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IRISH MUSIC REDEFINED, AN OUTSIDER’S VIEWPOINT
Erick Falc’her-Poyroux2013

Over the past thirty years, Irish music has spadhdver the world and, on
a par with Irish literature in the twentieth centuhas “put Ireland on the
map”. Celtic music festivals flourish in Tokyo ar Buenos Aires, Riverdance
shows and their offshoots appear on several stagesltaneously, and
hundreds of tourists invade Doolin’s two main pebery week for a little bit
of “the pure drop”.

Perhaps guided by Conor Cruise O'Brien’s powerfiinark, this article
proposes a starting point for the study of Irishsradrom an outsider's point of
view: “There seems to be a curious delight in teelifhg that the stranger
knows far more than oneself and yet - being a gganunderstands nothing”
By ‘outsider we mean any person economically, albgi and culturally
detached from the everyday activities or concerffna given community and,
in this particular case, adopting this posture gille us the occasion to bring
questions that might have been slightly overlookgdveryday actors in Irish
cultural life, musicians and academics alike.

O’Brien’s remark, by stating the obvious dichotobmstween knowing and
understanding, could lead some to believe that tmdy‘locals’ have a deep
and thorough understanding of the genesis of suchltaral phenomenon as
traditional Irish music and, in our case, of thevimnment from which it
originated. This is far from being true, and peeda@xperience shows that very
few traditional musicians in Ireland actually shae interest in academic
discussions about their jigs and their reels. White this very reason,
uncovering original and novel deconstructions ef fttish musical psyche is no
easy task, it might still seem appropriate to depédiere a different perspective
on the recent evolutions of Irish music, as seemmfra distance, simply
considering that, if it has no more validity th&e tinsider’s, it certainly has no
less either.

Our aim - the study of Irish music from an outsislgroint of view - will
thus require us to start from the very beginningd & pose the unoriginal
question of its definition from a different poinf wiew, in order to fully
appreciate its global importance if one wishesamdy to “know Ireland”, but
also to try andunderstandthis fundamental, yet largely under-investigated,
aspect of Irish culture. Several definitions suefachen we speak about Irish
music. From a musicological point of view, it haseh said that "Irish music is
not Europearf' Even though this is an extraordinarily fascingtéfebate, with
multiple examples but also counter-examples, tlohriieal validity of the
assertion itself is beyond the scope of this atidlhe implications, however,
will certainly be examined in our second patrt.

t Conor Cruise O'BrienStates of IrelandLondon, Hutchinson, 1972.
2 Sean O Riada (Thomas Kinsella & Tomas O Canainls,)eOur Musical
Heritage Mountrath / Portlaoise, Dolmen Press, 1982, p. 19



From a historical and sociological point of viewgwever, asking “what is
Irish music?” remains the only way to start ourgiderations, howevealichéd
this may sound. And so our starting point will beecof the first attempts at
defining and analysing Irish music in academic &rmamely Micheal O
Suilleabhain's seminal 1981 essay "Irish Music Bed®. In his article, the
perception of Irish music as a unified body seoirfrthe past was analysed
through the concepts of creative reworking i.e. thesic-making process,
including a constant reshaping of the traditionsg anusic systems i.e. the
audience it serves.

Michedal O Sdilleabhain conclusively showed thatigitunlikely that there
ever was only one music-system in Ireland at ang paint in history® In
other words, three music systems co-existed fhcentury Ireland, linked with
three distinct social groups: the Medieval Gaelistacracy, the English-
speaking Protestant ascendancy, and the Gaelicaqteas The first one
disappeared in the T&entury and the two others interacted to take prathe
20" century, in the birth of Jazz, Country & Westend &ock music. In this
article, it is clear that O Stilleabhain meant dol@ss the ramifications of Irish
music both in space and time in order to bring mdva novel approach in the
definition of Irish music: beyond a very sensitdenark on the appropriation of
the word 'music’ by classical musicians, it wasbplay the first written piece
of investigation to emphasise the fragmented natfrdrish music: "Irish
music must be defined as encompassing all creativec-making in Ireland
(...) it is becoming increasingly impracticable tedk of 'lrish Music’ in its
narrow tribal sensé” But to a large number of observers, particularly
musicians, this seemed too irreverent to be corsidgeriously, at a time when
O Stilleabhain was not yet the respected Profdsstias become.

Almost three decades later, it would seem apprtptia re-assess some of
O Sdilleabhéin’s conclusions in view of the trememsl changes that have
occurred, whether regarding Ireland’s domestic mgsene or on the global
economic level. What has happened in the worldraditional Irish music
since 19817

In terms of performance, the main changes that lsandetected are
manifold: the most visible is certainly the tremadvards group performance, an
innovation rejected by many, since Irish music iasdd on intricate
ornamentations that cannot be rendered or heagkgyoin this context. This
practice was initiated in the 1960s primarily thark Ceoltéiri Cualann and
Sean O Riada (in the pre-Chieftains days). Andrié ds to judge by the
performances of Irish music sessions in pubs,stdeveloped into a new Irish
ritual. It may be argued that group-playing existedore the 1960s (in Céili
bands, for example), but it should be pointed dwatt,tin that case, they all
played the same melody in unison, unlike the Caieét It may also be argued
that hard-core enthusiasts still favour solo musier group-playing: we are
however not talking about taste but only about ganeends, and they clearly
point towards new musical practices originating jazz, i.e. in the US:

® Micheal O Stilleabhain , “Irish Music Defined”, ifihe Crane BagN°5,
Dublin, 1981, pp. 83-87.

* Ibid, p. 84.

® Ibid, p. 86. One should probably understand “narrobattias ‘centripetal’ and

‘looking towards the past'.
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organised improvisation, an invisible hierarchyptdyers and a down-to-earth
nature.

The second transformation, directly linked to grquigying, is a change of
setting: the relocation from the kitchen to the pBbfore the 1960s, musicians
were rarely seen in pubs, whatever the region; eneihe 1970s and 1980s
only tourist areas experienced his new enthusiasmiisic sessions, while in
less-visited counties like Offaly or Longford, musiessions did not reach any
level of significance until the 1990s. Few musisianday in the West can
remember the time when there was no music in plbghis case, music
travelled from the private sphere to the publicesphand left the home to find
shelter in a business-related surrounding, thusingaks first step towards
commodification. As a consequence, music in Ireldras progressively
become, in the words of hundreds of traditional iciass today, “music for
the ears” and not “music for the feet”: if good nuienship used to be
measured by the ability to perform for demandingagais, a lot of musicians
today do not play music with dancers in mind buttheir own enjoyment.

A third major modification involves a shift fromraral background to an
urban background: up until early Clannad recordimgthe 1970s, Irish music
was associated with rural areas, in particular Geeltachtai(the Gaelic-
speaking regions of Ireland). Other 1970s bands Rkanxty or the Bothy
Band reveal an initial urbanisation of the musitadition, whether via the
origins of some of their members, the venues theguented or the sheer
energy produced during their performances. Todakeeping with the global
tendency of western societies, the trend is mooaiabtudents forming ‘trad’
bands in Dublin, English musicians from ManchesteNewcastle winning the
Fleadh Cheoll competitions, or New York Irish dancers workingr fo
Riverdance and the like. Here again, the US intteemay be perceived in the
urbanisation of the music.

The transmission of the tradition has also undezgoformidable alteration,
from orally transmitted to media-transmitted chdandor instance, older
musicians will tend to say “I learnt this song fréine singing/playing of [such
a person]" more than younger musicians, who wdldily admit other types of
sources: “I heard this song on a CD... / the radiothe internet.". Thus, a
limited and local interpersonal transmission of firactice has been replaced
by virtually unlimited global exchanges.

Regarding the production of these recordings, tre¢ $tudios in Ireland
were created in 1937 in Dublin, but Ireland did hate a serious studio for
traditional music until 1978 (Windmill Lane). In @9, the first Chieftains
album had been recorded on very basic technologyha only sold a few
hundred copies; more recent productions by the sgnmep sell millions and
are recorded in the same studios as U2 or a sympdrghestra, using between
50 and 70 separate tracks, one for each instrurdarihg the recording
process, culminating in the final “mix-down” of tls®ng or of the tune. From
basically recorded to multi-tracked, the music-mgkprocess itself in Ireland
has been reorganised and highly individualised.

® The Fleadh Cheoilis the annual festival dEomhaltas Ceolt6iri Eireanran
association created in 1951 to revive Irish musttpse main attraction consists in the

numerous competitions for instruments, vocal mosigroup performances.
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In recent years, experience shows that there séerhe less demand for
Irish music in pubs, even in tourist areas like Cbare or Co. Kerry, for
reasons that have not yet been fully identified. tba other hand, there is a
massive demand for Irish bands all over the wooldtéurs or festivals (even
for small groups and solo performers). It is alather easy to observe that a
small country like Ireland can not sustain its edible number of bands on its
limited number of venues. From local pub music kobgl stage music, Irish
music is experiencing a new degree of commodificati

If one wishes to take a look at more minor changdsish music since the
early 1980s, several other aspects have to be iakemccount: regarding the
language, a slight evolution can be detected fsean-nds as Gaeilge sean-
nésin English. It has now become accepted, in margles at least, thaean-
néscan also be sung in English, and not exclusivelyish. Clearly this seems
to sanction a full recognition of English as thedaage of Ireland, and not
only as a second language as implied by Articld e Irish constitutioh It
also confirms the natural disposition of Irish ntugd adapt to its time as a
vector of Irish culture.

On the socio-political side of Irish life, and esseally in Northern Ireland,
we should also mention a shift in patterns of idimation with traditional Irish
music, from non-denominational to Catholic. Eveaugh it used to be shared
equally between the Catholic and Protestant comtmesnithe last couple of
decades have withessed a stronger degree of associath Catholics in the
North, or at least a certain rejection of tradiibmusic by many Protestafits
This may be due, in part, to its association with Gaelic language, which is
also rejected by the Protestant community. Altevedt, this might be a side
effect of the influence in Northern Ireland of Caaltas Ceoltdiri Eireann,
officially a non-political organisation working fathe development of Irish
music, but headed since 1968 by Labhras O Murchié, also happens to be a
senator for Fianna Fail, not a very popular paryag Protestants. In other
words, music has become an artificial means ofstiv, mostly used by some
members of the Protestant community, in the hopdfirafing a cultural
definition of their Irishness contrario

On a lighter note, the instrument used to represtetdnd in the general
media seems to have gone through a substitutiom:nuay have noticed that,
sometime around the 1990s, advertising startedjugiteann pipes instead of
harps for anything that meant to characterize metlan TV (from ESB ads for
electricity to Kerry butter). In the same vein, m@nd more international rock
stars, from Paul McCartney to Mike Oldfield or Midagger, started asking
uilleann pipers to enrich their sofigén other words, a typically aristocratic
instrument was replaced by a more popular instranb@rsymbolise Ireland
both within and outside the country.

"“8.1. The Irish language as the national languaghe first official language.
8.2. The English language is recognised as a seaffinthl language”.

® For details, examples and analyses of this recentroversy see for example
FALC'HER- Erick Poyrouxla perception de la musique traditionnelle en Idandu
Nord, Caen, 2002. http://www.falcher-poyroux.info/mtiiatn.htm

® Paddy Moloney plays on Mike Oldfield "Ommadawn9,{5) and "Five Miles
Out" (1982), on Paul McCartney's B-side for "Ebamd Ivory" (with Stevie Wonder,
1982), and on Mick Jagger’s "Primitive Cool" (198k)am O'Flynn recorded for Kate
Bush’s "Hounds of Love" (1985) and Davy Spillane @erry Rafferty’'s "North &

South" (1988).
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On the visible surface, several aspects confirntavigg interest in the
world of music in Ireland: the birth of the Irishudic Rights Organisation
(IMRO) in 1989; a wave of interest in the Irish medBringing it all Back
Home, 1991; Riverdance Eurovision, 1994; Rivefoitind, 1995) and later in
the international medi#f and academic interest, first within Ireland, stayt
with the 1996 Crossroads conference, then on ttegnational stage (though
still confined to English-speaking countries).

It is worth noting that, in this interface betwettre public and the music,
the economic question of ownership actually camst,fmaybe leading us to
sense that in the first years of the economic badadiyidual identity meant
much more than group identity.

One should not, of course, hastily conclude tha&t éwolutions in Irish
music described here suddenly appeared out of mewheing the 1980s, but
the sheer amount of changes in the course of jisivalecades is impressive.
In my view the finest example of this change imadies in Ireland is offered in
the liner notes to the 1995 album of the duet L§H,was an explanation for the
variation on a classic theme:

“While reworking an old song ‘Nil sé 'na |a’ or ‘i not yet
day’, the sentiments of this song came to mind. 3treg thus

evolved to ‘Ta sé 'na &, It is the day, the tifr many

changes™.

Music making, like any human activity, is a proce®¥ghen a tradition
ceases to evolve it ceases to be a tradition, asedbmes a conscious
convention. At that stage, it is ready to be abaedcand to become a museum
piece. In fact, every one of the changes mentiatsale means the music is
still with us, it has survived, it has adapted, wingost of the rural traditions of
the 19" century have disappeared in the Western world @astumes, eating
habits, meeting occasions, etc. The reason it tlnasved is that it has adapted
to a new function, in the same way for example ttlassical music has
developed a new function as film music. And the riemctions developed by
Irish music are directly linked, as shown in Mich&a Silleabhéain’s 1981
article, to “who listens to it?*. Our own interpretation of the question would
be that, in the last 40 years: Irish people (masisiand non-musicians) have
completely renewed its significance as a vectosamfial links, especially (but
not exclusively) in the winter sessions; Irish nougias acquired a new
economic function in particular in counties likeridg Clare, Galway, etc. as
an undemanding way of attracting tourists to pitbshen went on to be
exported to other countries, mainly to the US a®pmewhat nostalgic ethnic
bridge, and then to Europe as a romantic holidaymnéder.

19 See for example Michael Walsh'’s article, “Emersldgic” in Time Magazing
March 11" 1996, p. 55.

" “Brighid’s Kiss”, Gerry O’Connor et Eithne Ni Ualthain, LUGCD961.

2 This idea has also been dealt with by Curran CatheChanging audiences
for traditional Irish music, in Vallely F., Doherty., Hamilton H., Vallely E. (ed.)
“Crosbhealach an Cheoil - The Crossroads Conferdr@@6”, Whinstone Music,

Dublin, 1999, 243 p.
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Despite Julian Vignoles’ 1984 statement in anotbsue of theCrane Bag
that "Development and tradition are of course paxamhl,"* one should
simply remember that, in terms of function, traafitis change. One quote will
probably suffice here to sum up the general trencesthe 1990s, which is still
valid 16 years after having been written by Nialu@lish inHot Press

“There is absolutely no doubt that additional wealhnd
jobs, can be created in the music industry in helé..). At the
risk of being repetitious, music is one of this ©oy's greatest
natural resources. South Africa has its diamonigs, Middle-
East its oil, France its food - we have our music) lIrish
bands, songwriters and artists have proven that thleatwe -
are very good at this thing. Without any kind ofvgmment
strategy an enormous amount has been achieved. khoch
can be™*

Seen from outside, the history of Irish music asnalustry could then seem
to have started in the 1990s. But when things a@meed a little more
closely, it is clear that one should first look tae early 1960s with the
conjunction of the McPeakes and the Chieftainsrelahd, as well as the
Clancy Brothers in the US where, in 1961, they app@& on the Ed Sullivan
Show, the most famous US variety show of all time.

And, looking even further, all Irish-music loversdw that the first wave of
interest for Irish music started in the US in tharle 20" century with
companies like Parlophone, H.M.V. and Columbiaisgllrecords of Patsy
Touhey or James Morrison to the Irish-American pieia. In other words,
Irish music-making first became a product in the &l subsequently spread
back to Ireland, establishing prominent regionglest as the norm against
which everything was measured for a few decades.rébordings by Michael
Coleman, Paddy Killoran or James Morrison are gexaimples in this regard.

Closer to us, the forty-five years of the Chiefticareer give a pretty good
image of the evolution of Irish music: from amatewo professionals, from
small town musicians to the stages of the worlainfia few hundred records to
Grammy awards, from Wicklow to China, etc. This,colirse, resulted from a
conscious strategy organised by Paddy Moloney, lgman-piper turned
businessman-piper. In the spirit of the 1960s theeffains remained amateur
musicians for the first ten years of their recogdoareer (1964-1974), turning
professional with an American manager on the oocasf their first US tour,
and being voted in 1975 “band of the year” by théigh magazineMelody
Maker, ahead of the Rolling Stones and Led Zeppelin! Woeld tour that
followed lasted 18 months and took them to mainl&odope, New Zealand
and Australia. The next step was the mass celebraté Pope John-Paul Il in
Phoenix Park in 1979 in front of a million peopte, playing support for the
Rolling Stones in Co. Dublin in 1983. Internationatognition also came with

3 Julian Vignoles, irthe Crane Bag1984, vol. 8, N°2, p. 71. The comment was
mainly written as a response to Micheal O Suilléaits 1981 article.

 Niall Crumlish, “Industry Special: Irish Music -h& Blueprint”’,Hot Press
Vol. 17, N° 16, August 25 1993, p. 43.

These words are actually quite similar to what Gaorge Martin said about
England in 1996 when knighted: “Perhaps it will mgkeople realise that the music
business and the record industry in particularverg good thing for this country” in
Mark Cunnigham, “Due Reward for Hard Day’s Kniglftto Sound News Magazine
European edition, Vol. 11, N° 7, July 1996, p. 3.
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their new recording contracts with Polydor andrdlan 1975. After several
Grammy nominations, the first real awards camechlly in 1993 for “An
Irish Evening: Live at the Grand Opera House” withnci Griffith and Roger
Daltrey, a type of cooperation that was to becorne hallmark of the
Chieftains for the coming decades, with guestsiasrse as the Mick Jagger,
Carlos Nufiez, Ziggy Marley, Van Morrison, the Coi®sing, Mark Knopfler,
etc.

In terms of international reputation, it is clehat, whatever what some may
say, the Chieftains or the Clancy Brothers (andabty Bill Whelan as well,
with Riverdance) have done much more for the reitmgnof Ireland abroad
than all theTaoiseacha(lrish prime ministers) of the last four or five@hdes.
Today, millions of people around the world enjaghrmusic. For the world at
large, music has put Ireland on the map, and muate rthan Nobel prizes in
the eyes of millions of Irish people.

Going back to our initial question of definition,hen one is looking for
recordings of Irish music in a shop, under whicbelashould one look?
Depending on the country, the region even, the gipe size of the shop, the
current fashion, the age and personal choicesefbtner, one may have to
look under any of these: Celtic, traditional, fofielklore, popular, national,
ethnic, acoustic, typical, authentic, roots, warldsic, even country music, and
in some cases New Age or unplugged. This multigliaf definitions, this
absolute impossibility of grasping an ever-changieglity led thePenguin
Encyclopedia of Popular Musio say in the 80's:

“Folk music revival always seems to be happeningfaict
folk music never goes away: it just requires a rdefinition
every decade or so*.

The second question that should be asked as thes Wbas future
investigations is simply “why should we study Iristusic?” And the answer is
not as simple as it may seem. One immediate arnsvileat music is ubiquitous
in Ireland. Whether one specialises in economidie) media studies, gender
studies, the question of languages (evolutions ohabitation), new
technology, etc., music is everywhere and, mora fhamost countries, one
cannot fully understand Ireland without understagdts music.

A second answer might also lie in the fact thashirmusic is culturally,
socially and politically charged: consider agairf$®© Riada's assertion given
in the first part: "Irish music is not Europedh"We did admit that the
technical validity of this musicological assertiasas beyond the scope of this
article, but the implications contained in suchoatention must be examined.
What should we understand about the evolution efltish society when we
consider that, in that same 1962 radio programreé@n® Riada explained that
"our innate conservatism (...) has kept Irish musiwe for us, its basic
characteristics unchanged, with very little outsitfience?’ ?

* The Penguin Encyclopedia of Popular Mysidonal Clarke (dir.), London,
Penguin Books, 1990 (1st ed. 1989, Viking), p. 423a

* Sean O Riada (Thomas Kinsella & Tomas O Canaids,)gur Musical
Heritage Mountrath / Portlaocise, Dolmen Press, 1982, p. 19

7 Ibid., p. 20.
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‘Untouched’, 'Unwesternized', 'unchanged’, 'litlgtside influence'? The
adjectives with their obvious social, cultural goalitical connotations are at
the heart of the analysis of the Irish society. We talking here about an
attempt at signifying that Irish culture is purerfr foreign influences, has
always been and will always be. Again we are nliirtg about the nominal
validity of the assertion itself, but only aboutetimplications for the Irish
society in the 1960s, namely the display of a aertaltural, social and
political unity. And, here again, opinions regaglithis question remain
extremely fragmented, which provides us with a#l thore reason to confront
academic views and analyses.

At that stage, one cannot fail to remark again witm Munnelly that,
unlike writers, most musicians are not remotelgiasted in the study of their
own art. In other words, academic interest in Iiisdditional music has very
little influence on the music-making process itsald interaction between the
academic world and Irish music is virtually nil.dhe has to find an answer to
this puzzle, one might have to consider that wadamics, tend all too often to
examine art (and thus music) as an end-resulheamanifestation of culture at
a given moment, and as a product, not as a process.

Of course, by 'product’ we do not mean merely amsernial product. As
explained earlier, the tendency to consider traditas something which is
fixed in time also tends to turn tradition awaynfr@ process and into a fixed
product. But this opposition between process amdiyst is, in my view, one
of the keys to understanding culture in Ireland. ettler these views are
complementary or opposed remains to be debatethir circumstances, but
the integration of 2D and 2% century values has led to a deep identity crisis i
society which is visible at a global level and,fasas we're concerned, at the
Irish (musical) level.

In Ireland the quest for the past has been, mane ith most other countries,
a quest for identity where music played a centaat.plt is a type of music
which has travelled the world with emigrants, whies adapted to a different
type of world, an urban world, an industrial woréthd has brought back many
alterations in the way the people live the musid ghay the music and,
logically, many changes in the way people live.cOfirse, these changes have
also brought about an incredible number of tensamé dissensions and led to
the social upheaval at work in Ireland since th@Qs9

Controversies over whether guitars are traditiaraiot, or the “Planxty-is-
not-traditional” dispute or the Riverdance dispaite in fact potent illustrations
of the evolution of Irish society. They are simplgvealing the intense
bubbling of life within the Irish society and, férom revealing the worst
aspects of Irish life, they should be consideredrages of cultural evolutions
which make Ireland the passionate and intense ppurs. Music is a mirror,
once again revealing the cultural and social fragateon of Irish society.

The same goes for the intricate question of copysigi.e. who owns what
in music: if someone invents a tune and gives gueryone to enjoy without
officially registering it under a name, it will soobe considered as the
community's property. But in today's vision (andfact later in Ireland that in
most European countries, with IMRO having beentekanly in 1989), music
does not belong to the group, it belongs to indigld. This evolution has been
theorized in the last decades as the commodificatib cultural processes,
which were previously not considered in economiom& but first and
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foremost as active binding tools. In other wordsisio in Ireland and in the
rest of the world tends to lose its function asimdimg cultural process to
become a dividing cultural product made for constiomp

This outsider’s view of Irish music tends to shdwe forces at work today in
Irish society, and demonstrates the double fundtitvas acquired: the natural
process it remains and the product it has becometh@g two senses of
‘commercial product’, and ‘fixed tradition’). Itsal confirms Micheal O
Suilleabhdin's point that a rigid view of Irish ngs not viable, and so points
to an increasing fragmentation of Irish societyjalihcannot be as monolithic
as some would like to see it.

This attempt at re-assessing O Stilleabhain's troittlusions in the light
of almost thirty years of evolution in the world tfsh music has shown,
through a multitude of examples, that there is nigwe Irish musical identity,
and that there never was one, in the same senséhdra is no unique Irish
cultural identity. There are many ways of playingH music, in the same
sense that there are many ways of being Irisrariceis now a European nation
founded on the diversity of its identities, entgrihe 2% century with a clear
vision of its origins and history. It is a dynamwsion which it must
consolidate in order to perpetuate its exceptioee@bnomic and cultural
development of the recent decades.

Looking beyond Ireland now, we, as humans, arenfpdwo challenges,
both aiming at "living together" better: one is @cial challenge on a local
basis, the second is an economic challenge on lzlglmsis. In this human
society, music can help us create social links &hdt has been called "the
binding ties of a communal culturgé’as a hobby and an art for some, or as a
job for others. Music, like any form of art, canlghes project a better image of
ourselves, an image that is perceived by our negidas distinctive, and
perceived positively.

Equally, it can help us understand (and not onigvkRnothers better, even if
only partially or imperfectly, and help us creatéetter world, which is after
all what we, academics, are supposed to give thedwhbrough our work.
Many people, in particular Mick Moloney, have p@dtout that Irish music
has been in the vanguard of an Irish cultural =s@aice since the 1970s, and
the reason for that is quite simple: we, as humaimgs, need artists to
constantly rethink and reshape the world, to helpumderstand the world, and
to even change the world, and if some people thekEnglish have invaded
the world - the Irish have done it even more thgtdy, and more peacefully,
with their music.

** The Re-imaging Communities Programme comes to nminghrticular.
Funded in 2006 by the Arts Council of Northern dred for a period of three
years, it is a “programme for local communitiesnad at tackling the visible
signs of sectarianism and racism across urban aral areas of Northern
Ireland” (ACNI Annual Report 2006-07).
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ABSTRACT - IRISH MUSIC REDEFINED, AN OUTSIDER’S
VIEWPOINT

Over the past thirty years, Irish music has spaadver the world and, on a
par with Irish literature in the twentieth centuhgs “put Ireland on the map”.
In 1981, Michedl O Suilleabhain’s analysed the @gtion of Irish music
through the concepts of creative reworking and mssistems. Since then,
Irish music has experienced a new degree of confroation, from local pub
music to global stage music, and confirmed its r@étdisposition to adapt to
its time as a vector of Irish culture. In what senthen, can we speak of a
redefinition or Irish music?

Another question that should be asked is “why sthowg study Irish music?”,
whether one specialises in economic studies, nsddies, gender studies, the
guestion of languages or new technology. One shitnagid recognise that, Irish
music being culturally, socially and politically atged, one cannot fully
understand Ireland without understanding its musidhat sense, music is a
mirror, once again revealing the cultural and do@iagmentation of Irish
society.

RESUME - LA MUSIQUE IRLANDAISE REDEFINIE - UN POINT DE
VUE EXTERIEUR

Depuis une trentaine d’années, la musique irlaedsiisst répandue a travers le
monde et, a égalité avec la littérature irlandafedt, partie des éléments
définissant lidentité irlandaise aux yeux du mondm 1981, Micheal O
Suilleabhdin analysait la perception de la musiglendaise a travers deux
concepts : la reproduction créative et les systemasicaux. Depuis cette
période, la musique irlandaise a franchi une ndevedtape dans la
commodification, passant dpub local aux représentations dans le monde
entier, et confirmant sa disposition naturelle @adapter a son époque comme
vecteur de la culture irlandaise. Dans quel sens/qus-nous alors parler de
redéfinition de la musique irlandaise ?

Une autre question qui mérite d’étre posée estucqumi faut-il étudier la
musique irlandaise ? », que l'on s’intéresse augstjons économiques, aux
médias, aux études de genre, aux langues ou aweliesitechnologies. |l
faudra ainsi reconnaitre que, la musique irlandaig¢ant pas un concept
culturellement, socialement et politiquement neute ne peut comprendre
totalement l'lrlande sans comprendre sa musiquesi@a sens, la musique est
un miroir, révélant une nouvelle fois la fragmeittatculturelle et sociale de la
société irlandaise.
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