
 

 

 

 

 

 

 

 

 

 

 

 

 

 



                                                     

2 
 

 

 
Welcome from the Chair       3 

Recent Activity of ICTM Members       

¶ Voicing the Afghan Diaspora from Ireland   4 

 Sheryl Lynch 

¶ From Danbura to Guitar: An Appreciation    6 

 John Baily 

¶ DkIT Back from Brazil      10 

 Daithí Kearney 

       

Upcoming Events   

¶ Postgraduate Conference Call for Papers     12 

 

Research in Ireland        13 

¶ The development of the Lancers     13 

 Conor Ward 

¶ Utopian RÕÐÔÕÒÅÓ ÉÎ Ȭ3ÐÁÇÈÅÔÔÉ *ÕÎÃÔÉÏÎȭ   17 

 Michalis Poupazis 

¶ "ÏÏË 2ÅÖÉÅ×ȡ $Ï×ÌÉÎÇȭÓ Traditional Music and Irish   20 

 Society  

 Andrea Harris 

¶ ITMA Special Collections Room    24 

 Nicholas Carolan 

¶ TradCamp 2014      25 

 Michelle Finnerty 

¶       Our Dear Dark Mountain With The Sky Over it   28 

       Seán McElwain 

¶       Book Launch: Dance in Ireland: Steps, Stages and Stories 29 

      Sharon Phelan 

Research Funding Opportunities      31 

 

 

Get Involved        32 

 

 



                                                     

3 
 

 

 

Welcome to Spéis, the online bulletin of the International Council for Traditional Music 

Ireland. While some commentators point to green shoots of economic recovery, our 

members continue to cultivate in very fertile ethnomusicological spaces as evidenced 

in this bumper issue. 

Sheryl has once again brought together updates on recent events and research, as well 

as upcoming events on the ICTM calendar. The diversity of ethnomusicological study 

and activity engaged in by our members is truly global. You can read details of 

performing Irish traditional musi c in Brazil, about a book on Afghan musicians recently 

launched in Dublin, reflections on bringing historical music and dance to life at Fleadh 

Cheoil na hÉireann and examinations of Greek- and Turkish-Cypriot identity in 

Birmingham. 

We are enthusiastically looking forward to our postgraduate event, which will take 

place in Dingle, moving beyond the towers of the academy and engaging with other 

voices on our musical island.  Preparations are also underway for our Annual 

Conference, which will be held at Dundalk Institute of Technology in February 2015. 

Once again we are delighted to bring you news of recent performances and workshops, 

as well as CD and book releases by our members that demonstrate the variety of 

approaches, perspectives and challenges to which our members adapt and in which 

ÔÈÅÙ ÅØÃÅÌȢ 7ÁÔÃÈ ÏÕÔ ÔÏÏ ÆÏÒ ÔÈÅ ÎÅØÔ ÅÄÉÔÉÏÎ ÏÆ )#4- )ÒÅÌÁÎÄȭÓ ÏÎÌÉÎÅ ÊÏÕÒÎÁÌȟ 

Ethnomusicology Ireland, edited by Dr Liz Doherty and Dr Tony Langlois, which will be 

on our website soon. 

As we begin another academic year, I hope you enjoy reading this edition of Spéis. 



                                                     

4 
 

Voicing the Afghan Diaspora from Ireland:  .ÁÓÒÕÄÄÉÎ 3ÁÌÊÕÑÉȭÓ .Å× "ÏÏË 
From Danbura to Guitar  

Sheryl Lynch  
 
The Afghan Community of Ireland were delighted to host the launch of Nasruddin 

3ÁÌÊÕÑÉȭÓ ÎÅ× ×ÏÒË, which focusses on the Diaspora of Afghan musicians. The event 

ÔÏÏË ÐÌÁÃÅ ÏÎ ÔÈÅ ςρÔÈ ÏÆ -ÁÒÃÈ ÉÎ ÔÈÅ $ÕÂÌÉÎ 7ÒÉÔÅÒȭÓ #ÅÎÔÒÅȟ ÏÎ ÏÃÃÁÓÉÏÎ ÏÆ ÔÈÅ 

Afghan New Year festival Nowruz. Dr Muhammad Umar Al-Qaderi, Imam of the Islamic 

Centre of Ireland talked about the concept of music in Islam, and Professor John Baily, 

noted the authorȭÓ previous work on art and music, before stating that this book would 

be a good resource in musical and cultural institutions for those interested in the 

history of the Afghan music. 

Dr Muhammad Umar Al -Qaderi opens the Launch of From Danbura to Guitar  
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Nasruddin Saljuqi outlined some of the goals of this publication, which included the 

ÄÅÓÉÒÅ ÔÏ ȬÄÅÖÅÌÏÐ ÓËÉÌÌÓ ÏÆ !ÆÇÈÁÎ ÉÍÍÉÇÒÁÎÔ ÍÕÓÉÃÉÁÎÓ ×ÈÏ ×ÅÒÅ ÄÉÓÐÌÁÃÅÄ ÄÕÒÉÎÇ ÔÈÅ 

war to the western countries, to build artistic relations among the Afghan Diaspora and 

western musicians, and to give cultural awareness of diverse ethnic backgrounds to 

indigenous communities. Finally, Saljuqi said that by carrying out this research, he is 

lighting a dim candle for other young and old researchers to follow the path of the 

dissemination of cultural knowledge, in the hope of better integration in all European 

societies. 

Nasrudin Saljuqi Speaks at the Launch of his Book  

 

 

The event concluded with a performance by Professor John Baily and Veronica 

$ÏÕÂÌÅÄÁÙ ÏÎ ÔÈÅ 2ÕÂÁÂȟ $ÏÔÁÒ ÁÎÄ $ÉÅÒÁÈȢ "ÅÌÏ× ÉÓ ÁÎ ÁÐÐÒÅÃÉÁÔÉÏÎ ÏÆ 3ÁÌÊÕÑÉȭÓ ×ÏÒË 

by Professor John Baily. 
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.ÁÓÒÕÄÄÉÎ 3ÁÌÊÕÑÉȭÓ From Danbura to Guitar : An Appreciation   

John Baily 

Nasruddin Saljuqi comes from an illustrious family of scholars and theologians that has 

lived for generation in the city of Herat, a celebrated cultural centre of ancient 

Khorasan. According to an old proverb: 

 

If the world were as the ocean, Khorasan would be like an oyster shell in which 

Herat shines like a pearl. 

 

Today, Herat retains its pearly pre-eminence as a city of art, culture and civilisation, 

ÖÁÌÕÅÓ ÃÌÏÓÅ ÔÏ .ÁÓÒÕÄÄÉÎȭÓ ÈÅÁÒÔȢ "ÒÏÕÇÈÔ ÕÐ ÉÎ (ÅÒÁÔȟ ÈÅ ÇÒÁÄÕÁÔÅÄ ÆÒÏÍ +ÁÂÕÌ 

University in 1985 with a degree in Persian literature and worked in the Ministry of 

Telecommunications in Kabul, where he became Director of Planning. He left Kabul in 

1992 after its capture by the mujahideen and after a complicated series of journeys 

shuttling between Iran and Pakistan settled with his family in Mashhad, an important 

Iranian city across the border from Herat. There he worked as a teacher in a school for 

Afghan children. He also served on a voluntary basis in the Afghan Consulate in 

Mashhad, helping refugees sort out their problems with documentation, identity 

papers, visas and permits of many kinds, a position that gave him status and a reliable 

postal address.  

 

In 1998 he contacted me from Mashhad. The Taliban had taken control of most of 

Afghanistan by this time and imposed their own strict fundamentalist views, including 

the notorious ban on music. Many Heratis were now refugees in Iran, including most of 

the professional musicians from Herat with whom I had worked in the 1970s. Later in 

1998 I went to visit him and the Herati musicians in exile in Mashhad, including my 

principal rubab teacher Ustad Rahim Khushnawaz and his musician brothers. It was a 

ÈÅÃÔÉÃÁÌÌÙ ÂÕÓÙ ÔÉÍÅȟ ÄÅÓÃÒÉÂÅÄ ÂÙ .ÁÓÒÕÄÄÉÎ ÁÓ Ȭ4ÈÅ 7ÅÅË ÏÆ -ÕÓÉÃȭȡ an exceptional 

week of hospitality seemingly inspired by my visit.  Every day there was a lunch party 

with a substantial meal and live music, and several parties in the evenings, too. 

 

As well as working at the Afghan Consulate, Nasruddin was much concerned with 

helping the actors and musicians from Herat. At their request he had in April 1998 

established the Etedadi-ye Honarmandan-e Musiqi wa Teatreh Mohajerin-e Afghani dar 

Mashhadȟ ÔÈÅ Ȭ!ÓÓÏÃÉÁÔÉÏÎ ÏÆ !ÆÇÈÁÎ 2ÅÆÕÇÅÅ -ÕÓÉÃÉÁÎÓ ÁÎÄ !ÃÔÏÒÓ ÉÎ -ÁÓÈÈÁÄȭȢ 4ÈÅ 

Association had three Artistic Directors: Ghulam Mohammad Farhat, Ali Jewadi and 

Hussain Ebrahimy, all three formerly well-known actors and playwrights in the Herat 

Theatre, while the Music Director was Rahim Khushnawaz. One night Nasruddin and I 

ÐÒÏÄÕÃÅÄ Á ÄÏÃÕÍÅÎÔ ÏÎ ÁÎ )ÒÁÎÉÁÎ ÆÒÉÅÎÄȭÓ ÃÏÍÐÕÔÅÒȟ ÉÎ %ÎÇÌÉÓÈȟ ÔÏ ÓÐell out the 
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objectives, current situation, future prospects and special needs of the members of the 

Association. This was intended for submission to organizations like UNHCR and the 

International Consortium for Refugees in Iran, to explain the exceptional needs of 

musicians and theatre people and why they should be protected from being forcibly 

repatriated by the Iranian authorities to Afghanistan. The main points of this document 

were: 

1. To maintain the traditional music and theatre arts of Afghanistan at a time 

when no music or drama is allowed in Afghanistan. 

 

2. To support and protect Afghan musicians and actors who are refugees in the 

Mashhad area. 

 

3. To bring traditional music and theatre to the Afghan refugee communities, to 

enable Afghans to celebrate their weddings and other festivities according to 

custom, and to bring comfort to the refugees through the proven beneficial 

effects of music and theatre. 

         

4. To foster good relations between the Afghan communities and their Iranian 

hosts, through a shared interest in traditional music and theatre and to promote 

a more positive image of Afghan refugees in Iran. 

 

By the time of my visit members of the Association had already participated in a 

number of cultural activities in Mashhad, sometimes at the invitation of Iranians. Thus, 

they had performed at the Mashhad Engineering University, at the Iran Tourism Fair, 

for celebrations at the tomb of the poet Ferdowsi and in the Golestaneh Cinema. The 

Association also provided occasional music for the Dari Service of Radio Khorasan, 

which was broadcasting for two hours a day from Mashhad, targeted at Afghanistan 

and Afghan refugees in Iran.  
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At the end of 2000 Nasruddin, his wife Aziza and their four children were granted 

resettlement in Ireland and took up residence in Dublin. I visited them soon after their 

arrival to see how they were getting on in their new home and to collect information 

about the current censorship of music in Afghanistan, still under the very tight 

restriction. Nasruddin soon emerged as Chairperson of the Afghan Community of 

Ireland, supporting Afghan asylum seekers and refugees, and continuing his activities 

as organiser of exhibitions, concerts and other events. He found time to write and 

publish an important book (in Dari), published in Tehran, on theatre and music in 

Herat, based largely on his work with musicians and actors in Mashhad. And now we 

celebrate the publication of his first work in English: From Danbura to Guitar: The 

Diaspora of Afghan musicians, with editorial assistance from Sheryl Lynch (St. PatÒÉÃËȭÓ 

College, City University of Dublin). 

 

The book covers a lot of ground. It contains much basic information about the 

instruments of Afghan music (rubab, dotar, sitar, chartar, tanbur, dambura, dohol, 

zirbaghali , tabla, nai, sarinda, ghaichak, daira, wadz and chang). There is a brief section 

on the history of music in this part of the world, and something on the various genres 

of music found today. Much of this information about instruments and genres can be 

found in other English-ÌÁÎÇÕÁÇÅ ÐÕÂÌÉÃÁÔÉÏÎÓȢ 4ÈÅ ÒÅÁÌ ÖÁÌÕÅ ÏÆ .ÁÓÒÕÄÄÉÎȭÓ ÂÏÏË ÌÉÅÓ ÉÎ 

the large number of brief biographies of singers and instrumentalists in the Afghan 

diaspora, arranged by country of settlement. We have biographies of Afghan musicians 

in the USA, Germany, Netherlands, Austria, the UK, Ireland, Denmark, Canada, Australia 

and Iran (curiously, Pakistan and India are missing from the list). The biographies 

show that the largest numbers of Afghan musicians in the diaspora are in the US, 

Germany and Canada, while there are relatively few in the other countries listed. This 

reflects in part the size of Afghan communities settled in various countries, and the 

music business and industry (particularly with respect to commercial recordings) they 

can support. I marvel at the names of so many musicians of whom I have never heard, 

and rejoice that Afghan music is alive and well in so many parts of the world. The book 

is particularly useful for those who wish to find video clips on the internet by musicians 

whose names are unfamiliar. 
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Unlike his cousin Abdul Rahman Feridoon Saljuqi, an amateur chartar player living in 

the USA (see page 69), Nasruddin Saljuqi is not a musician, and not an expert on the 

technicalities of musical performance. But he is a great music lover and this is his 

unique contribution to making the music culture of Afghanistan better known in the 

English speaking world, a project about which he feels deeply, as we see from his work 

in Iran and now in Ireland. 

 

Copies of From Danbura to Guitar can be obtained through this link: 

http://www.choicepublishing.ie/index_files/nasruddinsaljuqi.htm  

 

 

 

http://www.choicepublishing.ie/index_files/nasruddinsaljuqi.htm
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DkIT Back from Brazil  

Daithí Kearney  

DkIT  

2014 has been a busy year for DkIT Ceol Oirghialla Section of Music, who have been 

celebrating ten years of music in the Institute with a series of international 

engagements. Following on from successful trips to Belgium and the USA earlier in the 

year, staff and students from DkIT travelled to South America this summer to engage in 

performances and teaching opportunities.  

With the support of Culture Ireland and the Society for Music Education in Ireland, the 

DkIT Ceol Oirghialla Traditional Ensemble led by Dr Adèle Commins and Dr Daithí 

Kearney travelled to the city of Porto Alegre to participate in the International Society 

for Music Education World Conference. The Ensemble, which has gone from strength to 

ÓÔÒÅÎÇÔÈ ÉÎ ÒÅÃÅÎÔ ÙÅÁÒÓȟ ÁÃÔÅÄ ÁÓ )ÒÅÌÁÎÄȭÓ ÍÕÓÉÃÁÌ ambassadors, presenting a 

repertoire that is inspired in particular by the rich cultural heritage of the Oriel region. 

As well as performing at the conference, the group facilitated music and dance 

workshops in schools in the community, engaged in pub sessions and developed 

collaborations with other musicians. The group also benefited from attendance at 

conference sessions, classes and lectures, performances by other groups, visits to 

museums and art galleries, and the experience of cultures of different parts of the 

world. The tour culminated in a memorable performance at Casa de Cultura Mario 

Quintana to a packed and enthusiastic audience, many of whom had not previously 

experienced a live performance of Irish traditional music, song and dance. 

DkIT Ceol Oirghialla perform at the opening concert of ISME 2014 in Porto Alegre Brazil  
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During the tour, the musicians from DkIT were fortunate to collaborate with two 

established groups in Porto Alegre who have a deep interest in Irish traditional music, 

Bando Celta and The Irish Fellas, performing with both in a variety of venues in Porto 

Alegre and Caxias do Sul. Members of the groups also participated in and documented 

workshops and were tremendous help in successfully negotiating logistical challenges. 

The DkIT Section of Music has a dynamic and vibrant approach to the study of music 

and offers exciting and innovative programmes to both undergraduates and 

postgraduates in a proactive centre of teaching and learning, research and 

performance. Performances by staff and students enrich the cultural life of the Institute 

and provide opportunities for the Institute to engage with both the wider community 

and the rich cultural heritage of the region in which they are situated. The recent tours 

have enhanced the links between the Section of Music at DkIT and partner institutions 

and provide an opportunity for research into the potential for the development of an 

international curriculum for students in Higher Education. 

Participants in the Irish traditional music works hop at Casa de Cultura Mario 

Quintana facilitated by staff and students from DkIT  
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Upcoming Events   

Call for Papers 

ICTM Irelandõs Postgraduate Conference 2014 

Voicing the Other(s) 

Dear Postgraduate students, 

This yearõs Postgraduate Conference will take place in Dingle, Co. Kerry on Saturday, 

November 29th. 

We invite postgraduate students at all stages of their study, with an interest in music, 

performance, ethnomusicology and education, to submit papers for 20 minute slots.  

We welcome papers and poster submissions on all aspects related to ethnomusicology, 

especially those that focus on Voicing the Other.  

1. Performing musical identity/identities.  

2. Teaching, learning, and ethnographies of imagined others. 

3. How can diasporic musical practices contest or support traditional tropes of ôOtheringõ? 

4. How can the study of oral traditions of music problematise/reinforce ideas of identity? 

5. Irish Music and the globalised other. 

These themes serve as inspiration, not restriction, and we welcome submissions that reflect the 

diversity of postgraduate research in ethnomusicology 

The conference offers a great opportunity to meet fellow students working in a similar field to 

you, and affords you the experience of presenting an academic paper among your peers. The 

costs just û10 and will take place in a unique and beautiful place: An Díseart.  

An Díseart (an Institute of Irish Spirituality and Culture) was founded in 1996 in the heart of 

Corca Dhuibhne - the Dingle Peninsula Gaeltacht (Irish speaking). It strives to promote 

research, courses and cultural activities in all areas of Irish Spirituality and Celtic Culture 

including theology, language, literature, art, laws, folklore, values, spirituality, history, music, 

archaeology and customs. The centre was founded by Mons. Pádraig Ó Fiannachta, former 

Professor of Irish at NUI Maynooth and Editor/Manager of An Sagart publishing house. More 

information can be found here: www.diseart.ie 

The deadline for submission of abstracts is Friday, October 3rd at 17.00 GMT. 

Email an abstract of no more than 150 words to Sheryl Lynch and Aoife Granville: 

education@ictm.ie 

For guidance on Poster Submissions, please send enquiries to Michelle Finnerty:  

m.finnerty@ucc.ie 

 

http://www.diseart.ie/
mailto:education@ictm.ie
mailto:m.finnerty@ucc.ie
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The Development of the Lancers in both Music and D ance: 1844-2014  

 

Conor Ward  

DkIT  

The music of the Kernan tradition, the subject of my doctoral research, was brought to 

the stage at Fleadh Cheoil na hÉireann in Sligo this year by our group Ceolus.  

4ÈÏÍÁÓ Ȭ"ÌÉÎÄȭ +ÅÒÎÁÎ ɉÃȢρψρπ-c.1890) was a renowned fiddle master from Drumlish, 

#ÏȢ ,ÏÎÇÆÏÒÄȢ #ÁÐÔȢ &ÒÁÎÃÉÓ /ȭ.ÅÉÌÌ ÁÌÌÕÄÅÓ ÔÏ ÈÉÓ ÍÕÓÉÃÉÁÎÓÈÉÐ ÉÎ Irish Minstrels and 

Musicians ×ÈÅÒÅ ÈÅ ÓÔÁÔÅÓȡ Ȱ-ÁÎÙ Á ÐÌÅÁÓÁÎÔ ÈÏÕÒ -ÒȢ 'ÉÌÌÁÎ1 spent listening to 

+ÅÒÎÁÎȭÓ ÍÕÓÉÃ ÉÎ ρψυπȟ ×ÈÅÎ ÈÅ ÐÌÁÙÅÄ ÁÔ ÔÈÅ Ȭ2ÅÄ #Ï×ȭ ÔÁÖÅÒÎȟ Á ÍÉÌÅ ÄÉÓÔÁÎÔ ÆÒÏÍ 

ÔÈÅ ÔÏ×Î ÏÆ ,ÏÎÇÆÏÒÄȱ2Ȣ +ÅÒÎÁÎȭÓ ÇÒÅÁÔÅÓÔ ÌÅÇÁÃÙ ÉÓ ÔÈÅ ÆÉÄÄÌÅ ÔÒÁÄÉÔÉÏÎ ÔÈÁÔ ÈÅ 

instigated in north Longford during the course of the nineteenth century.  Through his 

students - particularly his nephew Bernie Rogers (1856-1905) of Oghill, Drumlish and 

Francis McDonagh (c.1845-1935) of Kilshrewly, Ballinalee - this local fiddle tradition 

was transmitted and maintained through several generations. Interest in Irish fiddle 

music in County Longford waned during the latter half of the twentieth century as 

witnessed across many parts of Ireland. The conveyor belt of students slowed to a halt 

when travelling teachers such as, the aforementioned Kernan, Rogers and McDonagh 

passed away. When Fr. John Quinn (b.1940) a fiddle player from Shroid, Co. Longford 

was appointed to his native county he set about to revive music in this region (and 

across the border in south Leitrim) through his mentoring of individual students and 

céilí bands in the various parishes that he served. 

I am one small part of this process having been taught the fiddle by Enda McNamara of 

Carrickavoher, Aughavas, Co. Leitrim who in turn was taught by Fr. Quinn. A core 

ÐÒÉÎÃÉÐÁÌ ÏÆ &ÒȢ 1ÕÉÎÎȭÓ ÍÅÎÔÏÒÉÎÇ ÉÓ ÔÈÁÔ ÔÈÅ ÍÕÓÉÃ ÈÅ ÔÅÁÃÈÅÓ ÃÏÍÅÓ ÆÒÏÍ ÌÏÃÁÌ 

sources, which include the various music manuscripts that have come to his attention 

during the last fifty years. The majority of these manuscripts - covering the period from 

the mid-1800s to the mid-1900s - come from the border region of south Leitrim/north 

Longford and were written principally by fiddle players. 

 

 

 

                                                           
1 *ÏÈÎ 'ÉÌÌÉÁÎ ×ÁÓ Á ÒÅÎÏ×ÎÅÄ ÐÉÐÅÒ ÆÒÏÍ 'ÉÌÌÁÎȭÓ ,ÁÎÅȟ !ÒÄÎÁÃÁÓÓÁȟ ,ÏÎÇÆÏÒÄȢ (Å ÂÅÃÁÍÅ ÁÎ 
ÁÃÑÕÁÉÎÔÁÎÃÅ ÏÆ /ȭ.ÅÉÌÌ ×ÈÅÎ ÈÅ ÅÍÉÇÒÁÔÅÄ ÔÏ Chicago. 
2 #ÁÐÔȢ &ÒÁÎÃÉÓ /ȭ.ÅÉÌÌȟ )ÒÉÓÈ -ÉÎÓÔÒÅÌÓ ÁÎÄ Musicians, (Chicago, 1913), 369. 
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 A page from the  Kernan/Leonard MS, Co. Longford,  dated 1844 that includes 

music  to the  Original Lancers Quadrill  

 

As part of my doctoral research at Dundalk Institute of Technology, I am examining the 

ÔÈÒÅÅ ÓÕÒÖÉÖÉÎÇ ÍÁÎÕÓÃÒÉÐÔÓ ÆÒÏÍ ÔÈÅ Ȭ"ÌÉÎÄȭ +ÅÒÎÁÎ ÆÉÄÄÌÅ ÔÒÁÄÉÔÉÏÎȢ 4ÈÅ ÆÉÒÓÔ 

manuscript was found hidden in the roof of house in Abbeyshrule, Co. Longford in 1961 

by a carpenter and fiddle player Pierce Butler who subsequently gave ownership of it 

to Fr. Quinn. It originally belonged to Michael Leonard (c.1835ɀ1886), who was one of 

+ÅÒÎÁÎȭÓ ÓÔÕÄÅÎÔÓȢ #ÏÎÔÁÉÎÅÄ ÉÎ ÔÈÅ ÍÁÎÕÓÃÒÉÐÔ ÁÒÅ Ôune transcriptions from both 

Leonard and Kernan with accompanying signatures and dates ranging from 1844-463. 

The second manuscript belonged to Larry Smyth (1866-1930) of Abbeylara, Co. 

,ÏÎÇÆÏÒÄ ×ÈÏ ×ÁÓ ÔÁÕÇÈÔ ÂÙ +ÅÒÎÁÎȭÓ ÎÅÐÈÅ×ȟ "ÅÒÎÉÅ 2ÏÇÅÒÓȢ 4ÈÅ ÔÒÁÎÓÃÒiptions are 

ÁÌÌ ÉÎ 3ÍÙÔÈȭÓ ÈÁÎÄ×ÒÉÔÉÎÇ ÁÎÄ ÈÅ ÍÁËÅÓ ÓÅÖÅÒÁÌ ÒÅÆÅÒÅÎÃÅÓ ÔÏ +ÅÒÎÁÎ ÔÈÒÏÕÇÈÏÕÔ ÔÈÅ 

manuscript. The third manuscript was found in the home of James McBrien (1887-

1970) of Rossan, Aughavas, Co. Leitrim who was also taught by Rogers. The tunes in 

this document appear to have been written primarily by Rogers with small additions 

by McBrien and his son, Jack. In addition to these written sources there exists a tape 

recording of one fiddle player from this tradition - Michael Francis McNerney (1898-

1975) who was recorded by Fr. Quinn in 1973 in his home of Fostra, Dromard, Co. 

Longford. McNerney was taught by Jamesy Doyle (c.1888-1916) who in turn had been 

taught Rogers. The following diagram is a summary of the teacher-pupil relationships 

in this tradition 4: 

                                                           
3 Although Kernan was blind, his transcriptions in the manuscript suggest he had partial sight 
during the time the manuscript was written.  
4 This diagram represents only the fiddle players where either oral or written sources exist of 
ÔÈÅÉÒ ÍÕÓÉÃȢ 4ÈÅÒÅ ÁÒÅ ÍÁÎÙ ÍÏÒÅ ÔÅÁÃÈÅÒÓ ÁÎÄ ÐÕÐÉÌÓ ×ÈÉÃÈ ÁÒÅ ÌÉÓÔÅÄ ÉÎ ÔÈÉÓ ÐÒÅÓÅÎÔ ×ÒÉÔÅÒȭÓ 
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In tandem with this thesis, I have sought to revive and promote numerous findings that 

ÁÒÅ ÏÕÔ ÏÆ ÓÃÏÐÅ ÆÒÏÍ ÔÈÉÓ ÒÅÓÅÁÒÃÈȢ &ÏÒ ÅØÁÍÐÌÅȟ ÁÔ ÔÈÉÓ ÙÅÁÒȭÓ &ÌÅÁÄÈ #ÈÅÏÉÌ ÎÁ 

hÉireann held in Sligo, a demonstration of how the Original Lancers Quadrille 

developed into the modern day Lancers set dance was performed. Due to time 

constraints of the concert, the 5th ÆÉÇÕÒÅ Ȭ,ÅÓ ,ÁÎÃÉÅÒÓȭ ×ÁÓ ÃÈÏÓÅÎ ÔÏ ÄÅÍÏÎÓÔÒÁÔÅ ÔÈÉÓȢ 

 

 I performed the music as it is written in the Kernan manuscript, which includes the 

music for all five figures. Local dancers from Carrick-on-Shannon, Co. Leitrim learned 

the original steps for this figure from the tutor book, Dances for Piano, which was 

written by Anthony Tatzel Sr. in 1850. To show how this figure had developed from its 

original ceremonial form into the modern pulsating equivalent, two different set of 

dancers from Carrick-on-Shannon and Sligo danced the corresponding figure from the 

Clare Lancers and South Sligo Lancers respectively. As far as it can be verified this was 

the first time that this concept had been demonstrated in a live performance. The result 

was very successful ɀ the audience were able to see that although the modern set dance 

has retained many of the same steps and movements from the Original Lancers 

Quadrille ÓÕÃÈ ÁÓ Ȭ4ÈÅ 'ÒÁÎÄ #ÈÁÉÎȭȟ ÉÔ ÈÁÓ ÉÎÔÒÏÄÕÃÅÄ ÎÁÔÉÖÅ )ÒÉÓÈ ÓÔÅÐÓ ÔÈÁÔ ÁÒÅ ÍÕÃÈ 

livelier and which have increased the pace of the dance by a considerable amount. It 

can be surmised as to why this process occurred from having observed the frustrations 

and impatience of the dancers who learned the slow and rigid steps of the original 

figure.  

 

 

                                                                                                                                                                    
ÔÈÅÓÉÓȡ Ȭ4ÈÅ ÆÉÄÄÌÅ ÔÒÁÄÉÔÉÏÎ ÏÆ 4ÈÏÍÁÓ Ȭ"ÌÉÎÄȭ +ÅÒÎÁÎȡ !Î ÁÎÁÌÙÓÉÓ ÏÆ ÔÈÅ  ÔÒansmission of a fiddle 
style on oral and written tradition in north Longford (DkIT, forthcoming) 
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Conor Ward (fiddle) and the Carrick -on-Shannon Quadrille Troupe performing 

the Original Lancers Quadrille  at Gillooly Hall, Sligo, August 12th, 

2014

 

Another important result from this demonstration was the reconnection of music to 

dance. The audience learned that when quadrilles were originally devised each figure 

was connected to a specific tune. For instance, the five tunes of the Original Lancers 

Quadrille ÁÒÅ Ȭ,Á $ÏÒÓÅÔȭȟ Ȭ,ÏÄÏÉÓËÁȭȟ Ȭ,Á .ÁÔÉÖÅȭȟ Ȭ,ÅÓ 'ÒÝÃÅÓȭ ÁÎÄ Ȭ,ÅÓ ,ÁÎÃÉÅÒÓȭȢ  

Nowadays, the music accompanying set dancing can be practically any tune - ÏÎÃÅ ÉÔȭÓ 

from the correct rhythm group. Therefore, this performance gave everyone including 

the audience, musicians and dancers a greater appreciation of the interconnectedness 

between music and dance.  

*The performance of the Original Lancers Quadrille can be viewed on Youtube at the 

following link: https://www.youtube.com/watch?v=Q8a_6Bp_mlQ or alternatively by 

ÓÅÁÒÃÈÉÎÇ ÆÏÒ Ȭ/ÒÉÇÉÎÁÌ ,ÁÎÃÅÒÓ 1ÕÁÄÒÉÌÌÅ ωth &ÉÇÕÒÅȭ 

(Conor Ward (b.1984) is a fiddle player from Annaduff, Co. Leitrim. He is currently 

taking a sabbatical from his career in accounting to undertake research into the Kernan 

fiddle tradition of north Longford. Please contact him on conorward9158@gmail.com if 

you have any queries or information regarding this subject)  

 

 

 

 

 

 

https://www.youtube.com/watch?v=Q8a_6Bp_mlQ
mailto:conorward9158@gmail.com
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5ÔÏÐÉÁÎ 2ÕÐÔÕÒÅÓ ÉÎ Ȭ3ÐÁÇÈÅÔÔÉ *ÕÎÃÔÉÏÎȭȡ ! #ÕÌÔÕÒÁÌ 3ÔÕÄÙ ÏÆ -ÕÓÉÃ ÉÎ ÔÈÅ 'ÒÅÅË- 

and Turkish -Cypriot Diaspora in Birmingham  

Michalis Poupazis  

University College Cork  

My phone rang late one afternoon in Birmingham in the spring of 2014 during a 

research fieldtrip there. It was Christos Christou, a second-generation Birmingham 

Greek-Cypriot in his mid-forties, and a relative of mine. (All names here are real unless 

participants have chosen to remain anonymous). In contrast to some of the Greek-

Cypriots I have met during my ethnography there, Christos shares warm feelings about 

his Turkish-Cypriot compatriots also now expatriated in Birmingham; as he had said to 

me in a previous conversation, he grew up with them.  The majority of Birmingham-

based Greek-#ÙÐÒÉÏÔÓ ȬÌÁÕÄÁÂÌÙȭ ÄÅÆÉÎÅ ÔÈÅÉÒ identity as Greek Orthodox migrants in the 

UK, thereby detaching themselves from Turkish-#ÙÐÒÉÏÔÓȢ #ÈÒÉÓÔÏÓȭ ÆÁÔÈÅÒ ×ÁÓ 

originally from Mazotos, a village in the Larnaca district shared harmoniously before 

the conflicts by Turkish- and Greek-Cypriot natives, and during the conflicts a red zone 

of the Greek-Cypriot attacks on Turkish-Cypriots before the war of 1974. Christos 

spent most of his childhood summers in the village in its peaceful days before his father 

passed away, and this perhaps might explain his divergent perspective.  

This was a call I really looked forward to, as I knew that as well as providing a plurality 

for my narrative data it might change the course of my research. Christos is a father of 

two boys married to a third generation Greek-Cypriot wife, Nicola Christou, and 

according to the Turkish-Cypriots he is the binary equivalent of a rumcu ɂ a Turkish-

Cypriot who mixes with Greek-Cypriots ɂ making him, as some Greek-Cypriot 

nationalists would say, a filotourkos (friend of the Turks). However, up until that 

afternoon Christos would never confess (at least on record) to his turkophile notions, 

since for a member of a small migrant community such a thing would perhaps carry a 

risk of exclusion.  On 21st March, he called to invite me for a coffee (as Cypriots do) at 

the Cannock chip-shop of his dearest Turkish-Cypriot friend, Salih Komurcugil, saying, 

Ȭ) ÂÅÌÉÅÖÅ ÙÏÕ ×ÏÕÌÄ ÆÉÎÄ ÏÕÒ ÃÏÎÖÅÒÓÁÔÉÏÎÓ ÉÎÔÅÒÅÓÔÉÎÇȢȭ !ÎÄ ÉÎÄÅÅÄ ÉÔ ×ÁÓ ÏÎÅ ÏÆ ÔÈÏÓÅ 

ground-breaking ethnographic moments for the memory-related cultural study I am 

conducting, that kind of moment which our professors have talked about for years, 

when I realised I could now understand, meta-narratively, how Cypriots in 

Birmingham draw on cultural resources to summon up a remembered or imagined 

home. A utopia, perhaps, that reflects the structure and placement of 21st-century 

Cypriots in the contemporary world; but also a journey through memory sites from 

tradition and past to modernity and future.    
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#ÈÒÉÓÔÏÓ #ÈÒÉÓÔÏÕ Ǫ 3ÁÌÉÈ +ÏÍÕÒÃÕÇÉÌȭÓ 
Interview on 21 st March 2014, Cannock, 
Birmingham. Photo: Michalis Poupazis.  

 

The Two Friends: Christos Christou 
& Salih Komurcugil. Photo: Michalis 
Poupazis. 

 

Numerous themes are integrated into the study of cultural memory, from the modern 

understanding of autobiography as a narrative-self and the post-structuralism of meta-

narratives to ephemeral amnesias, resulting in competing pasts and their 

contemporaneous geo-utterances. Ethnomusicologists have mostly inclined themselves 

theoretically toward memory as a means of constructing musical sound and 

performance in a variety of native and migrant habitus, projecting the urban as the 

ȰÎÅ× ÆÒÏÎÔÉÅÒȱȢ )Î ÓÕÃÈ ×ÏÒËȟ ×ÒÉÔÅÒÓ ÅØÁÍÉÎÅ ÈÏ× ÁÕÔÏÂÉÏÇÒÁÐÈÉÃÁÌ ÍÅÍÏÒÙ ÅØÐÁÎÄÓ 

into social and collective memory. However, in this project I reverse this approach, 

exploring how collective memory acts as a body of resources that impel migrant 

individuals within the urbanism of Birmingham to nostalgic musical ends that restore 

or construct imagined homelands; something I term and understand, with a slight dose 

of irony (in reply to the debates on memory studies) as constructive memory, a 

heterogeneous kind of memory that involves both the collective and the self.  

My ethnographic experience of Birmingham- and Larnaca-based Cypriots over the 

period 2012-14 has contributed to my view that urban ethnomusicology requires 

particular methodologies to safeguard its rigour. Symbolic migrant praxes such as sites 

of memory and rites of passage, like wedding rituals, have provided me with insights 

on the relationship between music and memory in an urban environment, stressing the 

importance of the individual. After describing the urban setting and the ethnos in 

ÑÕÅÓÔÉÏÎȟ ) ÆÏÃÕÓ ÏÎ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ȬÎÏÓÔÁÌÇÉÃ ÍÕÓÉÃÁÌ ÅÎÄÓȭȟ ÉÌÌÕÓÔÒÁÔÉÎÇ ÔÈÅ reversal 

described above as an efficient methodological tool in understanding and practising 

urban 21st-century ethnomusicology and its transnationalisations.  

5ÔÏÐÉÁÎ 2ÕÐÔÕÒÅÓ ÉÎ Ȭ3ÐÁÇÈÅÔÔÉ *ÕÎÃÔÉÏÎȭȡ ! #ÕÌÔÕÒÁÌ 3ÔÕÄÙ ÏÆ -ÕÓÉÃ ÉÎ ÔÈÅ 'ÒÅÅË- and 

Turkish-Cypriot Diaspora in Birmingham studies two Cypriot diasporas in Birmingham, 

combining perspectives from the arts, humanities and social sciences to better 

understand how both Greek- and Turkish-Cypriots structure their place in the 

contemporary world. Commonly perceived as antithetical ethnic entities, their 
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emigrational development pathway has in fact has led to the reinforcement in the 

diaspora of a considerable amount of shared heritage and cultural memory. One might 

now begin to present them as convergent groups within a single ethnos. 

Exploring this new viewpoint, a focus is placed on the memory sites of music-infused 

migrant social events (ars memoriae, i.e. weddings, national celebrations, etc.), as these 

forming a particularly telling environment for the music-led collective enaction of 

ÓÅÌÅÃÔÉÖÅ ÔÉÅÓ ÔÏ ȰÈÏÍÅȱ ÁÎÄ ÔÈÅ ÍÅÍÏÒÉÁÌÉÓÉÎÇ ÏÆ ÆÁÍÉÌÙ ÁÎÄ ÃÏÍÍÕÎÉÔÙ ÁÎÄ ÔÈÅÉÒ 

structure. I analyse the individual agencies and social flows that occur in relation to 

memory-evoked performative behaviour across a range of settings, contrasting 

findings with patterns seen among native Cypriots and in Cypriot communities 

worldwide.  

While music is the cornerstone of the study, I am sensitive to its role as a means of 

mediating and ñtuningò other aspects of diasporic cultural life. Music interplays (and 

competes) with culinary practices and with religious/political discourses in actualising 

memories from motherland Cyprus. And, of course, music can equally point to other locales 

and be future-oriented or used to integrate the self into ways of life perceived as British or 

non-localised, so my study has to follow the full spectrum of intersections between music, 

memory and the diasporic imagination.  

 

 

Video Still of First Rite ɀ Ksiourism a ɀ 
pseudo shave ɀ performed by the best 
man during Mr. Antonis Poupazis' 
groom -adornment ritual on the 10th 
May 2013 - Video: Mr. Antonis Poupazis 
personal archive.  

 

Video Still of the Cyprus -based zygia (Mr. 
Násos Georgiou - left) performing prelude 
music during Mr. Antonis Poupazis' groom -
adornment ritual on the 10th May 2013 - 
Video: Mr. Antonis Poupazis personal 
archive.  
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Research in Ireland  

Book Review: 

Traditional Music and Irish Society: Histori cal Perspectives, by Martin Dowling. 

Surrey, England: Ashgate, 2014. 350pp. £70.00 hardcover, ISBN: 

9781409435105.  

Andrea Harris Jordan  

University of Chicago 

Traditional music in Ireland has a fascinating and contested history, and it is this past, 

or pasts, that act as the focal points for Martin Dowling to examine how the tradition 

became what it is today. Dowling draws on his own trajectory through several 

disciplines, bringing into focus the economic, social, and cultural situations at 

numerous historical junctures to explore how they affected the practice of musics in 

Ireland in four historical chapters and a final ethnographic chapter. He acknowledges 

his debt to leftist intellectuals, making particular application of theories developed by 

French sociologist Pierre Bourdieu and Slovenian psychoanalytic-Marxist critic, Slavoj 

¼ÉĿÅËȢ )Ô ÉÓ ÔÈÉÓ ÅÃÏÎÏÍÉÃ ÁÎÄ ÌÅÆÔÉÓÔ ÐÅÒÓÐÅÃÔÉÖÅ ÔÈÁÔ ÌÁÙÓ ÔÈÅ ÃÏÎÃÅÐÔÕÁÌ ÆÒÁÍÅ×ÏÒË ÆÏÒ 

$Ï×ÌÉÎÇȭÓ ÁÐÐÒÏÁÃÈȢ  
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In the introduction, Dowling makes a case for examining the historical disconnects 

between the practice of music and the discourses surrounding it. For him, it is in the 

ȰÁÍÂÉÇÕÏÕÓ ÁÎÄ ÐÒÏÄÕÃÔÉÖÅ ÐÌÁÃÅ ×ÉÔÈÉÎ )ÒÉÓÈ ÍÏÄÅÒÎÉÔÙȱ ɉρφɊ ÔÈÁÔ )ÒÉÓÈ ÔÒÁÄÉÔÉÏÎÁÌ 

music becomes a force for change, a place of potentially radical values despite the 

veneer of conservatism. He seeks to raise awareness of the possibilities inherent in 

traditional music and the history of its development, so that people will recognise how 

ÔÒÁÄÉÔÉÏÎÁÌ ÍÕÓÉÃ ÃÁÎ ÐÒÏÖÉÄÅ Á ȰÈÅÁÌÔÈÙ ÆÏÒÍ ÏÆ ÓÏÃÉÁÂÉÌÉÔÙ ÁÎÄ ÈÉÓÔÏÒÉÃÁÌ ÃÏÎÎÅÃÔÉÏÎȱȟ 

ÆÒÅÅ ÆÒÏÍ ÔÈÅ ȰÐÏÌÉÔÉÃÓ ÁÎÄ ÈÉÓÔÏÒÙ ÔÈÁÔ ÏÆÔÅÎ ÃÏÎÓÔÒÁÉÎ ÁÒÔÉÓÔÉÃ ÐÒÁÃÔÉÃÅÓȱɉρφ-17).  

In the first chapter, focusing on pre-16th- 18th centuries, Dowling examines music, its 

roles, instrumentations, and contexts. He struggles with a lack of reliable early sources 

but uses the available narratives of music in Ireland to extrapolate how society may 

have been and the possible roles of music within Irish society. With more extant 

sources from later years, he fleshes out the historical, social and economic situation to 

show an Ireland slowly stabilizing and stratifying at the same time.  Instead of an 

unbroken trajectory, he seeks to paint a picture of Irish musical heritage in broad 

ÓÔÒÏËÅÓ ÁÎÄ ÉÎ ÃÌÏÓÅ ÄÅÔÁÉÌÓȢ $Ï×ÌÉÎÇȭÓ ÓÎÁÐÓÈÏÔÔÅÄ ÁÐÐÒÏÁÃÈ ÃÁÎ ÂÅ Á ÂÉÔ ÊÁÒÒÉÎÇȟ ÂÕÔ ÈÅ 

ÅØÐÌÁÉÎÓȟ Ȱ)Æ ÔÈÅÒÅ ÉÓ Á ÃÏÈÅÒÅÎt historical narrative of Irish traditional which stretches 

back in time through the eighteenth century to late medieval Ireland, it is an inchoate 

ÏÎÅȱ ɉψςɊȢ 

)Î ÔÈÅ ÓÅÃÏÎÄ ÃÈÁÐÔÅÒȟ $Ï×ÌÉÎÇ ÆÏÃÕÓÅÓ ÆÉÒÓÔ ÏÎ ×ÈÁÔ ÈÅ ÃÁÌÌÓ ÔÈÅ Ȱ!ÇÅ ÏÆ 2ÅÖÏÌÕÔÉÏÎȟ 

1798-ρψτψȱȢ (Å ×ÒÉÔÅÓȟ Ȱ$ÕÒÉÎÇ ÔÈÉÓ ÐÅÒÉÏÄȟ ÔÈÅ ÃÒÕÃÉÁÌ ÉÎÇÒÅÄÉÅÎÔÓ ÏÆ ×ÈÁÔ ×Å ÔÏÄÁÙ 

ÃÁÌÌ Ȭ)ÒÉÓÈ ÔÒÁÄÉÔÉÏÎÁÌ ÍÕÓÉÃȭ ÃÁÍÅ ÉÎÔÏ ÅØÉÓÔÅÎÃÅȱ ɉωρɊȢ (Å ÅØÐÌÁÉÎÓ ÔÈÅ ÅÃÏÎÏÍÉÃ ÁÎÄ 

agrarian situation in Europe and Ireland from late 18th to mid-19th century and 

examines how thÉÓ ÁÆÆÅÃÔÅÄ ÍÕÓÉÃ ÉÎ ÅÌÉÔÅ ÃÉÒÃÌÅÓȟ ÉÎ ÔÈÅ ÌÉÖÅÓ ÏÆ ȬÔÈÅ ÍÉÄÄÌÉÎÇ ÓÏÒÔȭ ÁÎÄ 

for the proletariat. He examines the impact the Famine had on Irish music as well as 

how the economic, political and social situations of the post-Famine years, particularly 

in the 1880s, led to the cultivation of musical expression that laid the foundation for 

the tradition that continues to this day.  

In the third chapter, Dowling focuses on the 1890s to early 20th century, a time when 

ȰÔÈÅ ÃÏÎÆÌÉÃÔ ÂÅÔ×ÅÅÎ ÖÅÒÎÁÃÕÌÁÒ ÃÕÓÔÏÍ ÁÎÄ invented tradition exploded into Irish 

ÐÕÂÌÉÃ ÄÉÓÃÏÕÒÓÅȱ ɉρυυɊȢ  Ȭ)ÎÖÅÎÔÉÎÇ ÔÒÁÄÉÔÉÏÎÓȭ ÁÎÄ ÄÅÖÅÌÏÐÉÎÇ Á ÃÕÌÔÕÒÅ ×ÅÒÅ ÓÔÒÁÔÅÇÉÃ 

moves in the efforts to build a coherent cultural identity in Europe but Dowling frames 

Ireland as different than much of Europe. Instead of reacting against cultures of ancient 

aristocracies, the modernising impulse for Ireland was to invent or rediscover an 

ancient indigenous culture that had been destroyed by centuries of Anglo dominance 

(154-155). This move to reconnect Ireland with a Gaelic past contributed to the 

popularity of several cultural organizations in the late 19th century: the Feis Ceoil 

Association and the Gaelic League.  
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Using BourÄÉÅÕȭÓ ÆÉÅÌÄ ÏÆ ÃÕÌÔÕÒÁÌ ÐÒÏÄÕÃÔÉÏÎ ÁÎÄ ¼ÉĿÅËȭÓ ȰÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ÄÅÓÉÒÅȱȟ 

Dowling graphs the dynamic relationship between these two organisations and the 

existing field of cultural production (175). 

In the fourth chapter, Dowling frames music in Ireland through the focal point of James 

Joyce (1882-1941). He sketches the musical biography and milieu of Joyce, pointing to 

ÓÔÒÅÅÔ ÓÉÎÇÅÒÓ ÁÓ ȰÍÕÓÉÃÁÌ ÂÁÒÏÍÅÔÅÒÓ ÏÆ ÐÏÌÉÔÉÃÁÌ ÔÅÎÓÉÏÎȱ ɉςρπɊȟ ÔÈÅ ÓÏÆÔÅÎÉÎÇ ÏÆ 

ÐÏÌÉÔÉÃÁÌ ÓÅÎÔÉÍÅÎÔÓ ÔÈÒÏÕÇÈ ÔÈÅ ÕÓÅ ÏÆ -ÏÏÒÅȭÓ Irish Melodies in classrooms, and the 

ÐÉÁÎÏ ÁÓ Á ÃÏÍÐÌÅØ ÁÎÄ ÃÏÎÔÅÓÔÅÄ ȰÃÌÁÓÓ ÓÈÉÂÂÏÌÅÔÈ ÉÎ )ÒÅÌÁÎÄȱ ɉςρςɊȢ $Ï×ÌÉÎÇ ÁÎÁÌÙÓÅÓ 

Ȭ! -ÏÔÈÅÒȭ ÁÎÄ Ȭ4ÈÅ $ÅÁÄȭȟ Ô×Ï ÓÔÏÒÉÅÓ ÉÎ *ÏÙÃÅȭÓ Dubliners (1914) through the lens of 

0ÉÅÒÒÅ "ÏÕÒÄÉÅÕȭÓ ÆÉÅÌÄ ÏÆ ÃÕÌÔÕÒÁÌ ÐÒÏÄÕÃÔÉÏÎȟ ÃÕÌtural and symbolic capital, and his 

concept of habitus.  

4ÈÅ ÆÉÆÔÈ ÃÈÁÐÔÅÒ ÉÓ ÂÁÓÅÄ ÏÎ $Ï×ÌÉÎÇȭÓ ÆÉÅÌÄ×ÏÒË ÁÎÄ ÉÎÔÅÒÖÉÅ×Ó ×ÉÔÈ ÎÏÒÔÈÅÒÎ 

musicians who came of age in the late 1970s-early 1980s (249).  He uses extended 

quotations from his interlocutors, typically older musicians from Belfast, and provides 

the context from the Troubles through the Peace Process. While political agendas have 

affected the practice of traditional music in the North, Dowling argues that many 

musicians seek to preserve an artistic space for the tradition that is outside of politics 

and that there is a hard kernel at the center of the tradition that remains despite the 

pressures to push the tradition in particular political or social directions (308).  

This is a well-researched social and cultural history of the development of traditional 

music in Ireland. Dowling uses his multi-disciplinary scholarly background to show 

how non-musical factors influenced the development and establishment of the 

tradition.  It is a clear-sighted work, contextually grounded and critical of inherited 

narratives, making it a valuable contribution to scholarship on traditional Irish music. 

While occasionally it can be difficult to identify the time frame referred to and the 

reasoning behind the angle of appÒÏÁÃÈȟ ÔÈÅÓÅ ÁÒÅ ÓÕÒÍÏÕÎÔÁÂÌÅ ÄÉÆÆÉÃÕÌÔÉÅÓ ÔÈÁÔ ÄÏÎȭÔ 

greatly detract from the book. Because of the detailed theoretical analysis, this book 

may be of less interest to a general audience and third level students may struggle with 

some concepts. Scholars and musicians interested in the social, economic, and cultural 

contexts of music in Ireland at various stages of history will likely find it useful.  

 

Ethnomusicology Ireland is now commissioning review articles for future issues.  If you 

are interested in writing a review or have recently published a work that may be of 

interest to our members, please email meabh.nifhuarthain@nuigalway.ie
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The Written Note  

Nicholas Carolan  

Director, ITMA  

An exhibition in the Irish Traditional Music Archive of music 

manuscrip ts dating from the 19th and 20th centuries, with online 

computer -mounted scans and interactive music scores, 25 to 30 August 

2014, 2.00 to 4.30 pm  

While many Irish traditional song-texts, notations of instrumental music, and 
descriptions of dances have been published over the last 300 years, a great deal of such 
material remains unpublished in manuscript form. Since its foundation, ITMA has been 
collecting manuscripts (including typescripts) which document Irish traditional music, 
and it now has a substantial collection of song notebooks, handwritten music, research 
notes, index filecards, publicity material, letters and other correspondence, etc. 

 

 To mark Heritage Week 2014, and the recent award of a grant to ITMA by the Heritage 
Council for the archival storage and preservation of its music manuscripts, a small but 
representative collection of these manuscripts will be on display to the general public 
in the premises of ITMA at 73 Merrion Square, Dublin 2, from 25 to 30 August 
2014, 2.00 to 4.30 pm. The exhibition is mounted in ITMA's newly opened Special 
Collections Room, where the entire manuscript collection is housed. 

 

 The new room was opened by Colette O'Flaherty, Keeper of Archival Collections in the 
National Library of Ireland and Chief Herald of Ireland, at a ceremony in 73 Merrion 
Square on 25 August which was attended by members of the Irish library community 
and other friends of ITMA. 
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.ÉÃÈÏÌÁÓ #ÁÒÏÌÁÎ ÁÎÄ #ÏÌÅÔÔÅ /ȭ&ÌÁÈÅÒÔÙ ÁÔ ÔÈÅ ,ÁÕÎÃÈ ÏÆ )4-!ȭÓ Special 

Collections Room 

 

The Special Collections Room also gives online intranet public access to ITMA's entire 
special collection of original sheet music (almost 4,000 items) and to its special 
collection of historic digitised sound recordings, including cylinders and 78s (over 
1,000 items). It  also provides a point of access to all ITMA collections for wheelchair 
users. 

The Heritage Week 2014 online details for the exhibition are here .  

 With thanks to Colette O'Flaherty, NLI, and to An Chomhairle Oidhreachta /  The Heritage 
Council. 


