MUH 2051/2512 (Bakan) lecture notes, Ch. 9 (Irish) 

Multidimensional basic terms:

· “Ireland”: actually Republic of Ireland AND U.K. province of Northern Ireland (our main focus will be Republic) (see chapter opener MAP) 

· “Irish”: encompasses both people in Ireland itself, members and descendants of Irish diaspora (Irish-Americans, etc.), AND a complex mix of “Irish _______ players” and such who may not even be of Irish descent

· “Irish traditional music”—may be traditional or may be part of the complex of Irish music of tradition, but in a neo-traditional or post-traditional way; may be in Ireland or elsewhere (New York, Boston, Liverpool, London, Newfoundland, Nova Scotia, Cajun Louisiana, Appalachians)  

· “pan-Irish”: encompassing of all of the above potentially

· “Celtic”: The “Irish” and “pan-Irish” are major subsets of this larger category (also Scotland, Wales, Brittany, etc.). (Note: Direct students to the I&P box on p. 164 and learn that material)  
· Play Prelim Listening Experience (OMI #24) (Lynnsey, Altan, Eileen Ivers)

Irish Music in Context (156-58)

· 1920: division of Ireland into Rep. of Ireland (Eire) and Northern Ireland (province of U.K.) in northeast. 

· N. Ireland: long history of struggle, often violent, between Protestant majority, Catholic minority. Especially bad during 1970s-80s (“The Troubles”) 

· Rep. of Ireland: 1949 (Irish Free State from 1921). Catholic majority; Gaeltacht [see map]; counties (26, e.g., Donegal, Sligo, Kerry, Clare, etc.); Irish Gaelic language (English the other official language) 

· Irish potato famine: prefigured both Irish nationalism and Irish diaspora 
· Irish Free State (1921-1949): 

· Eamon DeValera—well-intentioned policies led to economic devastation of inner cities (ref. Angela’s Ashes) 

· Govt. initiatives at cultural preservation in face of modernization, urbanization. Poetry, song, inst. music—attempts to preserve. Radio Éireann (1926) played important role. Musicians/folklorists like Seamus Ennis played a major role (we’ll discuss him later). Irish music became major national symbol, but waned in popularity nonetheless. 
· 1949: Independence—urbanization, industrialization, shift away from rural/agriculture as basis of economy led to prosperity AND fears of culture loss

· 1960s: Irish music revival (second “wave” in 1970s) 

· Since that time: internationalization (diaspora, sessions, etc.), new innovations (mixing with rock, jazz, world musics, etc.) 

Intro to Irish Trad Music (158-59)

· Five main categories: 

· sean nós (Gaelic) 
· instrumental airs

· songs in English

· Irish harp trad (photo of harp, p. 158)

· Instrumental dance tunes and medleys

· domestic gathering: in old days, usually a solo instrumentalist or ad hoc group playing fiddle, pipes, or tinwhistle accompanying dancing

· ceílí: informal social gathering (usually at pub or dance hall) where instrumentalists play together in accompaniment of dancing

http://www.youtube.com/watch?v=Iqp4I8bNq54&mode=related&search= (vintage B&W footage of a ceili with great dancing, music!) 
http://www.youtube.com/watch?v=NhQMjIlCAsQ  (Sean Norman Ceili Band performing Jigs with dancing couples)

· session: informal gathering where musicians playing get together to play Irish tunes amidst socializing, not typically to accompany dancing. (International phenomenon nowadays; by far the most common of the three contexts listed)
http://www.youtube.com/watch?v=8_nc4-xxdMA&mode=related&search= (Informal Irish music session in a home)
Musical Guided Tour (#3 at OLC, transcript on p. 160)


(guide class through it—dance rhythms, modes/scales, ornaments, AABB form, medley; discuss Lynnsey and link to James Kelly)

Two Traditional Examples (by Seamus Ennis, p. 159-70)  

· First two GLEs feature Ennis and represent the old, “traditional traditional” style of solo playing as one might have heard a century ago at a rural Irish domestic gathering, with the solo instrumentalists serving and interacting freely with the social dancers

· First features tinwhistle (see photo p. 163), second features uilleann pipes (photo/diagram p. 165-66) 

· The soloist, Ennis, one of the most important figures in 20th century Irish music (students should read and learn about his life and legacy from the section on pp. 168-70)
· b. 1919, Jamestown (near Dublin); father James a master piper (Fingal trio member, musically literate)

· 1940: famed radio broadcasts by Seamus on uilleann pipes (photo, p. 162)

· 1940s: folk music collector for Irish Folklore Commission

· 1947: Outside Broadcast Officer, Radio Eireann

· 1951: big folk culture project for BBC, moved to London

· 1958: returned Ireland, became cultural icon during 1960s Irish music revival period

· 1964: Newport Folk Festival perf.

· http://www.youtube.com/watch?v=lLe9etQ0iwQ  (Seamus Ennis plays a reel; from a  documentary about him)
“Cuckoo’s Hornpipe” (CD ex. 2-16, p. 163-64 GLQS)

· tinwhistle, lilting hornpipe rhythm, AA’BB’ tune form (B sections higher range, more ornamented, louder, more short articulations, etc.), varied repetition, ornamentation (rolls, triplets, etc.), spontaneity and “roughness” of performance (shortness of breath towards end, etc.)

“First House in Connaught/Copper Plate Reel” medley (CD 2-17, p. 167-68 GLQS) 

· uilleann pipes (see diagram/discussion 165-66) 

· drone pipes (3 octaves, tonic D), chanter (melody), regulators (chords, rhythmic effects) 

· bellows (inflated before playing, crook of left elbow squeeze—“uilleann”=elbow)

· listening: melody-plus-drone (with occasional regulator chords added); reel rhythm (compare to hornpipe—Fig 9.3, p. 167); AA’BB’ form both tunes of medley; “irregularities” (dropped beats, measures; “shaky” rhythms); staccato-ish style characteristic of old way of playing; “car horn” regulators; most elaborate ornamentation in last part (typical in Irish music)

Neo-Traditional Irish Music and the Irish Music Revival (170-79)

· -large-scale industrialization (food, beverage processing, also industrialization of agriculture), mass urbanization, and shift to manufacturing economy through 1950s and onward led to prosperity and fears of culture loss

· -these factors, plus youth “roots” movement galvanizing interest in trad culture, sparked Irish music revival of 1960s

· -recordings, national radio broadcasts, competitions (fleadhs), young people learning old instruments and styles all part of this

· All this led to music transformation as well: from home to pub, dance hall, concert hall; more structured arrangements; new instruments (chording and rhythmic especially); formal bands; commodification of tunes, arrangements; reduced role of dancing

Sean Ó’Riada (1931-71)

· Principal modernizer of Irish trad music, major influence

· 1960: Ceoltóirí Cualann (incl. Paddy Moloney [founder/leader of Chieftains], John Kelly [father of James]

· innovations: neo-trad style “invented” with combining old solo style with ensemble sound and sophisticated arrangements, changing textures, alternating solos, etc. (see p. 171)

· insts.: pipes (renewed status), button box accordion, bodhrán (new role and status), two fiddles, tinwhistle. Sometimes harpsichord too

Chieftains (p. 171-72)

· offshoot of Ceoltoiri group; Paddy Moloney; first album 1963; influenced all who followed (Planxty, Altan, etc. etc.); play both traditionally and in cross-cultural experimental contexts (from Jagger to Z. Marley, etc.) 

· GLE “Dingle Set” (medley—all reels; GLQS on p. 173): 

· “Far From Home” (Moloney on tinwhistle; AABB [double reel]), 

· “Gladstone” (fiddle duet only; all other insts out—note AB AB single reel form); 

· “The Scartaglen” (Moloney to uilleann pipes; AABB; reel dancing by Ashley MacIsaac from Cape Breton). 

· Note O’Riada influence in changing textures of Moloney’s arrangement from one tune to the next. 

· Compared to Ennis examples: tighter, less “spontaneous,” ensemble sound

· 3. http://www.youtube.com/watch?v=4hk13Dn7ePY  ("The Dublin Reels"; traditional-style Chieftains)
· http://www.youtube.com/watch?v=WshG5SMwiXo   ("Redemption Song," by Bob Marley. Performed by Ziggy Marley with the Chieftains)
1970s: Second generation of Irish revival

· Younger generation of musicians; “returned” to Irish music but grew up with rock, jazz, classical, etc. 

· Clannad, Bothy Band, De Danaan, Planxty (Liam O’Flynn, James Kelly, Donal Lunny) 
· These and other bands of the period both (1) brought new dimensions to Irish music through incorp of rock, jazz, elements, new insts. (Irish bouzouki—see box, p. 176) etc. (2) carried on the Irish trad tunes and styles of their forebears but with innovative approaches

Modern ensemble sound of Irish trad music (p. 174-75)

· groups (usually with chording/rhythmic instruments included)

· varied perf. styles and textures for dance tune melodies (unison ornamented, heterophony, divided-up melody, jazz/rock-like solo improv)

· prominence of chording instruments (guitar, Irish bouzouki, bass)

· highly developed chordal accomp

· rhythms draw from other trads mixed with Irish (from jazz, rock, also African, Latin, Balkan, etc.)

· more percussion instruments (not just bodhran, but also drumset, congas, etc.)

· music for listening, not usually for dancing (with exception of Riverdance, etc.0

GLE Altan medley (p. 176-79; GLQS 177-79)

· Mairéad Ni Mhaonaigh (fiddle), Frankie Kennedy (flute) 

· Leading group of mid-1980s, 1990s; acclaimed by traditionalists and modernists alike

· “It’s not the same, but it’s just as nice” (Gaelic saying)

· chordal accompaniment (guitar, bouzouki): clever blending of drone-based harmonies, advanced jazz chord progressions, voicings, etc.; rhythmic parts of these instruments demonstrate rock, jazz, funk influences over the overall reel groove

· style very tight unison almost throughout, right down to the ornaments (compare to the more spontaneous and loose style of Ennis examples) 

· Mairéad Ni Mhaonaigh, Frankie Kennedy

· Re: this tight, ensemble sound, carefully planned out, with advanced harmonic progressions and such, old Gaelic saying “It’s not the same, but it’s just as nice” applies when comparing to Ennis, etc. 

· Guide class through GLQS (note modulations, chord progressions and stylistic influences in harmony, rhythm, etc., instrumentation) 

· 2. http://www.youtube.com/watch?v=EJDTQW87w-s  ("John Doherty's Reels," Altan in a live performance)
Post-Traditional: Eileen Ivers (179-83) 

· History of Irish music in the 20th century is as much told through accounting for music in the Irish diaspora as in Ireland itself

· 1930s-50s: Irish trad music declined in Ireland (political turbulence, modernization/urbanization, economic downturn) in spite of government efforts and efforts of people like Ennis to promote it.

· 1930s-1950s: Irish trad music thrived in diaspora (US, Canada, England, etc.), both preserved (touchstone of identification with the homeland) and creatively developed.

· Post-WWII: increasing integration, interaction Ireland/international (prosperity, ease of travel, mass media, etc.) 

· Influence of Michael Coleman and James Morrison (fiddlers in US from Sligo) recordings

· Repertories, instrs., styles preserved in diaspora that died out in Ireland reintroduced

· New musical styles, techniques cultivated by diasporic musicians influenced musicians  back in Ireland

· Irish music revival of 1960s both a process of this homeland/diasporic exchange and an impetus for its elaboration and growth; since that time, musicultural world of Irish music has become truly transnational. 

Music and life of Eileen Ivers

· Virtually no limit to her blurring and breaking of conventional borders and boundaries of music traditions in fashioning of new forms of musical expression, except that the music always remains rooted, at the core, in the tradition of Irish traditional music

· Born 1965, Bronx, to Irish immigrant parents; grew up in vibrant Irish/multicultural neighborhood (read or refer to quote by McCourt, p. 180)

· 9-time All-Ireland Fiddling champion; featured fiddler for Riverdance; performs with her own bands and with everyone from The Chieftains (photo, p. 172) to the London Symphony.

· http://www.youtube.com/watch?v=LOoPUlObPs4 (Great Riverdance video, with Michael Flatley, Jean Butler, dance chorus, and [perhaps] Ivers on the lead fiddle part) 
“Gravelwalk” GLE 

· from album Crossing the Bridge (1999)

· medley of three tunes: Fermoy Lasses, The Noisy Curlew, Gravelwalks to Granie

· band: Ivers (acoustic fiddle, electric violin), Jerry O’Sullivan (pipes), Seamus Egan (wooden flute), jazz drummer Steve Gadd, S. African bassist Bakithi Kumalo (Graceland bassist) 

· mix of Irish tunes and elements, jazz, rock, etc. 

· electric violin almost Hendrix- or Santana-esque in timbre and style

· “code switching” before traditional Irish, fusion, and non-Irish (funk, etc.) styles from tune to tune and section to section (see GLE breakdown, GLQS)

· –great fiddle/flute duet in “Noisy Curlew” (middle tune) 

· 3:47 of this track, 1:05 of Altan track are the excerpts featured in the Preliminary Listening Experience at beginning of chapter. 

· http://www.youtube.com/watch?v=dSIraCOtmnE  (live performance, EIaine Ivers & Immigrant Soul)
Bonus: Flogging Molly

http://www.youtube.com/watch?v=yKzyhA-lrqM
(Irish punk band) 

