ves |
g this unit, the student wj :

Learning Objecti

After successfully completin

understand that:

affective memory
authenticity

he creation and maintenance d

early music ¢ ntral to t
: 1. Memory 18 €€ g ;
ey both individual and collective identity.
mnemonic e . ]
narrative 2. Musicis @ powerful aid in the creation and recall of
primary sources memory. i
e 3. There are two kinds of memory, functional and affei

secondary sources
e 4. Tn many cultures, music is a powerful tool in rituals

which create or transform social identity.

5. Narrative songs, often called ballads, preserve cultural memories of both hjsq
and mythology. In some cultures, narrative singing is the official “collective
memory” of aristocratic dynasties. Many of the journalistic functions which are
fulfilled by print and electronic media today were formerly performed by hall
singers in widespread oral traditions. |

6. Music is both an agent and an object of memory. Even in recreating broken |
traditions, musicians must ultimately make personal aesthetic choices about ht
they want music to sound today. |

S

— o

Television Program ) -
Audio Selections

Music and Memory

28. “The Rocks of Bawn”

8. “Walbiri Fire Ceremony”

7. “The Flower of Magheralee”
50. “The Green Fields of Canada”

6. “Pretty Polly”

0, ccOy ComamOS”
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usic and memory are closely linked to individua) and ¢, i

tive identity. Memories tell us who we are, and Music ;. 3

of the most powerful tools for evoking memory. Musj(;l ;

us to recall ideas and events, and serves to make particular ()ccasion
memorable. Like the senses of taste and smell, music provides , sh _1
cut to memoty, occasionally transporting us mentally back ¢, eaflier_
times. In many cultures, music reminds people of their shareq hisg,
and shared beliefs: it can also create an active link with the Past thy,
rituals which help to form social identity. ‘
Just as music aids memory, memory serves music. Remembeﬁng:_
allows us to repeat and recognize melodies, sing, play, and talk, ¢ -
about music. This chapter concentrates on the role of music as g ;
ment and object of memory, shaping and being shaped by individyyj,
collective identity in a variety of cultures around the world. '

Two Types of
Individual Memor

* Functional
* Affective

Memory makes us who we are. As individuals, our identities are
on remembrances of past events, people, and places.

Personal Recollections

Personal recollections of particular happenings and conversations stan
our memories as symbols of our relationships with parents, siblings, frig
teachers, and other associates. We chart our progress through life by recal
such events as signposts along the road of our being and becoming. _

Collective Memory. Collective memory gives identity to groy
of people, to nations, and to the ethnic and cultural communities ¢
both live within and cut across national boundaries. Collective memg
on the personal level, includes the contributions that friends and fam
members make to our individual understanding of past events. We pat
together a story based partly on our own recollections and partly ont
testimony of others who shared an experience with us. On a culeural lev
collective memory involves passing on the stories of events which we d
not personally experience. Collective identity depends on the sense j
common history, which may be passed on by word of mouth or recorde a
documents such as the Bible, the Koran, the Magna Carta, or the Unig
States Declaration of Independence.

Individual Memory. We may divide individual memory into
types: functional and affective. Functional memory includes rememberit
how to ride a bicycle, memorizing alphabets and multiplication table
learning to play a musical instrument, recalling important appointmen!
and mapping out the chronology of our lives in relation to certain K
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, oris
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8Y 1nto researching, preservi isi Vi
] L 5? fg, revising, reviving, and reconstructing
emembered—or partially forgotten—music,
S an instrument of memory, music itself is a mnemonic device that
helps to store and tri llecti '
- 88¢r recollections. The effectiveness of music in aid-
1ng memory and stirring emotion is utilized by many cultures in creating
and maintaining a sense of group identity. Many ritual traditions use mu-
sic to define special, sacred, or memorable junctures in a person’s life. Such
rituals ofren employ music as a tool for personal and/or collective trans-
formation. Important political events are also marked by performances of
culturally charged, affective musical repertory. Both religious songs and
national anthems usually serve as audible emblems of cultural identity.
Memory is not static: “The prime function of memory . . . is not to pre-
. £ . "7
serve the past but to adapt it so as to enrich and manipulate the present.
~ : { . i n
Both personal and collective memory are highly subjective, and we ofte
: oot b ' -t i assions which today seem
revise our recollections in order to correct 1mpressions y

incorrect or simply not useful. Music 1 frequently used as a tool in rexlns-
songs are used to incite, sustain, and end conflicts

ing collective memory;
ranging from athletic rivalries to 1
Memoty is concerned not only with the pas

mber what we did yesterday, we also
s often used, not only to recall the past or

furure. Contemporary syntheses
ound the world seem to
yles and genres.

nternational watfare.
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must remember
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W Peruvian mother and child

Exploring the World of Music

Music as a Mnemonic Device
According to Mark Slobin, our earliest memories are ofte, &
with music:
It's been shown that if you play certain songs to children Deford
they're born, they will recognize those songs after they're bo
So there's a very profound imprinting that goes on with MUsic g
human beings at the earliest possible stages, before they're vl
out in the world.?

Slobin goes on to describe the ways in which we “stitch t0gether
lives” by connecting one musical memory to another, referring to.
temporary theories about the storage of aural informarion oq rep
“sound tracks” in the brain. He recounts the case study of 4 Woma

e

consulted a neurologist because she kept hearing songs in her hegdl

she couldn’t recognize:

They ultimately traced it to songs she had heard when she was
young. And it appears that some part of her brain, because of an
accident she’d been in, had gotten jiggled loose in a certain way;:
Some wire had been crossed and she kept hearing those songs, 5o
at a very mechanical level we have in our brains a music track that js

A
v

running. And, presumably, all the music we have ever heard is lying
along that track and can be activated.*

Cultures make use of this cerebral tracking of m

to help us remember important information by lii
important texts to memorable tunes and/or th ‘
“Thirty days hath September, April, June, and Nov
ber” is a mnemonic chant by which children learn
recall the number of days in each month. On a m
profound level, religious practitioners in many
use chant as a device to help remember sacred text
religions such as Judaism, with practitioners scac_
around the globe, the sacred texts are standardize
the melodies and rhythms of recitation vary from:
place to another according to the aesthetic taste of f
regions. “The melodies are very important for the survival of the text
self, as a way of keeping the text in memory and as a way of grourl'f:
locally, so that people are connected to that text.”s

Music often serves to remind individuals and groups of impofS
places in their personal or collective history. A




€< s 3 . . .
These Tuvan “sonic maps” guide the singer and listeners, not literally

from one location to another, but through a landscape that corresponds to
one’s memories of life itself The personification of mountains and ridges
both intensifies memory and gives added emotional si gnificance to the sonic
map—each aspect of the terrain rakes on human qualities, evoking particu-
lar sentimental responses in listeners who know the land and its history.
Ballads. In many cultures, narrative songs called ballads, like chant
and the Tuvan “sonic maps,” use melodies to help people remember de-

tailed texts. According to Slobin, tunes that are both familiar and atrrac-

tive help verses to stick in the mind:

There seems to be a receptor in the mind for tunes. It [a ‘tune]
just attaches itself to your mind. And because of that you ;vnll r:-
member long stretches of text that you could never rer!neir;1 ee:tg ;
other way. So that when you ask somebody, for examp;;,1 e
of a ballad, they can’t tell you the story. They have to

it. And then the whole thing falls together.

are welded into a particular sculpture,

: 7
beautifully crafted to serve this purpose.

: Be
I i r to help the singer remem
The function of music 10 a ballad is not only to help i
ber the song. The melod

usually use sad melodies; happy

inf - mood of the t
» also reinforces the .
o ngs use happy melodies. People from
SO )
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A Australian Aborigines
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different culrures sometimes might disagree as to whether a given melody
is cheerful or melancholy, but within a given culture, listeners usually g,
able to recognize a sad song when they hear it.

The ability of music to evoke emotional responses has to do with the
mysterious way in which sound is linked to memory. Talking about a pag,
experience does not usually allow us to relive it in the way that hearing ,

familiar voice or song can:

Affective memory of the greatest intensity reveals a past so rich and
vivid we all but relive it. . . . It is not the introspection that yields these
heightened recollections, but the chance reactivation of forgotten
sensations, commonly a touch or smell or taste or sound.?

Music, then, not only reminds us of past experiences, but also rekin-
dles the sensations and emotions of those experiences, in some measure
transporting us back to an earlier time. This happens on a personal leve]
whenever we discover that someone is “playing our song.”® On a collective
level, rituals sometimes use music to transport people back to the mytho-
logical beginnings of a particular society.

The Walbiri Fire Ceremony

For the Walbiri, an indigenous people in central Australia,

the Fire Ceremony is one such ritual in which song and my-
thology play a predominant role. Aboriginal creation myths tell
of legendary totemic beings or creative ancestors who wandered
over the continent in the Dreamtime, singing out the names
of everything in nature—birds, animals, plants, rocks, water-

holes—and so singing the world into existence, °

According to the Australian ethnomusicologist Stephen
Wild, the creative ancestors were themselves the prototypes of
all the living species in the Aboriginal environment, as well as
the prototypes of human beings. The ancestors took the forms of

plants or animals, such as the crocodile, lizard, or rurtle, bu still
had human qualities.!" Aboriginal peoples throughout Australia
continue to use songs about the ancestors as a way to perpetuate the fer-
tility of the land. Through the singing of song cycles, dancing, painting,
and ceremony, they invoke the creative ancestors.

And when they perform as creative ancestors they are indicating
their close association with a species and with the land which they
occupy . . . in a way, they are participating in the original creative
events.'?
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In the Fire Ceremony, the creative ancestor is symbolically showered
with sparks as a punishment for not looking after a sacred site which he
originally created. In different versions of the ritual, mythology associates
it either with the travels of a snake, a rat kangaroo, or a bird. While the
song cycles and mythology connected with each ceremony vary consider-
ably, the manner of celebration is always the same, including a period of
several weeks of preparatory singing of the song cycle. The last two days
of the ceremony involve hours of dancing, singing, the use of a central fire
to make torches, and the climax when the torches are set on fire and the
dancers are attacked with them."? The putpose of the Fire Ceremony is to
use ritual to resolve old quarrels within the clan.

Other rituals and ceremonies invoking a culture’s mythological begin-
Bings often have a transformative effect, marking rites of passage that lic-

Two short songs from the
Walbiri Fire Ceremony in
which the singers accom-
pany themselves with pairs
of boomerangs.
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erally alter one’s social identity. We will now investigate the role Ofmlls'*’

g . ; ns of Br
in one such ritual: the Mouse Ceremony of the Suyd India azil.

MUSIC, TRANSFORMATION, AND
IDENTITY: THE SUYA MOUSE CEREMONY!

Anthropologist Anthony Seeger documented the Suyd Mouse Cer‘f'{
mony during the rainy season of 1972. At that time, about 120 Suy4 ljveg!
in a village 1n Xingu National Park, along the Suia- misu River in the*i
state of Mato Grosso, Brazil. The Suy4 speak a langmgf? called Ge, wh;ch%
is common to a number of tribes in the Xingu region."” 1

Seeger wrote about the relationship between ceremonial music and.
time among the Amazonian Indians: ‘

Although we know relatively little about musical traditions in the
lowland regions of South America, it appears that whenever mu-
sic is heard, something important is happening. . . . In the Upper
Xingu region, in the state of Mato Grosso, singing is associated with
ceremonies taught to men by spirit ancestors when they walked
on earth, and music makes possible a return to and renewal from
the sacred past. . . . As far as we know, throughout lowland South
America music is used to represent and create a transcendence of
time and substance: past and present are linked and humans and
non-humans communicate and become comingled.'s

Past, present, human, and non-human are comingled in a fascmatmgﬁi
way in the Mouse Ceremony, which reenacts aspects of the myth of the;

introduction of corn into Suyd life, and serves to initiate a young boy into-
the collective life of the men of the village plaza. The ceremony also reaf- ‘i
firms a variety of social relationships within the village, and remmds the
Suyi of an important origin myth and the values which it imparts.'¢
According to Suyd tradition, the Suyd were introduced to corn and
other edible vegetables by a young boy, whose mother had been secretly
instructed about their preparation by a mouse from the “river of food.
The Mouse Ceremony brings this myth to life in the course of a ricual
which initiates young boys into their social and ceremonial idencities.””

The Mouse Ceremony

The two-week ceremony involves all members of the village, but the
principal actors are the young boy or name-receiver, his mother, his unclé i
or name-giver, and a ceremonial specialist, who in this case was the names
giver’s elder brother. The ritual begins when the name-giver formally re-

’
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quests his sister’s permission to sing over her son, the name-receiver. Re-
ceiving permission, the name-giver then learns the appropriate song from
the ceremonial specialist, and then proceeds to his sister’s house, where he
sings over the name-receiver.

For the next two weeks, every day includes some singing by the men
of the village. The ceremony is an occasion for reafirming social relation-
ships and enjoying a communal feeling of euphoria, and the songs some-
times stir strong feelings. In 1972, one woman cried when her brother
sang a song formerly sung by another relative, now deceased.'®

Vocalizations associated with the Mouse Ceremony, both spoken and
sung, are stylized in a fashion that sets the ceremonial period apart from
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nonceremonial times. Formal speech and song remind the village thag il

3

is a special time, and sets the mood for the social transformation that g

. inge 19
ceremony is meant to achieve. R
s leading up to the culmination of the p -

During the two week _ i
he tenderest leaves of palm fropgg ]

Ceremony, capes are woven from t '
the day before the actual initiation, the capes are pa@ted, each in 4 p@
tern belonging to one of the name groups that pro.wde each young =.:‘
identity. At sundown on the final night of the ceremq
every man puts on his cape, ritually transforming himself into a cregy

which is both man and mouse. The men take the young boys out ofti
from which all the initiated il

with his social

village, into a temporary forest village,
then reenter the village. They enter the name-receiver’s house after g
through a hole in the back wall of the house (as mice would do), and } _
ritual songs over the name-receiver. They then take the name-receiver g
to the forest camp; he has now been transformed, given a social idengj .
and is ready to participate in the activities of the men’s house.
After a full night of singing, the men’s sisters ritually “wound” g
mice by piercing their capes with arrows. Each man performs a song an&
dance before “dying” by freezing in place. The capes are then remove({;
and the men doused with cold water. The mice are now dead, and eacﬁ
man has returned to human status. At dawn, the men go to the riveé
bathe, and throw their mouse ornaments into the river, saying “Go, g
back to the river of food.”* g%

Singing, Time, and Transformation

of corn is impressed upon the entire community, and especially upon e
young boys, in a most dramatic way. The mythical past and the tangib-:

man and animal are conjoined as the men of the village are transformed
into dancing and singing mice. The ceremony reenacts certain aspecs
of the story of the origin of corn: like the young boy in the myth, th

been transformed with a new social identity, the men have enacted Su
masculine values of verbal ability, strength, self-assertion, and endurantt
through a night of vigorous singing and dancing, and relationships b
tween men, women, and young boys have been reaffirmed.?!
The Mouse Ceremony begins with a song, and singing is a central Cff;%
emonial activity throughout the two-week ritual. For the Suyi4, Siﬂgiﬂg
g
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seems literally to shape society, Their vill

! age is laid out in a way that con-
forms to the need to frequently

. ot reaffirm social values by the performance
of ceremonies, which include music, styl
b

ized speech, and dance.”” The
Mouse Ceremony both activate

s the Suy4 memory of a mythical past, and

-reates new memories of ing cvele of : ;
creates s of an (mg()mg Lyclc of ceremonies, using song as a

Powerful tool in the creation of botk collective and individual identity.
MUSIC AND COLLECTIVE IDENTITY—
IRELAND

What is a folk song? This term has somewhat different meanings, de-
pending on who is using it. A folklorist would probably define a folk song
as one which has been passed on from generation to generation, primarily
by oral tradition. It may originally have had a single author, but over the
generations it has been modified by processes of oral transmission, and ul-
timately is regarded as the product and property, not of a single composer,
but of a larger community. To folklorists, folk songs are in great measure
defined by what they are noz. They are not products of professional musi-
cians attached to royal courts; they are not commercial songs produced
for hire. They are, simply, the songs of “the folk”—a concept which has
been carried over from the days of feudal society, in which the distinctions
between the aristocracy and the peasants seemed cleat.

In the modern world, many aristocracies have ceased to function, royal
patronage is largely obsolete, and the growth of cities, capitalism, and the
middle class has blurred the distinctions that once made folk songs an
easily distinguishable genre. In modern commercial terms, a “folk song”
might be any song which is sung to the accompaniment of an acoustic
guitar, whether it is the product of generations of oral tradition, or a re-

cent commercial creation.

Irish Traditional Music

In Ireland, musicians use the term “traditional music” to describe
songs and dance tunes which belong, at least stylistically, and in most
cases historically, to what folklorists regard as the Irish “folk music” tra-
dition. New songs and tunes are frequently composed, but their creators
ate careful to tailor them in a recognizably traditional style, and are grati-
fied when their songs or tunes are taken up as—and sometimes mistaken
for—products of a generations-old oral tradition.

The building of modern nations around the world has inspired
drawn inspiration from—a rebirth of interest in traditional music. As a

and
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“product of the people,” with the power to evoke collective memory, cre-
ate a sense of identity, and stimulate feelings of love and pride for one’s
country and culture, folk music has often provided modern nations with
an audible emblem of identity. In countries like Ireland, which have fairly
recently emerged from colonial rule, traditional music bolsters national
pride and provides a sense of cultural grounding, emphasizing the virtues
and independence of a newly independent people. A large repertory of
Irish song recounts the heroic exploits of nationalist figures who resisted
British occuparion, often becoming martyrs in the process. Prior to in-
dependence—and still today among proponents of a single, undivided
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and—these songs served to fuel ¢he n

Irel ationalist movement; after inde-

dence, they provided historic

pen al heroes for o developing nation.

irish Traditional Singing

Contemporary Irish culture 5 ¢]

1€ product of manv ¢ ies of ¢
, i , : any centuries of con-
and exchange with a variety '

tact of Europeans and later, Americans. The
primary players were the Celts, the Scandinavians, and the English, each
i : es and customs to this island nation.
Christianity was introduced to the Celtic inhabitants of Ireland during the
fifth century be European missionaries, mostly from Britain and Gauf the
most famous of these, Saint Patrick, was probably from Wales. Durin ’ the
atter centuries of the first millennium CE, Ireland was repeatt;dly invided
by the Norsemen of Scandinavia, who in some cases settled, intermarried
and ruled Irish kingdoms. g ’

For much of the second millennium, all or part of Ireland was ruled by
the English, who established an Anglo-Irish aristocracy across much of the
nation and “planted” Scottish settlers—who themselves were descended
from Irish emigrants to Scotland—in the northern county of Ulster. Each
of these groups brought their own language, music, and musical instru-
ments to Ireland. Students of Irish culture often feel like archaeologists

of whom brought their own languag

examining layers, not of ancient ruins, but of the living, composite soil
of a contemporary society. Irish traditional singing reveals these layers in
striking ways.

The bedrock of Irish traditional song is a repertory and singing style
known as sean-nds, which literally means “old way.” By the early twenti-
eth century, systematic suppression and economic factors had eradicated
the Irish language—-a Celtic tongue, related to the Gaelic languages of
Scotland and Brittany-—across much of Ireland. Native Irish speakers still
lived in the extreme north, west, and south, the areas farthest from the
center of British rule in Dublin.

In 1922, Irish independence ushered in an era of linguistic resurgence,
and Irish soon became a required part of the curriculum in all national pri-
mary and secondary schools. In 1998, English remains the most commonly
spoken and sung language in Ireland, but the Irish language is widely
understood, and enthusiastically spoken by a significant minority. The
sean-nds singing style has enjoyed a resurgence paralleling the renaissance
of the Irish language.

The sean-nés repertory includes primarily lyrical song texts, includ-
ing nature poetry, love songs influenced by the French chanson of the late
Middle-ages, and religious songs expressing a somewhat mystical brand
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Irish Contemporary Musical Landscape

The musical landscape of Ireland in the 19
traditional singing or dance tunes, b
ductions in the internationg] idioms ¢
western, rap, and other genres perform
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spite of the dominance of these popular musical forms, traditional music,
particularly dance tunes played on th
uilleann pipes, concertina, piano, b
is frequently heard in informal
through analog and digital

cellphones. Although Iris}

e fiddle, accordion, flute, tin whistle,
anjo, bouzouki, mandolin, and guitar,
pub sessions, on the concert stage, and
media and even ringtones for current media

: 1 Listeners can choose from a variety of interna-
tionally available musical seyles, traditional Irish mu

) ‘ sic provides a strong
marker of cultural identity.

With many styles to choose from, why do some Irish musicians choose

to specialize in traditional music? Pat Kilbride describes his first musical
inspiration:

Fll never forget the first time that Irish music made an impression
on me. | was four years old, and it was a . . . concert, a variety
show. You know, there was a guy came down from Dublin to play

calypso music—he was actually a West Indian. And there would be
a comedian.

And there was one part of the show [which] really struck me. It
was a gentleman called Owen Kelly, who died—he was one of the
old players around Kildare—and some of his buddies. And they sat
on stage with . . . big shiny boots, and their black suits and shiny
hats. And they played a tune. | can still hear it; it was a reel. And
I've never forgotten. | can hear that music. If | close my eyes today,
I can go back to that moment. And ever since then 've loved Irish

music.2 W Pac Kilbride

Memories tend to be most vivid when multiple
senses are involved. An Irish reel, heard on a sound
recording, only reaches the listener through the sense
of hearing. Four-year-old Pat Kilbride was impressed,
not only by the rune which he heatrd, but also by the
appearance and behavior of the musicians. He men-
tions their shiny black boots and hats, and from his
description of the musicians as “Owen Kelly . . . and
some of his buddies,” we get the impression of a group
of friends, who were clearly enjoying themselves. The
overall effect was unforgettable, and provided Pat
Kilbride with the initial inspiration for a life of music-making.

Irish Older Musicians

As Pat Kilbride’s story indicates, personal contact with older musi-
cians is a key element in the introduction of Irish muscians to traditional
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A Sean-noés singer

28, 29, 7

For two examples of
English language singing
in Ireland, listen to “The

Rocks of Bawn’ (audio #28
and #23), sung by the late
Connemara singer Joe
Heaney. the most re-
nowned modern sean-nos
singer, and “The Flower
of Magheralee" (audio #7)
sung by Pat Kilbride, a
younger singer, born in
County Kildare, Ireland, but
now living in New York.
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And there was one part of the show [which] really struck me, It
was a gentleman called Owen Kelly, who died—he was one of the
old players around Kildare—and some of his buddies. And they sat
on stage with . . . big shiny boots, and their black suits and shiny
hats. And they played a tune. | can still hear it; it was a reel. And
I've never forgotten. | can hear that music. If | close my eyes today,
I can go back to that moment. And ever since then I've loved Irish

WV Pat Kilbride
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Older players provide models, not only of musical technique, style,
repertory, but also of the social behavior that goes with the music. I

traditional musicians tend to put a great emphasis on humility,
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SUIge 10 emigration caused by the great famine, near the middle of the
nineteenth century:

In terms of the Irish diaspora, the Great Famine, which happened
150 years ago, in 1847, was a cataclysmic event . . . over two million
people starved or emigrated, or died in the crossing . .. A lot came
to the U.S,, to Canada, to Australia, New Zealand, England.?

Emigration, prior to the advent of economical air travel in the mid-
twentieth century, often meant leaving one’s home and family, n('ever to
return. Nineteenth-century trans-Atlantic Crossings were both. dlfﬁ;lu:

: ties calle
and dangerous, and departures were usually preceded by palrt es )
2 : iblings, sweethearts, an
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| ‘ opptession at home: llvmg‘llﬂder an absentee lang
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stant Church of Ireland. It algq re]

land with his family. The thirg vl

documents the results of oppressive living con@ltiOﬂSZ there is ng lon'
any work for cradespeople, such as weaversj spianers, or coopers (bar‘
nglkers), so they are forced to emigrate to find employment. The Secop
part of the song optimistically describes the New World as a Paradi
with an unlimited wealth of food, wildlife, and natural beauty.

describes hardship and
lord in Ireland, being evicted by

to pay a tithe to the minority Prote

the composer’s sadness at leaving Ire

“The Green Fields of Canada” |

Farewell to the groves of shillelagh and shamrock |
Farewell to the girls of old Ireland all around, |
May their hearts be as merry as ever | would wish them |
When far away on the ocean I'm bound

My mother is old and my father quite feeble,

To leave their own country it grieves them full sore

Oh the tears down their cheeks in great drops they are rolling
To think they must die on a foreign shore ...

3

The lint dams are dry and the looms all lie broken
The coopers are gone and the winders of creels |
Away o'er the ocean go journeymen tailors

And fiddlers who flaked out the old mountain reels
And | mind the time when old Ireland was flourishing
When lots of her tradesmen did work for good pay
But since our manufacturies have crossed the Atlantic
Sure now we must follow to Americay ...

5

And if you grow weary of pleasure and plenty
Of fruit in the orchard and fish in the foam
There's health and good hunting ‘way back in the forests
Where herds of great moose and wild buffalo roam
And it’s now to conclude and to finish my ditty

If ever friendless Irishman chances my way

With the best in the house | will greet him in welcome

At home on the green fields of Americay /
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One part of the song that | always thought was very,
Very accurate, is where the singer talks about a lot of
trades drying up in Ireland—the barrel-makers .
You know there’s one part of the song,
dry, and the looms are all broken.”

very sad, and
the traditional
. the fabric-makers.
goes “The lint dams are

That actually happened, where a lot of the homespun industries
were discouraged by taxation, by the government of the time. So
that the native Irish industries could not compete with the stuff be-

ing imported from abroad. And all these industries were destroyed,
and people scattered.®

The lyrics to the chorus of “The Green Fields of America” refer to the
“sea store,” the supply of food which a family would need to carry with
them for the six-weeks sea voyage from Ireland to America:

So pack up your sea stores,
Consider no longer;

Ten dollars a week isn’t very bad pay. _Inthis piece, Jerry
There’s no taxes or tithes to devour up your wages O'Sullivan plays “The Green

: Fields of Canada” on the
When you're on the green fields of Americay. uilleann pipes.

In other ballads, less optimistic than “The Green Fields of America,
the sea store is sometimes destroyed in a great storm, and the family de-
pends on the charity of their captain to avoid starving to death during the
voyage.
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John Cohen sings the
murder ballad “Pretty
Polly,” accompanying
himself on the five string
banjo.
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BALLADS IN gCOTLAND, ENGLAND
AND THE UNITED STATES ’

American film-maker and musician John Cohen has made films
allad singing traditions in the United States, Scotland dog.
him from the Appalachian Mountains star;c

the

ling people of Scotland:

Irish
and narrative songs, P

gle for independence,

umenting b
England. His research took

American S()Uth to the trave
Aﬁ:er | ot interested in the ba”ad
g s and went down

o North Carolina and heard these singers singing
| said, “I could go back to Britain

to see if the ballad tradition’s still alive there, or
in what form it is.” And | wasn’t so interested in
the revival of the ballads, you know, where people
from the city like myself would learn a ballad and
then perform it. | wanted to see if there were any
places it was still sung within a family. And, as |
searched through, the most vigorous form | found
was with the travelers, or the tinkers, or the gyp-
sies in Scotland, who were still singing these very

ancient ballads.*'

so vigorously,

The travelers told John Cohen of their memories of patronage byd
British nobility: “When the gypsy people tatk about the ballads they
‘Lotd so-and-so allowed us to live on his land. And we had some of i
best pipers. And he'd have our pipers come in and play for his festivl
Many of the ballads sung by the traveling people featured hetoesfE
heroines from the class of landowners who sometimes patronized then%
many parallel traditions around the world, including Irish bardic pﬂfﬁ
me@bers of local aristocracies employed musicians who literally Sﬂﬂ
pralses of their patrons and their royal ancestors. Such musicians‘é
rimes served as court historians; the jaliya or griots of the Gambi
West Africa, were the official, professional genealog! d historil
the Mande chiefs. In such cases, narrati s e lfm : %

, narrative songs and stylized spee

as the collecti
collective memory of an entire people or tribe
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For the travelers of Scotland noble

o patronage is obsolete, and the
struggle to maintain the

i 4 » "
s i t lifestyle in the face of government pressure to
abandon their mobile caravans ip favor of conventional, settled life is a

constent ictor of contemporary life. Ballads and bagpipes are remind-

of an earlier e ' Sing; : » :
ers of er era, when singing and musical traditions now surviving

among the traveling people were the common entertainments of the so-
ciety at large.

Ml}Slcal t.fadltlons from Ireland, Scotland, and England, and particu-
larly frf)m eighteenth-century Scots-Irish emigrants to America, had a
strong influence on folk music in the United States. Hundreds of ballads
from the Anglo-Scottish repertoty have been collected in North Amer-
ica, from the Green Mountains of Vermont to the Appalachian Moun-
tains of North Carolina. For Appalachian singers, fiddlers, mandolinists,
guitarists, and banjo players, as for Irish traditional musicians, tradi-
tional singing and dance music is a marker of regional cultural identity.
Personal identity is associated with a particular singer’s unique collection
of songs and/or tunes.

John Cohen and his band, The New Lost City Ramblers, have intro-
duced generations of urban Americans to the old-time music of the Amer-
ican south. Although he comes from a northern, urban background, John

Cohen has spent many years singing southern ballads and documenting
through his films the lives of singers in the southern context.

MUSIC AS AN OBJECT OF MEMORY:
RECONSTRUCTION AND REVIVAL IN
EARLY MUSIC

Early music specialist and wind player Tom Zajac defines early music
as “the music that never made it to the twentieth century as a perform-
ing tradition.” Performers of early music specialize in European repertory
dating from the Middle Ages through the end of the Baroque era in the
mid-eighteenth century. As instrumentalists, they often perform on “pe-
riod” instrumencs, either surviving antiques of, more frequently, modern
reconstructions. Both singers and instrumentalists attempt to render early
repertory in a way that seems consistent with what we know about perfor-
mance practice at the time the music was composed. This involves a great
deal of detective work on the parts of both performers and scholars who
translate and interpret old musical scores and early writings on music. In
this case, Medieval and Baroque musical compositions become objects of
memory for performers and scholars to bring to life.
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performance:

It really resonated inside me somehow. The music was so often
sparse, it was very pure. The ways people sang it . . . used much
more straight tone. It was very different from regular classical mu-
sic, and a lot of this early music just seerned to hit a nerve in me,
and | was hooked. I'd never heard anything like it.*

Paul Shipper was a rock and roll and rhythm and blues singer e
guitarist before he discovered early music. Looking for “something moft
from music ' : - o pedll

. usic, he fO}lI’ld the mainstream classical approach to be "a Ltk
staid.” The scope for improvisation in early music excited him:

h ' :
"Jl:/Stevr\:hlaSlscovered early music, and how you can perform it, not
'w - frees E’O“ the Page, but what's on and off the page—that you
» LO a certain extent, to add and subtract notes that aré

on the page—the whol
: e element of improvisation i ’
pealing that | just had to get involved 34 Prekieatiin [ wis 0 8
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secondary sources which performerg consult in deciding how to interpret
earlv repertory.

Alchough primary and secondary sources are important resources for

early music performers, they inevitably provide

blank an incomplete picture.
1l in che blanks, pe
To fll in € > |

rformers rely on informed intuition. Based on
their eXpErIence as singers and player s, they make educated guesses as to
how the music might have been rendered. Ultiy

nately, like the artists who
originally performed the music, ¢

1€y must make personal decisions about

how they want the music to sound. Tom Zajac describes two kinds of au-

thenticity in playing early music:

There [are] .. . two different types of authenticity. | think there’s the
authenticity where you're trying to find out as much as possible about
how that music was played, so you can Play itin the same way that it
was performed in the Middle Ages or the Renaissance. There’s also
... what | think of as an authenticity of spirit.?”

Authenticity of spirit, for the ensemble known as Nottingham Fair,
sometimes means consulting various kinds of modern music practice as a
source of ideas. To understand how Spanish Renaissance musicians might
have improvised over a chord progression, or accompanied a drinking
song, the members of the group look at contemporary Spanish folk mu-
sic. Their aim seems to be not merely to reconstruct a broken tradition,
but to bring that tradition to life in a new way. We will now examine
their performance of a late fifteenth-century Spanish song, “Oy comamos
y bebamos.”

Early Music in Performance

“Oy comamos y bebamos” (“Let us eat and drink”), also called “Oy
Comamos,” was composed by Juan del Encina (1469—1529 or 1530), who
is regarded as the father of Spanish drama. Encina composed both the
words and the music of “Oy Comamos” for a theatrical entertainment held
at the palace of the Duke of Alba, between 1492 and 1498.58 The text of
the song exhorts the listeners to “eat, drink, sing, and enjoy ourselve;., for
tomorrow we will fast in honor of Saint Antruejo. Well-fed, we will be
satisfied, pull in our paunches, and hang up the wine-skin,” o

Nottingham Fair begin their interpretation of “Oy Comamos” with
asingle recorder, playing the first section of a spirited r'nelody. A second
fecorder and a tambourine join on the second line, adding hflrmony and
*Mphasizing the dancing nature of the tune. Then th?se three mstfumf.:nts
4 joined by a small, high-pitched Renaissance guitar, strumming in a
festive style reminiscent of modern flamenco music.

As Nottingham Fair
performs “Oy Comamos,”
the listener will notice that
the instrumentation and
style of performance are
designed to reflect the
lively meaning of the text.
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a cappella, a dramatic change in texture, before the instruments
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playing to accompany the last line of the song. | |
The original score of “Oy Comamos” from the Cancionero de

compiled in the Spanish court of Ferdinand and Isabella, shows only fo‘
vocal lines. The score contains no indication of a guitar, percussion;t
corders, spoken performance, or opportunities for improvisation.
then, did Nottingham Fair incorporate all of these things into their _.
formance? Grant Herreid addresses this question, pointing out thated
modern sheet music omits details of orchestration and interprecation

If | want to go find a Piece today in a music store, by a popular -
singer, | can go find the sheet music and it will be arranged for -
piano and voice, and the piano part will be somewhat like how it
Was recorded, maybe. By if | sing it and play it on the piano, it realy
doesn’t sound like it did on the recording, It maybe doesn’t have
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tl;e drur.ns, it doesn’t have the other instruments. All the inflections
of the s!ngc?r, the thing that makes, gives the singer a personality,
are not indicated in the music.

And so, when we have a piece like “Oy Comamos,” which comes

from the late fifteenth century in Spain, it survives in a single manu-
script, in four vocal parts. . .. It gives us so little information about

who was singing, . . . whether it was accompanied by other instru-
ments, whether they used percussion, whether the singer sang with
flection. All it gives us is the melody, the four different voice
.. and it sounds very beautiful if you per-
form it just like that, but we found that we can infuse this music
with more life by looking at surviving popular traditions in Spain,
or folk traditions, where they use 2 lot of strumming on guitars, a
lot of percussion, castanets, tambourines. And when we useé these
¢ anachronistic elements in the earlier music, it makes it
cems to be, and gives it much more

fun to play.”

tion in the Renaissance, like
musical picture. Accom-
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sers. Since we
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somewha
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POINTS FOR DISCUSSION
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. ow |

. ?
recorded and recounted: . . .
3. How does music help us to remember important informatioy ang
emotions?
' ' ? What are some of
4. How can music be an object of memory? W the
processes that musicologists and performers use to reconstryg
“broken” musical traditions?

1. What is the difference between functional and affective memory?

2. Describe the difference between musijc as an object of memory an
MUSIC as an instrument of memory.

How does the Suyd Mouse Cer

collective memory?

What are some of the wa
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»
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