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ABSTRACT

The Irish session is a musical, social and cultargderience that has emerged from
international popularisation and globalisation.Niew Zealand today, communities of
Irish music enthusiasts maintain links to an indional arena, and the session is
valued as a context for musical enjoyment and tifiemation of Irish identity.
Throughout my research | immersed myself in Wettnés vibrant Irish music scene
with fieldwork techniques that included participastiservation, sound recordings,
and performance. The major part of this study tptdce in two local Wellington
pubs - Molly Malone’s and Kitty O’Shea’s — but Isal observed sessions in other
New Zealand cities and in Ireland. The similariteesd differences between the two
Wellington sessions were examined in detail and regearch included extensive
interviews with the participants. In addition topéoring Irish sessions in the context
of two Wellington pubs, this thesis explores sassitstrumentation and repertoire,
and aspects of cultural identity that include tlatipipant’s experiences with Irish
music. This thesis also examines how individuasisesmembers actively contribute
and link their musical training and background totransnational Irish music
community. By studying the individual and musicdemtities of those actively
involved in the community, this thesis reveals thmeh music in Wellington is an
active and dynamic scene made up of enthusiasts avivariety of musical and
cultural backgrounds. With music as its heart, \tellington session community, is
simultaneously localised in New Zealand but extesutsvard and connects with Irish

communities globally.
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CHAPTER ONE

Introduction and Approaching the Craic

Every Monday night in the windy city of Wellingtangroup of musicians gather together
and play Irish music. There are two sessions toosho- Molly Malone’s or Kitty
O’Shea’s; both pubs are located in Courtney Plastg few blocks apart. | use the term
‘choose’ carefully as there are a number of reasemg a musician would attend one
session over the other, such as the differencaésstrumentation, the inclusion of songs
and the repertoire. These reasons, and the disomteént of each session, will be explored
throughout the following chapters. | participate timese music making events each
Monday; by invariably starting the night at 8:30ptMolly Malone’s which is situated in
the entertainment hub in the middle of the citysidie a few people are scattered around
wooden tables finishing off meals and sipping antgpbf beer. The walls are adorned with
posters of familiar Irish musical groups such a® Thieftains and The Pogues, and
framed pictures of Ireland’s countryside. At the éad of the pub a group of musicians
talk around two small tables. | sit down, greetsth@resent, and start assembling my
simple-system Serry flute. Later in the eveningdh down the road to Kitty O’Shea’s, to
play tunes, listen and observe. The process idifarto me now but two years ago it was a
new musical encounter.

My first experience with Irish music in Wellingtomas in March 2007 when |
attended a ullieann pipes concert held by the ahirePipe Association of New Zealand. It
was here that | met Jonathan Berkahn, who told moaitaethe Molly’s session, invited me
along, and encouraged me to bring my silver fl&t@lowing his advice, | headed down to

Molly's around 8:30pm. | was unsure what to expéectt was certain it was a



‘performance’, so hesitantly | left my flute at hemwWhen | walked into the pub about
fifteen musicians were playing Irish tunes in tlener. Observing the atmosphere, which
was warm and inviting, encouraged me to explorgh&rrthis musical community in
Wellington. Between the playing of tunes, the miasis talked amongst themselves about
the music they had just played, including detdiswt where the tunes had been learnt and
by whom. A little later in the evening, a man cargya fiddle case entered the pub and
was welcomed into the group; seats were moved antarger circle and more playing
began. Two or three familiar melodies were remkédgether, comprising a set, and by
the end of the evening the musicians had playearge Inumber of tunes on a range of
instruments, most notably accordions. The melodg aecompanied by guitarists, who
were positioned behind the ensemble. Another musieanent which added interest, apart
from the conversation and sets of tunes, was thkision of ballad-style songs. This
session experience at Molly’'s was my first expogarthe Irish flute and | found its tonal
gualities particularly intriguing. | went home veexcited about the music | had heard.
During the evening | had been told that anothesisasoccurred at Kitty’'s — also each
Monday evening but in contrast to Molly’'s, thatstias we shall discover) was more
focused on a specific Irish aesthetic.

Previous to these experiences, my introductiomish Imusic began in high school.
Saint John’s College in Hamilton had an Irisili group which met every fortnight to
practise tunes and occasionally performed at sofnvmits, weddings and other gatherings.
As a participant in thiséili group | had some exposure to the music; howewsgsl not
aware of the session context until 2007. Some @fttines played in thegili group were

the same as those at the Molly’s session. It was the familiarity of some dance tunes



along with the encouragement of a few session mesrddeMolly’s that ensured | had my
silver flute the following week ready to at leatdypthe tunes | knew. From week to week
a new experience, personality or tune would b@dhtced in the session, creating dynamic
and lively occasions. Because of these interestingical and social qualities | thought the
session had many possibilities for further resedincbugh participant observation. | also

became curious about the session community withefiMgton.

Fieldwork Approaches

My initial process of researching the Irish musicammunity in Wellington was through
ethnographic fieldwork, employing the methodolody participant observation. | was
largely influenced by the work of Timothy Rice irulBaria (1994), Anthony Seeger’'s
study of Suya singing (1987), and Ginette Dunntglgtof folk singing in East Suffolk,
England (1980). Following the approach of Ricepwdarnt thegaida (bagpipes) as a way
to understand more about the music and cultureutgdia, | decided to learn the Irish
flute, having been classically trained on the Bodltyfe flute from the age of twelve. The
transition between the two instruments was a chg#enith embouchure, ornamentation,
tone and repertoire differing extensively betweaen. | purchased a simple-system Irish
flute and found the learning process both intengséind challenging (see Figure 1). | also
found it essential to promptly learn a new repegton order to participate more thoroughly
in the session community. The focused learninguoies is separate from the session
context; they are learnt from other musicians, myrfolk festival workshops, music

schools such a€eol Aneasor from recordings and notation. Again | foundhépful to



discuss the music with the participants primariby I€arn about the origins of tunes,

ornamentation and how the music is organised tegéthsets.

Figure 1: Boehm Flute and Simple-System Irish Flute

By learning the flute and attending weekly sessjothe musicians quickly
recognised my desire to develop my individual seyel repertoire, so that | could both
actively contribute to the session community. Tts® avilling engaged in the field work
component of my research and in 2007 | undertometformal interviews with musicians
from Molly Malone’s who discussed the music, leagiprocess, session etiquette and
their personal views of the session. Then, in 200&nducted and recorded a further
twelve formal interviews with session musiciansnirdoth Molly’'s and Kitty's, and
beyond that had extensive email contact with oflession participants in both Wellington
and other areas of New Zealand. The formal intersvigenerally lasted from thirty to
ninety minutes. | transcribed them and generatipited the participants the transcriptions
for them to check (and sometimes change). Duriegdhinterviews | learnt a great deal
about a musician’s individual style, the origingloé sessions, and the differences between
Molly’s and Kitty’'s became further defined. | fourttiat focusing on the musicians’

comments and quotes was an effective way of desgrithe music they play; hence,



throughout Chapter Three, for example, personategusom the musicians are included
(Keil 1991, Rice 1994, Vander 1988). Throughoutsthinesis the full names of the
participants are given when quoted to avoid anyugion for the reader. | also refer to the
participants by their first name during the studytlas is how they are identified within the
community. All interviews are in my possessionpast of the approved ethical procedure

at Victoria University.

Figure 2: Map of the Counties of Ireland (Boulli€98)

My fieldwork process expanded in 2008 when | treackto Ireland for two months

and attended three week-long summer schools.



Figure 3: Session during the Drumshanbo Festivaln® Leitrim, July 2008

In each summer school | participated in flute lessolearning a great deal about
ornamentation, variation, repertoire and regionigles. In all cases my teacher or
instructor was born in Ireland and was from thaae®f the festivals in County Clare and

County Leitrim (see Figure 3).

Figure 4: Weekly Session at Matt Molloy’s Pub in siymrt, County Mayo, July 2068
| also spent some time accessing resources froreridgkaUniversity’s ‘Irish World Music

Centre’, which is a dedicated traditional Irish meysrogram. Furthermore, | attended and

! bavid Doocey, left in the photo, joined ‘Grada’A08 and visited New Zealand in June 2009. He mdaget of reels on the attached
CD (Track10).



observed a number of weekly sessions in County iBuBlounty Galway, County Clare,
County Mayo, County Limerick, and County Kerry (d&gure 2). The mixture of weekly
community sessions, and those during summer schodisland gave me a greater sense
of the music, style, repertoire and history as played today in Wellington.

In addition to these experiences | was also inwblue folk festivals in New
Zealand. From 2007-2009 | attended folk festivaisAuckland, Hamilton, Otaki and
Wellington, and from 2008-2009 | was a member o tWellington folk festival
committee.

Towards the end of my research | undertook a musianscription of Pat Higgins’
playing style. Pat recorded the musical exampleiBpally for this purpose; he played the
reel ‘The Rainy Day’ three times through in the samay it would be played in a session
environment. Pat’s playing is highly ornate anduirid transcribing his playing to be a
valuable experience. It revealed the regional stylplaying that Pat adopts in his music-
making along with the various ways phrases andsntbigt can be played. Accompanying
this thesis is a CD of musical examples recordethé community. Included is Pat’s
example as well as a range of field recordings alliyt4 and Kitty’s which highlight the
different soundscapes between the two sessiongeTdre also recordings froGeol

Aneasin 2009.

The Study

During my fieldwork investigation of regular paipation and interviews, the shape of this
study gradually emerged. | had several musicalsauibl experiences, including my own

acceptance into the group, and my observation wtemmners and visitors showed me that



‘Irishness’ was not the key to membership. Whilensoplayers have Irish heritage and
others have visited Ireland, in Wellington the gasparticipants also have a variety of
skills and cultural backgrounds. The communityyéf@re, is not solely based on heritage
or genealogy. Furthermore, the pub context of thesical event was engaging and
convivial. Often a thread of conversation wouldgresent in the room during the music
and | began to recognise the ‘other’ function & @vening, which was not opposed to the
music, but endorsed the social and convivial cdnteadso found that although the session
was a ‘performance’, it was unlike any experienteny classical training. It was more
relaxed than a concert and the musical outcomdegagredictable because, from week to
week, the ensemble drew its music from performéngacous abilities. | also found the
rules of the community differed from an organisedsioal ensemble. In contrast to an
orchestra, for example, the session has no feestroctured membership and no one
actively ensured that some certain instrumentspaesent each week. Also, although a
session leader has a recognisable role it wassnobwous as the presence of a director or
conductor. Finally, | discovered that a musiciamgd a wider knowledge of the music in
locations and contexts other than the sessionydinal) workshops, private consultations
with experienced musicians, during individual pieet as well by utilising notated
collections and websites.

What emerged from these experiences and the kngeletithe music scene was
this study, which is informed by my musical invatwvent and is grounded in the nature of
Irish music. Music is the matrix around which tb@mmunity is established, reforming on
each occasion with the dynamic collaboration, t&s®n. The session is a participatory

community, generally without dedicated observelth¢agh listeners are accorded respect



and in some cases are knowledgeable about the )nugign which a unique musical

practice takes place, for example the way tunepkaged together, the development of
skill in ornamentation and the improvised preseoiceoices and instruments. The session
is as much as social occasion as it is a musical Baoilding on these ideas, my study
focuses on the music as much as on the people,gbepectives and experiences of the

session.

Literature

In addition to the fieldwork with musicians in lagld and New Zealand | also undertook
extensive library research. The literature avadadm Irish music covers many interesting
aspects. There are a number of general Irish lgiséots which focus on the relationship
between the music and history. These sources mowdd sound foundation for
understanding the changes to the music in the pastyell as incorporating contexts of
traditional and contemporary music making. O hAllmdin’s Irish Traditional Music
(2003) gives detailed information regarding Irishsic from medieval times through to the
present day. Similarly, Gillen and White (1995) weat music and history, examining
ideas of religion, nationalism and education.

Another group of sources | examined looked at musia contemporary context,
paying particular attention to the original functiof the music as providing tunes for
dancing. These include Breathnachdk Music and Danc€1971) which explores music,
songs, dance, and instruments as well as aspestylefand music collections. Hast and
Scott’s, Music in Ireland (2004), which examines music, songs and dancea in

contemporary context that includes the global erfice of Irish music anBxploring Irish
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Music and Dancg1998) by Boullier, provides an introduction tgslr music with personal
stories and staff notation of tunes.

From 2007, when | began exploring Irish musicat lsome difficulty collecting
resources about Irish sessions. While some of dlo&dalready cited comment briefly on
sessions, there seemed to be very little writteoutlthem in detail. After talking with
session musicians, Carsoiast Night's Fun(1996) was repeatedly mentioned. This book
is poetically written and discusses sessions laneand the people involved. Carson also
wrote a more detailed study entitiddsh Traditional Music (1999) focusing on
instruments, but with brief comments on the turgencing and songs. Interestingly,
session etiquette is discussed, with some hintsitatimwv to act and behave, either as a
regular or visiting musician or as an active audeemember. O hAllmhuréin also has a
brief note on session etiquette in the last pafésdook.

Publications about Irish music include two A togdides. Namely Valley'sThe
Companion tdrish Traditional Music(1999) is a useful reference and includes evergthi
from types of dances, to contemporary Irish musdlista, and Long’d'he Walton’s Guide
to Irish Music,(2005) a less detailed text than Valley’s but stdeful. Another practical
and comprehensive sourcelise Essential Guide to Irish Flute and Tin WhistjeLarsen
(2003). This book gives immense detail to Irishdlplaying with particular emphasis on
ornamentation. Also included in this book are a benof notated tune examples with a
customised method of symbolising ornamentatioripfaéd by full examples at the end of
the text for students to practise, examples of shggem of ornamentation are included in

Chapter Two.
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There is also a wide range of literature availadb®ut the Irish Diaspora and
music, notably Williams'Twas only an Irishman’s Drean{1996) and O’Connor’s
Bringing it all Back Homg2001), which both focus on Ireland and Americd #me way
the music transformed due to emigration. Three EliBertations were also useful with
regard to recent studies of Irish music sessiorge Tirst was a sociological study
conducted in Chicago by Deborah L Rapuano in 2@0&,second by Hazel Fairbairn
(Cambridge 1993) was rooted in ethnomusicologyfaodsed on sessions in Ireland with
particular exploration of the interaction and hepdrony present in these events. The third
dissertation was conducted by Helen O’'Shea of Vigtavielborne in 2004. O’Shea’s
thesis was of particular interest as she had uaklemt participant observation, playing the
fiddle in sessions in Australia and Ireland. Hazsib examined *how musicians that played
Irish traditional music, but do no not identify theelves as lIrish, understand their
relationship to Irishness’ (O’'Shea 2004:2).

To date | have not yet encountered any detailedieguof Irish music in New
Zealand, nor any specifically regarding sessiorserd are several books on the Irish
people in New Zealand, notablye Irish in New Zealan(?002) edited by Patterson. This
book examines the historical experiences of thehlm areas of New Zealand; however,
dedicated music study is absent. Therefore, to nowedge, this study of Irish music is
the first academic research to contribute to tkeé&lfof Irish music in Wellington with a

detailed focus on sessions and the musical comgnunit
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Terminology

Throughout the following chapters | reference sfiederminology which requires an

explanation regarding my treatment of certain wprdach as ‘session’, ‘session
community’, ‘lrish aesthetic’ and ‘performance’. s&i, important concepts and larger
themes such as ‘identity’ and ‘transnational cotines’ are discussed and explored
throughout the thesis.

The session is a broad term for a group of musscigho gather together to play
music. In Wellington there are several groups antiviies that can be regarded as
creating a session, including the Welsh Dragon iBawellington, where, once a week,
singers sit together in circles and perform a fusyb traditional unaccompanied ballads,
sea shanties and contemporary songs, the AcoustiteR concerts and jam sessions, and a
variety of bluegrass and old-time jam sessionsmitrent in this scene is the Irish session,
which is also commonly spelt in Irish aeisun and this is the focus of the thesis. This
session involves a unique approach to the musitsiviiaintaining participatory elements
experienced in other areas of music-making arouedington. Valley describes a session
as ‘A loose association of musicians who meet, gglye but not always, in a pub to play
an unpredetermined selection, mainly of dance mubsitalso sometimes with solo pieces
such as slow airs or songs. There will be one aerfmore” musicians, and others who are
less regular’ (Valley 1999:345). The sessions élaind were a phenomenon of the folk
revival and grew in popularity from the 1970s thgbuo the present day (O hAllmhurain
1998:154-163). Occasionally the core musicians vpaid by the pub owners to ensure

they attend and participate each week, as the nuitda attracts additional patrons. In
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Wellington the session musicians are all unpaithoaigh, a bar tab of soft drinks or full
bar is provided, depending on the location.

In her dissertation, O’'Shea focused on the sessio Australia and Ireland and
discussed the overall sound of a session,

The sound is not the clean sound of studio prodaogtior the standardized

playing of a ceili band, but a wide variety of sitaneous performances that
invite the listening ear to join the musicians,ifgninto one then another
instrument as it emerges from the group sound.s Thithe sound of the

session: an informal group performance that proslume almost-unison

ethnomusicologists terimeterophony(O’Shea 2004:95).

The sounds that O’Shea refers to are also preseheivarious recordings on the attached
CD of this thesis. Throughout the recordings otheises and sounds such as talking,
tapping feet and cash registers can be heard, lieget are apart of the session
‘soundscape’.

In addition to the music, general manners and gpjai@ behaviour are expected
in the session and are often referred to as ‘sesdiquette’. This is closely examined in
Chapter Three. In regards to the session commurotyy commented ‘In the best sessions
there is a sense of sharing, a sense of peoplenghakusic and entertainment for one
another. All participants are encouraged to coatebnot just those who are technically
brilliant’ (Long 2005:356). The social and musicaharacteristics of a session
occasionally create theraic (fun), which is highly sought after by the partigijts when
they play music together, promoting a sense ofyunit

The session community, which is made up of musgiand some interested
listeners, is a key aspect which | focus on in egearch. This differs from the Wellington
Irish Society which formed from Irish migrants mogito New Zealand. Each Friday and

Sunday evening the club rooms on Fifeshire Streebpen to members of the Irish society
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to chat, have a drink, play some pool or watchraegaf sport. In contrast, the session was
not established solely from Irish migrants, whichphasises that the needs of the session
community and the Irish society are diverse andedaHowever, there is a lot of cross-
over between the two associations, with concedsgjgs and the occasional Friday night
session involving session participants being heldhé Irish Society club rooms.

The musicians involved with Irish music in New Zmad came from various
backgrounds. Some are New Zealand-born and otlaeesthigrated to New Zealand from
Ireland and the United Kingdom within the last ttyeyears. This diversity highlights the
importance of the Diaspora which perhaps accoumtthe speed at which Irish music was
popularised on a global scale. It also stressdghiearansnational links between Irish and
New Zealand musicians are strong, these being @einsbmmunication with travel and
resources shared between the two countries. Thiereto consideration of both the
Diaspora and transnational identity is a vital aspé my research and | build on this work
in ethnomusicology (Ramnarine 2007, Sugarman 1997).

Within the transnational community there are sewvifferences between how the
participants approach the music. In this way theraot one overall Irish aesthetic, but
rather, a range of possibilities within the musiaking experience. The participants in
Wellington view some aspects differently, thus trepvaried session experiences. They
are influenced by their backgrounds and connectiorthe transnational community and
these links form a musicians’ perception of what'ligsh’. 1 will explore this idea
throughout the thesis and examine how Wellingtosioians perceive this concept.

A musical aspect which is important to understasdthe way in which

‘performance’ is viewed by the musicians. The ggrtints indicated the main reason they
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played music in a session was primarily for thersonal enjoyment and as contributors to
the session community. They were generally notiptafor a formal audience and regard
their music-making as an informal gathering rattan a performance situation. Hast and
Scott previously discussed this idea writing ‘Mamspoken codes of house party etiquette
survive in the session, such as deferring to gidieyers, allowing time in between tunes
for conversation and storytelling, and keeping ¢ngphasis on sharing within the group
rather than performing for an audience’ (Hast awdtts 2004:48). However, there are
occasions when an audience is active and listetdntpe music being played. In these
cases additional characteristics of a concert pedace are included. Carson commented
about these situations ‘They are a bit like theswf conversation. The programme, what
is talked about, will change according to who isré) and where they are, and whoever
might be listening’ (Carson 1999:9). In this wag gession adapts if the musicians want to
respond to an audience; however, as | was repgaiad| by the participants, ultimately

they are there to play music for themselves anl atiter like-minded musicians.

Background Information

The history of Irish music spans from its mythigalwers of defying death in battles in
Medieval Ireland, transitioning through the danceisio in the 1500-1800s, to its
recognisable popularity experienced déili bands, The Chieftains, and the Riverdance
phenomenon of the 1990s (O hAllmhurain 1998). Times played in most sessions today
were composed for dancers beginning in the sewvethtezentury through to the present
day. These tunes are rooted in the Irish dancet@peand include principally jigs, reels,

hornpipes and polkas. Regional styles then devdlopeth tunes, variations and
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ornamentation having contrasting treatment depgndimwhere the melodies were learnt
and from whom. The twentieth century saw much chafog the function of the dance
tunes.

Ireland experienced a significant decrease in jatjpn from 1856-1921 due to the
famine, loss of jobs and land, and emigration.laine lost between 4.1 and 4.5 million
inhabitants including one million unrecorded emigsato Great Britain. Three million
emigrated to the United States and Canada, whikdditional 289,000 sailed to Australia
and New Zealand’ (O hAllmhurain 1998: 112). Thigpplation change lead to the Irish
Diaspora where Irish culture and in particular rausime to be played globally.

In the 1920s and 1930s Irish music began to berded and regional styles
became popularised through commercial recordingsusicians in England and America.
Notable was the Sligo fiddle style, which was reeal in New York in the 1920s by
Michael Colman, James Morrison and Paddy Killordmd( 126-127). These recordings
and the popularity of Irish music in America conta, especially in eastern cities with
large Irish populations such as Boston and Baltemor

In Ireland, the Dance Halls Act was passed in 198%¢ch banned all house dances
and dances in unlicensed halls in an attempt tér@loipublic morality’ from the view of
the clergy (O hAllmhurain, 1998:131). This law sided the music for many musicians,
but in some cases, others began forngadi bands in the alternative venues of parish
halls. The growth otéili bands blossomed in the 1940s and 1950s allowectiséc to
continue being played and enjoyed in communities.

By the 1960s, Irish music became comparativelydstetdised as a folk revival in

Ireland was emerging. Musicians began playing umge bars and renewed interest in
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regional styles was established. In the UnitedeStatish music was popularised by the
Clancy Brothers and Tommy Makem. Ballad style vooalsic was performed to
audiences in concert halls and on television, dsl trend continued to grow into the
1980s.

Sessions began forming in the 1950s in Irelandoaljh there are accounts of
sessions occurring in the 1930s in the Sliabh Lueachkgion (Valley 1999:345). Sessions
also developed in the 1950s in London, O hAllmhudgscribed the London sessions:

For the immigrant, however, lIrish traditional musicted as a welcome

antidote to the pressures of an inhospitable coclemyironment. After a

week spent on a construction site, or battling viiddrock in a man-hole

beneath the street, hordes of Irish workers thradnige Irish pubs in Camden

Town, Cricklewood and Kilburn High Road on Fridayeaings. Here the

musicians, who shared their fate during the workiregk, offered them an

occasion to renew their sense of community, befdaeAlpine marshalled

them to work again on Monday morning. Pubs like Begle in Camden

town...all rang with the sounds of Irish music sessidrheir roster of house

musicians reads like a litany of Irish music ico@.hAllmhurain 1998:143-

144)

These London sessions highlighted the relationsbtpreen the music and its connections
with Ireland. They also formed a sense of commuaityong the musicians and listeners,
reminding them of the home they had left.

The popularisation of Irish music continued in t870s with groups such as The
Chieftains, who with over thirty commercial recargs, helped to make traditional music
accessible to new audiences in concerts aroundvtril. Other bands followed The
Chieftains success, such as Planxty, the Bothy Bawdde Danann. The River Dance and
Lord of the Dance phenomena also brought new ateand popularity to Irish music and
dance (Valley 1999:319). The stage show becamegbatie ‘celtic’ movement which

sprang from the renewed interest in ‘world musiobally.
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The music that was played in tléili bands of the 1930s through to the super
groups such as The Chieftains, was predominartiy fthe Irish dance repertoire. Today
recordings from as early as the 1920s are usedusycrans who revive them in sessions or
professionally in recordings. There are numerougeroporary bands and individuals that
play Irish music professionally, for example Luna&aada, Martin Hayes and Dennis

Cabhill, all of whom have also visited and toured\Ngealand within the last five years.

Irish Regional Styles

Regional styles in Ireland were an outcome of thalation between counties. They
resurfaced in the 1960s due to the growing popylaf Irish music, the accessibility of
recordings and the increased ease of travel. Futire; in the 1960s Sean O Riada
identified regional styles in both singing and rastentation, particularly in the flute and
fiddle. He later commented that in the 1970s speaharacteristics were becoming
subsumed into a more general style due to the &fasavel and ability to listen and copy
various individual’'s style of playing (Long 200592 The musical identities differ in their
treatment of tone, rhythm, ornamentation, variaticand tempo, as well as through
repertoire. The drive to recognise and preservéeréifit regional styles is a current
consideration for some of the Wellington musici#imat | interviewed. | seek to examine
what makes specific musical identity by explorihgee different regional styles in Ireland.
Firstly, | examined the regional style of Countgrizgal. Donegal is located in the
northern part of the republic of Ireland and is gr@phically near Scotland. This closeness
to Scotland has influenced its regional music stylee fiddle playing in particular is

forceful and insistent with a fast paced tempo dodble stopping which create a sense of
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rhythmic and harmonic urgency, which reflects thieidg music of Scotland particularly
demonstrated by the Highland pipes. The group Alave a distinctively Donegal sound
which includes heavy fiddle bowing and a strong f@npo and rhythm. In terms of
repertoire, the musicians in County Donegal playergirathspey dance tunes than other
regions of Ireland.

In contrast, the music of County Clare is slowar tempo and uses less
ornamentation, focusing on the melody of the tursteiad. County Clare is considered an
important region in Ireland that has a strong maldiadition and a distinct regional sound.
Notably from Clare is fiddler Martin Hayes (see UHig 5), who plays in the regional style
with some modern adaptations making his playing@ggh distinctive (O hAllmhurain,
1998:163). He plays a range of tunes together usimgpo changes to excite and entertain
listeners. His style of ornamentation is minimatl aelaxed. Several music festivals and
schools are held over the summer months whichcatirdot of visitors and musicians to

County Clare.

Figure 5: Martin Hayes at the Willie Clancy Sumr8ehool, County Clare, Ireland July 2008
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Another region is Sliabh Luachra which includesu@y Kerry, County Limerick
and North Cork. The music of this region returnsthe similar faster tempo style
encountered in County Donegal, but in contrast neonamentation and swing is added to
the tunes giving it a distinctive style. Speciflgahis region is also known for its playing
and repertoire of polkas. THgallydesmondoolkas in particular originated in this region
and these are regularly played in the Wellingtossems (Track 8 on the attached CD).
Brendan Begley from County Kerry visited Wellingtom2008 and taught some polkas to
the musicians. These tunes have since become fptlie oepertoire played at the weekly
sessions.

Regional characteristics are present in many narssCiplaying whether they are
from a specific region in Ireland or have a prefieee for a particular musical style.
Therefore, by exploring the musical traits in Cgubtonegal, County Clare and Sliabh

Luachra, the possible influences obtainable foriomss in New Zealand, are highlighted.

Irish Music in New Zealand

A full study of Irish music throughout New Zealar#lceeds the scope of this research.
Therefore, to provide focus for the thesis, sessianWellington have become the central
core, with folk festivals and the&Ceol Aneasfestival establishing complementary

opportunities where Irish music is played.

Background of Sessions in Wellington

The session scene in Wellington has been activalfout eighteen years. According to my

informants, interest in the session was stimuldtgdnusicians from the folk scene and
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migrants in the late 1980s and early 1990s. THedoéne, which popular during the 1980s
in New Zealand, and was the place that many sessigicians first heard and became
aware of the Irish session. The growing populaoityirish sessions at festivals was an
important factor that lead to the eventual weekdgstons in Wellington. Alongside
festivals was the importance of migrants from Imeland Scotland to Wellington. These
musicians were already aware of a specific Irisdtragic and had participated in numerous
sessions abroad. The musicians | interviewed eng#thshat the arrival and enthusiasm
of the migrants to New Zealand, along with the newdund interest from local folk
musicians, allowed this musical experience to dgvel

At the outset the sessions in Wellington were anoégular activity and the night
would change depending on who could participaté @aek. The locations of these early
sessions were commonly held at either Molly Malsneh Courtney Place, or at Kitty
O’Shea’s then on Manners Street, and also occdbianavarious musicians’ houses in
Wellington (Ruairidh Morrison, 22 June 2009, infew). Then in 1991, Molly Malone’s
and the session musicians agreed to hold a sesaa@inMonday night, starting at 8:30pm.
Ruairidh Morrison recalled these early sessions:

It seemed like a bunch of people arrived right altbe same time... we all
sort of congregated at a pub that had opened thebgfore, called Molly

Malone’s, and that was the obvious place to gtk for other musicians.
We meet up with each other and started playingdalout there, and we
had a session going. It went on various nighthirlkt there was a Sunday
afternoon session for a while, upstairs at Molly'san’'t remember when the
Monday night session started. (Ruairidh Morrisgh,Jdne 2009, interview)

Pat Higgins recalled Ruairidh as having an impdritaffuence on the Molly’s sessions:

It took a character like Ruairidh Morrison, who aleal up a few years later,
to have the confidence and the assertivenessrtaassassion in a pub. So it
would have been a couple of years after | got hex@ybe in 1990. (Pat
Higgins, 27 July 2009, interview)
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The session at Molly’s continues each Monday aildistludes some of the founding
musicians.

In the late 1990s some musicians decided they \@amtdifferent experience and
began holding a session in a local community maNadestown (Andy Linton, 28 July
2009, interview). Eventually they talked with thereers of Kitty O’Shea’s, which had by
now moved to Courtenay Place. The musicians wdeganf a venue to meet at each week
and play their music, with Monday night becoming thosen evening, as it is the quietest

economically for the pub.

Figure 6: Session at Kitty O’'Shea’s Pub after thelliwgton Folk Festival, October 27, 2008

Pat recalled his reasons for moving to the Kitgession;l think people got frustrated by
the fact that at the particular session down tlae rat was very difficult to introduce new
tunes; they had quite a stagnant repertoire’ (RggiHs, 27 July 2009, interviewRuairidh
also wanted a different kind of Irish session edgere and had similar reasoning to Pat’s.

He commented:
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| honestly can’'t remember when | would have stagethg down to the
Kitty's session, because | felt the repertoire et Molly's session didn't
change from week to week, we would be playing tireestunes ... so | was
keen to have a different session and | think Pabagily was as well.
(Ruairidh Morrison, 22 June 2009, interview)

Again the reasons for attending one session oeeottier were uncovered by Andy Linton
when he came back from living in Canberra, whick &ahriving Irish music scene.

The only session then, when | came back, and litshimg to go to sessions,

was Molly’s. For me it was a bit too all over thage, | was very focused on

playing Irish tunes. | wasn't worried about peogieging songs or worried

about Bulgarian music or Morris tunes. (Andy LintoR8 July 2009,

interview)
The participants who left Molly’'s to start a newssen highlight the musicians’
contrasting ideas of the Irish aesthetic. Intengdyi there is no actual rivalry between the
sessions participants and they often play musiettmy at folk festivals and community
gatherings. | was told by several musicians thatelwas no personal conflict at the time
of the change or ever since. About this Ruairidimtioaed,

| find it quite interesting that sometimes peopelfthere is an element of

enmity between the two sessions, but | don't retiipk that that is the

case..we have just drifted off to our niche and they hdvigted off to their

niche and, if it wasn't for the fact that both dfose pubs had live music

every other night, if they happened on separatetsid would happily go to

the Molly’s session frequently. Apart from the féuat | prefer the session at

Kitty's and it is at the same time; and it is treme for those guys [at

Molly’s]. (Ruairidh Morrison, 22 June 2009, inteew)
The overall sense of community is experienced bynakicians regardless of the session
they participate in. The differences between the $&ssions are interesting and these are
examined in Chapter Two and Chapter Three.

Today, both sessions still occur each Monday exgeand the musicians participate
in the one that appeals to them, their musical mepee and their personal concepts of a

session.
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Folk Festivals

Folk festivals around New Zealand grew in statuth&1980s and continue to grow each
year; at any given festival musicians gather folregh session. The larger festivals, such
as the Auckland Folk Festival in January, the Wgtibn Folk Festival in October (see
Figure 7) or Whare Flat Folk Festival in DunedinNe&w Year, all draw a sizable number
of session musicians. The group of participantthese festivals are larger; attracting a

range of musicians of differing skill levels angheetoire.

Figure 7: Session during Wellington Folk Festivattober 2007

It is illuminating to contrast the musical expece of a weekly session and a
festival session. Session etiquette is interedtingbserve at a festival session as various
musicians from around New Zealand come togetheh @ifferent expectations of what is
acceptable. The musicians | talked with descrilbed in these situations the musicians are
usually quite open and welcoming and allow moreediity than would normally be

tolerated at their weekly session. Folk festivals @so a good opportunity for musicians
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to hear varied individual and regional styles cdyhg. Since 2007 a number of Irish,
Scottish and English musicians have travelled tav Mealand allowing the musicians to
hear new repertoire. There were also occasionélument workshops taking place for

musicians, to learn new tunes as well as new tgdesiand information.

TheCeol Aneadrish Music Festival

Ceol Aneaswvas established in 1999 in Nelson and has beah dreiually in June ever
since. This Irish music school is run in a simikay to the summer schools | attended in
Ireland during 2008. Initially, the festival wasaphed for flute players, but over the years
it has grown to include a wide range of Irish instental and vocal classes (Pat Higgins,
27 July 2009, interview). Instrumental and vocalsses with tutors from New Zealand and
abroad are held each morning for three consecdtys. Each afternoon work-shops are
held with guest tutors. Here the musicians are #&bldiscuss the music with the guests
though a question and answer forum. In the evertimg® are a range of activities for the
musicians and the Nelson community, including caiscand ac€ili. During the days the
musicians gather at various locations and hold sp@ous sessions. Most evenings, after
the scheduled event, sessions are held into theteaurrs of the morning.

The sessions ateol Aneasare a highlight of the year for a number of Irish
musicians, and some come along chiefly to partieipa sessions alongside a range of
musicians (Andy Linton, 28 July 2009, interview)attended this festival in 2007 and in
2009 and in both years Irish-born musicians wemgit out to New Zealand to teach

instrument classes. This allows the students adoeaswide range of musical styles and
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smaller class room situations where students c#a dpenly about the music and

technigues such as ornamentation.

Thesis Outline

This thesis seeks to examine the musical and sas@cts of an Irish session. Chapter
Two gives a detailed study of instrumentation, tuaed songs, with particular attention to
understanding various ideas of Irish aestheticeomparison of these musical elements at
the Molly’s and Kitty’s sessions is also given. @tea Three examines the community,
focusing on the musicians cultural and musical gemknds. This chapter highlights the
musician’s opinion of Irish music by letting theimesik through interviews. | focus on four
musicians who are recognised as leaders withirséissions at Molly Malone’s and Kitty
O’Shea’s. Chapter Four concludes the thesis with ilpader themes of the session,
aspects of transnational identity and the globgleernces of local participants. Possible
areas of future study are mentioned and the impoetaof this work is presented in
summary.

A CD accompanies the thesis with musical examplesoroamentation and
fieldwork recordings of the sessions in Molly’s,ttgis and Ceol Aneasn Nelson. The
appendix provides track listings for the elevenrgbrecordings. All photos throughout the

thesis were taken by the author during fieldworkeskation from 2007-2009.
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CHAPTER TWO

‘Give us a tune’:
Examining the Instrumentation, Tunes and Vocal Must in the
Molly’s and Kitty’s Sessions.

The Irish tunes and songs regularly played and slurqhg a session provide a basic
foundation for the organised communities of Irishsic enthusiasts and devotees in New
Zealand. The music for a session in Wellingtonreated using a variety of instruments as
well as the voice. The sounds that are commonlgcated with Irish music have become

popularised since the folk revival of the 1960« #mergence of celtic music as world

music and the Riverdance phenomenon. It is thexefderesting to examine how the two

sessions in Wellington at Molly Malone’s and KityShea’s vary and contrast in their

ideas of the requirements and essential elementseo$ession. Whether they adopt the
styles of the music as played for a dance, or austare strongly influenced by the

popularised music of the 1960s is vital in underdiag the identities of each session.

This chapter explores this issue by initially exaimg the hierarchy of instruments
used and the differences in their melodic, harmamid percussive functions. The section
is then followed by a detailed musical analysis tbé tunes, the techniques of
ornamentation, rhythm and variations as well asief bverview of the learning process.
The last section discusses the role of Irish samgvocal music, focusing in particular on

sean nésind the ballad.
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Exploring the Instruments: The Function and Authentcity of Melodic and
Accompanying Timbres.

The instruments used in Irish music today haveiagripackgrounds and connections with
the original instrumental heritage. There are msmyrces that examine these instruments,
their introduction into Irish music, and how thegcame representative of the tradition
(Breathnach 1971, Boullier 1998, Carson 1999, al as Hast and Scott 2004). The
appropriation of new instruments by Irish musicieersd the changing form of the
ensemble also have been influential in the transétion and evolution of Irish music
from the end of the Bcentury and start of the $&entury (Carson, 1999). In the last
forty years a larger group of instruments have beearporated into the core ensemble,
such as the mandolin, banjo, guitar, and the bad{ibéd). In this chapter | focus on the
ensemble as it is found today, rather than theoticstl details that have already been
examined in other sources.

The instrumental music played today during the isasglustrates some basic
differences with its origins as dance music. Whestohically part of dance events,
musicians played solo rather than in ensemblesd280©5:355). With the development of
the session in the 1950s, musicians accommodagesbth instruments into new ensemble
roles as they played together in groupsili bands or folk groups. In Irish ensembles
today, several instruments play the melody simelbasly, placing emphasis on the
distinct timbre of each instrument. This type ofsemble sound is also typical of
traditional Irish music as it is played internatdlg. Examining the functions of the
various session instruments provides a basis fdenstanding the structure of the Irish

music ensemble.
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In order to explore the distinct roles of the instents | have categorised them into
two broad groups based on their primary musicalction and as discussed with
consultants during my field research. The two gsogpmprise: melody instruments,
which play the tune and accompanying instrumentschvare divided into two sections,
harmonic and percussive instruments. As severatcesualready discuss individual
descriptions of instruments (Carson 1999, Valle99 Hast and Scott, 2004), | focus on
the role of each instrument and the relationshiwéen melody and accompaniment
instruments. Secondly, by examining the instrumeattdoth Molly’'s and Kitty’'s, an
understanding of the diverse session contexts adtvidual notions of Irish music

ensembles is developed.

Melodic Instruments

Melodic instruments are fundamental to the soundheflrish session, yet each session
varies depending on what instruments are played thedlevel of musicianship. |
discovered that melodic instruments comprise a rgérieerarchy ranging from what is
considered to be the most ‘authentic’ Irish instemts, to those that were recently
incorporated In the following section | first describe the tdehy of melody instruments.

Firstly the uilleann pipes and harp hold foremagpartance, followed by fiddle, flutes, tin

2 Carson’s bookrish Traditional Musicoutlines the history of each instrument beginnivith descriptions
of the uilleann pipes followed by fiddle and fl(tE999). The harp is not mentioned until later ie #ook,
which seems misplaced for this particular musiesirument. Carson described the harp as ‘not redead a
traditional instrument by traditional musicians'dawent on to add ‘Granted, there are those who idence
music on the harp; the result, however, is ‘confuaad disordered’ to many ears’ (Carson, 1999:Bfiis
may be because the style of harp music has chargei now based on techniques of the pedal harp.

However in contrast to Carson’s view, the Wellingtgessions have two harp players, one who
plays regularly at Molly Malone’s and another whlays occasionally at Kitty O’Shea’s. During my
research, interviews and session participation,Whetlington musicians did not disregard the hargha
ways that Carson described, but rather most enjbgeshing to, playing along with and learning tarfeom
the harpists. The harps are therefore considereduad instrumental presence in the session contoite
significantly, when an active audience was presgrgcial attention was paid to the harpist, whold/often
be asked to play solo; so the punters could heasdhnd of the instrument.
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whistle, free reed instruments, mandolin and bahjts interesting to examine how the
session musicians view the hierarchy of instrumemd explore what they consider as
authentic in playing Irish music.

The tunes are the core of the session and mdlwstitiments are therefore strongly
valued and important within this context. Throug individual’s musical or regional
style, that is distinguished by subtleties in oreatation, rhythm and variation, underlying
features of the melody are highlighted. Playersnalodic instruments also provide
variations and rhythm to the tune, which givesfitand additional energy. Informants also
repeatedly described the importance of exact timmimgn playing a tune so that other
musicians have a rhythmic foundation which encoesggarticipation

In the Irish music ensemble, there is a degreeweflap and flexibility in the
functions of some of the instruments. The accosliand harp for example are able to
create both harmonic accompaniment and play thedyelHowever, when | discussed
which category the musicians placed these instrtsnémey stated that while these
particular instruments are able to play harmongimaltely they are considered melodic
instruments, since they almost always play the wmeng a session. The variability of
grouping the instruments is also found for theauétnd mandolin, which can take on both
melodic and harmonic roles in the ensemble. Inctir@ext of the session, the mandolin is
considered primarily a melody instrument, while tatar is usually classified as an
accompanying instrument. Below | have summarisad itformation in a chart that
identifies each instrument as primarily (P) andsecondarily (S) melodic, or harmonic

instruments (see Figure 8).
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Instrument Melodic Harmonic
Function Function
Harp P S
Uilleann Pipes P S
Fiddle P
Flute P
Tin Whistle P
Button Accordion P S
Concertina P
Piano Accordion P S
Mandolin P S
Banjo P S
Guitar IS P
Bouzouki S P

Figure 8: The Primary and Secondary Functions dbifle and Harmonic Instruments

Accompanying Instruments: Harmony

Most of the musicians | spoke with considered tl@nonic instruments to have a
secondly role to that of the melodic group. Howeveost agreed that their inclusion
enhances the music by creating additional drive emttiusiasni. The guitar is relatively
new to Irish music and commonly provides harmorécompaniment. Hast and Scott
explained, ‘It had little place in Irish traditionausic until the folk revival of the 1960s.
At first it was used primarily to accompany sonlgst by the early 1970s, it was used to
accompany tunes’ (2004:80). The role of accompanymstruments is to provide an
interesting and accurate harmony. The skills obagzanying depends on their musical
technique, awareness of key and metric changes moteibly between 6/8 jig and 4/4 reel

meters.

% In most sources that describe session instrumeat$) melody instrument is given individual atteni
whereas harmonic instruments, such as the guithbanzouki, are often grouped together at the dnteo
section.
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Accompanying Instruments: Percussion

The second category of accompaniment is the pectugsstruments, which includes the
bodhran, bones, and spoons. Each provides a disgppe of rhythmic accompaniment to
the melody, and the musicians that play theseumstnts need to know the subtleties
about when specific rhythms are required to beqaaylthough percussion instruments
are emphasised less during a session, percussionistt still have a good understanding
of session etiquette and understand the ways pi@ying can influence the music. The
timbre of the bodhrén is associated with the pajseéd celtic sound and often perceived
as traditional; however, it is relatively new tslr music and was made popular by Séan O
Riada, who first used it ircéili bands in the 1950s due to its tonal qualities (Long
2005:44). Session members have described to meatmwhran can sometimes enhance a
session, but also become intrusive if a musiciaylt continuously through each set of
tunes. Informed playing is consequently an impdrggrt of a participating in a session,
and understanding the subtle role of each instriiheads to further acceptance within the
Irish music community.

Having examined the general hierarchy of melody accbmpaniment, | explore
the local sessions in Wellington. The two sessiontexts at Molly Malone’s and Kitty
O’Shea’s each present a contrasting study of imstnial usage. Each location has a
varied and contrasting assortment of melodic, harmand percussive instruments, which

distinguishes the overall timbre of the music atheplace.
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Case One: Molly Malone’s

Figure 9: Molly Malone’s Session- August 2009

Molly Malone’s pub has an open and diverse sessitioh often includes a wide range of
Irish instruments (see Figure 9). Especially charéstic of Molly’s is a unique presence
of free reed instruments, including both button @mho accordions and the concertina.
These instruments often produce a very high le¥aoond that can dominate the entire
session. Compared to sessions that | observe@lantt, it is unusual to have so many of
these instruments present in weekly sessions. Aleoleaders and those who direct sets
commonly play these free read instruments, so thegrly define the overall sound of
Irish music at Molly’4. In addition to the free reeds, music at Mollyisludes a range of
other melody instruments such as flutes, fiddlasp htin whistle, and mandolins.
The Molly’'s session usually has a strong repregemt of accompanying

instruments, including three guitar players whictioece the idea that the session has a
general folk music connection and is open and weieg to musicians of all levels, not

just strictly Irish players. Occasionally duringMolly’s session the pub volume rises

4 The volume level free reed instruments at Mollyldse’s lends well to both the occasional perforneanc
for punters, as well as ensuring musicians carrlglbaar each tune being played in the sessioiecirc
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significantly and the musicians’ desires to staytime with one other are challenged.
However, these nights usually produce a social ection between the punters and the
participants and a strong sense of fun in makingienhrough use of varied instruments
an identifiable soundscape is produced allowing ichuss at Molly's to participate
differently from the context of the Kitty’s sessjomhile still representing the identity of

Irish music.

Case Two: Kitty O'Shea’s

Some participants have described Monday night &y IK¥'Shea’s as an advanced session,
compared with Molly’s. The gathering at Kitty’'s hatar boundaries regarding what

instruments are emphasised and especially the dingid role of the accompanying

instruments (see Figure 10).

Figure 10: Kitty O’Shea’s Session- August 2009

In a typical Kitty’s session, only one or two guitar bouzouki players is considered

appropriate. Similarly, only one bodhran playeussially included and this person rarely
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plays throughout the evening. Other accompanyirsruments such as the bones and
spoons are generally not played. Musicians at thg/'& session have described these
percussive instruments as ‘unwanted’, and partntgpwill even ask percussionists to stop,
as the instruments are not always considered peaficm enhancing the music.

This minimal role of the harmony and percussiorirumeents reflects the sessions
that | attended in Ireland, where melody instrureetdminated. In one situation in Feakle,
County Clare, a sign was placed noticeably aboees#ssion reading ‘Only one bodhran

player per session please!” (see Figure 11).

g

Figure 11: 'One Bodhran' sign’ at Peppers BamduFieakle Festival in County Clare, Ireland,
August 2008.

This sign highlighted the instrumental hierarchyrfd within the Irish ensemble, as well as
the desire by musicians to insist on a particulaseenble organisation and sound. The
Kitty's approach to the accompanying instrumentsingilarly based on the organization of
sessions found in Ireland today, where melody imsénts dominate the overall event.

In addition to the ensemble make-up, the partrcalelodic instruments especially
flutes and fiddles played at the Kitty’'s sessioimpoise what some sources describe as

those with traditional Irish characteristics (LoR@05, Carson 1999). The leaders of the
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Kitty’s session play flutes and fiddles and comnyagsch session has approximately six or
seven musicians, most of whom play the fiddle oteflwith one accompanying musician.
Other melodic instruments sometimes heard at Kitiytlude the mandolin and banjo; as
previously mentioned a harp player also particpatzasionally.

At Kitty’s today both the choice of the melodicsiruments and the role of the
harmonic instruments reflect the instrumentation seSsions in Ireland. It is of no
coincidence that the Wellington musicians | talkéth described the music of the Kitty’'s
session as a reflection of the personal experieotssssions they attended in Ireland and
the United Kingdom.

By examining the role of these three groups ofrumeents at Molly’s and Kitty's a
perception of the sound is formed. The differennabe case studies demonstrate how the
Molly’s session is open to everyone and that isashby the types of instruments played
and in particular how harmony and percussion insémis have an almost equal position
with that of melody instruments. Whereas at Kittyhe instrumentation reflects that of
Irish sessions where fiddles and flutes dominate rttelody instruments and there is a
limited role for an accompanying musician. Theseti@sting approaches reflect the varied
experiences of the musicians and how different Sdeh the session are emphasised

through the role of instruments.

Tunes: The Oral Tradition, Ornamentation and Persoral Preference.

The widely recognisable sound of Irish music todsybased on tunes that originally
derived from the dance repertoire. Since the fakival of the 1960s and a growing

familiarity and popularisation of Irish music, reeand jigs have dominated the sound
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associated with traditional Irish music. In theldaling section | explore how musicians
learn new tunes and build their repertoire. Nextxamine the different types of dance
tunes which are played as part of the Wellingtossisms before moving my focus to
stylistic features. Through the three processese ttepertoire, individual styles and

learning methods, the Irish music communities feingir perceptions of an Irish aesthetic.

The Process of Learning Tunes

Musicians in Wellington learn Irish tunes in vasoways, including gaining repertoire
from other players, through recordings, writtenatioh and the internet. No one way is
preferred by all musicians; however, some partidipdave explained that learning orally
is considered the most authentic and traditiongl @feaacquiring new tunes. It is important
to understand that although tunes are learnt iadyrehrough participation during the
evening, it is generally uncommon for a musiciafotonally teach a new tune in a session.
In a session situation the musicians have the dppity to listen to a variety of tunes, and
find out tune titles so they can acquire the tuné then participate the following week.
After regular attendance at weekly sessions mussctiecome familiar with the melody
and start to contribute. If a tune is in multiplargs or in an unusual key however,
sometimes it is necessary to learn a tune usiognaal approach. There are many methods
to learning new repertoire and some of the advastaand limitations of these are
described below.

One way of learning tunes is through formal instian with a teacher. Some
musicians choose or have the opportunity to lelaemtusic from an advanced player with

knowledge and repertory. In Wellington there areelor four session participants who are
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professional musicians and also actively teachestisd There are a small number of
Wellington musicians who obtain these formal lesson a regular basis and the speed in
which they learn the techniques of ornamenting lanitd their repertoire is noticeable.
Therefore, as part of my research in ethnomusigplbgttended formal lessons with two
of the Wellington teachers in a similar approachltmothy Rice who undertooggiada
lessons from an experienced Bulgarian musiciahenfield (Rice 1994). At the beginning
of my learning process my initial lesson conceettabn breathing and tone, which are
both important aspects of flute playing. The sectsdon, in which | learnt to ornament
the tuneOut on the Oceanwas slightly prior to my trip to Ireland in midd@8. These
experiences with a skilled musician enhanced mywkedge of ornamentation and
preparation for research and participation in hdla

Another method by which a musician can learn neweg$u and gain an
understanding of Irish music is by attending classtesummer schools in Ireland ©eol
Aneasin Nelson. When | travelled to Ireland | attendbeee week long summer schools:
Willie Clancy and Feakle in County Clare and Joeokky’s in County Leitrim. Each
summer school had a different teacher with a vapeds on tunes and technique. When |
attended the Willie Clancy summer school, the magmwas divided into two hour blocks
of learning with a break in between them. The indtr organised the class by teaching
two tunes each day. Ornamentation was includeceapthined once the basic structure on
the tune was learnt. The teacher would first plag éntire tune and then break it into
separate sections; the students would then pliawytitrns until the entire tune was learnt.
The teacher then notated the tunalcform and included markings for ornaments such as

rolls, taps and possible places to take breaths tAind summer school was also in County
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Clare and had a similar format to the Willie Clareyent in regards to how tunes were
taught and the repertoire included in each occasion

The second summer school varied from the two hdtd in County Clare. It was
held in Drumshanbo in County Lietrim and appeam@detain some characteristics of a
regional style, which was especially identifiabtethe repertoire. The teacher’s style was
slightly varied to that of the summer schools inuGty Clare, as she decided to teach a
variety of tunes, including commonly played setdl @opular local tunes that students,
who were visiting the region, were unfamiliar witfhis allowed the students variety and
the ability to play both new tunes from the Leitniegion, as well as familiar tunes that are
commonly heard in sessions, suchTag Maid Behind the BaBy learning local tunes |
was able to participate and contribute to the sassat the local pubs in Drumshanbo.

New Zealand also has an Irish music school thdtased on the format of the
schools | attended in Irelan@eol Aneass held annually in Nelson in June, with classes i
the morning and a range of workshops and sessmotieiafternoon. This summer school
is held over a three day period and instrumentsutoe from New Zealand, or sometimes
from abroad such as Australia and also Ireland.ifitizidual teachers and the styles they
transmit expose students to a variety of sounds lkanadvledge while also extending a
musician’s repertoire.

In contrast to schools, another way to learn tusiés informally play with a group
of musicians. | have participated in several ofsthgatherings where a small group of
participants congregate and take turns teachingrtwp a new tune. The tunes are taught
orally in this situation by learning small phrasesl connecting them together to complete

the entire tune. These events are an informal anthwnal experience for the musicians
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where they can play tunes and socialise with eadthar. In 2009 these gatherings began
to take place at the Wellington Irish Society ond&y evenings. The meetings occur
regularly in Wellington when interest among musisids expressed.

In contrast to these various methods of group legrrsome musicians choose to
learn tunes individually. Recorded examples froms@D the internet are commonly used
by musicians who learn tunes orally from these aair Recordings usually highlight
regional sounds as well as individual styles ofyjpl@ and ornamenting tunes, which all
enhance a beginner's knowledge. There are also mpahljshed collections of notated
tunes available that contain helpful tips on tegbreiand style. One of the most commonly
used collections that some Wellington musiciansnldeom is calledBegged, Borrowed
and Stolen(1979), which was published in Adelaide. This bdals 100 dance tunes that
are complied into sets of two or three. Some o$ehgets are played as written and learnt
in Wellington, particularly at the Molly’s sessioAinother very popular collection of tunes
used by Wellington musicians @Neill’s 1001 (1995). This is a rich source of examples,
and a helpful reference when remembering or legraimelody.

Lastly, musicians also learn new tunes by usingimeastailable on the internet.
There are a number of helpful sites which give eghdnd information, as well notation or
abc format for tunes. Particularlywww.thesession.orgs one helpful site which lists
sessions, recent recordings, has an extensiveasd&taid tunes and also has a member’s
forum where session musicians can discuss topicgerest. Alsovww.youtube.corhas a
wide variety of recordings and videos of Irish naygncluding individuals playing tunes in
informal contexts and professional performancesssia musicians in Wellington

discussed how they use these websites to learntme®s by watching videos, playing
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short recordings as well as using the staff natadicabc Both of these sites are open and
accessible to the public to download recordingsiesuand notation; therefore, it is
important to understand that versions of a tuntlermay vary. The differences of a tune
are interesting as they represent individual argloreal histories associated with each
melody.

Within these various ways of learning there areaatlyges and limitations for each.
Some musicians | interviewed believe the only antflcevays to learn a tune is orally, as it
is the traditional method and allows for betteren¢ion of the tune. In contrast some
musicians have mentioned that notation has linoitstias the accent, emphasis and ‘feel’
of the tune is lost. In addition, once notated, itftgvidual variations of a tune can become
fixed as the tune is not always able to grow andnge in the same way when orally
transmitted. Notated versions do serve a purpaseever, and many tunes may have been
lost without the collections currently availabldhélnotations are also a useful source when
a reminder of tune phrase is required or when legra particularly complex phrase.
Musicians | talked with emphasised that whichewaning methods a musician applies,
the tunes need to be practised regularly and diftemethods of ornamenting tunes need to
be explored. In this way, the tunes are succegsfdintained in both the memory and

fingers, ensuring greater participation in a sessio

Identifying the Dance Tunes Played in a Session

The tunes of traditional Irish music are set inesal/different rhythms such as the jig, reel,
hornpipe and polka. As part of the learning processsicians must understand the

rhythmic differences between tunes in order to terdae appropriate energy in their
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playing. Musicians also stressed to me the impodawf knowing which types of tunes
work together in sets. Some of the musicians ats#ssions in Wellington have lists of
tunes which are always categorised according fio timgthm.

The jig is believed to be the oldest Irish darmenfthat is still being played today.
It was popularised in the T6Century in both Ireland and England before moviintg
Europe (Long 2005:197). There are three typesgysfgnd each takes on a slightly different
rhythm. The single jig is in 6/8 meter, the doufitgis also in 6/8 although sometimes
12/8, and the slip jig is in 9/8. Long describedvhibe three meters are used for different
dances,

The double jig fort dubaltg used what is called ‘double battering’

whereas the single jigpért singil), which is usually faster, uses only

‘single battering’ steps. The hop of slip jigoft luascach derives its

name from the light hopping, sliding and skippingovements

associated with it. (Long 2005:197-198)
Each type has a different swing to it, and whenusiolan combine jigs together in a set,
an understanding of the different rhythms is crucia

Alongside the jig is the reel, which is perhaps thost popular type of tune in a
session, particularly at Kitty’s. The reel is im4hetre and exhibits strong accents on the
first and third beats. It is a fast-paced tune a@ad usually played for both step and set
dancing. It is also believed to have its originScotland, with the earliest reference to it in
1580 (Long 2005:327). In Scotland it was referre@ds thereill but later became popular
in Ireland and since that time many more reels haeen composed (Hast and Scott

2004:67). Reels were the first type of tune thiaégan learning from other musicians and

are discussed as favourite tunes played by flatgeps in Wellington.
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Hornpipes are the third type of tune that are comgn played in Wellington,
particularly at the Molly’s session. The hornpipér 4/4 meter like the reel; however, it is
usually played in a slower tempo with a syncopateghm which reflects the type of
dance it was originally used for. Hast describesgllibrnpipe as ‘used by dancing masters
for intricate show pieces. The heavy stepping & hbrnpipe made it only acceptable for
male dancers’ (Hast and Scott 2004:68). Thereeawerf hornpipes in sessions and they are
sometimes regarded as beginner pieces as theyecalayed slower than a reel but still
reflect a strong 4/4 beat.

The last type of dance tune that is important émtion is the polka. The polka was
introduced to Ireland in the late 1800s and quidddgame popular in the south-west part
of Ireland, including Cork, Kerry and Sliabh LuaahiiHast and Scott 2004:68). The polka
is in 2/4 meter and is usually played with emphasid swing; they can be either in a fast
or slow tempo. The slower tempo version of the adilas been adopted in the County
Clare which adds to its regional identity.

In a Wellington session a wider selection of tuaes also played. Musicians
sometimes choose an air, waltz, mazurka, strathspesris tunes and even the occasional
blue grass or ‘old time’ tunes, which contribute tte dynamics and diversity of the
sessions. These characteristics emphasise that X&aland musicians have a wide
assortment of styles and dance tunes that arenrésen week to week, although Irish
tunes would dominate the evening. The Molly’'s s@ssin particular has a wider
combination of dance tunes reflecting the varielfucal and musical backgrounds of the

musicians. The musicians who attend the Kitty’sggsalmost strictly play jigs and reels,
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which also reflect their personal views of an Irsgssion, highlighting musical aspects that

are fundamental to the session.

The Structure of Tunes

Irish dance tunes commonly have a clear structack aae comprised of two, eight-bar
phrases which are repeated twice forming a thisybar tune. These phrases are usually
written in eight-bar sections AA’'BB’. The form isie of the most common structures for a
tune and is found in the re€lfie Wedding Reéh D Major, Miss McLeod’sin G Major
andBrenda Stubbert’'é A Dorian; and the jigMorrison’sin E Dorian,Cliffs of Moherin

A Dorian andOut on the Ocearnin G Major. Repeated phrases with variations are
sometimes only a bar or two towards the end ofeligat-bar phrase and may include a
group of notes that connect the phrases togetlervariations also can be longer than one
or two bars such as Brenda Stubbert'svhere the second part of the A section is brought
back in the last part of the B section. If the tiswéhen divided into four-bar parts it would
be played AA’AA'BB’'BA’. Boullier describes the diffrences of the A and B sections,
‘The ‘A’ music or first eight bars is known as ‘thene’ and is played twice, comprising
sixteen bars. The ‘B’ music, known as ‘the turs’then played twice, producing another
sixteen bars’ (1998:28). The musicians | intervidvgpically did not use terms such as
‘the turn’, but instead called the entire thirty-&iar section ‘the tune’. However, the first
half of a two part tune was referred to as theéat®n’ and the second half the ‘B section’
by the musicians but were usually reserved for re tlearning situation to define the

various parts of the tune, rather than discussdéteisession context.
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Other variations, aside from this standard forng also present within the Irish
repertoire. Occasionally, the A part of a tune willy be played once before moving onto
the B section. For exampléhe Mountain Roads played in the AB form and then repeated
several times before moving onto the next tunéhendet. Another type of tune structure
occurs when tunes in four or five parts are plagedh as the four part jig in D majdihe
Lark in the Morning This tune is usually played AA'BB’CC’DD’ and idten repeated at
least once more before another tune is introduced.

The tunes in an lIrish session are usually placggether in ‘sets’. The sets
commonly consist of three tunes, all of which ar¢hie same rhythm, such as a set of jigs,
or a set of reels. The keys or modes of Irish tum@simportant for a musician when
deciding what to play in a set. Breathnach disaugke modes of Irish tunes in great
detail: “The four notes on which Irish traditiomalusic ends are, to give them their solfa
names, Doh, Ray, Soh, and Lah...although this mettiathming them is liable to mis-
interpretation...each exists in its own right and ggsses its own tonic or fundamental
note’(1986:9). Cowdery found this description pesbhtic stating, ‘The controversy
seems to stem essentially from a tendency of samaars to think of scale (or mode) as a
property of a musical item, rather than as a kihbdackground grid which folk musicians
use to structure their melodies’(1990:15). He codet by stating ‘Most authorities on
Irish music seem to not distinguish between theslgupentatonic, the mostly pentatonic,
and the purely hexatonic scales; such distinctidgheugh confirmable by ear, are
problematic on paper’ (ibid). These descriptionsnoides and keys offer some explanation

of the complexities in categorising tunes, espgcighen ornamentation is added with the
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inclusion of additional notes, such as dominantes#éw or both minor and major thirds
within the same tune.

A variety or variation of keys and modes is oftakein into consideration when a
musician plays a set of tunes. The tunes are cortynpteyed together with three repeats
before the change into a new melody. A modulatida the second tune is common, with
tonal movement to the relative minor often preférren the last tune the key usually
returns to the initial tonal area. The process @hlgining tunes together in sets can be
complex and usually requires an awareness of kgmasires, harmony and a large
repertoire of Irish dance melodies. There are albrarrof established sets in the Wellington
sessions, often when a musician starts a tunathies participants will know exactly what
other tunes follow in the set. But this can chadgpending on the energy of the session or
the number of musicians playing along. If, for exdena musician starts a tune that no one
else knows, it would be very uncommon for the masi€ to then play three repeats of the
tune; instead, they would usually play it twice dref moving onto a more familiar tune.
When it is time for the next tune the leader wdllout ‘hup’ or ‘change’ or signal with a
gesture such as raised eyebrows or a nod. Theyoftdh stop playing for a bar or two
while the leader starts the next tune. Then theiciams who have learnt the tune will
continue to participate and play along with thedkya Those who do not know the tune
will stop playing and possibly join in the thirddafinal tune of the set if they have learnt
it. The leader is also is able to control the temysmally selecting an appropriate speed for
the other musicians present. When the tempo isofir musicians can join in,

occasionally problems occur when the tempo inceada sessions | have attended in
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Wellington when this has occurred, the set sometieras abruptly, with the musicians
aware of two competing tempos at the same time.

During the interviews with musicians in Wellingtave discussed how they put
tunes together in a set. Firstly, Jonathan Berkaballed his considerations when starting
a set of tunes and stated,

Most jigs will go with most other jigs, unless thggt a bit slidy (sic) with
not many notes in it, for example Calliope Housgt ¢eenerally most jigs
will go together. Thas not true of reels, different reels will go atfelient
speeds, some will be more swung than others. kHgtthink it is quite a
knack to put reels together that will marry happ®p, | am always thinking
about that, whas another reel with a similar feel to it. And thigrs the
guestion of key; same key is OK in a session, @ep is alright, down a
step is a bit odd, up a fifth, down a fifth, theyall right. There are only a
few connections which are seriously odd. Sm thinking about key and the

type of tune wae in and the sort of feel it has. (Jonathan BetkdhMay
2009, interview)

The key and feel of the tune is important for Jbaatwhen starting a set of tunes. In
addition to Jonathan’s comments, Pat Higgins camsidhat it is essential to always

change the keys of tunes within a set. He discusseplrocess of starting a set in a session,

| find if you are starting a set off that you hawerked out in your head,
[you should think about] what a good modulation &ag change would be.
Because | hate when people play three tunes Allrminor, or three tunes in
G, its much better if you can add some energy angimg key, so | have
often rehearsed that actually, you come into tissier thinking, | must put
that tune with this tune because the key changeldabe fantastic, you
know, and obviously it is good to tell people beftvand so they are ready to
change with you. | would try to, for example | wdwlo something, like start
off in E minor maybérag Her Around the Roadhen come up a notch to A
minor or even better come into a major, E minoo iBt and the ideal would
be to go up into A major as well, thata great energy lift, but not everybody
has leant tunes in A major, | darknow many tunes in A major, because on
the flute the G¥ make it very difficult, | put a bit of thoughttmit. (Pat
Higgins, 27 July 2009, interview)

Both comments above show various considerationsnwéiarting a set of tunes.

Importance is placed on key and choosing tunesatih@r musicians will recognise. These
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aspects sometimes create a perceived ‘authenticidsby the musicians; and they also
distinguish the advanced players from the beginwétsn a session.

The Wellington sessions demonstrate a numbertsf sdiich are unique to each
session. They can be formed in various ways, elitjgune names, events or experiences
in a musicians life, because they are publishédahway, or because they always seem to
be played in the same order. At the Molly’'s sesdimere are a number of sets that are
played almost each week. A range of sets come fimncollection of tune®egged,
Borrowed and Stoleauch aBlackthorn Stick, Rakes of KildasmdHaste to the Wedding
The warm up set is always played at the start s$iea which comprises the three tunes
Fairy Dance, Princess Royaind Speed the PlougiThe Wellington session also has sets
like the Armstrong Polkaswvhich consists of twdBallydesmondpolkas with a nameless
polka in the middle. Ruth Armstrong described hdvese tunes became part of the
repertoire in Wellington,

Well last year [2008] aCeol AneasChih and | were in the flute class taught
by Muireann Nic Amhlaoibh who is from County Kerapd she asked us
what did we want to learn, and Chih asked her &wheus some Kerry
Polkas, so she taught us the first two polkas dhatin that [Armstrong] set
and | was quite taken with them, and went away @adtised them up and
brought them back to Mollg and was quite determined to get them into the
repertoire and get people to learn them. And wientaught us the first tune
which she said was callédaggie in the woodsut | think it is one of the
Ballydesmond polkasso basically what we have now is the two
Ballydesmond polkaswith this nameless polka in the midd{Ruth
Armstrong, 7 June 2009, interview)

This description shows that tune names are notyslwacessary, as they are sometimes
changed, or put together to comprise a new setrumdew name. ThArmstrong Polkas

are often played at the sessions at both Molly'd &itty's in Wellington, and their
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inclusion demonstrates how a set of tunes or sitghe, learnt during a festival, can

become part of the repertoire.

Ornamentation

There are several ways to add style to a tune lamanbst noticeable approach is through
ornamentation. Boullier described the tune as Hmmeés’ with each individual musician
providing the ‘flesh’ through ornamentation (Boatlil998:27). In this way two musicians
never play the tune in exactly the same way; yey ttan still play together because the
basic bones or structure of the tune is constaatth Enusician can produce ornamentation
that is specific to the instrument they play. T$gstion concentrates on how ornamentation
is produced by the flute, as | have the most undeding and experience with this
particular instrument. When | began learning thehlflute | quickly became aware of the
role of ornamentation in creating either an indixatistyle or recreating an Irish regional
style. In 2007, after the advice of session memioeYgellington | purchased a Seery flute;
it is made of a delrin polymer compound which makeédeal for travelling, and it also has
large finger holes to ensure a rich tone is produdehe simple-system lIrish flute is
typically made of wood with six holes in the in tkey of D Major and is based on the pre-
boehm silver flutes (see Figure 12). Keys can kaeddo the flute to create chromatic
pitches and the overall tone is rich and mellowalhtontrasts to the boehm-style flute
which has clear and bright tonal qualities. Throughious lessons both privately, during
summer schools in Ireland and festivals in New Ziedlfrom 2007-2009, | have been
exposed to various techniques of playing the flatel differing ways to produce a

particular sound. There are three common waysrarnent a tune on the flute; the first is
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by embellishing the notes. The second is throudicudation and the third is through

breathing.

Figure 12: Ruth's German keyed flute, Chih's Eam@otter wooden flute,
my Desi Seery delrin flute. (Top to bottom)

The first system of ornamenting a tune with theeflis by using techniques known
as a ‘cut’, ‘tap’, ‘roll’ or ‘crane’. A ‘cut’ and tap’ both interrupt a note briefly to add
variety and style, in a similar way to a grace ndtee ‘cut’ comes from the note above and

a ‘tap’ from the note below.

Figure 13: ‘Cut’ (Larsen 2003: 121)

A ‘cut’ is commonly heard just before a note, whgro notes are repeated, or in the
middle of a single note (see Figure 13). Larsenddued the symbol above the note to
indicate a ‘cut’, this system of notation is unigtee Larsen but recognised by many
musicians including flute player, Matt Malloy (ib2003:Back cover).
h'}
o
)

Figure: 14‘Tap’ (Strike) (Larsen: 141)
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On the flute a ‘tap’ (also referred to as a ‘stijke produced by quickly hitting or lifting
the fingers onto another note (see Figure 14). Jeed in which this action takes is
important as it must not alter the rhythm.

A ‘roll’, which is also referred to as the appodgia in classical music, is usually
played on a long note or repeated note and is ropdef five pitches which are played

quickly and evenly (see Figure 15). It is made tip @ut’ and ‘tap’ ornament.

a) r v
A — —

— v
Figure 15: ‘Roll’: A ‘cut’ and ‘tap’ (Larsen: 163)

The last type of ornament is the ‘crann’ which msa@nament frequently used by
uilleann pipers, and when used by other musiciamsates the tonal qualities of the pipes
(see Figure 16). The ‘crann’ is made up of two eonsive ‘cuts’ and usually played on
lower notes such as E and D. It is considered lnyesmusicians to be the most complex
ornament as it requires a lot of practice becauses ipitches are played together, at a fast
but even tempo. All of these ornaments alter thendoof the notes and create style and
variety to the melodies. The placement and typernAment usually changes with each
repeat of the tune, so although the melody is tepetree times it is never the same for

each.

*

Figure 16: ‘Crann’: two consecutive ‘cuts’ (Lars@31)
The example offThe Banshedsee Figure 17) notated below, was transcribed by

Grey Larsen and uses the symbols for ornamentét@nhave been demonstrated above.
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Larsen comments about the ornaments ‘They are re@ntnto illustrate any style in

particular, but they do inevitably reflect my owmaying style to some degree...The
ornaments shown may not work as well with your [te&der’s] style of playing as they do
with mine, so feel free to alter them, build upber, ignore them, or substitute your own
ornamentation’ (Larsen 2003:333). This freedomhtange ornaments highlights that each
musician will play a tune differently and therenist one way for any tune to be played or

transcribed.
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Figure 17: The Banshee (from Larsen 2003:348)

The second way to ornament a tune is through #ation. In classical flute music
the articulation is clearly marked and it is assdrtieat unless a slur is added above notes
they will be tongued. However, this kind of detdilaritten direction for individual notes
is not usually included in notated Irish tunes;rétfere, the articulation depends on the
musical choices of each player.

The third way to add ornamentation is through uder@athing. DuringCeol Aneas

in 2007, a flute tutor explained that because biegtis a necessarily part of flute playing
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it should be considered an ornament. The placeathmecan be taken create different
phrases and rhythmic emphasis which adds variaionhe tune. The duration and
placement of the breath are both vital in ensutivegrhythm stays constant. The musician
can also decide to leave notes out from the origitnacture of the tune, and omit them for
a breath. This technique when used with appropp&teement creates drive and a clear
sense of phrasing. It is important to vary wheteeath is taken through the repetitions of
a tune, otherwise it might become expected bytanes. When this occurs the phrasing
can become stagnant and the energy may be lostf Allese examples need practice and
require a musician to regularly listen to recoréga@mples of this music, or learn from
advanced players who understand the ways ornarentedn be used. In this way, a
musician will learn when and how to use ornamemtsrder to produce a personal playing
style.
Through the above methods of ornamentation, muscgaeate individual styles.

The position of these ornaments and the quantiimportant throughout a tune. An over
use of ornamentation can also become problemasipecslly if the tune becomes
unrecognisable to other musicians. Hence, instrtah@nactice combined with listening to
musical examples is essential. In 2008 | attendedWillie Clancy summer school in
County Clare the teacher taught the tune first @ashded ornamentation later to the notes
which were longer, or repeated which added stylso Aluring the second and third repeat
of the tune, different ornaments would be playéoWahg the tune variety each time it was
played. By learning a tune in this way, | becamarm@of the several places in the melody
where ornamentation could be played. It was théalance of understanding what could

be played in each repeat of the tune, to develgpast, style and personality.
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The Importance of Rhythm

Another way to vary a tune is through rhythm. Eagie has a standard rhythm which is
established in the meter, a double jig in 6/8 matet a reel in 4/4 meter. Musicians in
Wellington have explained that melody instruments a@ble to play the tune as well as
accent the standard rhythm through the skilful a$eornamentation. Their role is
fundamental to the session, while accompanyingungnts are sometimes regarded as
additional.

The emphasis on rhythm depends on the chosen ddivior regional style of
playing which can range from heavy, staccato amdlylito flowing, ornamented and
barely accented. On a flute there are a varietways to choose a desired rhythm, for
example, the classical flute usually places impu¢aon an even tone and unaccented
breathing. In contrast a musician playing a singystem lIrish flute places rhythmic
importance by incorporating the classical stylewali as producing intentionally accented
breaths, continuously shifting phrases and broadltqualities. In this way rhythm is used

to enhance an individuals playing.

Transcription ofThe Rainy Day

To understand more about how a tune could be pldijfstently each time it is repeated, |
decided to transcribe a recording of the f@® Rainy DayThe reel is in A Dorian and is
also in the AA'BB’ format. | asked Pat Higgins, wimoknown for his Sligo-Roscommon
style of flute playing in Wellington, to record ¢hreel three times through so | could
examine the differences in ornamentation, breatamdyrhythm throughout the tune. After

examining the different places these techniquesweed, | emailed Pat and asked him
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whether he noticed a difference between playinguhe in a controlled environment and
in a session. He commented ‘I'm sure | played tliiferently. In a session you are
usually playing with others, there is more suppamni] nobody is listening for errors. In the
studio alone, I'm a little less relaxed and putfimgssure on myself to get through without
making mistakes’ (Pat Higgins"&ebruary, 2008, personal email). | decided taioba
recording in a controlled environment because iulobe clearer to distinguish the
ornaments and because Pat’s playing is highly eraatl flowing, it would give a clearer
idea of the ways a tune can be played. The meladyalways be played differently in
regards to the context it is heard and will chaingen session to session depending on who
else is present and the energy that develops thoutdhe evening. Therefore, | thought it
more helpful to use a formalised recording, whiabuld likely differ just as much as in a
session, but would be clearer to observe.

Figure 18 shows the first time through the entirge&tion of the tune. | decided to
use the same system as Grey Larsen (Figure 13 hibtate the ornamentation. | have also
added breath markings throughout the figures. énldst bar of Figure 18 | have used a
diagonal line to represent the way Pat starts lowaA and over blows to reach the A that
is an octave above. This technique allows the A &nhdection to smoothly and

interestingly transition.
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Figure 18: The Rainy Day- The Entire A section [Rirme through.

The following figures 19-22 show the first four-tssction of the melody each time
it is repeated. This four-bar section comes back fimes and is played six times in total
throughout the recording. Each version is notatedtsservations can be made regarding
how each time there is a slightly different versias different techniques are used or
omitted. By examining the notation we can see haat plays each repeat slightly
differently which adds drive and interest throughite tune.
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Figure 19: Four-Bar Section- Second repeat, Hirst.t
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Figure 20: Four-Bar Section- Second repeat, Setiorel
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Figure 22: Four-Bar Section- Third repeat, Secime t

The recorded example is also included on the ath¢bD which is useful to listen to

alongside the notated examples above (see Figup2)18

Melodic Variations and Tune Names

Any given Irish tune has a number of melodic varis. Some consist of larger phrase
sections, or recognisable melodic contours whiah lwa identified as part of a particular
tune, but may be played with a new tune name drinve different tune. In addition some
variations refer to small changes that a musiciakes from varying one or two notes
within the melody. Occasionally, the variationsadlune are obviously different among the
musicians. | have attended sessions in Wellingtberes a visitor has started a tune that
had different variations from what the other mumisi knew. In this extreme case,
although the tune was recognisable to the otheramns, the two variations could not be

played smoothly together. This highlighted thathe#&igne often takes on many small
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changes, depending who is participating, wherethger learnt it and the context where it
is heard. Cowdery discussed the idea of variati@s:any level, a tune model is a living
potential which may unfold slightly differently idifferent situations, but which can
always be recognizable as its self’ (1990:44). &m@mmines this idea further by observing
sixteen different recordings of the tune ‘The Blaic’ which is notated as a slow air, set
dance, hornpipe and reel. Some notation is giveioshwéxplores the ornaments used in the
tune. The variations change depending on a mu&cstyle of playing and the instrument.
Cowdery commented on tune variations: ‘When theleshane is repeated we begin to see
which parts of the melody are more variable andciviparts are more stable, adding up to
a tune model as a field of possibilities withinasizc contour’ (1990:74). The musicians |
talked with described that the variations of a tumeeded to be subtle and be played
without changing the overall structure of the mglod rhythm.

In the sessions at both Molly’s and Kitty’s thame a number of tunes with similar
melodic phrases that have different naméae titles of a tune change depending on the
historical background of the melody, where it iaygd and from whom it was learnt. In
Ireland, | learnt a tune callethe OIld Silver Speain County Clare. After returning to
Wellington, | taught the tune to some session memb®ome of the advanced players
were already familiar with the tune but knew theewasThe New Mown Meadow®ther
tunes that have multiple titles that are heardvatwellington sessions are the @yer the
Oceanalso referred to a®ut on the Ocearor the reellThe Banshehich is also known
as McMahon’s Tune names sometimes have interesting storieshewé can also be

confusion over the name of a tune, especially n@ahpposed tunes. An example of this is

® The study and history of tune variants and theiretopments is interesting and complex. A detastedy
would be valuable in understanding how tunes h&vamged since they were composed and how different
parts can be linked together; however, it is beyihredscope of this study.
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in The Wedding Re&bhich is played on the Lunasa recording ‘The M&isters of Fate’

in the setMorning Nightcap (Lunasa 2001 CD recording). However, this tune was
composed by Donald Shaw from the band Capercdilomald named the turdcLeod’s
Farewell and it was originally written in E major, not D jpawhich is heard in the
Lunasa version. Confusion over tune names ofteare@mong musicians when tunes are
learnt from differing sources.

Tune variations are interesting to examine and bkpfy some of the confusion
between different tune names that have similar dielstructure. Most of the musicians |
talked with knew of several melodies by variousetumames and vise versa. They
explained that the variations were created byebbhriques the tunes were transmitted and
this ensured that Irish music continued to be & pfa living tradition where the tunes
changed and altered depending on their context.

‘Will You Sing us One from The Pogues?’: From the @ Style Sean négo New

Ballads in Sessions.

Among Irish musicians, the difference between ‘&irmad ‘songs’ is important. Irish tunes
are instrumental melodies and originally composaddances often as jigs and reels. In
contrast, songs refer to various types of vocaliom¥hile songs have a small role in Irish
sessions both in Ireland and the Kitty’s sessioiMally’s, they are often sung and convey
an interesting musical element during the evenimghe following section | examine the
role of vocal music and explore contexts where sarg sung during sessions. Irish vocal
music has frequently had a close connection totdsti events. For hundreds of years the
history of Ireland has experienced immense chamges upheaval from the Diaspora,

rebellion and emigration through to civil war artie’ troubles’. In a response to these
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changes songs were composed in various styles, ecoastnonly the ballad. A range of
sources are available describing the role of smgmnlireland and explore not ongean
nos and ballads, but also lays and come-all-yes (88i€1993, Sawyers 2000). In
Wellington songs are often enjoyed by the music roomty and hold particular
importance in sing-a-rounds during folk festivadsnaentioned in Chapter One.

There are two genres of songs that are sung ineaMbolly’s session. Firstly, are
traditional Irishsean ndssinging.Sean ndss an Irish language term meaning ‘old style’
and is commonly performed in areas of the Gaeltachich are Irish speaking areas in the
west of Ireland, Connemara and in northern area$h as County Donegal (Long
2005:348). The terrsean nogefers to a solo, unaccompanied style of singmthé Irish
language (Hast and Scott 2004). Carson has dedctitge musical aspects skan ndés
singing, ‘the song is the way it is sung; sincer¢his no absolute melody, one is free to
interpret it as one wishes; the song is the tgtalitthe effects that may be developed at
any time’ (Carson 1999:50). Theean ndésrepertoire sung today was composed mostly
between 1600 and 1850 in Ireland, and the compasarsrally remain anonymous (Hast
and Scott 2004: 98). Concerning the importance ofd® in sean ndssinging, Sawyer
writes, ‘when applied to singing, ornamentation neealightly varying the notes or
stopping and prolonging them. The singer may diretertain syllables...In traditional
Irish vocal music, it is the lyrics that are of @arount importance’ (Sawyer 2000: 9). The
poetry of this genre often reflects aspects ofatvamunity, recalling and affirming time-
honoured stories. Today the lyrics of the songsaibalways hold the same importance
and are often sung for entertainment rather tharnesponse to the social or political

environment.
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Although sean nésare more frequently sung at house parties andrnrab
gatherings in Ireland and New Zealand, they are atsasionally performed today, in the
Irish sessions. In a session | attended in CoukdyeGn July 2008 for example, the entire
bar was hushed into silence during one particekzan nés Guided by the unspoken
etiquette rules, no one spoke for the duratiorttiersong, the listeners then followed with
a short applause and murmurs of appreciation apdoaal. In New Zealand however,
listeners are usually unaware of appropriate etiquuring songs, and consequently the
singers often prefer not to compete with the pulbime and instead sirgean nésn more
suitable and quieter situations. For example weid folk festivals | have attended,
towards the early evening when the tunes playars tst become tiredsean ndssinging is
often preformed among the musicians. Moreover éekly sessions, musicians who are
present during a song may also be unaware of tbscpbed etiquette, occasionally a
guitarist or other musician provide a soft accompamt for the singer, a practice
generally avoided in Ireland.

The second type of vocal music commonly sung &t Rfolly’'s session in
Wellington is the new ballads which were populatise the early 1960s notably by the
Clancy Brothers. The history of this vocal musioften associated with the Child Ballads
and various collections from Robert Burns in Seutland Thomas Percy of England. The
old ballad was ‘a narrative poem usually intendedé¢ sung or, to put in even simpler
terms, it is a song that tells a story’ (Sawyer®®046). Traditionally, their general
characteristics included simple rhythms, commoretphrases, hyperbole, incremental
repetition and straight forward narrative (ibid:7)14The ballads were based on European

models and often comprised of a large number o$es(Long 2005:28). Ballads were
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constantly evolving depending on the context inahtthey were sung, specifically, names
were frequently changed ensuring the story wasrm@aalled in precisely the same way.
This change and variation was also experiencedinest which would never be played
exactly the same way twice. In the early 1960s liakkad was popularised in the folk

revival and referred to as ‘ballad group boom’ (¥®l1999:19). The old collections were

often now refashioned and shortened for their nadiesnce as a form of entertainment.
The ballads often had American influences and wererded by several bands.

During the 1960s groups such as the Clancy Brstard Tommy Makem played
ballads in Lounge bars that were ‘developed in aesp’ to the economic, social and
political changes (ibid: 20). The ballads in thesancontext were predominantly political
and narrative songs, ‘The songs themselves fouriddvéormats and storytelling in them
merged with description, lyric effects etc’ (Vall&®99:19). The new ballads also ‘allude
to the environment or to known individuals, usingliknown Irish airs, sometimes in
pastiche form, and often by a known author’ (ibidgscribing the narratives of the songs,
Shield wrote ‘the accidents of life are told inioaal order and in detail;, catastrophe,
shipwreck, arbitrary acts of crime or war provitie tontext of basic human experience’
(1993:111). Shield commented further, ‘they takettws conception of narrative song as a
kind of journalism’ (ibid). In response to the pdgmization of ballads, Valley commented
‘today the ballad-group tradition lingers on inlé&med, Europe and the US...performers
sing in Ireland and the US for drinking audiencd®uike ‘singalong’ material that they
are familiar with’ (1999:21).

In terms of musical performance, the ballad difftin@em the sean ndsby the

presence of an instrumental accompaniment, usuallghe form of a guitar. This
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accompaniment is generally very simple melodicalhd rhythmically and is modal. In
addition the chorus is often sung by the large growith each verse sung by one
individual.

Both sean nésand new ballads are the two types of songs comysnig at the
both the Molly's session and at folk festivals iewW Zealand. In discussing the musical
practices of these ballads, Dave Barnes commefgiedling should be unaccompanied
because you can stop and pause and put a bit ap ang(David Barnes, 24 July 2007,
interview). By singing unaccompanied a singer also has a greppeortunity for stylistic
freedom in the song, which can lead to identifmator even ownership of the song.
Describing the importance of etiquette involvedhwisong ownership in East Suffolk,
Ginette Dunn wrote ‘singers may sing another’s safigr acknowledging the true
ownership of the song in public, or requesting pssion from the owner before the
performance at which he will not be present’ (128@). Some musicians, particularly
those with a smaller repertoire, are unlikely tacte their songs to other singers, as a way
to guard their pieces. During my interviews, Da¥arnes repeatedly mentioned his
willingness to share his songs with others, in orte circulate an awareness and
appreciation of the music. While Barnes is respgdf the repertoire of other singers, he
believes songs must be heard and passed on in forddgrem to be sung in ‘sixty years
time’.

Songs are rarely sung at the Kitty’'s session ag thlee the focus away from the
tunes. Instead songs are sung in specific situatsuch as singing-sessions or at house
parties where an audience is aware of approprigd@ette behaviour. In contrast, the

session at Molly’s usually accommodates a few samgsif a visiting singer is present,



64

even more songs will be performed. This opennesstal music highlights the general
folk influence of the participants, who generallyjay the mixture of songs and tunes in
each session. Frequently, songs are sung whertiaa kstening audience is at the pub, or
if someone either a punter or musician has a réqliee session at Molly’s generally has
three or four regular musicians who know the lyaesl enjoy singing during the session.
Dave commented on singing at the Molly’s session,

It's in the mood [of] the pub and what level to itlo. | prefer doing songs
with a chorus in that situation, so everyone cam ijo, which they do which
is good. Im very conscious there enough stuff going on, | ddnwant it to
be a performance from me. (Dave Barnes, 24 Feb2G09, interview)

The notion of ‘performance’ is engaging in this o, because normally when a ballad is
sung in a session, it is generally considered nobra spectacle or performance by the
participants.

In contrastsean nosare only occasionally sung and during the few timésve
heard them at Molly’s, the punters have continwethltk throughout the son§ean noss
perceived as more of a contribution to the sessiate rather than a performance for the
listeners. In this way, the context of@an ndss similar to that of instrumental tunes: they
are both played predominantly for the musiciangtalpart in the session. In contrast, the
notion of a formal ‘performance’ is, as suggestgdDave Barnes, a trait of the ballad,
which, due to its popularity, often takes placewdcttive listening audiences.

The most frequent songs that | withessed sungeaMolly’s session from 2007-
2009 during my research were the ballads|ly MaloneandFields of Athenryboth were
usually performed with guitar accompanimeviblly Maloneis obviously popular as the
namesake of the pub. The lyrics are set in Dubtinand describe a beautiful fish monger

who walks through the streets crying ‘Cockles angssels, alive, alive, oh’. The second
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ballad, Fields of Athenrywas written by Pete St John, is set during th&hlfamine of
1845-1850 (Monks Solutions, 2007, website). Davalared the history of the song, ‘It's
based on an incident in the Famine when an Enfgirshthought he'd make a bit of money
by importing corn. Sadly, he got some variety twas no use for food. | don't know if
anyone actually was transported for nicking it, bighly possible’ (Dave Barnes, 26
November 2009, personal email).
Verse One: By a lonely prison wall | heardoautyg girl calling

Michael they have taken you away

For you stole Trevelyan's corn

So the young might see the morn

Now a prison ship lies waiting in the bay

Verse Three: By a lonely harbour wall she wadctie last star falling

As the prison ship sailed out against the sky

For she'll live in hope and pray for her love int&oy Bay

It's so lonely round the fields of Athenry

(Dave Barnes, 26 November 2009, personal email)

This song was written in 1979 and reached the oghten chart when it was released on
an album by Danny Doyle. Boffields of AthenryandMolly Maloneare recognised Irish
songs, especially heard at major sporting eventseland. Because of their popularity,
they are also often sung during sessions. The watgpes of songs sung in a session are

an important part of the soundscape and develdp donique musical identity and reflect

the participant’s enjoyment of both songs and tuhesughout the gathering.

Summary

The musician’s ideas about Irish identity in muare distinctive and challenging. The
Wellington sessions at Molly’s and Kitty’'s adopffdrent attitudes towards a session and

the repertoire that is played. Each musician drawsheir own experience, playing style
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and background which informs the types of tuney tilay, the way they ornament them,
and the choice of instrumentation. These aspestsddtermine the session that musicians
attend in Wellington.

Examining the sessions at Molly’s and Kitty's shothgse various differences.
Firstly, instruments played at Molly’s can incluaiey number of melody or accompanying
instruments but there is a particular dominancéred reeds and guitars. Secondly, the
repertoire at Molly’s is more inclusive of othepgs of tunes and beyond the prototype of
‘jigs and reels’ session. Thirdly, ballads are ofseing at Molly’'s. Commonly, the players
at Molly’s were drawn to the session from a genésld music basis and this ‘all-comers
welcome’ approach is encouraged by openness sdgsidars. The musicians at Molly’s
learn through a number of ways, but often a copBefged Borrowed and Stoldras
pride of place on a table in front of the musicidasing the evening.

In contrast, the Kitty’s session has several pgditts who have direct experience
of sessions in Ireland and the United Kingdom. Beeaof these connections some
musicians consider their approach to be more atitheompared with that at Molly’s. At
Kitty’'s the instruments are mostly melodic with eegominance of fiddles and flutes:
songs are rarely sung. The repertoire consistsig |igs and reels with occasionally a
Scottish set. The Kitty's musicians commonly ledumes orally and pay particular
attention to the sound they are trying to produleeugh stylistic features such as
ornamentation and rhythm. These differences highlige particular ways Irish music is

played and experienced in Wellington today.



67

CHAPTER THREE

Exploring the Session Community: Musicians, Leadersand ldentity.

The session community establishes a specific musieatity among the participants. This
identity is worthy of exploration in order to und&nd why Wellington musicians play
Irish music. It is also intriguing to ascertain tfeeindations of this community to help
explain why so many people with varied backgrouadd identities, both musically and
culturally, come together to participate in thess®s and contribute to the Irish music
community.

In this chapter | seek to understand why individyadrticipate in Irish music and
how this participation shapes their personalitexamine both musical and individual
identities. The section on Musical Identity expbtee participants’ foundations of Irish
music, and the Individual Identity focuses on tleial aspects of the session. | also
guestion the importance of ‘lIrishness’ and whetheawring Irish heritage allows the
musician a greater sense of authenticity when gipatiing in the music. Next, a detailed
account of four individuals who are the leadershef session is considered, regarding how
their identity changes the way the session is asgdn The last section of the chapter
addresses etiquette and includes some personalienges from the session musicians in
Wellington.

Communities are an essential part of society antultiple variety can coexist in
any one individual. In examining the broad sigmfice of community membership,
Schuler comments that ‘communities are the helaet,sbul, the nervous system, and the
lifeblood of the human society’ (1996:1). There afien set boundaries, such as location

and interests, but the ease of communication avaltallows communities to be fluid and
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often problematic to define. The session commurstyprimarily a music community.
Music is the reason people come together, but otlberal aspects ensure they keep
coming back each week to participate. The sessmmmunity has several shared
foundations including conviviality and culture, anse of education in terms of learning
about the music, as well as information and compation (Schuler 1996:12).
Conviviality is vital to the session community, 8&r comments ‘conviviality is
something to which people make contributions, ahdiraes, from which they take
comfort’ and it ‘embodies the idea that people gaiet of a greater association’ (Schuler
1996:35). The social aspects as well as commuaitatith each other and continuous
learning about the culture and tradition of the imw@dl assist in establishing bonds that
unite the participants together. These ties therlde into strong friendships, becoming
almost as important as the music-making.

The role of music in creating communities is impattand is a central aspect of
understanding how they exist for Irish sessiongeHwusic unifies the group and brings
individuals together into a shared musical experethat becomes part of their collective
identity. The main purpose of a session is meetoggther to play tunes, the session
community is therefore organised by people who ‘dke-minded to some degree’
(Schuler 1996:3). In the case of Irish sessiongVellington, the music, and specifically
the tunes are the foundation of this particular mamity. In addition to the enjoyment of
the music, however, members of the session comgwa#o experience friendships,
mutual respect, socialisation, a shared place fasicamaking, shared experiences with

music, and knowledge. These musical and socialcéspasure the musicians are fulfilled
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in their music-making and communal experience,deding their continued participation
from week to week.

In this chapter I let the musicians describe thesisa community focusing on its
primary function, the music, in tandem with the iab@aspects. In a similar way, Rice
described the importance of presenting researcbugiwr the multiple voices of the
participants involved (1996: 8-9). In order to costpend the identities of the session
community, it is crucial to talk with the musiciarabout their ideas and on the music they
create. Using formal and informal interviews, liaely conversed with a broad range of
people involved with Irish music in Wellington irrder to explore and understand the
session community. | found that the idea that misstbe primary function of the session
was generally accepted, but that there was a rieldation of perceptions about the
musical and social mix. Andrew James, a recentggaaint in Irish music commented on
these issues,

There is a definite sense of community because ther people you are hanging
out with every week for a good couple of hoursukgs because it is such a
small community, you feel welcomed quite quickly, ymu can feel welcome
quite quickly. | haven’t been playing tunes thatdpbut | already feel that quite
a lot of the people that | play with are good fderof mine. (Andrew James, 9
June 2009, interview)

While Andrew felt accepted from the beginning of participationChihLeng Thanhad a
different experience; she explained,
At first when | went | noticed it was very cliquel.think the cliques have
formed from friendship bonds, probably nothing mtivan that. | think when |
first came | didn’'t know anyone at Kitty's and thewas an age difference
because they are all older... It just seemed thatiyldolas the place to be.
(ChihLeng Tham, 15 June 2009, interview)
The differences that Chih mentioned refer to the $e&ssions, at Kitty O’Shea’s and Molly

Malone’s. The friendship bonds that Chih discussed also important to James
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McNamara. James plays at both the Molly’s and Katsession, he commented about the
session community,

Yes there is a sense of community and | think the $essions have sort of
opened up a bit as well, more recently. Alongsiding to the session on a
Monday night and just playing, you see these peppleknow at festivals and

there is the odd house session, or having a geaahihg tunes at some ones
house or whatever. | feel like | have made a feenfts through the music scene
and it does feel like there is a sense of commuanitpngst the people playing
the music. (James McNamara, 10 June 2009, inteyview

James believes that the many social aspects aedtgon community are all based around
the music; yet, he also feels that friendship armaig belonging are crucial aspects to the
session. These social aspects are important to Amalpn who plays at the Kitty's
session, he commented,

| think for me the session is a nice extensionht® weekend, so the weekend
doesn’t end till Tuesday morning. | like the musibyviously but it is also the
craic, you catch up with people you know. | woulty goeople like Pat and
Ruairidh are people | would socialise with, and lecause of the music. But |
would probably socialise with them anyway now, & wall stopped playing we
wouldn't stop seeing each other. (Andy Linton, 28/ 2009, interview)

Andy believes the friendship bonds between som#efparticipants are strong and at
present go beyond the musical draw that initiabpdeed them. These bonds are inevitable
as some of the musicians have been playing togéthexdimost twenty years. While the

social side is important, Dave believes that theimis the primary function of the session.

He explained,

The session community fills different needs forrgvadividual. It has not been
a community need for me. It fitted in with whatikdd doing, but | am already
involved in social communities in other areas dk fmusic, especially in the
Morris [dancing] and the singing. However, it's guneat having the little group
that is the session; it is actually quite a nititelisocial scene. But problems can
arise when the session is answering as much or sazial elements for people
as the playing itself, sometimes it can counterplaging. (Dave Barnes, 24
February 2009, interview)
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This view is shared by other session members ssdiedanie Brown who agrees with
Dave that the central role of the session is theicn&he stated,

The community wouldn'’t exist without the music. & individuals, we are all

there in the very first instance for the music; dem’t know the people who are

going to be there, were not going along lookingriew friends, we are going

along because we want to play the music with offemple who can play the
music. The rest is a bonus. (Melanie Brown, 22 RO@9, interview)

The idea of the music being central to the sessidth, social aspects as secondary, was
highlighted to me again when Ruairidh Morrison sldathe following story. He recalled,

In about 1988 or 1989 a bunch of us, who playetha@tVictoria bar session at
Glasgow, decided we would go down to Miltown Mallfay the Willy Clancy
summer school. We rented a house and we travedach dn three vehicles as
there was around ten of us. None of us knew edwr @it all, it hadn’t entered
our heads until we were sitting in this car andasked ‘so what do you do?’
and ‘what's your surname?’ and ‘where are you from® didn’t know each
other at all, yet we had been playing music togetbieyears. We had a good
time down there of course. So there was a commuhity it was exclusively
about the music. | also think the same sorts opleetend to be drawn to the
music, so it's not that hard to be friends with thesicians that play at the
session that you go to. (Ruairidh Morrison, 22 J20@9, interview)

This story reveals just how much the music is @t the session community, and that
for most musicians there is also a social bondiwithe group. As in all communities
many aspects are important, and while the primacyof of the session is based on music,
the social interaction still holds an importanteroConviviality and friendship ensures the
musicians create individual identities as well assital identities.

I have discussed how music is central to the sessionmunity, and in order to
explore the various identities of this communitydiscussion of identity is required.
Turino has written that, ‘Identity involves the par selection of habits and attributes used
to represent oneself to oneself and to others Bsalhand by others; the emphasis on
certain habits and traits is relative to specifiaagions’ (Turino 2008:95). In this definition

the term relates to the individual who can creat shape their identity through the habits
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and attributes they hold. The way music is played anjoyed highlights the particular

identity it holds in a particular context. Todapetsession participants construct their
individual identities by the way they contributettee music community; however, a few

decades ago the music was linked with a politdantity.

The tunes played at the session have their origitise Irish dance repertoire. This
repertoire had connotations as a symbol of natiemahs well as political associations,
which can be considered in both positive and negaierspectives. Music has often been
used to shape national identity and unite or divadeountry. This concept was seen in
Ireland during its turbulent history. There are exal examples of political control over
Irish music, such as promoting Ireland as an inddeet country with a ‘nationalist
agenda’ or the control of the Dance Halls Act i839Hast and Scott 2004:36). Music was
a political tool used to create or destroy thissgeof national identity. Hast and Scott have
commented about the troubled history of Ireland @sdmusic in their bookMusic in
Ireland, they stated ‘the long years of struggle undeti®ricolonial rule, the impact of
three centuries of emigration, and the formatiomofdern Ireland’ (2004:19). They then
explored how Irish music had some positive conoeastwith early national identity,

Traditional Irish music and the dance emerged gsoitant symbols of
cultural and national identity in the struggle teate the Irish nation. Many
of the contexts for music were designed to bolsigional pride in the
developing Irish state (Hast and Scott 2004:19).

We can observe from this quote that the music tsatbots in a type of national identity.
This original identity of the music has since exked its reach and had become more
widespread.

Today, Irish music is no longer played in Irelaaldne or symbolises nationalism

for Ireland. Instead it has taken on several nelesrand become part of a more
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individualist identity. In Wellington the participgs contribute to the session community

which develops their individual and musical ideast

Musical Identity

It is important to understand the multiple layetstt exist within the Irish music
community. Basically the session at Molly Malonaisd the session at Kitty O’'Shea’s
both enjoy their own sense of community. Howevleese communities are linked in
several ways, not only musically, because theybatt Irish sessions, but also socially.
Some musicians at Molly’'s and Kitty’s have partatigd in music-making together,
contributed to both sessions, and played togethiestivals and house parties. These links
of participation as well as friendships among tkssgns bridge the gaps between the
Wellington session community. There are many layerthe communities and they all
involve numerous musicians, visitors and the occasdi active listener. During my
research a focused study on the participants hasajeed, by analysing their musical and
social identities.

| initially approached the Wellington Irish musicesie in order to understand more
about musical identities within the session. | Ioeea participant observer in order to fully
grasp the music and understand more about the ahuaitd social aspects of the
community. In order to successfully participatee’edloped my musical skills and built my
repertoire, a task which still continues. Develgpihese skills allowed me to partake in a
wider capacity and allowed me entrance into moneaaded sessions and invitations to
more exclusive events such as house sessions.Bailynhas previously discussed the

importance of becoming a skilled performer as paresearch in ethnomusicology, saying
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that, ‘one of the main advantages of learning tdgom is that one comes to understand
the music from the “inside”. The structure of theusic comes to be apprehended
operationally, in terms of what you do and by iroation, what you have to know’ (Baily
2008:122). He goes on to add, ‘It can provide oite an understandable role and status in
the community, and it can be useful in early oaéiot’ (ibid:125). Baily learnt Afghan
music in the field and described three ways in Whits musical performance had
limitations: technical skill, size of repertoire castyle. These three aspects can also be
applied to Irish music. However, the term ‘perforo@’ is problematic when referred to in
the session.

The musicians do not consider the session to bermal performance in the
common usage of the word. A performance usuallyireg an audience, but because the
session is held in a public space, punters arergiynealways present. Therefore, the
musicians do not consider themselves performertewihey are playing in a session, even
though some are professional musicians, playingainds and teaching music to others.
When a musician is skilled in these three areadnieal skill, size of repertoire and style,
they are likely to have qualities of a professiomalisician and a session member.
Although the musicians may consider the sessidyetan informal gathering rather than a
performance, the location of the session, a loahl pan create confusion for the punters.
Christopher Small describes the many types of padace in his booMusiking (1998).

He began by exploring the multiple examples of wisatonsidered ‘performance’ and
opened with a formal setting,

In a concert hall, two thousand people settle girteeats, and an intense
silence falls. A hundred musicians bring their iastents to the ready. The
conductor raises his baton, and after a few monthetsymphony begins.

As the orchestra plays, each member of the audigite@lone, listening to

the work of a great, dead, composer. (Small 1998:1)



75

This description works for a range of other ‘pemi@ances’, in stadiums, supermarkets, to a
housemaid at home singing to herself. If we comsadlehese to be performances then we
are opening our perception of what a performancé&usthermore, we can consider the
session to be, in the context of Small’'s book, dgpmance. However, this wider context
of the word is not the one session musicians gépdrave in mind when asked if they
think the session is a performance and whether dneyperformers. Small’s definition of
the expression was not put to the participantseats the musicians generally associated
the term ‘performance’ in a formal context wherdhe session was regarded as an
informal musical occasion. For me, the confusiortlpaomes from the location of the
session. Usually, live performance at a pub wouwdsest of a band, and while some
musicians are initially inclined to think the sessis a band, they soon realise they are not
focused on the punters but on the group itselfs Type of participation and music making
has been described by Small as ‘Musicking’, ‘To mus to take part, in any capacity in a
musical performance, whether by performing, byehstg, by rehearsing or practising, by
providing material for performance (what is calledmposing), or by dancing’ (Small
1998:9).

From my early experiences of the session | wasktitold that the session was
not a performance and instead the musicians plathémselves and the other participants.
This is seen physically in several ways and alsouth choice of repertoire. Firstly, if we
examine the physical ways we find that seatingmpartant. The Molly’s session, for
example, is seated below the stage around two rtaliids. The musicians sit in a circle
facing each other. At Kitty’'s a similar situatioa present; the musicians sit under the

staircase around the corner from the main doorcereg again sit tightly in a circle facing
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each other. The musicians all sit together and rtapdy, they are facing each other and
not the punters. They are not on stage and theytasually engage in conversation with
the punters during the session. Secondly, throeglertoire choice the musicians show
they are playing for themselves, not an audieroey play mostly a range of tunes with
the occasional song at Molly’s and mostly jigs ardls at Kitty’'s. At no point does a
musician stand and announce the next set, as wiel wgpect in a formal performance for
example, instead the players discuss the reperoi@ngst themselves, or someone will
simply start off a set of tunes. Both these waysaestrate that the musicians are playing
for themselves, at this stage they show no intenaawith the punters and do not play
music in order to entertain them specifically. Rigdi shared his personal experiences of
being a session musician,

When | am playing in the session, | am playingrfself only and the other

people immediately around me. | don't feel therary pressure on me to

perform at a particular level, and | don't feeldik am under observation.
(Ruairidh Morrison, 22 June 2009, interview)

James has similar views about playing in a sesti@gpmmented,

| don't really ever get nervous in a session, buol get nervous about
performances, and | also find that in a sessionrgosort of playing for
yourself and if you are playing to anyone, it'stie musicians sitting around
you who actually know something about the musid fwu are playing.
(James McNamara, 10 June 2009, interview)

Pat also agreed that the session is for the musigmimarily and even described an
audience as sometimes having a negative impact:

Well | kind of dread mainstream New Zealand audisngecause they don't
understand the tunes, this music is quite obs@akyr It's not main stream,
| mean they think they are listening to Riverdaaod then sometimes you
get this ignorant thing where they want a songThe' Pogues’ and nobody
has sung a song all evening and | find that quiigating. | think for me
anyways, | have always been at the session for Imysam not actually
trying to entertain the audience because it isreally a concert situation at
all. (Pat Higgins, 27 July 2009, interview)
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Pat described that when an attentive audience vesemt he enjoyed it, although he said
he has only really experienced this in Irelandrétmalled an experience,

| went to Fleadh in Letterkenny in Donegal a fewangeago and the pub was
jam packed, we were like sardines in a can, butaig fantastic you know

and people were really polite and the atmospherereally fantastic. They

were just so warm and appreciative of the musiwels They had a huge

awareness and respect for the tunes that were pkiggd. (Pat Higgins, 27

July 2009, interview)

Ruth described a similar awareness that in Irelahen musicians sing the entire pub will
become silent. | also experienced this silence aession while attending a festival in
County Clare in Ireland. Because it was an Irisksimdestival, the town was overtaken
with musicians; therefore, the audience would Haeen mainly a knowledgeable audience
with an awareness of session etiquette. In Newabeathe ‘audiences’ are less aware of
what is going on in a session situation and oftentinue conversations throughout the
performance

Questioning further, | discussed with musiciane tble of the audience in a
session. | asked the musicians their views on dieaoe and it quickly became apparent,
that while they played for themselves, each nighs different and sometimes the audience
changed the atmosphere of the session. | foundniost commonly associated with
Molly's, which musicians described as being moreetie. Dave Barnes, the session
leader, talked with me about the audience and hey tan have an impact on a session:

| feel we play better, more precisely and play tune all know when there
is such a listener [audience]. And | guess the dsggnfluence from a
crowded audience on a holiday or something, is thathave to make
ourselves heard, while not disparaging them ortghgsthem up. On these
crowed nights we play and sing old favourites asoften have requests.
(Dave Barnes, 27 September 2007, personal mail

Here Dave discussed his awareness of the audiemtanantioned that when the pub

becomes louder and crowded, the format of the mesgiapted. This is not regarded as a
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negative aspect by the musicians. In addition, rdmedom factor’ of the Molly’s session
has been described to me as part of the appedhyihg there. Grant who is a regular at
the Molly’s session commented about such nights,

It's the random people, who stop by, who also midkan. Notably was a
Kapa Haka group who did a Haka, and Jonathan Lefadda sang Danny
Boy]. The young tourists; especially the week omd kaid he had an
accordion at home that he had not played for yeard,asked to play mine.
His mates thought it was great because he colilgstia tune. Or the young
Irish girl who suddenly realised for the first timthat people do the stuff
forced on them at school [tin whistle lessons] fon. Or the various
conference’s that visit during the holidays. (Gratight, 12 June 2009,
email interview)

There are a range of groups that Grant describddrasome cases, | have been present
when such visitors have come into the pub. Theyteare either a positive or negative
affect on the session and | think it depends onpirsonal mood of the musicians and
visitors. For example, if a musician wants to péafew sets of tunes with the others, but
some punters come in and request songs and tursek ¢o play the instruments, then the
session musician will more than likely go home king ‘I hope next week is better’.
Whereas if the musician is more open to the unptabliity and gets involved in the
evening, then those are the nights where he omstyediscover theraic.

In terms of repertoire, Dave described to me thataudience can sometimes have
an influence on the tunes he plays. He explained,

You are always conscious it is public, and the joudnle aware of us and one
of the things we have to be aware of is the pub lsusiness, they have
punters coming in and you want to keep them comlfibetso they will come
back. The audience pick up more on songs, but wetweant it to be a
singing fest, so you drop in one or two. Il pléngtScottish set if it looks like
someone will get up and dance. If the pub needs af la wake up I'll do
Dingle [Regatta], because then when we all stagisg it the third time
through they [the audience] turn around. (Dave Bsr24 February 2009,
interview)
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Through songs and repertoire Dave includes andesite the audience by adding his
identity to the session. He is also aware thas#ssion is held in a popular local pub and
that the patrons to some degree need to be corlferta

A third aspect that | discussed with the musiciaas the different style of playing
in a band situation. Professional band members @gylarly in pubs around Wellington
and are paid to perform their music. A number a&fsg&n musicians at both Molly’s and
Kitty's take part in bands which play during theekeand on weekends in pubs, and cafes
around Wellington. James McNamara from ‘A Scholadl & Gentleman’ (see Figure 23)
discussed the differences of performing in fronaofactive listening audience,

| find it is quite different playing in a sessidman playing in a performance.
In a performance you want to make a good impresbignyou’re also
generally playing to a lot of people who aren’tfamiliar with the music,
and you suddenly try to adjust, well this happense anyway, to what |
think will make it interesting for people. | thinkhen we put sets together
we sometimes would try to vary it a bit. Last time did a performance, |
did a set where | started with a slow air and thkxyed some reels, which
again is basically trying to create this obviousiety to keep people
interested, if they are not particularly exciteddget of three of the same
types of tune. | suppose we pay more attentiorhéoimstrumentation as
well, the fact that Jonathan can play the whistlevall, we will try to vary
that a bit, so we would have an accordion setd@idiset, than a fiddle and
accordion set, then a fiddle and whistle set ahdhal combinations. Also,
we alternate quite a lot between the songs antuties and we will usually
try and put in all kinds of tunes, not just all Isgeso we do jigs, polkas,
mazurkas. So | think that might be the main thiegly, the kind of obvious
variations and creating a sense of variety, wheieas session it's quite a
concentrated kind of music-making really. You canigfo a session where
you don’t hear anything more than jigs or reelam@s McNamara, 10 June
2009, interview)

James described how his playing changes in a pesfoce through repertoire, the
inclusion of songs and more experimentation witstrumments. Other musicians | talked
with agreed with James that repertoire choice becamain difference when performing

for an audience.
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Figure 23: 'A Scholar and a Gentleman' James Mckaarad Jonathan Berkahn
26" August 2009, Welsh Bar in Wellington

When | talked with Ruairidh Morrison from ‘Bally 8kty’ he explored this idea
further,

When you are on stage you are there to be obseygadyre there to provide

entertainment, so we would still play Irish mudiat anything that we play,

even if we like it, if it creates a bad reactioteof we will drop it from our

repertoire. But if a piece of music, songs or tumeeduce a good reaction

from the audience, we will tend to keep it in theBat the music we play in

‘Bally Scully’ is much more orientated by what péofthe audience] think.

(Ruairidh Morrison, 22 June 2009, interview)
Ruairidh mentioned how he changes the repertoirth@fband if the audience does not
give a positive reaction to a set or song. Thisramass and ability to change repertoire is a
main difference between performing on stage to efive audience as opposed to
informally participating in a session context. Thalience has a direct influence in what is
played and how it is heard. However, in a sessitwation the audience do not control

what is played, and as | mentioned earlier, theicrarss are playing for themselves not for
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the punters who may or may not become a listenuatieace, the ‘audience’ influence is
indirect.

The term ‘performance’ takes on a new context wigderred to in a session. The
musicians ultimately consider the music making tbegate to be for each other, rather
than for an audience. The session is a participdtmm of music making and holds a
different function to that of a band performing &or active audience.

During discussions and interviews about the sassientity, the participants’
musical groundings were discovered. | found thatglayers cam from a mixture of four
different backgrounds: those with experiences skigas in Ireland, those with exposure
to general folk music, those who had learnt roclksim@and those who were classically
trained. The patrticipants described how they becanv@ved in the music and how their
various groundings impact the way they play musiay.

The musicians that were born in Ireland had fiestchexperience and exposure to
Irish music. Melanie has described how she ledmfitdle at the age of eight from a local
musician Jim McGill, who wanted to pass on the itradl. She talked about her early
session experience,

There was a bunch of kids all playing differenttinments. So | started

learning fiddle when | was eight and we went alémdhe session when |

was nine or ten. We went along to one of the Igudds from 8-10pm or

whatever, it was like the kiddie version of theséeis and we played before
the adult session started. So we got to play thestthat we knew as a sort
of kiddie group and then there was this mergingpwihere the adults and
the kids were playing together and then it was jostadults. But yeah Jim
was in that session, and that was a Thursday mghktcCarol’'s Pub, and

apart from Jim who died fifteen years ago, the samosicians that were

forty year olds and are now in their sixties to esgies, are still there,

playing in the same place, you know, thirty fiveaye after, playing every

Thursday night. (Melanie Brown, 22 June 2009, iitaw)
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Here Melanie described the Irish session whereledmat part of her tune repertoire. In
this pub in Ireland the same musicians still redulattend the session each week, showing
there must be a strong sense of community present.

The second kind of musical background for the isassnembers was through
exposure and involvement in the folk scene. Thogh & background in general folk
music often heard Irish tunes previous to theiolmgment in the session and by meeting
people and participating in folk festivals, theycame enthusiastic participants of the Irish

music community. Grant Wright recalled his introtlo into the folk scene,

| was a late starter in the folk scene. My firsstiieal was the Wellington
Folk Festival in 1978 or 1979 and that is whendrdemy first full-on Irish
sessions. | lived in Taranaki then and no one vagmy Irish tunes there at
that time as far as | knew. | moved to PalmerstorttNand in 1980 the local
Morris side, which had recently formed, approachszlto play for them.
They had a pair of Irish musicians who played f@m [during] practise[s]
but were not always available to play for weekeadads. They would play
Irish tunes at practise and | picked up some ahthEhere were sometimes
jam session in homes around Palmerston North atatted to learn some of
the tunes from that period. | decided to acquiacertina and started to
play from late 1980. | moved to Auckland in 198t avent to the Auckland
Folk Festival regularly from 1982. | got some turfiresn Begged Borrowed
and Stolenafter hearing them in jam sessions. Then | mdoed/ellington
in 1992. | had known Dave for a number of yearsmpttirough Morris and
Folk festivals. | understood from him that the s@ms$ad been going for a
year or so and now | have become a regular. (Ghaight, 12 June 2009,
email interview)

The folk scene attracted many musicians with muigiterests; Irish music was just one of
those aspects. The musicians | talked with who lealackground in folk music are also
frequently interested with, and participate in otAeeas of folk music such as singing and
Morris dancing.

The third type of musical background exhibited bg session members is rock
music. A small minority of Irish musicians have expnce with rock music as highlighted

in figure 24. The musicians | talked with that hedock background discussed that this
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background meant the instruments they first leaugte generally not typically played in
an Irish session. However, their musical skillsevadapted for Irish music, particularly on
the guitar. Often a rock background also meansrhsicians were not classically trained
on a particular instrument and in most cases df¢éasgght and typically learn by ear which
is useful for Irish music. Andrew James, for exaenplayed in metal bands in high school;
he discussed his musical background,

Well | kind of grew up in a house where my parestsn’t musicians but
they are quite big fans of a lot of kinds of musiod | grew up listening to
rock music. Then when | was eleven or twelve Itsthiplaying guitar and
then in high school [I]..got into metal and rock, and | was playing in rheta
bands in Nelson and different kinds of things. (Pevd James, 9 June 2009,
interview)

Andrew learnt a lot from bands and playing withestmusicians has allowed him to learn
skills and become a multi instrumentalist. In tlastpyear Andrew has learnt mandolin and
banjo for the sessions and has adapted his gtytaris order to contribute and participate
more within the music-making.

The fourth kind of musical background is that aflassically trained instrumental
background. Often, this training suggests thatptbeple are able to read music and have
an understanding of musical theory, such as theptmdaties of key signatures and
rhythms. Jonathan is classically trained and reddiis observations:

In 1989 | went to a workshop at the end of the yaaat brought the last
imprint copy ofBegged, Borrowed and StolanNew Zealand. So [in]1990 |
came to Wellington for university. But | was awanrfethis book, | had this
book, | played it on recorder, | didn't know anytbg tunes by heart except
for Nancy's Jig. | did a lot of busking actually dahe recorder, so | was
aware of these tunes, | thought it was a greatafayriting music, just tune
and chords and | tried to do it myself. So | wasasawof that, | was also
studying organs slightly later on, because that's of the things | do, and
then music history at the end. But the Irish sessi@ade sense to me. | sort
of came into it when there was a boom in Irish musi the mid 90s. So |
think one of the reasons it is a happening scebhedause of the after affects
of that bulge in the mid 90s. | am interested ighirculture because | am
interested in Irish music, rather than the othey et@und. Also the thing is,
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music for music sake is what does it for me, andhso sort of thing, the
functional music that lost its function, tends topeal to me. (Jonathan
Berkahn, 4 May 2009, interview)

Jonathan approaches the music differently fromehaishout a comprehensive education
in music, he is very aware of timing, articulatidrarmony, and the many concepts learnt
through classical training and performance.

These four musical backgrounds are all differem@ s some cases they overlap.

The table below summarises the musical backgroohtlse musicians | interviewed (see

Figure 24).
Name Born Folk Rock Music Classical
in Ireland Background Background Background
Andrew James o
Andy Linton °
Bernard Wells ° i
ChihLeng Tham ]
Dave Barnes o*
Grant Wright °
James McNamarg °
Jonathan Berkahn ) °
Maeve Leonie ]
Melanie Brown .
Pat Higgins . °
Ruairidh Morrison o
Ruth Armstrong °

* Dave was born in England and became involvellanris dancing in the folk scene.
** Ruairidh was born in Scotland but has a lot gjerience with sessions in Ireland and Edinburgh.

Figure 24: Musical Background of Session Participan

Each individual learns the music in a number of sydyom formal teaching or

being self taught through to being influenced blgeotmusical styles. By exploring the
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ideas of performance and audience, then lookingthat musical backgrounds of

participants, a stronger concept of the musicaitities is presented.

Individual Identity

Individual identities are central aspects to myeagsh on Irish music in New Zealand. By
exploring the distinct identities | was able to arstand more about the roles of the
musicians within the session community. The follogvsection focuses on how musicians
became involved in Irish music with particular atten given to four session leaders, and
also examines session etiquette. | talked with,iatedviewed, several Wellington session
musicians about their individual identity. Theirspenses reveal the differences in
backgrounds, personalities and experiences thaparent within the session community
today.

New Zealand has become ‘home’ to many Irish meth \@omen for over one
hundred years. It is therefore not surprising tcadver that most session members have
some lIrish ancestry. | wanted to ascertain if th@s®ections to Ireland were the reason
the musicians were playing Irish music and how tlieynd meaning in the music.
Evidently non-Irish participants played Irish mysience | wanted to discover how they
sought connections to the music. | asked mysednge of questions: Were the migrant
musicians looking to recreate a musical experia@fi¢beir homeland? Were New Zealand-
born musicians with Irish genealogy trying to retaheir ancestry and heritage by
participating in this music? Was it purely an aetmusical community in New Zealand

where people were encouraged and invited to ppatie?
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Through the interviewing process | learnt muchutlibe cultural identities of the
musicians and whether they found having Irish bggtor being born in Ireland important
and essential in playing Irish music. | first tadkevith the musicians who were New
Zealand-born with Irish heritage. Ruth Armstrongadissed how having Irish heritage but
living in New Zealand encouraged her interest it Wieland,

My Dad is Irish, but he was born in New Zealand. gfgndfather moved to

New Zealand when he was a teenager and my grandmae#s born in New

Zealand but her parents had migrated just befozensts born. But because
of my dad, because he is pretty much a first geiogrdNew Zealander, |

have Irish citizenship and an Irish passport. T$@t of sparked off my

interest in it to start with, before | went oveo [teland]. (Ruth Armstrong, 7

June 2009, interview)

As she states, Ruth is aware of her Irish heritadggch was an important catalyst to her
introduction with Irish music. In a similar way, Arew James commented on his cultural
background,

| do have Irish heritage on my Mum’s side. Theyeavall Irish immigrants at
some stage. They came to New Zealand in 1856 oEdiagn Fox which is

the boat in Picton Harbour, | only recently fouhistout though. They were
mostly from County Cork and County Kerry. (Andreanies, 9 June 2009,
interview)

Like Ruth and Andrew, James McNamara was born Newlahd and also has lIrish
heritage:

Yes, but it [Irish heritage] is quite a long wayckal don’'t have any links
with any living people in Ireland. But my parentavk both done a lot of
family history research, so | guess | am fairly esvaf ancestors who came
out from Ireland in the ®century mainly, also in the early parts of th& 20
century. They were from all around, there was adineof the family from
County Armagh, County Tyron, Clare, Limerick, ieses | think McNamara
is the second most popular name in County Class;, éitbbreviate it to ‘Mac’
so that is probably where some of my ancestors céom. (James
McNamara, 10 June 2009, interview)

The three individuals above are all New Zealandaerits with Irish heritage. While having

distant genealogy may partly contribute to theieiiast in Irish music and culture, because
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their heritage was often established several géoasaago, other influences, such as travel
or an interest in language, may better explain ey become interested in playing Irish
music.

Other musicians | interviewed were born in eithemNZealand or overseas but did
not have Irish heritage. Jonathan Berkahn talked mie about how he became interested
in playing Irish music:

Well, I'm not Irish. I'm involved in Irish music lmause its cool, because
there is a fair bit of it going on, but it mightJyeaquiet easily been Eastern
European folk music or German folk music. It's jbsicause it's there, if it
wasn't there, | wouldn't do it | guess. (Jonathaerk&hn, 4 May 2009,
interview)

In contrast to Jonathan who was born in New Zeal@ghLeng Tham is from Malaysia
and moved to Wellington in 2003. Chih also has mghlheritage, yet she is passionate
about the music,

My Mum used to have a lot of folk and American fafikisic. And there was
a ‘Chieftains’ cassette, their ‘Live in Belfast @emnt’ and on that there were
solo pieces in a medley and each player had a $ittlo. And obviously Matt
Molloy came on and it was like ‘Bang, right on, teagreat, if he can do
that, so can I' When ‘The Chieftains’ visited [Had.umpur] | brought a
ticket straight away, that would have been whera$ w Malaysia, when |
was around fifteen. | had also heard a bit of Rlaece. So after the concert
| went and got more CDs but | couldn't really fiadot, only really ‘Best of
the Celtic Bands’ and the closest | could find Wwasd of the Dance’ which
is a little off tangent. (ChihLeng Tham, 15 Jun®20nterview)

Chih’s skill and technique on the flute ensure @& is welcomed and accepted into the
session, regardless of her musical or cultural ggowgs. This demonstrates how musicians
in the session community without Irish heritage mtein their individual identity to reflect
their musical interests.

Still other session members in Wellington werenbor Ireland and the United
Kingdom. The most obvious differences | found be&wehese individuals and others

already mentioned was their experiences with sessiolreland, their clear ideas of what
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a session is, how the tunes are played in Ireland,an understanding of session etiquette.
This experience brought a developed sense of mustida, which is sometimes regionally
based. Andy Linton, from Northern Ireland, discuskes experiences,

| grew up in Ireland and when | was about sixteerseventeen | started
getting interested in song, and so | went througierdgod there from sixteen
to twenty three when | was quite involved in thatdidn’t grow up in a

family that had traditional music as part of ouckground or anything like
that. | grew up in the north of Ireland and my fgmiere protestant. Irish
music was Catholic music, and in fact both my parevere very religious
and very non conformist. And if it wasn’t hymns dien’t sing them. (Andy

Linton, 28 July 2009, interview)

Andy then became involved in tune playing in sessicand for three years lived in
Canberra where the Irish session scene thrivedatde moved to New Zealand in 1991
and was a founding member of the Kitty’s sessiomotAer member of the Kitty’s session

also born in Ireland is Melanie Brown:

I am from Ballycastle, Co Antrium and | startedyitey fiddle when | was
eight, | had always wanted to play the violin, butanted to play classical
violin and | used to see orchestras on the TV aat hlassical music and |
would think ‘wow | would love to play violin, thatould be fantastic’. But |
lived in a small country village, and there wereteachers and there was no
money and it was just something that | was neverggtm do, well certainly
not at that age. And then from my Irish dancingsslahere was an
announcement that an old man called Jim MaGill, wias from the area,
wanted to teach kids the fiddle for free, if theyuld get hold of a fiddle. |
ran home to mum and | thought this is the next thesy, playing fiddle, it's
not exactly a classical violin but it is close. 8ty Mum and Dad found me
a fiddle and | started to take lessons with Jim kleded it. Jim was in his
seventies, and he hadn’t played fiddle for twerggrg, but for some reason
he decided to take it up again and pass it ondédadtal kids, and he taught
heaps of kids in the local area, and basically dgblevive the music. He
taught a whole generation of people. (Melanie Bro@& June 2009,
interview)

Melanie learnt tunes and would attend the sessigtisJim. From a very young age she
was exposed to the sound of Irish music and registyées of playing. She also learnt
about the dynamics of a session community andrtipoitance of session etiquette. Pat

Higgins was also born in Ireland but he had a lateoduction to the music:



I'm a farm boy from rural County Galway and we didgo anywhere to

play music, there was no music in the village, eheas no body playing
music from where | came from. This was 1981. Thewrild have been

sessions in Galway but as say, | didn’t have ackehi didn’'t have a drivers
licence so | never went to a session in Galway wheas living there. There
were no sessions locally at the time, probablyaiefifteen years later there
would have been and there probably are now. Myinoteme down to the
farm in the holidays, when | was twenty one, angl lshad a tin whistle and a
book on how to play the tin whistle, so | borrovted book and | realised |
could teach myself to play the instrument. Beftwatt 1 had developed a love
for Irish music, but | had only been listening toas apposed to playing it.
So | spent the summer at home with the tin whiatld the book, trying to
teach myself, and listening to snippets on theoraain Irish radio. And this

was the first time | realised you could play yowmomusic. (Pat Higgins, 27
July 2009, interview)

Ireland in his twenties:

Well | grew up in Scotland and there is a big catioe between Scottish
and Irish music. When | was young, my mother anithétahad a hotel and
of course it was a location for parties, more thassions really. We didn’t
ever have sessions, but in the bar at night pespldd take out guitars and
sing, and play musical instruments, accordions,whistles, that sort of
thing. Anyways | found a whistle down the back o$afa and | started to
just play with that, and we listened to quite adbfolk music on records as
well, the Dubliners, and some of the Scottish baitdsas all just music as
far as | was concerned. | didn't really distinguigihat it was or what
nationality it was. (Ruairidh Morrison, 22 June 20terview)

commented,

| think it is really important for players who hawvegrown up with it and
experienced it, to go over there and experientieeihselves. So they know

89

Pat began playing Irish music in his early twentaesl after moving to New Zealand, he
became even more passionate about playing anddsmised to learn the flute. In addition
to the above musicians is Ruairidh Morrison fronotssnd, who began playing Irish music

at a young age and regularly attended sessionsfemtitals in Glasgow and parts of

The musicians who were born in the United Kingddso decame exposed to sessions in
Ireland and often by learning from these peopleaifestival or summer school, the
transnational links between the communities ardliggted and developed. When asked

how important is it to be Irish or have experienmfe sessions in Ireland, Melanie
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what it is like and so that they can incorporataid their way of playing
and so they can understand the music and how walks and how it all
happens over there. Because otherwise, you argkatfrnot quite getting it
or playing something slightly different or maybestjunot understanding the
context. That said, there are plenty of sessiofsustralia and New Zealand
where the players haven’t gone and done that ame $ww, they may not
have experience of a session in Ireland but théy tlee session and the
session is working and its working like a session lieland would.
Presumably somehow it started off with people whevk what that was
like. (Melanie Brown, 22 June 2009, interview)

Ruairidh made similar comments about the importamicéaving personal experiences
with Irish sessions,

A lot of the playing, the standard of playing is @eenomenally high that
people can sometimes find, nowadays especially, iba have to be that
good to get anything out of playing and | wouldamenend for all Irish
musicians that they should do what you did lastr \j@@08] and travel
around and go to the festivals and fleadhs, becdusegood craic, but |
don’t think it's the only way to go. And if you dirwant to go to Ireland |
think you can still have a perfectly valid sessexperience, because the
music and in particular the playing in sessioralliseally voluntary and any
approach is a valid approach. (Ruairidh Morriséh,J@ne 2009, interview)

These musicians have shared the ways they becamigead in Irish music and how they
create their individual identity. The main diffecenwas those born in or near Ireland had
personal session experience and knew what a ses&snin Ireland and how it was
organised. However, the players without that exgmer or Irish heritage can still actively
participate in Irish music, and through tune repegtand control of their instrument, they
become accepted as valuable session musicians

While migrants from the United Kingdom may have iaitial advantage to
approaching the music because of personal expesenknowledge and an overall
understanding of sessions in Ireland; in the Wglbn music community having this
grounding is not a crucial aspect of a player’'sipigation.

An individual’'s identity is often maintained andgshs demonstrated each Monday

in Wellington at Molly’'s and Kitty’s, where musieia from a range of cultural
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backgrounds come together, forming a community add to playing tunes from the
Irish repertoire. To determine the differences leetmv the sessions, | examined each
musician’s musical and cultural foundations and pared that with the session they
participated in. Figure 25 summarises which sessash musician | interviewed,

commonly participates in.

Name Session Name Session
Andrew Jame Kitty's Jonathar Molly's
Berkahn
Andy Linton Kitty's Maeve Leoni Kitty's
Bernard Well Bott Melanie Brow! Kitty's
ChihLeng Molly’s Pat Higgin: Kitty’s
Tham
Dave Barne Molly’s Ruairidh Kitty's
Morrison
Grant Wrigh Molly’s Ruth Molly’s
Armstrong
James Bott
McNamara

Figure 25: Table of Musicians and their Preferredsin Location.
Interestingly, those with personal experiencesest®ns in Ireland tend to play at Kitty’s
and those with an understanding of general folkioncisoose to play at Molly’s.

The session leaders at Molly’s and Kitty's crea#eied identities in the way they
organise the music-making: through repertoire aha@od sets, the role of songs, and
function of harmony instruments. The primary aimtioé session is coming together to
play tunes; however, for many participants the isasalso provides social associations
and friendships with other musicians.

In order to explore the ways in which leadershigral the identity of a session, |

interviewed four people who other participants rdgd as holding a leadership role.
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Quickly similarities became apparent among the demdin each case the musician has
been playing Irish music for several years, oftemalioping a particular style of playing
and a large repertoire of tunes. Three out of fausicians were born overseas in Ireland,
England and Scotland, the fourth is a New Zealaaddrall the leaders are males in their
late thirties to fifties. While woman are an actigad integral part of the Wellington
sessions, the male leadership reflects the wayséssion are lead in Ireland. In this way
the gender identity informs how the session iscstmed (Valley 1999:15%) While some
similarities are present, each leader is diffeianthe way they want the session to be
organised. These differences ensure the sessiomdolly’'s and Kitty’s have fluid

identities and therefore attract a particular tgpenusician to participate.

Case One: Dave Barnes

Dave Barnes is the session leader at Molly Maloire’$Vellington. He leads the group
musically through tunes and songs and encouragesetssion to be fun for those playing

as well as providing entertainment for active h&ties when present.

The session is for everyone. To me that's the gstdtin, seeing people find it
and drop in and start playing, and do things theyldn’'t have thought they
could do. (Dave Barnes, 24 February 2009, interyiew

Dave was born in England and has been part ofdikestene in New Zealand
since he moved here in 1984. He was the presiderihé Wellington Folk Festival from

2001- 2008.

® For more in depth information on the role of tlmder within the session, refer to Valley 1999:-150.



93

Figure 26: Dave Barnes Playing his Button Accordion

Dave is interested in other areas of the folk sc&meh as Morris dancing and
playing music in the Britannic Bedlam Morris grotie is also a member of ‘Full Fathom’
where he sings selections from his large reperwfigongs. He holds a leadership role in
the singing sessions at folk festivals around Ne&l@Znd and the sing-a-round on Tuesday
evenings in Wellington which began towards the e@hid2009. Dave identifies some
connections between the various types of folk mumsighich he participates,

| am drawn to Irish music in a similar way to Mardancing, and | would draw
this parallel, we don’t do Morris because it is alid we don’t play the music
because it is Irish. We play it because we lik&\ie dance for the same reason
that men four hundred years ago, three hundreds yegw, two hundred years
ago, one hundred years ago did, because it isdudot You don't play it
because it is Irish; you play it because it is f{ave Barnes, 24 February 2009,
interview)

Dave is not looking to participate in musical attids because of a specifically defined
cultural identity, but rather he participates irsgens because he enjoys them. Having

Irish heritage is secondary according to Dave,foeomg that the community is created
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through the music, rather than through heritagbamkground. The session is open and
welcoming, which is fundamental to understanding lizave creates a particular session
identity at Molly’s.

Dave is currently the session leader and has dirngurole in the session identity
through the organisation, repertoire and role afgso When discussing the repertoire at

Molly’s he commented,

Usually | start the tunes that | can remember attiime; though we do have
basic sets which have evolved arouBeged, Borrowed and Stolematerial.
We do tend to stick to these sets, particularlthanfirst hour and a half because
you never know who is going to come in, experiengebdeginner. You have to
present tunes that people pick up and get famiigl, and start to add their
personal style to it. (Dave Barnes, 24 February@2i@erview)

From Dave’s comments, it is apparent that repertoiroice changes the atmosphere in a
pub. He mentioned how the sets played in thelfiosir and a half are regularly heard from
week to week, because a beginner will start tonl¢élaese tunes and be able to participate
very quickly. This can also be a restriction; bytriot changing the repertoire often, the
session becomes geared towards beginners, whoasdw j@in in and within weeks will
have learnt several sets of tunes. Dave intentliphahds these sets at the beginning in
order to keep the session accessible for all lexfgiarticipants.

Molly's is located on a popular corner in theycaf Wellington. Due to this
location the pub is visited by tourists, tour greupisiting musicians and so ultimately
maintains a random element. Dave commented abeusdlssion atmosphere in these
occasions,

Because it is an open session it can be like aigotlinner, you don’t know
what's going to come along. We make the most oftwiglve got. The sound
we like is when the audience is coming back at yidhey want something that
they can tap their toe too, and when they dancekyouwv it is working. (Dave

Barnes, 24 February 2009, interview)
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While dancing is not part of a session, occasigrlinters in the pub will spontaneously
dance to the music.

Each Monday night Dave will sit in the same seatching punters come in,
reading the atmosphere of the pub. If there isualieace he will talk with the group, and if
requested, will sing a song or two (for example Tiack 3). Dave also looks out for
musicians who may want to join in the session. Bwareness of the punters is unique in

the identity that Dave creates for the sessioncdhemented,

The session at Molly’s is both a public performaand a private gathering. You
are always conscious it is public, and the publi avare of us. It is an open
session and you still want it to sound qualitysdfneone new comes along they
can have a go, obviously there is scope for thid,iis up to the leader to work
it out... It's also important that we keep an eye fart patrons who appear
interested. They may be musicians, or they may lgimpjoy coming along
regularly to listen; more so if we acknowledge thand make them welcome.
(Dave Barnes, 24 February 2009, interview)

Dave makes visitors feel welcome by talking witlerthand often asking them to start a
tune if they feel comfortable. Through choice gfedoire, acknowledgment of beginners
and visitors as well as the audience, Dave attengptnakes the session enjoyable for
everyone. As mentioned above he will often singmagsif requested, he commented on
this,

| read the mood of the pub before singing songsh kongs are not really what

I've done so much of and I'm very evidently a ‘Pajahglish citizen] when I'm

singing, except when | used to over dolih&ell Me Mabit. | don't just want to

do songs for the session, if it's the same onesyenveek. | prefer doing things

with a chorus in that situation so everyone can joj which they do, which is

good. There are a lot of people that want to simdj lam very conscious about

what is going on, | don’t want it to be a perforroan(Dave Barnes, 24 February

2009, interview)
By ensuring songs have a place in the music-makdwagtity is reinforced further for the
Molly's session. Dave wants the Molly's session e for everyone, not just

instrumentalists but inclusive of singers as walmost weekly, musicians who want to
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sing a song or two will join the session and waibugh several sets of tunes until they get
an opportunity to sing.

We can observe through Dave’s direction how thdl\¥osession is inclusive of
musicians of all levels, and while the tunes are ghmimary focus, he is happy for
beginners, visitors and singers to attend andqgiaatie. This inclusiveness creates an open
session and provides greater interaction with thdiegace. When listeners request songs,
the group willingly performs them, if an audiencember desires to try the bodhran, they
are usually given the opportunity, and if they wémtoin in a song, depending on the
situation, they can usually perform. All these aspérom Dave’s leadership create a sense

of identity unique to the Molly’s session.

Case Two: Jonathan Berkahn

Jonathan Berkahn plays the piano accordion andlMistle at the Molly session. He has
been actively attending sessions since 1999 anaubecof other commitments generally
turns up to the session later in the evening, Imopgvith him a large repertoire of tunes

and the occasional song. He commented,

| get there at 9:30pm so there is almost like angling of the guard’ that
happens, there are twenty or fifteen people plagingy, and then after they
go, the session thins out to half a dozen of usherd@ are less of us so you
hear each other a lot better, and you can bringabbuhe tunes you have
been practising. So its quite a different sort efsson about half way
through, not because anybody said this is how &ssign works, but just
with Dave and the others leaving early that's jusiv it works. That's cool
you get two sessions for the price of one. Thatldidne a unique way of
doing things to Molly's, | suspect. (Jonathan Bénka4 May 2009,
interview)

Here Jonathan described the idea of two identitidlsin one session; these identities are

produced because of different leadership. | watdeskamine the ways the session adapts
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later in the evening when Jonathan takes on a islaigerole. Jonathan explained how a
musician must master their instrument in orderdgodme a skilled player; hence; when he
starts tunes he is aware of the musicians presehivhat they have learnt and what speed
would work well. He talks about how he uses hisrimaent to lead the session. He stated,

There is no attempt to shape the sound globaltigeaiMolly’s session, as you
would in an orchestra, chamber ensemble or bandause or as a
consequence, it is a fairly individualist approdohthe sort of noise that is
being produced. | think there are some people v a clear idea of what
they are trying to produce, but other people probaton’'t. | have an
accordion which is quite loud and can actually maKair dent in the noise, so
there are things that | do to try and improve theeagal noise that is produced,
for example | try to play very clearly and artidellg and accurately and [at]
the same speed as the majority of the people thackif we end up with two
or more speeds then I'll weigh up with one or thigeo. (Jonathan Berkahn, 4
May 2009, interview)

Jonathan described the ways in which he tries t@ uhe sound of the session. He does
this particularly with his instrument, and musiexiperience in combining sets. Jonathan
discussed,

There is a certain amount | can do in which | shapes, because Molly
Malone’s has its own fixed sets of tunes, as aegusnce all the other sets |
play are made up on the spot. | start a tune bechfel like playing it, and
then about three quarters of the way through Ikthihat's another tune that
will go with this one and then | usually think ofreething in time which
usually works. Therefore, that shapes the setsrdsoe because what | do is |
go from whatever tune | happen to have in mincerofo a fairly obscure one
but always make sure | finish with one that evesydmows, or nearly
everyone knows, so you have that good finish. kgue my playing there is a
sense of responsibility towards the sound as aeaylngiich may be slightly a-
typical of a session musician. (Jonathan Berkativiay 2009, interview)

Jonathan has studied music and is well aware ofrtigence the accordion has to the
overall sound. He typically tries to make the acpamment interesting and chooses tunes
in sets that complement each other. Jonathan tmigday recognisable tunes and this
brings the session together in the sense thatrassician, you are always listening for

what tune may follow.
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Figure 27: Jonathan Berkahn Playing the Piano Atioor

Something unique in Jonathan’s playing is the wayohganises sets of tunes

intuitively. Jonathan discussed this process,

All my sets are sort of made up on the spot. | ggmeonsider who is present
as well, I mean that’s the best thing about puttiets together, for example if |
feel like interrupting someone’s conversation rigbtv | will play a tune they
happen to know. So knowing what tunes people fiayme, that's really
important because that's how you shape the sati@taction of the evening,
by making sure every body has enough to do bagiaalll its how you shape
the set as a whole because, the more people ghatpiling on towards the
end, the better the sound is. (Jonathan Berkaltgyl2009, interview)

Jonathan adds his identity to the session througgmacious awareness of the repertoire he

plays. In this way we can see how he changes tinedsof the session at Molly’s later in

the evening.
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Case Three: Ruairidh Morrison

Ruairidh Morrison is the session leader at Kitty*& was born in Scotland and began
playing Irish music after finding a tin whistle ihe back of a sofa after a house party. By
the age of twenty he had learnt many tunes anddiaed his folk first band. He got his
flute in 1981 and ten years later began learnieditidle. In 1991 he moved to Wellington
and quickly became involved in the session commufiitstly by participating at Molly’s
and then moving to the Kitty’s session once it wsiablished. | talked with Ruairidh about
identity and leadership; he commented,

The leadership of the session is an unusual thiagause an ideal session is
almost democratic, the best sessions are the oheevthere doesn’'t seem to
be a dominant personality because everyone hasaredshunderstanding.
However, sometimes you only get to that shared nstaleding by someone
previously deciding how it's going to be. (Ruairitorrison, 22 June 2009,
interview)

Figure 28: Ruairidh Morrison Playing a Tune on Fiddle.
The Kitty’s session is usually led by a core grafpmusicians who have been playing

together for many years. Together they have crehtgd ideal identity within the session.
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Ruairidh had first hand experience with sessionforbemoving to New Zealand.
Therefore, he tries to structure the Kitty’s sessioa similar way to that of the sessions he

attended in Scotland and Ireland. He stated,

| think the philosophical style of the Kitty’'s séms is nhot something that was

created by the participants there but rather & igersion of sessions that we

have attended over the years. It's quite similah&Victoria bar session that |

used to go to in Glasgow, similar to sessions imlsargh, similar to sessions

in Ireland where the old boys are still going thiyears later... So Pat Higgins

and myself over the years have probably gentlyaste in that direction, but

not because it was our idea, or our leadershiphhatlead the session to be

what it is, but rather, we just translated the awtof that kind of session to

Kitty's. (Ruairidh Morrison, 22 June 2009, interwie
Ruairidh has a sense of authenticity as a sessimician as he has participated in sessions
in Ireland and Scotland. | asked Ruairidh aboutetspof the Glasgow sessions that he

introduced to the Kitty’s session; he responded,

| think there is a common purpose to play mainktimmental tunes from the
Irish dance repertoire, in unison, and to try atay phem three times through
in sets of two or three, so its not that complekgd®mople who want to do other
things, things other than that find that they plipaon’t get a warm welcome
at Kitty's. (Ruairidh Morrison, 22 June 2009, intiemw)

Ruairidh described what he meant when referringotber things’. Most commonly it
referred to singers, some general folk musiciapeaally guitarists, as apposed to Irish
musicians and the audience who request songs.asugbpular ballads from bands such as
The Pogues.

Ruairidh wants to ensure that the Kitty’'s sessisroliganised within particular
boundaries, creating a specific identity, differé&mm that of the Molly’'s session. He
commented about the two sessions ‘we have jusiedribff to our niche and they have
drifted off to their niche’. Kitty’'s niche therefer means it is potentially exclusive,

advanced and participants have a growing tune teapeand style of playing. Songs are
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almost never heard, as tunes are the primary pergt¢ese boundaries ensure participants

play a current and changing repertoire amongsta group of like minded musicians.

Case Four: Pat Higgins

Pat Higgins was born in rural County Galway. Wheat Ras twenty one years old he
began playing tin whistle on the farm. In 1987vmdted New Zealand and a year later
decided to move to New Zealand permanently. Oriyirfee became involved in the folk
scene, playing guitar and singing songs. It wasuntit the session scene was established
in Wellington in 1991, that Pat purchased an Ifiste. He has been playing at the Kitty's
session since it started. He talked about the sadgions,

People like Ruairidh Morrison showed up and brought self confidence,
almost like an authenticity to the session, becduses a relatively new
player and | wasn't so certain. So a single indialdcan make a big
difference... | think people got frustrated by thetfahat, that [at the]
particular session down the road it was very diffito introduce new tunes,
they had quite a stagnant repertoire ... Sessions adife and it's the same
in Ireland they have an ebb and flow about theray tbtome and go. (Pat
Higgins, 27 July 2009, interview)

Pat holds a leadership role at the Kitty’'s sesskb@.has developed a particular regional
style of playing. Although he is from Galway he ydan more of a Sligo-Roscommon
style which is largely based on years of listeningviatt Malloy, a renowned Irish flute
player. Pat’s sound and ornamentation bring a perdeauthenticity to the session, even
though he developed his style while living in Neealand. Pat commented,

The flute was like an impossible dream for a wHilecause it was a
challenging instrument and there was nobody toht@ae and | didn’t have a
lot of money for buying instruments, so | delayeddtigg a flute for a long
time. Actually because | was living in New Zealdndas more open to the
idea of the possibility. It is possible that if &dh stayed in Ireland | would
have delayed becoming a flute player even longerow N play [the] flute

based on a Sligo-Roscommon style. Its like weltga@ing around with a
sound in our head and were all just aiming to keeving towards that



102

sound. | suppose | tried to get there by listenmthe likes of Matt Malloy.
(Pat Higgins, 27 July 2009, interview)

Through his style and ornamentation Pat has be@mamired player at the session. He
has a large repertoire of tunes and will often erage other session members to start sets.
He discussed how he puts sets together,

Usually | would tell the people what tunes | am @thto play, but it depends
how big the session is.it's much better if you can add some energy by
changing key so | have often rehearsed that agtugdlu come into the
session thinking, | must put that tune with thisgubecause the key change
would be fantastic you know and obviously it is ddo tell people before
hand so they are ready to change with you. (Pagikkg 27 July 2009,
interview)

As a session leader it is important to choose teperand sets of tunes that complement
each other. As Pat mentioned, he has practisecskilisas he wants good transitions in
order to keep up the energy through a set. Thisvshimw Pat’s identity is evident when

leading a set of tunes.

Figure 29: Pat Higgins Playing his Flute.
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In the third case study Ruairidh mentioned somenbaries of the Kitty’s session.
Pat discusses these boundaries, in relation tosehgs are not heard at the session. He
stated,

That is another political aspect of the sessiorserd was a dominant
personality in Wellington who was involved in segtiup the session and
rightly or wrongly that person influenced us inntking, if you allow songs,
you're inviting every guitarist in Wellington to oee along and sing some
three chord trick song. And to some extent | agvith this theory, that you
cast a wider net and you end up with a lower stahda a lower common
denominator. You're not going to get excellencetine playing if you
include everything from 12 bar jazz to country amdstern. But if you
become more elitist and you don't allow songs, wma up with a much
narrower scope and a more focused experience dbitles, so that's why at
Kitty's we don’t have songs. (Pat Higgins, 27 J2009, interview)

Pat leads the session through his tune repertoideséiyle of playing. He also views
sessions in a similar way to Ruairidh, in that YKgtis recreated from the sessions that they
have experienced in Ireland and Scotland. Pat it the boundaries and specifically
the reasons songs are not included, which givesehsion a particular identity. It was in
New Zealand that Pat became so passionate abshtninusic, which again demonstrates
that you can be in New Zealand and create meamo flrish music; location is
secondary, especially when an encouraging, trals@icommunity is obtainable.

We can see from these four case studies that eader has varying ideas of an
Irish session. Molly’s has an open session thanhdtusive and encourages beginners,
through a regular tune repertoire, and singers lloyvimg them to perform. In contrast
Kitty’s is more tune focused and is based on tlaeldeship experiences of Ruairidh and
Pat, who attended sessions in Ireland and Scotlahdough Molly’'s and Kitty’s are
organised differently, they still are both typesanf Irish session, and through leadership
different identities are created ensuring musicipadicipate fully and enjoy the musical

experience.
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Session Etiquette

An important aspect of the session community isndpeaccepted both musically and
socially. During a session, etiquette is adhecedtich ensures the participants maintain
appropriate behaviour. The importance of thesesrudgies depending on each musician’s
understanding of them. Carson wrote about sessiquette in his boolrish Traditional
Music (1999) and he gives examples of appropriate bebawhen using tape-recorders
and cameras. He also talked about where musiciaasdghow and when listeners should
give applause. He described the events duringsioses

To the casual observer, a pub session of traditiomazsic may appear
haphazard and undisciplined: tunes are struck ugeatningly random
intervals, for no discernible reason; some musgiaay not join them at all,
but may engage in conversational topics apparemtglated to the music;
and some punters (i.e., non musicians) may, ategigiable moments utter
inarticulate cries of what might be encourageméhe temptation is to think
that any kind of behaviour is permissible. In rgalthe session, like any
form of social or artistic discourse, is governgdabcomplex set of implicit
rules. (Carson, 1999:55)

Carson’s introduction brings to light the atmosghier which the session is situated, while
musicians seem to be acting casually to a visitibgerver, they are in fact participating
within the boundaries of a session and conductieg behaviour in a socially appropriate
way.

There are several protocols present in a sesd&iah,generally the people |
interviewed referred to etiquette as using ‘manmeics common sense’. When | learnt that
there was a semi-formal way of conducting behaviow session | was interested to learn
the rules, how they were applied, and what happdren they are disregarded. In each
situation context is essential and often etiqusttedepend on who is playing together and

where they are playing. The participants also dised that during house sessions for
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example, etiquette is loosened and becomes ggrait@ness and manners, it is important
not to be the only person starting tunes, and tkensare you play tunes that most people
will know. On the other hand, if a musician is tiigj a session in a new location, etiquette
becomes more essential. | asked several sessioiciamssfrom Wellington about their
thoughts and personal experiences concerning sessiguette. They shared information
about why these rules are present and how theintale or break’ an evening.

The following six musicians all had different viewn etiquette, showing that the
rules are open to interpretation:

It sounds very formal, ‘session etiquette’, buhihk for me it is just normal
good manners. (Andy Linton, 28 July 2009, interyiew

It is pretty important, but people who don't knonyabetter will be forgiven
for not understanding it, up to a point. (Melanieo®n, 22 June 2009,
interview)

It can sometimes get in the way of having a gooetiSession etiquette can
become a set of session rules that if you breanfilyou become ostracised
and there is a risk of that happening. (Ruairidhriidon, 22 June 2009,

interview)

Just things that everyone ought to know, like iEgrerson starts a tune,
don't cut them off and don't speed up another p@sseets. It is not just for
Irish music, but for any kind of music, it is a dlisn respect for someone and
respect for someone’s playing and things like tltats things that often
beginners may not understand. (Andrew James, 9200® interview)

Session etiquette is something that is just goimgbé there, it's not
something you decide to have. It is just part & tlynamic of a group of
people being together, but yeah we need to woekhital ways in all areas
of life including our music. (Bernard Wells, 7 Obtr 2007, interview)

In a place like New Zealand, where there aren’t thany Irish musicians,
you could argue that session etiquette is less litapbbecause if you start
excluding people because they don't obey the ryl@s,end up eroding the
pool of players, because there is only a handfistaot with. That wouldn't
matter in Ireland, where there could be dozens dodens of young
teenagers showing up every week. On the other aging music together
is like having a conversation and if we both stalking at the same time,
we're not going to listen, so it's really importgmeople listen to each other
musically as well. (Pat Higgins, 27 July 2009, iview)
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Each of the six musicians treated session etiqaéterently. While some assumed it was
simply a normal part of the session, others fatdtiquette boundaries were restrictive.

Investigating the behaviour musicians hold whenculising session etiquette
allows us to understand more about the session cmitynand the way the participants
become accepted into it. In his bodksh Traditional MusicCarson approached session
etiquette as a list of ‘dos and don’ts’ withoutlditexception. The diversity of approaches
regarding etiquette was expressed, among the ipartis during interviews. When | asked
them about their personal experiences, some quisidgted to move off topic, while
others reacted uncomfortably as if session etigusts not publicly spoken about. The
important aspect | soon learnt was that rules retémlée occasionally enforced, and when
an individual’s behaviour was unacceptable theyld/@uomptly be asked to change their
conduct in order to conform to the identity of gession. This may result in hurt feelings
and sometimes even anger and resentment. Howewae susicians willingly shared
their personal experiences of etiquette, highlgthow an individual's behaviour could
directly transform the identity of a session.

After attending sessions in various parts of NevalZed and in Ireland, | have
experienced instances where session etiquette bad bompromised. For example,
occasionally a musician will use the session ag thdividual performance outlet and
exclusively play unfamiliar Irish tunes or examptég€uropean folk music. An even more
serious case is when the tunes played are not thenfrish dance repertoire. When these
individuals dominate the session other membersbeaome frustrated and in some cases
leave. Still another case is when a musician isijpgiag a seat in the session circle and the

session identity changes. For example, the sedsoomes too advanced or the tune
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repertoire becomes unfamiliar. In each examplentiisician should remove themselves
from the circle or offer their seat to a more adeahmusician. Similarly, if a musician
leaves the circle temporarily, the seat should remaaoccupied until they return or offer it
to another musician. This can sometimes occuarigelr sessions where musicians may be
unfamiliar with each other or the behaviour reqgiire

Several musicians shared their personal storidstasughts with me, focusing on
occasions when etiquette had been compromisede®alted a session he was visiting for
the first time,

One time | was in Ireland, | actually ruined a smssn Tipperary with
musicians from the North. Socially, they were grfeat however, there was
this one other guy that | had met and we were atigmg around and they
told me ‘look we're going up the road to this otipéace’ but they didn't tell
him, but | did not know that bit so | brought hirfrorg with me, and of
course they didn't want him to come. | was a blovand | didn’'t know the
interconnection between these people, so | reatifted ‘oh they would have
preferred if he hadn't been there’ but nobody seigthing. (Pat Higgins, 27
July 2009, interview)

Here Pat described the potential problems wherningsa new session. These problems
can also be experienced in the Wellington sessdRudh commented,

| mean we don't tend to have a lot of singing im sessions anyway, but on
the very rare occasion where | have sung somethirtge session, it has
been a bit hard and quite distracting if someomigls beside you and they
are talking about something. (Ruth Armstrong, 7eJ2009, interview)

In a session in Ireland if someone sings then thelevpub will become silent and if
people make noise, session members will glareea thr say ‘shhhh’ or ‘a bit of hush for
a song’ until they stop their conversation (Fairbai993: 28). These ideas about respect
and protocol are something that is not generakg@nt in New Zealand as the audience is
unaware, yet in this case it was inside the sess$imn musicians generally should have
identified and respected the singer with silencelessang. | asked other musicians what

can disrupt a session, Melanie Brown responded,
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Accompanists sometimes, if they are not skilled reim a session, by failing
to be aligned with the groove. Playing wrong chogaal would think would
be the major crime; but, it's that subtle, not gugetting the rhythm exactly
right, [that] is the biggest killer of the sessiamd the biggest spoiler of fun
for everyone else. And anothfaux pasis to continuously start tunes that no
one else knows and just play them and use the whinlg as your floorshow
for the evening. That wouldn't be very acceptalitbes. If you did it once
and think ‘bugger, no one knows the tune’, therfiits but next time round
you would probably not bother to continue playingyou try and play a
common tune that you are sure someone is goingdw k(Melanie Brown,
22 June 2009, interview)

Here Melanie described two aspects when etiquatiedivide the session. Firstly, when an
accompanist is not playing in time, and secondlyemva particular musician is treating the
session like a performance and dominating the aes$ftuth discovered that while a
musician may be skilled, they still need awarenass® described a session at a New
Zealand folk festival,

There was also the session at a folk festival i fiddle player who
obviously did not have much awareness of sessignedte or if he did, he
ignored it. Which actually completely destroyed #ession, which was a
shame, because it was a really awesome sessiantbpttpoint. And it was
interesting. It was a bit of an eye opener becayme could see that
technically he was pretty talented but there is entw it than talented
playing. (Ruth Armstrong, 7 June 2009, interview)

Jonathan experienced a similar experience withsgi@® member at Molly’'s who was
providing accompaniment. He recalled,

The jig of slurs is a D major Jig, that was a G ong minor second half,
quite interesting. Athol Highlanders is in A magd has great high energy.
Anyway, we were crashing through the jig of slwajled into the Athol
highlanders in A, while my friend, was crashingrgjan D, madly off into
the sunset in D, We were shouting A, Buddy, A, AAkyways he went to
the session once, and of course he is not goimgasp the subtleness and
sophistication and just kind of launches into iheTpeople just gradually
turned their seats away from him and of courseuse played harder and
louder, and they turned more and more away. (JanaBerkahn, 12 April
2007, interview)

Here Jonathan described the session members geagtiuning their seats away from the

particular musician. | asked Ruairidh about othaysvthat musicians are made aware that
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they are breaking etiquette, he told me ‘Sometism®eone in the session, if they are
feeling self confident will ask those players todifg, or to leave. But that would happen
more commonly in Ireland actually; they are muchsldolerant in Ireland’ (Ruairidh
Morrison, 22 June 2009, interview). Bernard Wellsoadescribed some personal
experiences of session etiquette. He stated,

| have had examples where people have refusedatp gltune with me

because they thought it was too old and boring $ikmeone introduces a

tune and they say no. | think that is incredibldeuand | would never do

that to anyone else ever. So that kind of thingink is inexcusable but |

have experienced it. (Bernard Wells, 7 October 200Q&rview)
Bernard’s account highlights how repertoire chagcalso considered, by some musicians,
to be an important aspect of etiquette. He furtioenmented;

Some players like to work on the current tunes thay are all regularly

playing. What that means for me, is that if | ant norking on the latest

current ones that they don’t necessarily want &y plines that | learnt with

them four years ago. But | am always happy to ptayold tunes with

whoever. (Bernard Wells, 7 October 2007, interview)
This again emphasises that repertoire can becomeopaession etiquette and that to
become accepted and contribute; a musician sometimeds to play tunes that are
familiar and current.

Lastly, etiquette becomes important when a musigavisiting a different session.
He or she has to approach it in a vigilant way cara@ with how they would attend their
regular session where they know the musicians @apeértoire. Pat discussed visiting
musicians at Kitty's,

If someone is visiting the session in Wellingtond atomes in with an

instrument, | would always make an effort to indutiem, | would actually

tell them ‘sit in’ and they would probably undersdathat as ‘get your case

out and start playing’, you know. It is nice to that, because people have

done that for me in the past. Then | always ashtte play a tune as well

because it is nice to hear other people’s musid,then that is putting them
under a lot of pressure depending on where thegtatbey have to start off
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a tune in front of all these strangers you know,tbhat is what they are there
for, you know. (Pat Higgins, 27 July 2009, intew)e

Andy also commented about sessions he has pattédipa. He mentioned that when
visiting a new session it is important to listenthe level of musicians and repertoire and
ask the question ‘what will I contribute?’ He explked,

I've been in places where | have felt it isn’t agmiate to sit in on a session,
pubs where there is some gas sessions, with sosotutdgreat players and
you need to ask yourself ‘If | wander over theral dncould probably
persuade them to let me stay, but would | add amytto this?’, | might
enjoy myself but what about everyone else. (Andytdm, 28 July 2009,
interview)

Musicians | interviewed described how approachimga session in a sensitive and polite
manner will ensure that etiquette is followed. @ftee musicians will be welcoming and
invite the visitor to start a set of tunes. Rudiridxplained what is required from a
musician when asked to play a set,

Most players that go to sessions have a bit ofrty ggece to play just in
case they are put on the spot, if someone sayse'@mmow give us a tune’
and you're expected to play one that not every@ngoing to join in to.
There’s two examples of this, because sometimasaye invited to start a
tune where they are saying ‘we want you to be is thund table kind of
scenario where there is no one in charge’ and tkearother scenario where
people are saying ‘we have heard you playing, v leaar you terribly well
because it is in the session environment, it solikelyyou are a good player,
| wouldn’t mind having a listen at your playing’ érthen you would be
excepted to play that party piece or maybe if yarenfrom Scotland or
Ireland, they might say ‘give us a Scottish tureeusually people will keep
a couple of tunes up their sleeve to respond to $oat of situation.
(Ruairidh Morrison, 22 June 2009, interview)

Learning what is required of a musician ensurey ttantribute rather than impede the
music-making. Ruairidh explained what can happenK#ty's when inappropriate
behaviour is experienced,

If a stranger walks into a session and startssugt it through their playing,
quite often it will be nipped in the bud, partialjafor two reasons, either
we don’'t mind if we offend some blow in that's rgming to be here next
week, or if they are going to here for a bit longex should give them an
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indication about what sort of behaviour is accelgtato us. (Ruairidh
Morrison, 22 June 2009, interview)

Therefore a musician needs to understand the segjalrements when entering a session.
In Bernard’'s experience, there are several coraidais to acknowledge when attending a
new session:

Well | would probably expect if | sat there with rimstrument looking eager
| would think if they were polite, they would ingitme, and if they didn't

invite me then | would ask. And | might just havéséen and see what kind
of level the session was at, because you don’tyreant to jump into a

session that is way above your head. And thenseeagtbu just can't cut it.

You are better to listen and just find out whatgleare playing. And if they
are polite they will ask you, if they are not peldnd very tight they may not
ask you, some people want sessions with theirdgesnd they don't just
want anyone joining in and that's also fine. Th&xeno reason why they
shouldn’t want you to play with them, you can alwagsk and they can
always decline, and | wouldn’t even be offendethdy said ‘no, we are just
really playing our repertoire, sorry mate’ or ifethare playing something
they are working on for the next week, so you jgstsomewhere else.
(Bernard Wells, 7 October 2007, interview)

As he discovered, some musicians only want to pdggther in an exclusive group, and
not include casual visitors. In most cases | haygegenced, if a musician is polite and
follow the rules of session etiquette they will ibgited and included into a session. By
examining the various ideas of what a session mearbke participants, and the ways
behaviour is conducted, | was able to learn thextetlvas not just one correct way of doing
things. However, according to Carson in order t@beepted as a session musician some
of the etiquette must be adhered to. Carson wpmeific rules which appear the only way
to do something, but | would argue that each cangedifferent and what is appropriate in
one session, may not be appropriate in anothea ssician it is vital to have respect and
consideration, and as mentioned common sense ameensawhen approaching new

situations. These tools enable a musician to dumutei to the session by providing
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something new and interesting, without causing ugison for other musicians and

ultimately ensuring their acceptance in the commyuni

Summary

This Chapter has examined the musical and indiVidigatities of the participants within

the local scene. The session community in Welling® multicultural with a range of

musicians from New Zealand and abroad. The waywhith the participants become
involved and participate within the community isierportant aspect of the Irish music in
Wellington. By looking at individual backgrounds wesre able to see the various ways
that people became interested in Irish music andtin having Irish heritage largely
influenced their involvement. Often the musical wgrding of each participant impacted
how they approached the community and frequentiierdened which session they
preferred participating in.

In addition the way musicians view and acknowledtiquette also highlights their
individual identities and understanding of a sassiduring sessions and folk festivals the
musicians are able to express themselves musi@ally socially, their bonds are
strengthened by the combined musical experiencegh€se occasions an encompassing

sense of community is enhanced among the partitgpan
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CHAPTER FOUR

Conclusions and the Larger Issues Explored:
The Irish aesthetic in a global environment

“The contemporary world of diaspora and culturaw$ provides a

framework in which people can live hyphenated liveging in one

nation-state, but identifying and participatingtire culture of another”

(Henry Johnson 2007:88)
My focus for this study has been the music and conity of the Irish session in
Wellington. After almost three years of participati within this community | have
discovered not only a wealth of knowledge, and erpees, both in New Zealand and in
Ireland, but | have also developed as a musiciatgbshed many strong friendships
within the community and allowed Irish music andtute to become a part of my
individual identity. By examining the identities ofusicians and their connection to Irish
music and transnational communities, this thesigeals that Irish music in Wellington is
an active scene established by musicians with aetyarof musical and cultural
backgrounds. The session participants seek meaninis music-making by actively
contributing and linking their musical ideas toskrimusic communities. This study is
important for New Zealand as it presents infornratiabout a thriving local and
transnational community and illustrates how musisiamaintain multiple identities
through musical and social interactions. Music tstlee heart of the Irish session
communities, which are continuously growing in bbitaw Zealand and internationally.

Today, Irish sessions are experienced and enjoyenhusicians and enthusiasts
globally. In Ireland, traditional sessions havedme popularised and marketed as tourist
attractions, especially during the summer monthet, ¥ot all sessions are principally for

the booming tourist market as my participation gsssons during festivals, summer
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schools and various pubs has revealed. Interegtiagth of these distinct gatherings have
very different characteristics and traits that @mnic and identifiable to Ireland. During
my research in New Zealand and in Ireland, | wds &b explore the Irish aesthetic as
experienced transnationally.

During the Willie Clancy summer school in July 2068reland, | was surprised at
how many non-Irish musicians were present. At dages| was sitting amongst a small
group of musicians, none of whom were Irish; indtdeey came from Germany, Austria,
Italy and the Faroe Islands. In that room | wasdhkly musician with English as my first
language. But, despite our different countries ogio, we played and experienced a
variety of Irish tunes in a meaningful way, int@ tbarly hours of the morning, thoroughly
enjoying thecraic. That evening demonstrated to me how widespreadpapular Irish
music is, and also suggested the wider importahtgsh music and the session for people

and communities internationally.

Investigating an Identifiable Wellington Sound

Following my research experience in Ireland, | goeed whether the sessions in New
Zealand developed an identifiable and distinctioensl. In particular, | wanted to explore
whether Wellington had a local style of playing ehnireflects the Irish regional styles.
This analysis would help explain how participantaild come together and create a
collective approach to sessions in Wellington. Tharacteristics of a regional style are
expressed in a number of ways; however, | will ®om the way musicians initially use

ornamentation and then choose repertoire.
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By examining the way Wellington musicians use oreatation, we can begin to
understand the distinctive characteristics of Insisic in Wellington, an approach central
to Johnson’s study ddiwali soundscapes in Wellington (2007). Some of the onss’
play their instrument in a regional style. Oneladde participants is Pat Higgins who plays
in a Sligo-Roscommon style. During my interviewse ftommented that he is
predominantly influenced by Matt Malloy, whose playis often characterised by highly
ornate phrasing. In a festival situation Pat'sdlgtyle stands out and is recognisable to
other musicians from Wellington and other partdNefv Zealand. Although he is from
County Galway, Pat did not learn the Galway sthiis, experiences with music largely
flourishing after his arrival in New Zealand. Irstle Pat decided to play in a different
regional style, preferring the tonal qualities anthracteristics of the Sligo-Roscommon
region.

While the playing method of some musicians refleatparticular Irish regional
style, most other Wellington musicians have devetbmdividual styles and have a wide
spectrum of tunes, styles and ornamentation t@sitem. They choose to play a range of
dance tunes, and determine how they sound by a@dstigng rhythmic drive or providing
highly ornamented fluid phrases to tunes with avelotempo. In addition, the musicians
have often listened to a selection of bands anivichghls, and sometimes try to imitate or
reinterpret Irish regional styles. These playinglest contain a variety of stylistic and
rhythmic features are often passed on to otheilcgahts when sharing tunes thereby
influencing the overall sound of the session.

Secondly, the potential regional style in Wellingtess observed through the

selection of repertoire. By examining the typestwies played and how they are put
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together in sets, it is possible to consider whetne identifiable sound is present in
Wellington. Often one person will teach a grouppatfticipants a tune, which is then
played by the entire group with the same meloditatians. This altered version of the
tune is potentially unique to the particular sessipromoting its identifiable style. The
same version may vary in other sessions dependingtere the tune was originally
acquired.

In a similar approach, some sets of tunes becommdida among players and
contribute to the overall style and sound of aipaldr session. While several sets are
recognisable from published tune collections ambndings, others are created by session
members who enjoy how the tunes sound togetherreldre, the repertoire selection
partly creates a sound identity that is unique daohesession. The particular traits of a
session are also created by the musicians prekemt,long they have been playing
together and by the types of tunes and aesthdieg ¢njoy. By comparing how the
sessions at Molly Malone’s and Kitty O’'Shea’s useamnentation, repertoire and other
traits such as songs, the presence of an overdlingten regional style may arguably be
identified.

The Molly's and Kitty’'s sessions can be identifiegtparately through the
musicians’ differing use of Irish characteristidhese differences signify two divergent
Irish soundscapes in Wellington. Yet, in both ins&s the central element is the
instrumental tunes that are played commonly in. SEterefore, because the two sessions
can not be generalised collectively, it is diffictd identify any one particular style that is
identifiable to the Wellington musicians. Lookingrther at the transnational connection

shows that the musicians play in a way that woaddzognisable to Irish-born musicians
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and is therefore closely connected to the musitsinomeland. The participants choose to
play the music in this particular way rather thaterang it substantially from how it is

played in Ireland. Hence, it is also revealing aocus on the relationship between each
musician and their understanding of the Irish as&thn order to understand why they

belong to the session community.

The Individual Identity and the Transnational Relationship

The musical and social characteristics vary betwhernMolly’s and Kitty’s sessions and

are determined by the participant’s interpretatbmwhat an authentic Irish aesthetic is and
their interest in maintaining it in New Zealand.iF mterpretation differs depending on the
musician’s background, their reasons for partigigatn Irish music-making and their

personal connection to, and experience of, thestraional Irish music community.

Examining the individual identities of the musicaassists in determining why they
participate regularly and how their experienceonmf their understanding of the Irish

aesthetic.

Some session musicians, including those that ddnang ancestral links to Ireland,
expand their own identity or envision themselves past of a larger Irish music
community, by bonding with Irish music and cultuhe.discussing the notion of cultural
identity, Turino stated, ‘Any given individual belgs to a variety of nested cultural
formations of lesser to greater size, specificitg éntimacy’ (2008:116). He then used the
example of a family unit to demonstrate how aspettommunity are experienced. These
social elements are also present among participavntdved in the session. According to

Turino,
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Families typically develop special words for thingsays of operating
together, jokes, memories, and narratives aboufaimdy, all this is based
on the strongly indexical nature of such intimabeial units because of a
wealth of shared experiences (Turino 2008:116)

Turino’s idea connects with musical communities,evéh a sense of belonging is
established among the participating musicians lscdliey enjoy the music and social
aspects.

Similarly, there are many shared experiences, mesiand jokes among the
musicians that comprise the session communitiet, imolreland and New Zealand. For
example, polkas are primarily associated with Cpuferry; therefore, when a set of
polkas are played with a high level of energy, miasis and listeners will shout out ‘Up
Kerry' in enthusiastic support. Similarly, in Welliton a variation of this is heard when a
set of polkas are played. A large number of sespiagers currently live in Karori, a
suburb of Wellington city. When a set of polkas pl&yed in Wellington, ‘Up Karori’ is
often exclaimed. This certainly amuses the sesplagers, but an outsider to the Irish
music community, such as a casual visitor to a puby often be confused by this
comment. This music-making experience assists egatas a sense of shared community
for the participants. In many ways, the musiciares ‘performing’ their community each
Monday evening and internalising multiple idenstias they begin to regard Irish music
and culture as a subsequent part of their individiséinctiveness.

In contrast to those without Irish heritage, thetipgating musicians born in
Ireland and the United Kingdom who later migrated New Zealand have personal
experiences with sessions in Ireland and apprdaehmusic very differently. Often these
musicians have a clear idea of what a sessiond$aw it should be organised. They also

predominantly take on leadership roles within teesgon and have focused directions and
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conceptions about the Irish aesthetic they wantreate. However, they also must

continually adapt their experiences to New Zealematexts. For example, because there
are fewer musicians who play Irish music in NewlZed, the communities often feel that

it is important to be inclusive and encouragingbtginners; but in Ireland groups can

choose to be more selective. In discussing thetasgues of migration Turino wrote,

Immigrant communities are a distinct type of cudtuiormation in that the
members are dispersed geographically across statedhries and combine
habits based on models from their original homed #wir new ‘host’
society home; they also create new habits basethein experiences as
immigrants. (Turino 2008:117)

One of the key differences between the two sessmmmunities is the inclusion of
immigrants from the United Kingdom. The Kitty’s semn has a large number of migrants
and this influences the way they play and concefvieish music. In contrast, the Molly’s
session generally comprises New Zealand-born namsciwhich also influences their
musical choices. Both sessions create differenticalsnvironments based on each
participant’'s experiences and background with Iristusic. However, because the
community is reasonably small, the musicians adbpir preferences and often play
together in larger groups during festival situasioffhese larger session environments
demonstrate the role of merged participation ang bwe players derive meaning from
their cultural experiences in making-music.

The musicians | interviewed discussed how the $@btsments of the community
added value to their identity. Bthnicity Without Group$Rogers Brubaker describes the
layers of a person’s individuality, ‘As a categafypractice, it is used by “lay” actors in
some (not all') everyday settings to make senshahselves, of their activities, of what
they share and how they differ from others’ (Bru&rak004:31-32). Therefore, in order to

understand how musicians create value from a sessiotext, it is valuable to consider



120

the ways they participate. In discussing this ioheeelation to music, Turino commented,
‘Participatory traditions offer the condition fdow for people at all skill levels. | suggest
people are attracted to participatory performanme this reason’ (2008:181). Turino
highlights the influence that music-making has neating social bonding and group
identity, and how active participation is important

Within the Irish session there is scope for indiMl creativity through playing
styles and approaches. Hast and Scott explain éTisea balance between the celebration
of individuality... and the strength and sociabiliy the community’ (2004:18). While
examining how playing Irish music shapes the masisi identity, | was able to realise
how being part of the Irish music community wasey kactor for people participating in
the Wellington sessions. Hast and Scott summatige appeal of the Irish music
community by saying, ‘Musicians feel linked bothtke rich repertory of songs and tunes
and the social world that surrounds performandespeople, places, historic and political
events, and way of life that gave life to the mygied:135). Based on my interviews with
musicians, this sociability is a contributing facto why the music is enjoyed by the
participants. Similarly, Irish summer schools amdk ffestivals in New Zealand create
conviviality and a sense of community among theioass.

These community links within New Zealand are asged with the transnational
bond to Ireland. The relationship between Ireland Hdew Zealand is well established and
provides musicians access to numerous stylistic amgksical features. Individual
professional musicians and groups from Irelandueadly travel to New Zealand during
festivals and tours, stimulating knowledge of nawles and a varied repertoire. These

experiences provide the opportunity to hear andnledout individual playing styles.
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Through personal stories, sharing favourite tunafrmation about musicians and
instruments, various internet sites, ease of conmwation and frequent travel, the
relationship between the two countries is well ated and strengthened. For example, |
was also a part of this transitional flow, wher2D08, after | spent two months in Ireland |
had learnt a range of new tunes. | returned to idgtin and taught the melodies to some
session members. By sharing these tunes, othéciparits were able to learn new tunes in
the style that was currently played in specificioeg of Ireland. Also the musicians who
already knew the tunes from a few years ago wemamanly able to learn slight variations
of the tune or a new title for the melody.

As in New Zealand, sessions in Ireland also havedaharacteristics. | was often
told by musicians that when visiting a session d@svimportant to understand the music
being played and whether or not you would posiyivebntribute to that session. Pat
Higgins discussed the sessions he attended anedsshile in Ireland. He commented,

Every time | go home now | go fteadhsand things, and sometimes | sit in on
sessions and | have a great time. But | alwayand/check out the music people
are playing, you know. Like if they are playing Mwern tunes, and | wouldn’t
know any of them, | would probably be happy to jlisten. (Pat Higgins, 27
July 2009, interview)

Pat's experience highlights that the Irish aestheti developed differently in parts of
Ireland, and there is not one overall formatiorstéad multiple ideas of a session are
created by musicians who have varied experiencesly Aas also travelled to Ireland

several times and recalled a session experience,

Yeah when | go back [l play in Ireland]. And | hatad some fantastic
experiences doing that, | think one of the weirdests | had was being at a
session in Tubbercurry, and | had the bouzoukithate were four pipers in the
pub and | had an absolute gas session. Becausidl glay as loud as | wanted,
there were four sets of pipes and | could reallyife and we had a ball of an
afternoon and it is just that whole thing aboutnbeable to get into a session
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with a whole bunch of people that you have neveetrbefore and you’ll never
see again, and have a great tif@andy Linton, 28 July 2009, interview)

The flow and relationships between Ireland and N®aland are important elements of
the transnational connection. The players as veefleaformers often travel abroad, which
strengthens the bond between the two counties.eTtnaasnational associations between
Ireland and New Zealand strengthen the individdahtities of the musicians and develop

their approaches to the Irish aesthetic withinwfedlington session community.

Expanding the Global Phenomenon: Irish Sessions anad the World

Several session musicians in Wellington have expartteir understanding of the Irish

aesthetic and the way they play music by partiongain sessions outside of New Zealand.
By visiting these musical evenings in other parttghe world, the players are able to

explore how soundscapes are shaped differentlymalasly to sessions in New Zealand.

Some musicians that | interviewed from Wellingtdor example, have participated in

sessions in cities in Australia and Germany. Thiial experiences in local scenes within

New Zealand and during festival situations, gawrttknowledge of the diverse repertoire,
etiquette behaviour and stylistic features presendrew James attended the National Folk
Festival in Canberra during Easter in 2009 and centad on his experience:

There is nothing in the Wellington weekly sessitimst is anything like what |
saw in Canberra. There was a session in one spoy might in this big hall with
thirty musicians, who were in their early twentiaad they were all Australians
and amazing players. That is probably the pinnetlésh music in Australasia,
the National Folk Festival sessions...It is an unfaimparison to compare what
happens on a Monday night in Wellington to what geays once a year in
Canberra. (Andrew James, 9 June 2009, interview)

When James McNamara travelled to Germany he atietwae different Irish sessions and

discussed how the evenings were similar to Kitgyig Molly’s in Wellington:
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In Germany there was one session | played at isdaot which was very much
like the Kitty's session; a group of people who Wneach other pretty well and
were pretty active about learning new tunes andetheas a good standard of
playing. Then there was another one | went to ifiBéself and that was more
of a sort of session where people were learningt anbre..l suppose the
difference was at the Potsdam session, most op¢lople were Germans who
had lived in Ireland, whereas at the other sesitiep were Germans who were
interested in Irish music, but hadn’t necessangrg much time in Ireland, so |
suppose they were more influenced in the Irish wafsdoing things in
Potsdam...the general cohesiveness was a bit maceable and it was quite a
good session. (James McNamara, 10 June 2009, igwgrv

Although the musicians | talked with commonly assdma musician does not need
personal experience and knowledge of sessionglianil, the musicians who do have that
familiarity generally adopt the same approachésists born musicians when they play. In
addition, the skills a musician learns in the Wigton sessions can be used to help them
approach sessions around the world. The Kitty'sisasin particular reflects the Irish
aesthetic that is linked directly to Ireland.

The session phenomenon is present in almost evtgryithin New Zealand and
throughout many parts of the world. Significantiy,s also a social gathering for the
musicians who participate and build friendshipsg&tdless of the language barriers in
non-English speaking countries, in a session thsigians communicate through music.
Specifically, it is the tunes that are the constard fundamental element to the collective

understanding of a session.
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Figure 30: Irish session at Peppers Bar in Fe&ldenty Clare: August 2008.

As New Zealand is distant from Ireland it is im@mit to understand that musicians
without Irish heritage or birth are attracted tayphg the music because they enjoy
participating and belonging to the session commnyuilbtable are the differences between
Molly's and Kitty's, and how an individual's experice changes how they view and play
the music. These changes are often directly reladetheir experiences of sessions in
Ireland, which demonstrates the influence of trengnational community. The links
between New Zealand and Ireland are strong anduesge musicians in New Zealand to
play in a variety of musical styles.

The transnational relationship is also extendedballg in sessions and Irish
musical events around the world. The closenesshef music communities between
countries was demonstrated when | travelled oversea returned to New Zealand. In
Ireland | meet and stayed with a woman who playeti studied Irish music. A year or so
later her friend was planning to visit New Zealasd,she contacted me. | met her friend
and introduced him to the session community in iWvgibn, which he found very

welcoming. | later found that he moved to Austraia coincidently met up and played
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tunes with one of the Wellington session members was visiting Melbourne at the time.

These connections confirm the closeness betwesh iriusic communities because of
travel and events such as festivals. In a similay,vsummer schools in Ireland highlight
the music’s international appeal and demonstrate tew musicians, who are drawn into
this environment to play Irish music, will ensuteatt sessions continue to develop and
provide participatory environments for musiciansrfaany years to come.

The session community and Irish music in New Zwalare worthy topics for
further study. There are many areas upon whichareBecould focus, such as analysis of
musical elements, the context of repertoire, andiecncommunity studies. A similar study
of the Auckland Irish music scene, which is thegémt in New Zealand, would be
interesting as a comparable study to this researalthermore, the folk community in
New Zealand which supports the Morris dancing tradiand the singing traditions is ripe
for study. More ambitiously, a focused study ofioegl folk festivals would be valuable.
In my experience actively participating and condtibg within the studied community is
essential and allows greater access to informatexperiences and a wider overall
understanding of the music and the participants.

Today, when | walk into a session, whether it beNiew Zealand, Ireland or
somewhere else in the world, | feel assured thakmoyvledge and training will enable me
to participate in some way with, a range of musisithat are passionate about Irish music.
It is the music that brings the people togethed #ris their drive and excitement that
keeps them playing Irish tunes. | can also be asstivat when | walk into a local session
in Wellington, an evening of tunes, friends and rewents will transpire. The sense of

community which | first encountered on Mondays abllyls and Kitty’'s and | later
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experienced in sessions around New Zealand aneklsnt, showed me that people will
always have tunes to play and friends to meet wheg participate in the vibrant Irish

music session.



APPENDIX

Compact Disc Contents

Session at Molly Malone’s\Wellington: August 2009:
Lead by Dave Barnes

‘Proudlock’s Hornpipe’ (Hornpipe)
‘Hangman’s Reel’ (Hornpipe)

Session at Molly Malone’sWellington: August 2009:
Lead by Dave Barnes
‘Dingle Regatta’ (Slide and vocals)

Session at Molly Malone’sWellington: August 2009:
Sung by Dave Barnes and session members
Tl Tell Me M&’ (Ballad)

Session at Molly Malone’sWellington: August 2009:
Lead by Jonathan Berkahn

‘Sligo Maid’ (Reel)
‘Silver Spire’ (Reel)
‘Swinging on the Gate’ (Reel)

Session at Kitty O’'Shea’sWellington: August 2009:
Lead by Pat Higgins

‘Geal gCua na Feéile” (Air)
‘Sheep in the Boat’ (Jig)
‘Winnie Hayes’ (Jig)
‘Letterkenny Jig’ (Jig)

Session at Kitty O’'Shea’sWellington: August 2009:
Lead by James MacNamara and Jonathan Berkahn.

‘High Road to Glin’ (Reel)
‘Lucy Campbell’s’ (Reel)
‘Humours of Tulla’ (Reel)
‘Paddy’s Trip to Scotland’ (Reel)
‘Dinky’s’ (Reel)
‘Gravel Walks’ (Reel)

Session at Kitty’s O’Shea’sWellington: August 2009:
Lead by Ruairidh Morrison, Ang Kidd, James McNamara
‘Calum’s Road’ (Strathspey)

‘Tongadale’ (Reel)

‘Tamlin’ (Reel)

3.22

2.21

2.44

4.53

9.06

9.21

5.28
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10.

11.

Session aCeol AneasNelson: June 2009:

Lead by Ruth Armstrong, Andrew James, ChihLeng Tham

Armstrong Set:

‘Ballydesmond 2’ (Polka)
‘Unknown Polka’ (Polka)
‘Ballydesmond 3’ (Polka)
‘Sweeney’s’ (Polka)

Session aCeol AneasNelson: June 2009:

Lead by BB, Neasa Scanlon and session musicians.
‘Drag Her Around The Road’ (Reel)

‘The Golden Keyboard’ (Reel)

‘Greig’s Pipes’ (Reel)

‘Merry Blacksmith’ (Reel)

Session aCeol AneasNelson: June 2009:
Lead by David Doocey
Three Reels during the session musicians with &rad

Recorded example of a reelWellington: January 2010:

Played by Pat Higgins
‘The Rainy Day’ (Reel)

5.18

5.44

4.02

1.55



Ruth Armstrong:

David Barnes:

Jonathan Berkahn:

Melanie Brown:

Pat Higgins:

Andrew James:
Andy Linton:

Maeve Lonie:

James McNamara:

Ruairidh Morrison:
ChihLeng Tham:
Bernard Wells:

Grant Wright:
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LIST OF PARTICIPANTS

7 June 2009, Interview

24 July 2007, Interview

27 September 2007, Email correspondence
24 February 2009, Interview

26 November 2009, Email correspondence
12 April 2007, Interview

4 May 2009, Interview

22 June 2009, Interview

27 July 2009, Interview

8 February 2010, Email correspondence

9 June 2009, Interview

28 July 2009, Interview

15 October, 2009, Interview

10 June 2009, Interview

22 June 2009, Interview

15 June 2009, Interview

7 October 2007, Interview

12 June 2009, Email Interview and correspondence
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