edensor
(2002),fo example discusses the idea of “emotional authenicty” inrlation to
Braveh i
- o .
“ ) suthenicity” for that

larly, Celeste and

comments that “heritage” s not necessarily the same as “history.” Yet, she also points out

“ancient origins™



200549). Both

Lindholm’s

the true expression of something, such as the sclf” or a “people.” For cxample, an

butif
it i ¢ then it may.
‘consttute emotionally authentic expression.””
“traditions”
development of Newfoundiand. The music thereby has a “story here,” as Wayne
p
“of the pace™ ians” experi tleast
i, = par
Newloundiand,
of playing. As Ch
i ot sty e o by s
e
o i, ey oy
typesof unes o
i ortht, bmxkykm«mn;unwnmuwlmreunuemwthwmynum
ey .
e o u(»‘d\:m s condion,o o s god s

v 190 romantic”
o o s o o oo
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Labrador liseni ¢ have the

responsibility to leam, play, and teach these tunes as we discover them” (Smith

2007:160). These musicians therefore maintain the “crookedness” of tunes, for example,

o
t0the music’s per i L

nd indholm 2008:28
Neverthel y
gencrations.

play musicthat “belongs to them” i the sense that the music “comes from” the place.”

I s, “music.. sands for,

immediate experience of collectve identiy” (Frith 1996:121). The connection Frth

o Frith concludes “music

body, time and

Newloundland s

infunce o denifyng s a Newfoundlander.” | dcuss beow, however,how perfoming ris (u1d)
wellss




sociabilty,
namtives” Fit 1996:124). Wayne, forexample,discussed ow signifcant and excting
it to i o play music tha s connetd tothe pple and place of Newfoundiand:

1 don't deny the links it s msic, | tink thy e there cetainy. But [ sort

ofdon't s them s eiing the musi besuse it wouldmesn o s

R
mine. itis that actually

Iy {the music]
. hink that there's something excting tht’ there (0 sot ofbe done... 1 think

‘music but o ry o ook for what St ind o v ond (]
you maybe personally find it vl and i,

“dioal”
ik
between the music they ar playing an th performanee of that music by
Newfoundlanders in previous gncraions.
™
sives”  musial forms
" ideas of how it
"
within s peopl,and thie past. As

anthropologist Wayne Fife suggests,inreltion to tourism experiences at L'anse aux

Peninsula of Newfoundland,

of these i thateffe




experience of der

cation and continuity (Fife 2004:149) These ideas of authentcity,

in torn, allow

performing i’ e Island

7212 Re—ymenlmg Newfoundland
i and performing “raditional Newfoundland music” musicians lso

rish

tothe folk revival

19605 and 1970
individuals stopped playing and dancing the “old” way (Smith 2007:141-142). Through

the influence of radi

 visiting musicians, and other factors, musicians and the people of

Historian P Iish the

such popularity in Newfoundiand because it provided Newfoundlanders in the 19505 with

ofits performance on the radio and its American orgins (Byme 1991a:67). This

o e
jace,a ie
it g plasiy e osgh o e aculy b e by e, ek i So0r1:5). Mo do
might have been. Nevertel
Rorst,awopol subenic”
chapir .



ish d

However,with the interest n local “traditions” beginning in the late 19th century,

Lin he 19705,
John's Newfoundland
with

radio, tlevision, folk estivals, and formal

value ofthe music. Lise Saugeres (1991), for example, explores how popular

Figay Dull fostered a it identity” through the
promotion of “Newfoundiand music.”

Saugeres” consideration of the band shows how musicians can shape.

meanings. Newfoundiand

“taditions” throsgh which they claimed and expressed identification as

m form of self-
d Cultue C
music of
1991:18), I doing s0,they d onhistorical their
the content, such which




1991:136). i " as they.

: Saugeres 1991:129).

self-representation,relevant to people’s lves in contemporary Newfoundland "

These 2 i 2
howeer,also produced in oppositin to other conceptions ofthe Island. Contrary to the

Anita Best, of

Figay Duff i “ i i (Saugeres

1991:103). She ihat Newfoundland's cltural

el nvcre et he ek oty Wi st i 1 it <orwed s e
. 99273,

“inventon” i Figey DufT’

Somscion il the gl Newtundind.
Swgers

i i DU s g e et s st o g e e of NewTounand
1991199.205).As s, i follows
- Gandie 19856) Figey

DU however,

e méaning of -Newloundland masic” spplied o peope roughout New oundland. o even 0 amyone




Ay that it s not Irish music.

Andrew's narative above.

witha
™
Cunral Hal “identis
de, of diference” (Hall 1996:4).
similar o O'Shes’ - and
“diffrenc” n thir performancsof musi (0'Shea 2006-2007).Distinguishing
aher” sty i Iish music, is therfore
1994, The pace, s msic, and
“just s 800" rthr than sy Trishness thatis
partofthe mpir of “Iis cultural imperialim ™
The
Andrew a

i preserving and promoting the music of Newfoundland. He comments, “Well yeah, |

0 play it To Andrew,

Newfoundiand Wl fan from




elseis going o play.”

‘Vet, Walter also plays much Irish music indicating the impact of the

John's For
i pob .
h “ when
Chr
When | play prfesonally, specall off e and 1 ry 0 put e focus o
Newfoundiand music because that's where I'm from and that's kind what | have
10 offer you know. . that's not to say I wouldn'tplay music from vaher e,
buttend to promote that [Newfoundland music] firs.
pe,they they play
amixof L John's
Newloundland
Island: Tradironal
c i Thecl
Ireland and Newfoundland. The liner notes
. which




rish,as well as Newfoundland, t

(Ostbore shows how msicians maintained the “erookedness” of local

Through these

contemporary tes of the music to Ireland. The promotion of this music off the Island and

D by such

musicians i thereby a continuation of the project expressed by groups like Figey Duff, of

promoting Newfoundland music and thercby the people and the place.

Th

Newfoundland’s past and to the people of Newfoundland. The music is seen to “belong”

tothe place and to the people wh perform i, as opposed o Iish music that belongs to

someone else. whlly. In delimi
what “belongs.”
Newfoundland
music. i as just s good”
i um,
perform “Iish music” from the I the next




section

CD, similrly
relate to and identiy with Newfoundland.
7.2.2 The place of Irish (and) New’foundland music
o "
John's plsined 1
other day. v dlwas
like is that ok, isthat ool?” and they're [the other musician] ke ‘of course, mix and
match and i’ all . right?
stles s
meaning-laden. " also
fro
1 first consi ing Irish (and)
Yet,1
Fibe Island. 1
p 1gh
s hisory on the Island,
attachment to love to lay,
John's




7.2.2.1 Ireland and Irish (and) Newfoundland music

Just

‘Newfoundiand, “Iish music” is considered 0 be a product of it evoluti

aresultof

of “Irishness™ and a connection to  “homeland” inIreland (Leonard 2005; O'Shea

2008; ith 2004).

found inareas of more recent migration from Ircland, such a the US*

Jained “my

with Ircland and with

here” s playing of Irish

music, allowing him to mainiain some connection with rcland. Vince, however,also

Trish (and)

Ieland,

hat Iish s not part

has it to do with why they play this music.

wl ish




Jate t0 reland i other

Newfoundiand
ircand.
and been hig
in St John's i frend:
recondingsof
styles, bands and
. Thus,

Knowledge of theplace, their personal experiences, and ther social ties”

Ircland as they

A rish for
e

Joha' in 2008 for danti

held by Memorial University. Inthe summer of 2010 musicians in St John's also

well-known Iish perf formal and.

developed

for cxample, ObAllmhuriin 2008).
d

brough pheno ik
Senificanc o these s (e Lalr 2009; Scail 2009 Walh 2008,

20



raditional music,

‘musicians playing on the Island.

7.2.2.2 Experiencing the past

ties of
both sides of the Atlantic. However, while many scholars sce the playing of Irish music

2005; O'Shea 2008b; Leonard 2005; Smith 2004), many musicians playing in St. John's

@ pposite. Most were iy from
Newfoundland, o as relating to Newfoundland because of residence here, despitc the

historical, and Jand.

A discussion 1 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, genres other than “tradi " Bill

and travelsto Ireland. Because of these connections, | asked him, “do you ever ind that

people sort of ssume you're Irish or try 1o be Irish because you play this music?” He




they wanted. » id he said

it doesn't bother me at al, o, doesn’t bother me at all. I’ r

be quick 1o tell somebody really fust where I'm from.” From Billys discussions,itis

ts history. Yee, Bily i 2 “where I'm from.”

=
Newfoundland’s hisory. However,difeent aspects f this historyar emphasized in
porraying the connction of the music o Newfoundland. These musicans may
emphasize the “Trishnes” of the Island despie s mixed heritag, her own family
heritage or that of thir commurites, o simply the long istory of Iih music on the

Iland, i Trish

music in Newfoundland and through the performance ofTrish (and) Newfoundland

‘. P

Newfoundland. As with musicians who focus on “Newfoundland music” they situate

Newfoundland " musical

 historical ity They cont playing to past generations i

Newfoundiand, ind the place. Thi ion, however, is made to

bythe

m



influences and not s uniqueness.

as partof K

hris and Perry. i i Trish

leamed much of

friends in Newfoundland, as well s from lrish recordings and musicians,

Perry: There was never a bouzouki player i . John's before — or there was
i

and iddl W that's
ot sayin’ it beter or worse, it's 8 different thing.
Chris: I’ different all yeah.

Perry: I different altogether. Sl playin' the same tunes, which s what kinda
e s _‘

might have play . but you're playin’ i
context. But i’ the same music and t's ofthe place, s part of . And i’ livin'
man,it’s aive. ™

"they. of

(it 199,

o s or exampl,

norer o am
Velizquez 002136137,

deniny T
in Newloundand-

ot necessarly an expresion of “lrshnss™
W

“apipe player” -

2




7 similar to Billy’s comment that “I'm from Newfoundland,” despite many

Ircland.

musie,” ‘Newfoundland.

this music, Billy, Chris, and other musicians thereby create conn

s it thei past,

ther families, and the Island.

in't. John's

of the place. New music, musica id

by

relaed to Newfoundland **

Stjohnsman [February 9, 2008]: Speaking from experience,th vast bulk of older

i up as well. Graham Wells and a e

cither D, G or A, with the odd C
ger

Hohoczs, “Their

melodeons ‘Grabam wells
ek 1o have i e
Doris

i music,sch that theyar ofen refered 021 taned” butonaccodions.These douberow

“hen e ish

24
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P
interestin ths

Buck [February 28, 2008]:... By the way, stjohn'sman The number ofplayers
" i sa ot hig
ol

music

to Newfoundland dance music.”
(TheSession.org 2007-2009)

¢ ishplayers
by using “rish” s s, Buck, b ey are
is“irish- He it in suggestng
hat musi playing

' ) dans who focus on

Trish (and)

ging” 1 Newloundland,
thoughit i Trish msic on
{he raditionalmusic scen n S.John's i turm influnce ater musicins” xperiences of

thecity, Newfoundland, and the music.

7.22.3 The St. John's music scene
i

19605 and 197

28



from y Wayne
explained,
learn, when I was I just ran out of
Duff tapes and T'dleamed
i them. And.
Trish music and of course | camed tunes from there.
rish Ieland. Inthe
from o the
traditional music seene of St. John's.
John's
19705 and 1980; f“Newfoundland

by bands like Figey Duff, and tis prominence continued nto later decades. For

‘musicians learming and playing traditional music in St John' in the 1990s and 20005,

, i hough
rclnd fily recently
a I Trish musicians, the scene and
o pay with \caming
i i

from Ireland, is seen by many as partof the music of Newfoundland.
“The integration of contemporary Iish music as par of the Island's music and the

e local




ne member of

by b s "

(Gan 2007)

e standard I Yet,

Rachel who also plays in Fiddle Group discussed how,

11 didn't have that
Ay, defnitely. Yeah
East Coast rail or not, | don' think I'd feel as conneeted tothis place. 1 lmost
feelin'
here who don't know what Auntie Mary is
il di playing in"“place-making”

of iddle Group,

ike Rachel,saw thir playing of Irish (and) Newfoundland music as

" i Mary, for example has

originsin Scotland "

heaukang H i in Mal kes asimil

conclusion in locating  Celic,
Oklahoma. She reflcts, “this music, be i Irish, Celic,or old-time has helped me cross

the cthnic boundary and find my place in American socicty” (Hew 2006:211). To these

rtof

experiences of part of the St. John's

hel expeiences o Iing n Newfoundiand.

m



East Coast rail, which she sometimes hikes.

‘music, claiming an emotional authenticity in the musicthey play. Several musicians
‘commented, for example, that they simply learned tunes that they heard and they iked

Walter, Newfoundland

‘music, nevertheless commented that “| just want o play the music I's 50 good,”

rish music. Thus, the music may be linked with reland

“The pr

h e \ through

playing this music musicians feel “connected to Newfoundland.”

Joha's relat their

ways. They see

Newfoundiand and
culture of the Island. These players also play music that falls within more resticted

conceptions of “Newfoundland music” such as music that was composed by Emile

Benoit and Rufus Guinchard. They, however, do. play

wide variety of

in different ways.

28



In doing so,they also contest narrower conceptions of what and who *
y

Inother words, “Irsh

colturalimperialism,” these connections are created through an idea of Newfoundland

wherein all forms of|

represented. Throug i also
and play music that s seen as “part of our culture.™
1

Irish (and)
Newfoundland music i specific places on the sland.
7.2.3 Places and memories

»
par music. As discussed
in chaper 4, music oo
i h Cohen

(1995), for example,

» ol life

29



of an elderly Jewish man. The production of musie in places i precisely how a “story

here” i created,as discussed by Wayne at the beginning of the chapter.

Group,
illustrative of how p i
For exampl provided
a photograph e tabl
other ti and her
Rachel
w0

practicing. Sandra provided a photogeaph of drawings compiled into a tableau of many of

the locations in which Fi

John' Iy the

bl

John's such as

The Ship Inn, O"Reill’s pub, and The Duke pub. As Ruth Finnegan observes in her

analysis of ocal musicians” musical pathways in

fon Keynes: “the musical pathways

refective of the way | used them with Rachel and Sandra.

30



they drew through the town” (Finnegan 1989:317-318). Thus, music becomes not oy

ot

Jobn's

play inthem or pass through them at sessions each week.

Newfoundland as a whole. Rachel John's

Hi

L Signal Hillis

Joha's.Itis arguable:

tis site of

H ignal Hillas

a landmark, the place. initalways,

fes how musicians

just ke an evening walk up Signal Hill” she explained. This ilust

associated with Newfoundland, inludi phical lndss

of

the process (Cohen 1995:437-440) Frank, the self-proclaimed amateur quoted above who

plays at many downtown sessions,similarly relt



Theydotheycome up,tunes you baven heard il o 5 1 20 yerll ofa

sudden, “oh yeah | oved that tun, | haven't heard it or played i, I forgot about

T and sy plys i and) s hre, ' wonder. ou know ' one of
ol

surprises are a real delight today, when that happens... You know iU’s a
i 9l

el
i i 1

, o " - <
tunes, and t's a wonderfulrecollction and connection, you know. Feels
you're el hi peop

inlife o in

tunes are replayed. Ben, who moved away for a ime, for example,recalled “that’s when |
realy sarted o practice, cause | was homesick, oh my was | ever homesick. And I found

for me was o play fo Know.”

Teland.
‘music while he was away he could recall  connection to the skand, o his home, and to

his family there, Ths,

p They re-

played ata lter date in new placs.

Insum, |

the muldipl

m



and

identificati

el Tike they have a place on the Isand, o 0 create one for themselves. | now consider

musical paths and fibeirlives. |

7.3 Paths to and through places
i rish (and)

Newfoundland music. They commonly relat stries of how frends, family, or audience

members, i . are unable

certainly
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 asession in Germany

atan i pub a ik fstival,
dnight - Brend:

everyone i - ow

“you Irish,you's

with so much gusto!

23



o

leamed. As
ipl ths, and
with the
e
o
they
M h shape
playing “regions” o
their own.
musicians’ Rebecct Jating to

exploration of caming the sazin Turkey, that this process is about becoming “a good
“Turk of a particula type” and not justa musician of a “particular type” (Bryant

200

24), “place”

place.



Ttis also partof| thics, and bet

observed that she is

far

people ~how 0

K ishes, for example. The

“culture.” She even goes as fr o suggest that “perhaps honorary status as

e future™ Thus,

I

(Rodman 1992). Musicians” conceptions and experiences of Newfoundiand therefore

differ To some,

OhAlimhuriin, for example, expresses in detail the extensive “Irishness” of traditional
music in Newfoundland throughout s history (OhAllmhurin 2008). These, howeer,

perspe i nor that




“Irsh p

Newfoundland and places on the Island.

per Trish (and)

d ¢

‘Newfoundland. This i seen as musicians choose which music to play, with whom, and

for ic”offthe Island, in
“belonging” to i . and through
o001 musi
Musicians™

with a means of “becoming™  cerain type of musician, bt also  cerain type of person

Ths,

of raditional

Fsch thereby

constituing ther lives in inircate and significant ways.

26



Chapter 8: Playing to work and working to play

Twent over to Rachel's house one evening to do an iterview. Rachel is a member

firstjoined. and we

bel

now felt as discussed in chapter 7, was a partof why she had wanied to leam. Her first

response was, *[ didn't think t would change my i, that's for sure.” She had started

g simpl ivity. She came back

cluding that 1 wasn'y [

Would have such an impact].”

: heir lves, in the

ussing various ways that musicians “make a living” at music. A living

(orthe

income self) or a paricular way of pursuing one’slfe. I consider two levls of nquiry.

“lving’"

¢ lives as a whole. |

“leisure” activity. It i i “free »

“living” orto

b2



ideas of

“work” and “leisure”

raditional Irish (and) Newfoundland music in musi

between (Finncgan 1989; Stcbbins 1992)."” Analyzing them separately, however, throws

ideological,

contend.

musical lves. Yet,

time as they reinterpret the relationship between “leisure” and “work.” They insist that

but

d, f 0

income. As Rachel said, playing this music changed her lif,

8.1 Representations of traditional music
“Thissecton considrs the dierent ways tht raditional music is commonly

rofesionl may choos o become fllime profssonas e

38



isure” and “se-expression.” Similar 0 what Steven Feld abserves about the
development ofthe “World Music™industry,  “politics of representation” is entwined.

2004:64-65). Inexploring the rlationships between musi, lsbour,isure, and the image

that musical performance should be effortess,” Karl Hagstrom Mille observes that

s form of rcreation, self-expression and leisur... 0 imagine music a a direct

1 s social

(Miller 2008:428). “Authentic” music and tradition are therefor ideally seen as

infor il

s a form of se-expression

Chapter 4, for example,discussed in detal the ideal image of a tr

“fecling.”

Fexpression” and “fur” the

luding thei sef-

definitions and theirsocial and local connections. The Newfoundland and Labrador Folk

Labrador. We et
We are the folk who sing, dance, el stores,create with our hands and play

positioning
Living Our Traditions. What this means i that while we continue to preserve the
cultural pas

29




(Bestnd)
“Tradions,”
and  part of people’s lves s they e the culure ™
I’
“work” evenif music income. Mrjri L. DeVault

discusses how “folk” understandings of work often take it to mean a “necessary but

unpleasant acivity — what people *have to do"™ (DeVault 1991:238). As such, “work”

Part

abo that come to be “objects of
conomic value” —are scen to be alienated rom all meanings embedded in ther

production and use (Appadurai 1986:3; Marx 1990:953-955). As Marx sates, “when they

original use-value, pert

undiffrentiated human” (Marx 1990:204).Inother words, commodities are voided of

Music’

‘and “radition,” on the other

associated with partcular values, people, and places.

Frank,




‘move toward the commditization of tradiional music:

tome...i’sa
o Not everybody, but some peopl... You :mlaunwnh you. You can get 0
‘much from it. It i
people. So ' all part
people’ nd if we don't

dear il
Yo Wab Mt or whrever e,

tes sn't worth much,
you knuw ot Moy o ot o ] i e i o gy

Lot oy don o what e st “They have no real lfe, | think. Sadly.
I i 3

it important for him

R

Frank seesit, commodites “have no real meaning” and “have no soul” and thereby

be fun.

20019091)-
001

fons, pubs and bars
SOCAN 2009 Nevarte




performance of payment. Th the

Musicians are

“social learning

event” and as a communal actviy.

4, for example:

“sessions for me are much better without money.” Terry,

professional full-ime

musician

performance.

I¢s much it

reing thanJou know,d o e | g oo e e
Peopecan Bt don'

Similar to Frank':

Insead,

an“amateur” and

isurely” activityis seen as “much more about culture” and “much

better

‘music and its significance i ther livs.

Sesonsand i the larger radiionl music s

2



AdamR fons in Ieland, i pai

hosts,

musicians " Deborah L. Rapuano, on the other hand, argues that whether or ot

place and

‘music and traditin.

politcally powerful voices ake seriously as socially necessary” (DeVault 1991:23)

Thatis,

than “lesure” actvities such as music, except when musicis used as work. In s relaion

o “paid

have a “living’ 1983:335-336). L fun, whereas work

is necessary but “unpleasant™

= . -
i linare . b
fle, or s * (Kaul 2007710




Evidently,these distinctions are not so clear-cut i individuals” ives and
expericnces. Raymond Williams points out one contradiction i scparating “work” from

“leisure n tha i nd

i 1983:336). “work” and

“home,” *work” and “leisur,”and “public” and “private” s also often criiqued for

ignoring the experiences and acivities of women (DeVault 1991 MCloskey 2002).

DeVault (1991),for exampl on of women's

homes as “work” and a better understanding of the concept n order o recognize.

‘women's unpaid labour and their many experiences of “caring work.” Taking the lead

fwork

‘and eisure (Abel and Nelson 1990; Chambers 1986; Deem 1982; di Leonardo 1987;

Henderson 1996; Lusxton 1980; Mellow 2006; Seron and Ferris 1995; Smith 1987;

“Thompson 1990; Wearing and Wearing 1988), | explore how musicians rinterpret these

music. |
insufficient for
raditonal e in musicians’ lives.
8.2 Earning an income from music
There
g viag™ el speaing

playing i not  new practic in Newfoundland. il Beno

 or example, was paid for

playing at dances i and around Black Duck Brook in the 19208 and 19305 (Quigley.




19951 i i h ly recently

Started to be common (Osborne 2007:192).

In“working’ e

immediately complicate th distnctions between “work” and “leisure.” I discuss,

however,
This
love to play, regardiss of the morey tht i

pid o them. Vet
They

forther positon.

8.2.1 Making a living mal rving
Music s not apartcularly easy way o vinga Wl e e of

lifestyle.
“starving,” rather

than making a |
forincome.
They perf en A sessions. Some

d sel rd,and.
o
to survive off music.

s



u itable. In additon,

that 1 Like being a

lite bit hard on my body.... s not just the drunkerness. | think, for me,the social life,

s hard. I¢'s hard to mainta

" Ingrid Fraser (1981) explores in detilthe experiences

ow, while musicians in general were generally accorded a *special” status for their

1981:119,131), In addit

plotaty ppropri

part o audiences (Fraser 1981:252).

2

years, such as Frdays at Erin's Pub. Sessions also end earler in the evening, allowing

Neverthel

sessions arecasily cancelled by pub owners. The session at Bridie Molloy's, for cxample,

in December 2010, In addition, s i

i - mentionsd by

26




h
ly y living,
Asaresultof ¢
e Ireland,
18 and 30 because.
lived furth W had
St John's
withe fal stress
experienced by younger musicians. Th
John's than i Dubin, Ireland. Neverthel
music for  living forthe restof thei lives.
his pl

forthe fture, 1

for other musicians when playing professionally. His answer was lengthy, but 1 will quote

l

navigate:

T
just become drudgery, just become a job. So, Pve tied o avoid [that. I just ry to
A that 8

100 much about the dollars and cents,
‘Sam: Do you think that happens to some people?



| S o Jcal

it does... Yeah, and I can see why it would happen. I'm ina
i ; Lo

Dave: Yes, 1
posi

i L
Tmake more money from it, as that possibility is there. You know, just because at

the road. I's put me in @ position where, on the one hand, I'm thinking, ok well

" ! there's 3
elsctooin. it

A youcn. 'veahvays o hat vrysd. T look o peole who |
i, but o whom it sort
‘And

ppear fage
when i’ like tht. For you and for oher peaple as well. Yeah, I always just
though it was sad, | never want tht o

[
Like how do | navigate ihisti onow. | don' vant 0
my life. No fi

d that’s par iy

well. T don't 1 i
else. And I don’t want 10 b sillgoing from gig 0 gig and desperate 10 make to
Iihink i i il

Tose what it was, what i - Vose the
Joy in tand I don’t want that to happen.

security.

him with a more than suffcint income tht he will “lose th joy in i” as it becomes “just

ajob”

and of playing for \

sclf-expression and played for “the joy of i

The polit




“authentic” musi “love for it ity tha pubs gai

it

exchange for a reatively smal contribution to musician (Feld 2004; Miller 2008;

Rapuano 2005). As Karl il music as

Mortless” productions, “the surprisingly broad conspiracy of slence about musical

labour.. both musical

In other words, because of the

s
I as R
abserves, gy 3
P i it otherwise
benett ¢ unp
ithasbeen made”
ply as “ustajob.”
hathigh wages
n 8 for hony Heyes
2 for example,
of work
s impl
a n Jongesiod
Mcenty i sencrl,




ek (Heyes 2005:568). Th ideas

that “authentic i i Justa job”™

forthose musicians.

H
“authent
" supportof
y 005:180). Vet | think it is also
Lexplore h
P

‘musicians’ continued desire 1o play musi full-time, other musicians’ support of

(Rapuano 2005).

8.2.2 Reinterpreting musical work - “Just a fine life”
Al »

‘music they play. Dave, who discussed above his worries about th future, comments: “1

strted o really, you k Iy all getall these:
[instruments] and try o make those sounds 100, you know.” Derek, another full-time




s capacity for
emotional expression, saying “1like playing music because | love artand | love

nd 1 ar

the enjoyment they derive from playing it

foll-time. i ician Taylor

comments: I means that you're p

In this manner,

because they “want 10" -
v

doing™ Ty

fidiional

aueniity of e playing and st the music s no “ust  job (s Edensor 2000).
p .

petormance of g i e, s ppoend

standard staged performances directed at an adience. Peer explai

don'talways like

1o be playing. That's the beauty of th session, you come and go, you can put the fiddle

0 gotalk have apint and

then sit back down and lsten.” Musicians di inmost workplaces, they



10 leave the session able,echoing Kaul's (2007) argument.

“Ljust
prefer to'i ‘o
“Dirty old v’ i ike, all
about me. i ician)
play that are “traditional” rish bar-band
“traditional” music.'*
then, i i can play the “real”

Want 0 play, whic i ot the standard masicalpub fare of “Dirty OId Tow” hat they

Temy's
™
pression” even
i o
foritorno. S fssional
many ains 1 don't gt pid the same a1
Would i was. i
i
bt
2



" that have been

outined. Feww musicians described their work s a “calling” or their purpose inlfe, which

‘While | emphasized

it was often

e

argument, Muriel » that “artiss,d [

tcachers, and others... use this language [of vocations] 1o talk about their decp

P ™
10 engage in and derive pleasure from.

musical work, fll-and
parttime alik
their music and i

may sometimes atend sessions as “justa job." As Julie A. Nelson and Nancy Folbre

253



ing, however, paic

isa good nurse;”
fields.

il e
sy, i EOs). Further, Nelson and
a “Why i Badly Paid
Executve?”,

professions (Nelson and Folbre 2006:*Conclusion").

A musician's

musical performance. Despite musicians’ general support for paying full-time

P

proper Musicians wil

! i ifthey stop offering

free beers or stat enforcing unwanted rules on musicians. These rules may include how

+ shared insistence that

heir 2

‘and expression, even if they are aso a source of income.



The namative

Pat from St John'

1 fistlar

o peoplewil b utevcvone g nd cnnlﬂbulmg Isabit

mean, hey

they do bring a ot 10 the sessions. C

sometimes b0 one il Show upand it il jut betem r, s some o those
ight ime

and energy into leaming the music o growing up, You know thal'stheir choi

that's what they do, o | think it
they need t v, they need 0 pay the bils. Ig\l:xs\lh-snlm-yxkkw

o st e st

s important that they are sort of honoured

ent. 1 hi

ik s o s gong (0 b for e, bt nowpeaple

aliving S s, o e

‘people it makes sense. Welli's good. s good, t'sproper 1

y he sesion. Pat, s that
there s a need 3
changing” ling, and use of
Many iy
for food on the b nSteve's

it abo be

them.

Yet, sand
sesion Par
(K. Gordo ber 20,2009).

25



per of the music

the

(Wilk and Cliggett 2007:159). Later scholars have complicated this dualism by exploring

(Appadurai 1986 007:161,165
anthropology,
2, il I 0). As such,
musicians' lives.
“gifts”
S
from food. Vince explains:
well So f you' getadrink i 1
the long run.” »
butas gifls that
 (Wilk and Cliggett
007:154)

relationships among musicians.

By

256



“selfexpression.”

the work.
Patand

music by full-i i Musicians’

justifis thir b

actvity and devoid of mean

“full-

timers” for the “guts” it takes o play music for a iving. One musician who has

occasionally been paid for playing

“they've got nerve” and “I've gota ot of respect

M I

“tlent” and “abiliy

(Kingsbury 1988). There s a mystique that surrounds the

production of ionals, “Musicians”™

as. category unto

) .
Asaresult

domi F (Dowling 2004
2006130, comired
Tirough rcond dand o where




realization of living a musical I,

Inthi fessional B
partof and various.
et Thus,
o
money at it i jus fuckin’ brilliant, 1's makin' - . justa fine lfe
8.3 Music for fun
P P Gerny, for example, was

hers,profe i

an xeray technologist.
engincers, day-care managers, urses, and doctors, among many other careers. In this

section,

their music.'"

with representations of “authenti” traditional music a a “leisure” activity, I consider

e,

" Lum sing “space” s

have much e

Sessons i their ol capaciy.

258




trish (and)
“make a living™
their lives, as well as a source of “fun.” ‘
831 “Hidden musicians”
1 i s 7 As T took
able, who! e was
Jobu's.
wrapagainst her fiddle it e,

played. qui
10 oothe him. iy fleed 0 hold
Him fo b

g

music amidst thei other lfe-paths, such as thir carcers and familie. They expressed

frusration i .y

Frank, y

explained:

ike 0 do... Can't pl ight, can’

s of

| borrowingthe phrae “hidden musicans” ued by Finnegan 1989) o descrivete e
“amateur”musicians n Milion Keynes, England. M us o er e i s urther beov.

259



in town, can’
Stuflyou don't want 10

but you've got to miss it

I
2010 one or two sessions a week, or somelimes more.
¥ ¢ musical
ath i Some

6.
“lefsure” activitis,
responsibilitis of rasing children, caring for familis, and other “work'” (Chambers

1986; Deem 1982; Thompson 1990). 0"Shea similarly observes that several successfol
‘women musicians in Ireland discussed difficuliesin being able o play musie while
aising a family (0'Shea 20084:58). Decisions about joining partcular bands, for male

Musicians

butstayed

based n St. John's so s not 0 miss ther child's fistsep of irst word
Mausicians” strugeles to find ime to lay music sometimes lessened a their
musical pathways intertwined with other aspects o their lives. Their families would

dances, o, ifthey




performance. Yet, e, they

responsibility, as their primary source of income, isto play music. Peter explains,

Tuish rm
There's
daysTd
He oy to support
nd luckily 1 have a
Soit's abig partof my life.
i of is i that 1 discuss further below.
hisfamily, and his
other responsibilitis and intrests he may have,
Playing music,”
“free time” (HL 000:8; Williams 1983:336).% “real”
ki i ians’ is seen, at least
“living” by Play and lisure, on
the other hand, 2000:8). Inaddition, while De
how work
g i that “lisure.”

165 or discussion of the i),

261



lesure, When | asked

consider himsela musician, he expla

Alex: i 0]

and enjoy
echolgial el do't want tohave Lo tsedsbou g
jan. S that’ ealy the main reason not 0. I 'm ot a musician i's
g

Sa who are musicians then have sort oftht stress?
“Nex: Yoo 1 hink & il it ' d enough i terms o ntural alent and
bl e g mll ot 1 orked ellyhad. Bt don' vant 0

more than
=y

i i Teisure. He

music as

label of musician,

of abiliy,talent, and professionalism, and with work.

Yet,itis

“authent
the professional musicians who ar recognized within the music scene fo their

i music. In her exploration of musicians’ playing of Irish traditional

commitment (0 1
musicin Chicago, USA and County Clare, Ireland, Deborah L. Rapuano observed that

“musicians who are paid are not honouring the age-old *sacred" radition. Yet, ironically

radition” spuan

s leisure” and “fun” creates a cultual ideology that enforces distinctions between

%2




“professional” and “amateur” musicians (Rapuano 2005:199-200). These distinctions are:

Hime

m for themselves,

As Peter says, “tha, pay Alex.
‘comments that it brings “stress.™

" s Kinship, and other

‘work conducted by women outside of the “workplace” (DeVault 1991; di Leonardo 1987;

Luxton 1980),the efforts, onribu

the term “hidden

l o her book. She explins that the word reflects thefimited.

well “hidden”
gan 1989:4)
h Trish (and)
means of “lving’” i ives i lectively,th
such, . but what Robert
Stebbins (1992, “serious leisure.” b

a“career’ ai

thi

primary activty forfun, enjoyment, and socilization

263




83, ke eati drinking and breathing”

A common experience for many musicians is an “obsession” with the music. This

who must

pathways. This obsession

' the bug™ s in unusual

St John' Irish tin-whistle site

“The Chiff & Fipple™ semi-jokingly coined the term “Whistle Obsessive Acquisition

nd

collection. i b1t

“This “obsession,” however, i expressed in many more mundanc and sublle ways.

Ds,or

MP3s, whie walking, drving, working, nd in many oter circumstances Hilary for

‘ example,comments “obviously lave i 1 don'tknow — something about that musi,
when s played well i fust, T don't know, ' ke 1 g crzy. [ besome obsessed it it
ke ofen I could isen o the e tune ten times n  row ust o [lam e tune]. A ot

of people think that's annoying.” Musicians therefore spend  great deal of time playing.

fiends, family, and other non-




e
-
epiay " P
it
generl, t adors i, itand
Individual - as a lfe functon - and for socity by reaso ofthe meaning it
in short, as a cultural function. )
(uizinga 20009)

Finnegan similarly observes of her “hidden musicians

the label lesure’, with it implication of residual items somehow let over from
ey v s a0
upheld not

peopl

“solve” the ‘problem of leisure',

setings and institutions within the city."” . )
(Finnegan 1989:

playing s wide varity —
(Fancgan 1989:306) S Joh's, however, has  ususlyatve rdions musi scene with
Jow e

he difrent ensonssuounding mosicans’ musical puways.

25



‘music and their the

organization of their daily lves.""

Musicians’
Robert A, Scbbins (199 “serious leisure.”
hobbyi
Volunteer and consists of six characteristics:
1. y e
tsmique, or o of pertomanes, o
2. A career i the partcular nd
continity;
mique, aad
Knowledge;
- |
interaction, belonging, and well-being;

res with paticular
alos, s, moral incile o prfrince iniand's
6 ighly i &

i q ing
‘pursui,often 10 the annoyance of frends and fumily.
(Stebbins 1992:6-8)

w y

performance of i i in St

throughout thi thess. As such, similar to professional musicians,the role of traditional

1 Masiian sl
radiions

Mihey b ot playing.




Trish (and)

(Stebbins 1992:8).

Inti i performance of 1

T partof individuals’ ives
Musicians, for example,also talked sbout how playing traditiona Iish (and)

ther

. ; —_— . og

it's a good day. And i vty i e el s of gy and e

ke that
but cerainly I o s n el T, f playing i gy,
that's a good thing

Peter similarly explained tha he s more productive at work.

B Iy A T have been luck
ause 've always had an employer that understood that when (Peter] is playing
music he’s happier and he’s more productve. And it's st that way, you know...
and people know it's a huge part of my lfe.

m o
(19%2)

muskianson both vt

|
’ w0



Musicians™

and their “vi bbis
n “serious leisure” i the
- Tie (Stebbins.
2007:134), |

Amateurs' (and part-time professionals) pursuit of “serious leisure™

Finnegan Huizinga 2000)

‘ roleof
“occupation’ or“economic" instituions, while activiy that can be labelled as leisure” or

even ‘culture” real socil structure... it

that, ulimately, the institut

par

‘and raditons of our society are perpetuated and recreated” (Finnegan 1989:331).

Similarly,

activities of others (di Leonardo 1987; Thompson 1990).

The tes of

and




Labrador Folk Festival, buy * CDs, and attend

supporting a wide variety of economic and social processes.

Insum, ith Al
raditional ivi o
musicians. m
playing i stead of work. These
ol
2
billtis. Yet, partt i that this Iesure
. ’
il b " ing an i y

“make a living” at their

2%9



significance.

constitutes a“vocation” and carcer for these musicians.

s (and
s therefore a integral part of both “aimate existence” and of “viality” - of e, Aceoss
allmusical and il Lvels, ages s o
heir Playi feourse, ¥
experience.
Tove and

by Neverthe
leamand . A
Finnegan pus it

pathways were of high value among the various paths within their lives.
routes f

P 2 View of both
sical

dividual partici [ m
pathways] ran,they consitud one set of purposise ations — an invisible

(Finnegan 1989:306-307)

As discussed

just one of

those things you gotto do.” None of “cating,” “drinking or “breathing.” to which Gerry

To




the contray, they ae essential to sustaining life and are therefore of “decp-scated

importance to them as human beings”

m



Chapter 9: Conclusion - Living with music
St John i This

active throughout Newfoundiand, and partiularly in St John's, during the 19605 and

19705,

15 e, d tons. Irish and

years of European

rdings, and

10the Iland in the 19605 and the 1980s had a strong influcnce on the local music scene.
“The later aiving of these musicians, forexample, stared the fist formal scheduled

Newfoundland.

‘musicians in St Joha' leading 1 an“explosion” n the number held throughou the ciy
i the Ltc1990s. During my fedwork n the spring and summer of 2009 ther ws, st
ane pint, s many s even egulrly schduled public sessons per week inaion 0
pivae and s regular musicl athrings that occurred. Refletng the varous

have termed

“araditional

that was composed or evolved locally.

the lives

variey of i d gender



music in diverse ing in dif with varying

frequencies

3 y place, culure,
Newfoundiand (chapter 7); ow they develop a sense of well-being and happiness

(chapter ); and, for some, how they carm an income (chapter 8). Chapter § thus

for i “deep-
seated importance t0 them as human beings” (Finnegan 1989:307).

Ve, musicians’

than this “romantic” image of the music and of sessions (O'Shea 2006-2007, 20080,

nd negotiate the

strture
“belongs" (chapters 6 and 7); and struggle 0 balance playing music with other
responsibilitis n ther lives, such as raising a family (chapter ). These politcs,

hierarch

‘ ; 15 of fun, lity, and bel



beng “good at” musi “good” musician
(Bryan 2009) diseused
chaper 4. Th

Icaming a repetir of unc, s, echnique,sounds,and technical skills. Yt i the

esthetcs, et

“image” of what this “cerain type of person” should be and the idel route to getting.

there.

become part of thesystem of reciprocity involved i sessions, shaing tunes, storcs,

drnks with oth i they also learn

In'St. Joha's,for exampl




raditional musician.

ideals.

“better at” music and “better” musicians than others. Other deas such as professionalism,

abilty, ta I Chapter 8

discussed how, for many, professional traditional musiciansin St. John's come to

e

. image 1 have outlined.

howeer, musicians are alo settng limits on who and what belongs. Considering

different ways of “belanging” consiitutes a second but closely related theme explored.

throughout ths thess. The process of empersonment provides a means of creating this

“belonging.” ens, they )

also integ »

about a sense of belong

s



included “good” y

“good” music at for example,

masculinty,thereby limiting the participation of women.

hower

P Helen O'Shea

Ireland, i as

much as “sameness” (O'Shea 2006-2007:17). This statement certainly holds tre in St.
i i how

“go0d" session and “good” music; how “new” methods of earning, such as ecordings

ind sh hould

. 10 name a few. Thus,

variation in ho these ideals are expressed.

“difference™
Musicians thereby demonstrate that they “get it and “belong” s they have empersoned

et in the they are also

pe



i they want o be. As di 3

‘musician, Chris,

“defines” himself them

followed up by making a joke of Chis’s serious comment
Steve Wonld you e a e s o o ?

Chris: 'm a side

Steve: Wiked,ight o

Steve’

While a joke,

defined pecific ype:

tunes. Th

5L John' i within their
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