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PREFACE

The ongoing debates on the relative value of 'insider' as opposed to 

'outsider' research has raised, and continues to raise important 

methodological and ethical issues; they do not provide any solution 

to the essentially misconceived question as to which has the greater 

intrinsic worth. Only once in this work do I allude to this issue: 

in discussion of Bourdieu's views on 'the objective limits of objec

tivism' (Bourdieu 1977:1 ); in that instance I am more concerned with 

the problems raised by the author, than with the category of anthro

pologist, 'insider' or 'outsider', most likely to succumb to them. 

Having said this, however, my status as a 'native' (insider) anthro

pologist has had a profound effect on the present work. While the 

'outsider' may, or may not, choose to 'make a place for himself 

(herself) 'in the system observed' (Bourdieu, 1977:1), my place, as 

'analyst' and 'informant' ('analysed') was ascribed. For the native 

anthropologist the 'intellectual promise' of anthropology can become 

that of enabling men (and women) 'to become aware of historical 

structures and of their own place within them'. (C. Wright Mills 

1959), in a very particular manner.

The unit of study is the city of Belfast, Northern Ireland, 

interpreted as both a spacial (geographical) and historical entity. 

While the major part of the research was carried out by means of par

ticipant observation in Belfast in the period 1973 to 1974 the his

torical dimension of the study extends well beyond the notion of his

tory as background. Aspects of Belfast's and more generally Northern 

Ireland's social and cultural past are treated as ethnography. The 

theoretical significance of the historical dimension of the study is 

elaborated in chapter I. Although concentrating on the city of
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Belfast account is taken of the wider social units of which it is a 

part. It is not an autonomous, socially isolated entity, Belfast 

people move outside its boundaries as part of everyday life, and on 

a more general level it is an integral part of wider geographical, eco

nomic and political structures which have changed over time, as has 

Belfast's relation to them.

According to census figures the population of Belfast in 1971 was 

360,150. Intensive fieldwork was conducted among only a fraction of 

these inhabitants. The primary interest of the study - the politics 

of music, and more specifically folk music and the political develop

ments relating to the rebel song tradition which occurred in that 

domain during my period of fieldwork, directed the main focus of study 

to Catholic working class areas of the city. While the notion of com

munity plays an important role in the analysis the study is not a com

munity study in the sense of a detailed account of one working class 

community within the city. The main emphasis is on entertainment in 

the local communities and on the 'community' of entertainers, folk musi

cians, who provided a significant part of it and were a mobile group of 

people, members of a musical sub-culture who moved from community to com

munity as performers, and who, as musicians also participated in a 

musical social world which extended well beyond the boundaries of the 

city. The physical boundaries of my fieldwork were more or less estab

lished by following the movements of these musicians as members of folk 

groups and as individual musicians.

Research into the different historical periods necessitated dif

fering methods of data collection. The contemporary data was derived 

primarily through the method of participation observation. The politico/ 

musical phenomenon which I came to study in 1973 was historically
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specific and limited having emerged in the post August 1969 period, it 

was already beginning to go into decline towards the end of my field

work period. I felt it necessary therefore to reconstruct aspects of 

the prior formative period. My methods of data collection included 

interviews eliciting information about that period and also library 

research, particularly into the entertainments columns and relevant 

articles in the Northern Ireland 'Catholic' press. Another source of 

data derived from the fact that as a 'native anthropologist' I had 

had sustained contact with Catholic local areas and with sections of 

the folk music subculture during that period. The means by which I 

attempted to deal objectively with material of this nature will be 

discussed below in connection with the section of the thesis dealing 

with the folk revival of the 1960s, for the same kinds of problems 

were involved.

Content analysis of song texts plays a significant role in the 

present study, particularly of songs concerned with the struggle for 

Irish independence. Of paramount concern however is social context, 

especially the fact, and implications, of changing social contexts. 

Three varied historical contexts involving the public performance of 

'rebel songs' are described and analysed, two for purposes of compari

son, the third and more recent as a part of a processual analysis of 

change leading directly into the period of fieldwork.

Data in the chapter on Irish ceilidhe dances as a context for 

the performance of rebel songs, and as a cultural manifestation of a 

minority section of Belfast's Catholic population, was attained pri

marily through oral history sources, the recollections of older infor

mants. The musical event is reconstructed as it was described by 

people who attended ceilidhes regularly in the period of the 1930s and
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1940s. I was fortunate to be allowed access to the scrap books of a 

leading dance teacher. My 'native anthropologist' status permitted 

a relatively continuous stream of information since in addition to 

formally arranged interviews it was possible for me to turn almost 

any personal interaction into an informal interview if the individual 

in question was of the appropriate generation. Again research into 

local newspapers dating from the period of the Gaelic revival to the 

1940s was a valuable addition to the relatively poor secondary sources.

The parades of the Ancient Order of Hibernians (AOH) as a context 

for rebel song performance and as politico/cultural manifestations of 

a minority section of the Catholic population, are described on the 

basis of secondary sources, primarily historical sources not solely 

concerned with the AOH, and on the basis of newspaper research relat

ing to the 1950s and 1960s and with particular reference to the 

ethnography of processions, Hibernian, Orange and Republican, and to 

rally issues. Attendance at AOH parades during my period of fieldwork 

was precluded by their decision to refrain from public demonstration 

(1969-1975). I did however attend Hibernian parades in various rural 

towns and villages when they resumed processioning. Interviews on the 

subject of marches and processions and more generally on public poli

tical and cultural manifestations of 'Catholic', or 'Nationalist', 

or 'Republican', or 'Irish' identity contributed primary source 

material.

The most recent historical period discussed, the folk revival in 

Belfast in the 1960s, was amenable to another level of data collection. 

It might be described as a 'reflexive' study, based on 'retrospective 

fieldwork' 'self understanding is connected integrally to the under

standing of others ' (Giddens 1976:20). As a 'native', it was possible,
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not imperative, for me to have been involved closely in the Belfast 

folk revival subculture of the 1960s, which was the case. In order 

to analyse that period it was necessary not only to analyse my perso

nal recollections, but the recollections of others involved which 

were acquired by means of the established research technique of 

open-ended interviews, and of relatively silent participation in group 

discussion which one might initiate. The overall interpretation of 

the folk revival presented above is very different from how it was 

perceived by me while participating in it as a folk enthusiast and 

sometimes 'performer'; my perceptions, as 'actor's model' are incor

porated into the description. While available secondary sources were 

referred to, data on the 'folk scene' in England - in London clubs, 

and folk festivals, is informed by personal experience of such events.

Finally I wish to mention briefly a body of data which I collec

ted during fieldwork and which is referred to in this thesis only 

minimally, for comparative purposes (see appendix 6). While collect

ing 'adult's songs' in clubs and pubs, and by means of secondary sour

ces, song books and commercial recordings, I also collected 'children's 

songs'. The primary social context for the performance of these songs 

was situations of confrontation, for example, riot situations involving 

children and the British Army, or in sectarian confrontation between 

school children. The songs were qualitatively different from the adult 

song tradition and were related to the 'bootboy', 'tartan' gang youth 

subculture of the time. While having observed such riots frequently my 

primary means of song collection was more peaceful; I visited many 

schools in Belfast - primary and secondary. Catholic and State (Protes

tant). I also, when possible, accompanied groups of school children on 

extended school trips. In these more informal than class room contexts
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communication with the children was facilitated. They also permitted 

closer, and longer term, observation of behaviour. While the data 

collected on children's songs is for the most part not presented or 

analysed in the present study, knowledge of such material and the 

experience of collecting it has informed my understanding of the 

adult song traditions discussed herein.

I wish to acknowledge formally some of the many individuals 

who were prepared to share a part of their lives and knowledge with 

me, they include: John McCann, Vincent McCann, Joseph Kavanagh, A1 

McMurray, Paddy McGeown, Mrs Seamus Mai Ion, Francie McPeake, Austin 

Herron, Gerry McCartney, Gerry McKee, Andy Dixon, Stephen Regan, 

Leslie Bingham, Gerry Murphy, Brian Moore, Michael Brennan, Brian 

Bailey, Joe Mulhearn, Colette McCrossan and Tony Burns.

I wish to express my gratitude to my friends and colleagues, 

Jose* Jorge de Carvalho and Richard Jenkins for reading parts of this 

thesis and especially to Gerhardt Baumann for his sustained interest 

in my work. I also acknowledge my supervisor, John Blacking. For 

their very important practical assistance I thank Ernest Magennis, 

Cleda Martin, Michael Magennis, Sandra Maxwell, and especially Hilary 

Adair for her invaluable aid in the preparation of the thesis.
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CHAPTER 1

INTRODUCTION

I commence this introduction with a critique of a specific approach 

to the 'Northern Ireland situation' which has had influence in sociolo

gical and social anthropological studies. I suggest that implicit in 

such an approach is the idea that the Northern Irish people live in the 

past. If such is the case it requires study and explanation, rather than 

to be taken for granted (or condemned). In the second part of the chapter 

I briefly survey the anthropological and historical literature on the 

phenomenon of 'the past in the present* and attempt to raise issues 

therein which have some relevance to an understanding of Northern Ire

land. Discussion of 'past in the present' leads to the theoretical ques

tion of the relation between the social science subjects (particularly 

social anthropology) and history.

In the final section of the chapter I attempt to relate some of the 

issues raised in the earlier part of the chapter to the present study; 

others are not fully discussed until later in the work. In any socio

logical study of 'song' the question of text and context is relevant. In 

part one of the final section I consider such approaches to 'Irish rebel 

songs'. Text and performance (or context) as terms imply a version of the 

past/present distinction. The notion of the 'past in the present' has 

been of some value in considering the ethnographic material under dis

cussion; in the penultimate section I indicate aspects of its relevance 

to the cases I shall be analysing. I conclude the introduction with a 

discussion of the use made of history in the present study.
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NORTHERN IRELAND: 'TWO TRIBES', 'TWO COMMUNITIES'

In this introductory section I suggest that in certain ways social 

scientific studies of the Northern Ireland situation have contributed to 

a view of the conflict which presents it as irrational: deriving from 

traditional, archaic sectarian antagonisms based on religion and race.

As such it appears unchanging and insoluble. The problems are most 

apparent in those works (Leyton 1974 and Jackson 1979) in which a 'tribal 

model is applied in the Northern Ireland context. But other models, such 

as the 'two communities' model which holds sway, not only in sociology 

and anthropology but also in political science and geography, may be seen 

to contain certain underlying assumptions similar to those expressed, in 

rather extreme form, in the 'tribal' models. Although we may as social 

scientists, and more especially as anthropologists, distinguish between 

two uses of the term: 'tribe' as a type of society and 'tribe' as a stage 

of evolution, the link between them is clear (Godelier 1978:70). Common 

sense usage tends to confuse the two, and to consist of erroneous 

information.

Although it may be argued that it may be valuable, (even salutory), 

to apply to industrialized societies concepts derived from the study of 

'other', non-white, pre-industrial societies, the use of the concept 

'tribalism' with regard to Northern Ireland has, I will argue, been 

counter-productive. To the extent that anthropologists are still 

'searching for, and finding, 'primitives' in modern Europe' and have 'tribal 

zed Europe' (Boissevainand Fried! 1975), and all that that implies, some 

community-type studies too might be viewed as in some respects contribut

ing to the same set of misrepresentations as accrue from direct tribal 

analogy. Certainly there is a very close resemblance between Catholic
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and Protestant 'tribes1, ('sub-tribes' (Jackson, 1979), or 'moieties' 

(Leyton, 1974)) and the 'two communities' which dominate anthropolo

gical, sociological and other studies of Northern Ireland; whether 

'tribal' or 'community' groupings they both have different 'views of 

history' ('myths of origin' or 'legends'), symbols and rituals, and 

separate social space and institutions. In fact from the point of 

view of criticisms offered in the present study it may be that the

community study is the more pernicious as a consequence of its plau-
\

sibility vis a vis overt 'tribal' and other 'exotic' imagery.

Tribal Analogy: Stage of Evolution

The extent to which the meaning of the designation 'tribal' with 

regard to Northern Ireland is developed varies greatly. Understanding 

is often taken for granted: for example, a press statement from the 

Derry Nationalist party, protesting against the intention of the Orange 

Order to march, particularly since the Ancient Order of Hibernians, 

their supposed counterpart, had called off their summer marches, 

referred to ‘the same old tribalism' (Irish News, 30 July 1971:3). In 

its pamphlet 'Tribalism or Christianity in Ireland?' (1972) an ecumeni

cal document addressed very much to the Churches and pointing to their 

contribution past and present to 'tribalism' in the practice of 

'denominational tribalism', the New Ulster Movement provides sustained 

treatment of what might be considered an elaborated commonsense version 

of the concept. 'Tribalism' is presented as the opposite of Christia

nity; the Christian value of love is contrasted to the violence of 

tribalism, the Christian imperative of reconciliation with 'aggressive 

and provocative public demonstrations of loyalty to a particular
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denomination or cause.' (New Ulster Movement 1972). The 'unforgiving 

spirit' produced by tribalism is interpreted as directly responsible 

for 'the troubles' per se, the deaths, the damage to property, the 

'collapse' of the 'whole moral fabric of the community' results 'once 

it is underway'. The question of how it got underway in the contem

porary historical period 1969- is not broached, it is not however a 

new feature in Ireland, nor does it have its roots in the Reformation 

period; it is in fact a survival of the Irish tribal heritage.

Not surprisingly, our earliest, pre-Christian records
reveal a pattern of inter-tribal conflict and warfare.

(Ibid.)

Tribalism, despite the introduction of Christianity, the Anglo- 

Norman invasion, the Reformation and the plantation, has survived in 

Ireland and adapted to these developments. ‘The endemic conflicts of 

the past still continued' illustrating the 'one unchanging element in 

Irish tribalism - violence and brutality.' Tribalism is seen as an 

endemic violent conflict which operates beyond history, and which is 

at the root of Ireland's troubles.

For Jackson (1979) it is 'subtribalism' which is 'the kernel' of 

Northern Irish society. 'Sense of community' and 'subtribalism' - 

best understood in terms of Robert Ardrey's (1967) concept of 'terri

toriality' - are equated, manifested in the 'passion for parades', 'the 

waving flags, the orange sashes, the pictures of their folk heroes, 

the Easter lily, the bowler hat, the incantations recalling the Troub

les or the victory of King William III over the Jacobites in 1690' 

(Jackson 1979:4). The 'sense' of community 'thus generated is felt to 

be the only real security available.' Fear, in this analysis, although
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'often based on incorrect assumptions' is at the root of tribalism and 

explains the absence of rational thought and action in Northern Ireland.

Tribal Analogy: Type of Society

Elliott Leyton (1974) in his study of two adjacent Northern Ireland 

communities, borrows his dualistic model not from the 'archaic',

'savage' and 'irrational' societies of the previous model but from 

'simpler' societies - 'primitive dualistic societies', the model for 

which embraces not only the oppositional principles given emphasis on 

the commonsense notion of tribalism, but also integrative principles 

(see also Harris 1972, Buckley 1982). Oppositional principles include 

the Catholic/Green and Protestant/Orange myths of origin and symbols: 

Orange, Queen, Union Jack as opposed to Green, Pope, Tricolour, paral

leled by 'an impressive array of antithetical institutions and groups'. 

Schooling and leisure activities are carried on differently and politics 

is oppositional with parallel institutions; Unionist party. Nationalist 

and related parties. Orange Order and Ancient Order of Hibernians,

Ulster Volunteer Force and Irish Republican Army. At the same time, 

'counterbalancing attempts to bring conflict into the open' are inte

grating forces - shared values and integrating structures - which 

although 'often regarded as exclusively segregative in their function' 

also function in an integrating manner. Consciousness of common huma

nity is evident in the involvement of 'both sides' in funeral rites, 

and of common locality in opposition to 'outsiders'. There is consen

sus too on values expressed in the kinship system and the system of 

social class.

There are relatively few institutions, such as voluntary associations



6

which cut across 'the divide', but institutions wJfh ambiguous 

‘latent functions' include the churches, the educational system and 

the political system.

The work of Leyton and other anthropologists, by drawing atten

tion to 'the common culture' (Harris 1972) avoids the impression of 

total polarization evident in some 'tribalist' interpretations. I 

would however suggest that the notion of 'two tribes' and in some res

pects of 'two communities' share implications which are particularly 

inappropriate for the analysis of the Northern Ireland situation.

THE MODELS CRITICIZED

The reasons for the blind spots implicit in such models are mul

tiple and overlapping, deriving from theoretical and methodological 

considerations. In isolating the specific implications most relevant 

to the misunderstanding of the Northern Ireland situation I shall 

attempt to attribute each to its major source of error. They are all, 

however, interrelated.

Implication of Homogeneity

Studies invoking the 'two communities' or 'tribalist' model tend to 

neglect the heterogeneity within each community/tribe. The typical 

focus on isolated rural communities or on urban, working-class commu

nities for a period of limited duration provides a narrow temporal 

and social data base from which to draw general conclusions. And tra

ditionally, implicit in the very terms 'community' and 'tribe', is 

concern with 'collective representations', consensus and homogeneity. 

While Harris (1972) provides an outstanding exception to this general
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point in her analysis of class divisions within the 'Protestant com

munity1 in Ballybeg, her treatment of the 'Catholic community' is how

ever, considerably less detailed as a consequence of fieldwork problems 

of access to information (ibid:xi). In general the Catholic community 

appears to be even more homogeneous than the Protestant. While Burton's 

(1978) study of the Catholic community Anro, admirably handles the issue 

of the relationship between the IRA and the community, I argue that Bur

ton too, in a sense, overemphasizes Catholic community homogeneity, 

especially to the extent that he 'accepts' as fact its reproduction over 

time (see chapter 9).

Implication of 'Parity'

My subsequent points require greater elaboration. The model 

implies a parity between both sides, obscuring the objective permanent 

majority/permanent minority situation which has dominated Northern Ire

land politics. At the micro-level, in each individual community, such 

statistics do not manifest themselves as such: this is not how it appears 

on the ground, given the typical unit of study which in addition to the 

above-mentioned characteristics tends to include not one, but two com

munities, one of each sort. Physically an area may be 'surrounded by a 

sea of hostile Catholic communities' (Leyton 1974:188) - the situation 

of Aughnaboy, studied by Leyton; but the central focus of attention is 

the social interaction, or lack of it, between the two communities, in 

this instance Blackrock and Aughnaboy. A unit is constructed made up 

of two physical entities which by the fact of study becomes two parts of 

one unit. In Leyton's study the townland boundary of Kildarragh does in 

fact 'happen' to incorporate 'the two communities'. It exists as such 

in ideology too.
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The paradox of oneness and unity ... is conceptualised by the 
villagers in terms borrowed from the kinship ideology. Orange 
and Green are like maternal and paternal kin, they are both 
'the two sides of the one house1. (Ibid.:194).

Viewed comparatively a picture emerges of a Northern Ireland, made up

of a multiplicity of small dichotomized and in a sense apparently

equal units. Terms such as: 'dualism', 'binary opposition', 'balanced

opposition', 'dichotomized', 'parallel', 'counterpart', 'mirror image'and

'replicate structures'bespatter the literature contributing to the

impression of parity. The mention of, for example, discrimination

against Catholics is invariably 'balanced' by mention of 'parallel'

Catholic discrimination against Protestants. The focus on this level

of similarity detracts from serious consideration of how and why they

differ. The fact that Catholic powers were obviously more restricted

is residual information which mars the symmetry of the model. It is

'tagged on' in the interests of academic standards, not of the analysis.

Implication of 'Irrationality'

The model implies that the subjects of the model - people - are

irrational. In the more crude 'tribalist' interpretations'tribal' is

equated with 'irrational', 'sub-human' and 'primitive instincts'.

Sometimes it is stated directly.

It is fatally easy for the detached observer to ask 
loftily why the two sides don't just do this or that 
to resolve their differences. There is always the calm 
assumption that reasonable men sitting round a table 
can come to terms with any problems. But it is vital 
to grasp that this sort of 'reason' is still far off in 
Ulster because of the enormous build-up in pressure crea
ted by the quite genuine fears on each side. (Jackson 1979:3)

The 'two communities' on the other hand, are not overtly irrational.

Even if 'functions' are not a consequence of purposive behaviour, the
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attributing of such 'functions' as defence, attack, avoidance, cultu

ral preservation (Boal et al 1976), expression of social solidarity or 

of collective identity within groups, class levelling mechanisms 

within groups, even 'toleration of prejudice', (Harris 1972), has 

ameliorated the picture of total irrationality. There is a sense, 

however, in which the accepted sociological view of belief (or know

ledge) as the basis of individual action contributes to an impression 

of irrationality, when, as is the case in much literature on Northern 

Ireland, the erroneousness of people's knowledge or beliefs is asser

ted or implied.

The fact that these fears are often based on incorrect 
assumptions does not mean that they are less strongly 
felt. (Jackson 1979:3).

The impression is given of people motivated by 'feeling' and not 

'reason'. In many ways there seems to be a refusal to confront the 

issue of discrimination. The frequent introduction of mitigating evi

dence makes those who believe that discrimination was a fact appear 

sectarian and irrational, not 'balanced' in their views.

Each side believes that the other practices the most 
rigid discrimination in both hiring and expenditure.

But, continues Leyton, in a somewhat flippant manner:

these expectations of economic separation cannot always 
be fulfilled. Some men work for national and international 
corporations which have explicit rules against discrimina
tion. Even in local Kildarragh enterprises, the employer 
is often more concerned with the efficiency and skill of 
his employees than with their 'persuasion.'

(Leyton 1974:193)

Jackson (1979) achieves a remarkable volte face on the subject of dis

crimination.
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Fifty years of failing to get any real say in the government 
of the province - and with little prospect of a change in the 
situation - left the Catholics with a burning sense of grie
vance, reinforced by both institutionalized and informal dis
crimination. (Jackson 1979:3).

He then immediately proceeds to remark on the error of those who believe

in the operation of discrimination against Catholics.

A man's first name - Sean, Liam, Eugene or whatever - is 
usually enough to reveal his religion and nothing will con
vince him that a subsequent failure to get a job or a home 
was not governed by that fact. (Ibid.:3).

Even in Harris' (1972) extended and sensitive treatment of discrimina

tion there is more than a hint of ambiguity about its existence which 

'is of course hotly debated' and a matter 'not wholly clear cut.' 

Ultimately these consequences stem from the primacy accorded to 'per

ceptions' in some sociological explanations. Harris characterizes Nor

thern Ireland as within the scope of interest of Wagley and Harris'

(1958) study on minorities which encompasses sub-groups that emerge as 

a result of historical processes ‘which have undoubtedly occurred in 

Ulster' (Harris 1972:206). But the historical dimension in the studies 

under ponsideration tends to be confined to an introductory chapter or 

section contributing to the background rather than to the analysis. It 

is rather Wagley and Harris' point that 'under certain circumstances 

what is important is simply the fact that members of the sub-group 

believe they are the subject of adverse discrimination which takes 

precedence in the analysis of the Northern Ireland situation.

It is not my intention in this section to argue for the rationality 

of 'individual actors' in Northern Ireland. What is relevant is that the 

portrayal of the actors as irrational contributors to the general impres

sion of incomprehensibi1ity which pervades much writing on the Northern 

Ireland situation, and which makes it appear to be insoluable.
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Implication of Isolation

The model fails to take adequate account of the state. The tribal 

model precluded the state by definition and the community study method 

creates well documented problems concerned with ways of dealing with the 

'micro-macro relationship'. There has been a confounding of two meanings 

of 'community' - the sociological (micro) and the religious (macro).

Every community study, no matter how cautiously, makes some claim to 

representativeness. The state of Northern Ireland becomes understood 

in terms of the many little replica, dichotomized communities of which 

it is composed. But the state is not the sum total of its communities. 

Social interaction and, more particularly, lack of social interaction 

between the communities on the ground have been a dominant area of 

research to the virtual exclusion of analysis of the relationships of 

each 'community' (and its class segments) to the state, and of how they 

have changed over time with consequent changes in the nature of secta

rianism.

The overtly tribal model separates off for analysis the area of 

'tribal' behaviour - ritualistic, symbolic, anachronistic and violent 

from modern state politics. There are, hidden in this model, areas of 

Northern Ireland society where 'tribalism' does not prevail, for example, 

by implication the middle class are more or less exempt from the label, 

since interest is concentrated in small rural or working-class areas and 

often on the visible violent manifestations of sectarian conflict. The 

government too has no overt place in the model and is depicted as 'above' 

the conflict, neutral, making intermittent but ultimately futile attempts 

to intervene. Commenting on Catholic 'opposition to integration' Jackson

writes:



12

The Stormont government was not unaware of the problem but 
its energy in tackling it, never all that strong in any 
case, was sapped by the knowledge that any such attempt 
would be resisted root and branch by the church itself.

(Jackson 1979:7)

In the following paragraph in which he deals with another macro-level 

but less 'reforming' process - gerrymandering (see p. 78 ) the analy

sis shifts from modern state model to tribal model, and what might have 

been called 'government' becomes 'the Protestants'.

The system (the self-imposed ghetto herding of the Catholic 
population) has had many attractions for the Protestants too.
It meant that the Catholics were handilygrouped together 
for political purposes and could be manipulated more easily.
The most flagrant case occurred in Londonderry ... (Ibid.:7)

Then follows an account of one of the most notorious gerrymanders car

ried out by the Northern Ireland government - the well documented case 

of Derry.

Implication of Stasis

Implicit in the above remarks is a criticism that the model is 

ahistorical. Despite the passing of almost forty years since Mogey's 

publication of 'The Community in Northern Ireland' (1947), the essen

tials of 'the Catholic community' and 'the Protestant community' appear 

not to have changed greatly. Frank Burton's (1978) study of Anro marks 

a change not solely because research was conducted during a period of 

social upheaval and social change, for indeed the same could be said of 

Leyton's period of fieldwork, but also because it was an urban study; 

specifically a Belfast study. Burton's study takes more account of 

history than other studies of 'the Northern Ireland situation' yet in 

the discussion of his work later in the thesis I suggest that Burton's 

work also seems ahistorical in the sense that the past is interpreted
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too much in terms of the present. I suggest that this tendency is pre

sent by implication in many sociological studies of Northern Ireland, 

for although synchronic fieldwork studies may provide basic data, the 

notion of 'the Catholic' or 'the Protestant' community' carries a 

'historical weight' - a diachronic dimension as well as a national as 

opposed to 'community' dimension (see above).

THE PAST IN THE PRESENT

Implicit in the tribal model for understanding the Northern Ireland 

situation is the importance of the past in the present: the origin 

myths, the folk histories, the ritual processions, etc. In the cruder 

or more commonsensical application of the tribal model it is suggested 

that such characteristics and others such as violence are a survival of 

a tribal heritage which has remained in large part intact. Many agree 

that the people of Northern Ireland are living in the past, or at least 

dwell too much on the past.

That notions concerning the representation of the duration of time 

differ significantly in 'western society' from 'primitive' or pre

industrial society is advanced within both anthropology and history 

(Hallowell 1937, Leach 1954, Shepherd 1977, Thompson 1967, Hearn 

1975). Anthropologists have stressed the cyclical (as opposed to
2

linear) representation of time as characteristic of primitive society.

Primitive time can be regarded as a recurring cycle. Certain 
events repeat themselves in definite sequence. This sequence 
is a continuity without beginning or end, and thus without 
any clear distinction between past and present. (Leach 1954:114)

A.I. Hallowell, distinguishing between temporal orientations in western

and in pre-literate society, observed:
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On the whole, then, events that are believed to have taken 
place 'long ago' are not systematically correlated with each 
other in any well-defined temporal schemata. There are 
discrete happenings, often unconnected and sometimes contra
dictory. Yet the past and present are part of a whole because 
they are bound together by the persistence and contemporary 
reality of mythological characters not even now grown old.

(Hal 1 owe11 1937:668)

The correlations: western society - linear conception of duration, 

primitive society - cyclical conception of duration are not absolute. 

Most writers on the subject agree that the linear mode is operative in
3

certain spheres of primitive life, but that it is secondary. Some 

writers have suggested an association between the ritual domain and 

the cyclical representation of duration. Leach (1976) distin

guished between 'ritual1, 'abnormal', 'sacred' time and other notions 

of time, and suggests that western societies tend to emphasise the 

experience of irreversability (linearity) and primitive societies the 

experience of repetition (cyclicity). Maurice Bloch has elaborated 

extensively on the relationship. He writes:

The presence of the past in the present is therefore one 
of the components of that other system of cognition which 
is characteristic of ritual communication, another world 
which unlike that manifested in the cognitive system of 
everyday communication does not directly link up with 
empirical experiences. It is therefore a world peopled by 
invisible entities. (Bloch 1977:287)

Historians' interest in the subject focuses on the social signi

ficance of the transition from one type of time representation to 

another which was a consequence of the industrial revolution. The 

demands of industrial labour, which mechanized time and brought about 

the compartmentalization of work and leisure - work and life, were 

incompatible with the pre-industrial 'natural' time which followed 

the cyclical rhythm of the natural world. Industrial capitalism put
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an end to a conception of time in terms of which:

social intercourse and labour are intermingled... and there 
is no great sense of conflict between labour and 'passing 
the time of day1. (Thompson 1967:60)

The discussion falls broadly within the Marxian concept of 'alienation1.

The transition is negatively assessed:

In opposition to linear, mechanical time, they (workers in 
the first decades of the nineteenth century) retained a more 
meaningful pre-industrial conception of time ...

(Hearn 1975:207)

In discussing government legislation in the nineteenth century against

various traditional working-class pursuits such as fairs, celebrations

and cock fights Hearn writes:

The attack on play and recreation was accompanied by the 
continuation and intensification of earlier efforts direc
ted at promoting and applying the linear, mechanical concep
tion of time. As the suppression of the play-element in 
working-class communities advanced, and the integrated 
experience generated within these communities was shattered, 
time became reified, detached from human experience and 
encapsulated within the standards of formal rationality.

(Ibid.:213)

A superficial glance at this literature would seem to confirm then 

the notion that the preoccupation with the past in Northern Irish cul

ture characterizes it as in some senses anomolous in the 'modern' world 

- an anachronism. In more general terms societies characterized by a 

concern with the past, with tradition, in other words 'traditional 

societies', particularly peasant societies, have been characterized, 

by some social scientists as 'backward', therefore 'non-progressive'.

And as in the commonsense view of the Northern Ireland situation such
4

propensities were taken as 'culturally' or psychologically innate.

In contemporary western society it is desirable to be 'with the times' 

or 'ahead of the times', never 'behind the times' or 'living in the past'.
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suchvalues are historically located.

The problem of systematically rejecting the past arises only 
when innovation is recognized both as inescapable and as 
socially desirable; when it represents 'progress'.

(Hobsbawm 1972:10)

It is chronology which distinguishes linear from cyclical concep- 
5tions of duration. In the traditional distinction between myth and 

history, in which myth was generally attributed to the primitive world 

and history to the more scientific peoples of the western world and 

occasionally selected Asians, chronology too was taken to be a signifi

cant differentiating factor. While anthropological approaches tend to 

a relativist position on the existential status of 'history', ('History 

is therefore never history, but history-for' (Levi-Strauss: 1966)); many 

historians, not surprisingly, maintain a concept of 'value free', 

'proper' history. J.H. Plumb (1969), for example, draws a sharp dis

tinction between 'the past' and 'history'. 'The past' has been used, 

from the earliest times, in a variety of ways which he categorized 

as: 'the sanction of the past', explaining, sanctifying and giving 

validity to human institutions, and 'the past as destiny', interpreting 

the future and providing the individual human life, or a nation's with a 

sense of destiny. But the past used in this way is never 'history', 

which like science, is an intellectual process. Historians try to 

understand what happened in its own terms, 'not in the service of 

religion, or national destiny, or morality, or the sanctity of insti

tutions'. It is their task to bring 'detachment', and other attributes 

of the scientific method to 'the human story'. Barnes (1971) in 

elucidating Levi-Strauss1s notions on the handling of history rejects 

such a division and suggests something resembling a continuum ranging
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from 'so-called true history' which is really 'myths with dates'

(myths with chronology) to 'intermediate myths'. An intermediate 

position would be held by 'legendary dateless histories of tribes 

and clans like those described by Gunnison (1951, 1957) which are 

distinguished from the latter by the primacy of the diachronic 

sequence.

Anthropology as a discipline has been centrally concerned with 

what Plumb refers to as 'the past', whether as 'myth', 'history' or 

recently as 'the past in the present' (Bloch 1977, Appadurai 1981, 

Feeley-Harnik 1978, Peel 1984). Anthropologists have also undertaken 

criticism of the 'so-called objectivity' or the 'so-called true' 

history: the history of anthropology itself was treated as 'a problem' 

by Llobera (1976). And some historians too share an interest in the 

same questions. In Hobsbawm's (1972) reflections on 'the social func

tion of the past' he raises many interesting questions and provides 

stimulating insights including a suggested evolutionary scheme relat

ing to changing conceptualizations and uses of the past. There is 

much that is familiar to anthropologists; part two is especially 

reminiscent of anthropological studies on 'revitalization' and 

'nativistic' movements (Wallace 1956, Linton 1943). Frank Hearn (1975) 

follows up one of Hobsbawm's insights in an examination of the changes 

in social protest activity which occurred in England between 1750 and 

1850 in an article entitled 'Remembrance and Critique: The Uses of 

the Past for Discrediting the Present and Anticipating the Future.'

And it was a conference organized by the historical journal Past and 

Present which formed the basis of the book The Invention of Tradition

(1983) edited by Eric Hobsbawm and Terence Ranger in which 'invented
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tradition' is defined as:

a set of practices, normally governed by overtly or tacitly 
accepted rules and of a ritual or symbolic nature, which 
seek to inculcate certain values and norms of behaviour by 
repetition, which automatically implies continuity with the 
past. In fact, where possible, they normally attempt to 
establish continuity with a suitable historic past.

(Hobsbawm 1983:1)

Although many of the cases of 'invented tradition' analyzed are 

historic, preponderantly in the nineteenth century, one essay takes the 

invention of tradition well within what might be thought of as contempo

rary society: a study of the invention of tradition relating to the 

British monarchy circa 1820-1977 (Cannadine 1983). In fact the point 

is clearly made throughout this current literature that the past is of 

continuing social significance in the contemporary world. 'Paradoxi

cally, writes Hobsbawn:

the past remains the most useful analytical tool for coping 
with constant change, but in a novel form. It turns into 
the discovery of history as a process of directional change, 
of development or evolution. Change thus becomes its own 
legitimation, but it is thereby anchored to a transformed 
'sense of the past'. (Hobsbawm 1972:11)

Plumb makes the point that:

For all societies the past has been a living past, some
thing which has been used day after day, life after life, 
never-endingly. The more literate and sophisticated the 
society becomes, the more complex and powerful becomes 
the uses to which the past is put. (Plumb 1969:11)

Hobsbawm concludes his article thus:

... where are the demarcation lines between the coexisting non- 
chronological and chronological past, between coexisting 
historical and non-historical chronologies? The answers 
are by no means clear. Perhaps they might throw light not 
only on the sense of the past of earlier societies, but on 
our own, in which the hegemony of one form (historical 
change) does not exclude the persistence, in different 
milieu and circumsances, of other forms of the sense of the 
past. (Hobsbawm 1972:17)
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Hobsbawm's assertion of the co-existence of different 'senses of 

the past', in modern society, not simply different versions of the 

past, throws light on the detrimental judgement of Northern Irish 

people as 'living in the past'. The ‘otherness of the past' (Peel 

1984:128) or ‘the pastness of the past* (Shepherd 1977:23) may be the 

constant perception of only some members of a society. Others may, 

in certain 'milieu' and 'circumstances' perceive it diffierently. 

Related to this point is the issue of power. The conceptualization of 

time which dominates modern society is linear and mechanized; the 

past is viewed most positively as 'becoming', a past stage towards 

progress', and most negatively as something which 'has been' and which 

retards and continues to retard 'progress' if allowed. In his discus

sion of the legal and moral attack on aspects of working-class culture 

which accompanied the industrial revolution Hearn writes:

The future came to be regarded as a fulfilment of the present, 
not the past. Progress was defined as a process of quantative, 
incremental improvements and was measured with reference to 
how far society and its members had distanced themselves from 
the past. (Hearn 1975:218).

He argues that:

By making the past seem inconsequential and by repressing 
remembrance this development sustained the existing system 
of domination. (Ibid.:217).

Implicit in Hearn's remark above, and explicit in the article as 

a whole, is a challenge to the notion that the past in the present can 

only serve an essentially conservative function. Hearn's article is 

concerned with the social use of the remembered past to criticize the 

present order, which he argues has been commonly and mistakenly viewed 

as a misguided attempt to deny the real changes which had occurred by 

demanding a return to a fictional past. Hearn argues that in several 

respects the past was superior to the present therefore for example
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the myth of 'Golden Age' of the eighteenth century did have some basis 

in concrete reality.

In any event, upon close examination this myth can be 
read accurately as an expression of the workers' resis
tance to the denial of social responsibility and their 
recognition that a better society was possible. As such, 
the myth of the Golden Age was an essential part of the 
workers' ideological consciousness. (Ibid.:209).

The opinion that the past legitimizes not only the status quo, but 

also change is sustained in much of the literature under discussion; in 

fact the greatest problem posed by Hobsbawm (1972) is how can a model 

of society be formulated when the past no longer provides it? And his 

answer is again found in 'the past', 'but in a novel form' (see above).

Peel's (1984) analysis of the 'making of history' in twen

tieth century Ilesha , a Nigerian town, in which he considers the process

ing and 'updating' of 'itan' which provide an important means of knowing 

the past, also questions the notion that the past can only serve a 

conservative function. 'Itan' include historical stories which like 

charters justify interested claims and give some account of social 

arrangements inherited from the past. In the transition from its pre

colonial state to becoming involved as part of the Nigerian state, 

colonial and later independent, a key role was played by history. The 

past is intensely relevant to politics, modern as well as traditional, 

and not just the politics of hierarchy-maintenance. He states empha

tically that:

The data does not support any idea that the past (as against 
the present), even as embodied in ritual, can only serve an 
essentially conservative function, still less that it is 
divorced from practical politics. (Peel 1984:111).

An inevitable question raised by this area of research is that of

variation in the extent to which the past is used in different societies
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and indeed in different sections of any one society. Anthropologists 

had noted the variation in the extent of knowledge and interest in 

past events among different peoples,^ but for the most part have pro

vided no explanation of the difference. 'Why1, asked Evans-Pritchard, 

'among some peoples are historical traditions rich and among others 

poor?' (1969:52). A closely related issue, given Bloch's (1974) 

association of 'social structure' 'ritual communication' and 'past 

in the present', are his questions concerning variations in the 

'amount' of 'social structure', and variations in the role of ritual 

communication in different societies. Bloch (1974) suggests that the 

amount of ritual communication, of which 'past in the present' (and 

song and dance, Bloch 1977) are a part, varies with the degree of 

'institutionalized social hierarchy.'

This is not, I believe, to say, as Peel (1984) suggests, that the 

past in the present' in Bloch's model is always politically conserva

tive in its functioning. Peel argues against Bloch's general model, 

which he describes as 'time-denying, ritually based, hierarchy-sustain

ing' (which does seem to apply in the case of the Merina of Madagascar - 

see Bloch 1977) with his ethnographic material from Ilesha showing 

that while 'itan' do legitimize the existing hierarchy - characteristi

cally they are owned by the heads of communities and lineages - there 

is another use of the past in the present, a vision of a cyclical pro

cess in which an excessive concentration of power at the centre is 

dispersed by popular protest.^

The use of 'past in the present' as protest is not, I believe, 

precluded from Bloch's model, although he certainly does not include 

discussion of it. His essential point, that the amount of ritual
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communication varies in relation to the degree of social hierarchy, 

is not challenged by Peel's material: there was obviously social 

hierarchy in Ilesha, and where there is hierarchy there is real or 

potential protest. An interesting question concerning rituals of 

resistance then arises as to whether they are related to questions 

of social hierarchy internal to the protest group. More signifi

cant, from the point of view of the present thesis,is Bloch's asser

tion that in different societies more or less of their 'social theory' 

is expressed in the language of ritual, again in relation to the degree 

of institutionalized social hierarchy. 'Social theory' expressed in 

the language of ritual is, as Bloch points out, concerned with 'roles' 

and with 'groups', but only with a particular type of group: the type 

which constitutes 'social structure' in Bloch's novel and insightful 

definition of its usage:

Social structure, far from being society, turns out to 
be a system of classification of human beings linked to 
other ritual cognitive systems, such as the ritual 
notion of time. Like ritual time it has phenomenological 
expression only at certain moments of the long conversa
tion, and interestingly it too also seems to be different 
from the cognitive social system of other moments of dis
course. For example we continually find that such group
ings as agricultural co-operative groups, local groups, 
such as Nuer villages and cattle camps (Evans-Pritchard 
1940), social relations, such as those of patron and 
client as described by Hobart, landlord and share-cropper 
in India (Mayer 1960), have no place in the classification 
system expressed in ritual...

The presence of the past in the present is therefore one of 
the components of that other system of cognition which is 
characteristic of ritual communication, another world which 
unlike that manifested in the cognitive system of everyday 
communication does not directly link up with empirical 
experiences. It is therefore a world peopled by invisible 
entities. On the one hand roles and corporate groups 
(invisible halos as Nadel (1957) put it) and on the other 
gods and ancestors, both types fusing into each other. 8

(Bloch 1977:286-287)
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The importance of the past in the present in providing or sustain

ing group identity is not a novel idea. The use of the past in the 

development of the nation state is generally accepted, 'history is the 

most easily worked raw material for the process of manufacturing the 

historically novel 'nations' (Hobsbawm 1972:9). It was a process of 

destroying old and creating new groups.

Historically ... modern political nationalism arises in the 
course of stabilising or making possible the transition from 
autocratic to democratic or at least popular government. It 
is a re-casting and re-formation of communities and of poli
tical boundaries in circumstances where the old basis of the 
polity has been radically undermined. (Kamenka 1973:15)

'The nation' is a particular kind of group. John Shepherd (1977:40)

describes nationalism as founded upon the fallacy of form and content; it

is not the people because it contains them. It is permanent while people

are mortal. Because it is not constituted of specific individuals it has

appeared as a pre-existing and generally unquestioned fact of life.

Eugene Kamenka (1973) defines as quasi-nationalism, the more recent

movements among racial minorities in modern western states such as the

resurrection of the Black American's African heritage:

They are attempts to counterpose the dignity of the past to 
the insecurity of the present and to derive from that past 
a dignity and self-confidence with which to face the future.

(Ibid:19)

Hobsbawm raises the more general question of what other movements 

operate in the same fashion, that is, innovating, using or purporting 

to use elements of an historic past, real or imaginary. He can only 

suggest an answer:

Can we say that certain types of apsiration are more likely 
than others to adopt this mode of definition, for example 
those concerning the social cohesion of human groups, those 
embodying the 'sense of the community'? (Hobsbawm 1972:9)
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Peel's (1984) analysis of the use made of the past in twentieth cen

tury Ilesha would seem to support this view; Peel concludes that the 

Ilesha pay such attention to their 'past in the present' because they 

are so given to communal politics: he suggests that the Ilesha uses 

of the past are strongly characteristic of all situations where history 

is linked with collective identity. He quotes Burrow:

What gives history is continuing power is not falsehood, 
nor for that matter truth, but the sense of continuing 
identity, expressed in re-enactments by ritual and riot.
The enemy of such myths is not truth but individualism, 
the dissolving of the sense of collective identities and 
temporal continuities. (Quoted in Peel 1984:131)

And this applies as much to the modern nation which strives to create 

a single collective will and identity in the face of social differen

ces, as to the oppositional groups within the state who might contest 

that construction of the past and attempt to construct alternative and 

more meaningful, for them, 'pasts'.

Anthropologists perhaps better than other social scientists are in 

a position to appreciate the variety of possible interests in the past 

and the co-existence of 'rival pasts' in any one society. In the 

article 'Genealogy' of a social sciences dictionary, J. Middleton writes 

that:

It is now generally understood that genealogies are not 
always historically accurate statements, but may be 
changed in order to provide support for, and validation 
of, actual present day relationships between persons who 
feature in them. (Gould and Kolb 1964:282)

Malinowski observed that even in stable and well-balanced societies,

opposing factions would be likely to generate different myths (see

Appadurai 1981:202). The sociological and other literature on Northern

Ireland tends to identify two versions of history in the sense of

'present in the past', the Catholic and the Protestant version. There
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exists, by implication, a 'proper' history by which the Catholic and 

Protestant versions might be deemed 'biased' or 'mythic'; this 'pro

per' history is not however categorized as 'past', but rather as 

'history', to use Plumb's distinction, and as such is not used by 

interested parties in the present.

I hope, in this discussion, to have established the existence of 

at least one other version of the past operative within, and impli

citly in the literature about, Northern Ireland, namely the view that 

rejects the past and those who dwell on it as backward and inferior, 

for to do so is to have a version of the past which identifies it as 

counter-progressive. I would go further and suggest, on the basis of 

the above discussion, that it is virtually impossible to refrain from 

the positive use of the past in the present, even for those who 

avowedly reject it. The present is dependent on the past not simply 

in so far as social practice everywhere consists of the replication of

past practice, but because a society's sense of its past is integral
9

to its self-production through time. The past is not rejected so 

much as certain versions of the past, and more specifically, certain 

interests which produce or reproduce 'pasts'. For few people object 

to organizations such as the National Trust or the Ulster Architectural 

Heritage Association, nor to the continued place of history in school 

curriculum, or the increasingly popular study of local history; to be 

'steeped in the past' is qualitatively different from 'living in the 

past'.

I would suggest that the different evaluations placed on these two 

'senses' of the past is related to their different political implica

tions. Bommes and Wright's (1982) analysis of 'National Heritage' in
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contemporary Britain as 'a publically instituted structuring of con

sciousness' (ibid.:266), provides an example of politically innocuous 

'laundered and dehistoricized (i.e. naturalized) representations of 

the past' (ibid.:265). The authors argue that at the ideological level 

of the nation, 'heritage' involves the extraction of history - of the 

idea of historical significance, process and potential - from everyday 

life and its restaging and display in particular coded sites, images and 

events. In this process, they suggest, history is abstracted as 'the 

historical' and it becomes the object of a similarly transformed and 

generalized social attention. In the process of becoming 'historical' 

history becomes 'timeless'.

In order to become spectacular - something which one can stand 
outside and then reconnect within regular acts of appreciation 
- history must be completed and fully accomplished. As a pro
cess which is fully accomplished, history, with all its promise 
of future change and development, is closed down and confined 
entirely to what can be exhibited as 'the historic past'.

(Bommes and Wright 1982:291)

This is a completely other perception of history than for example that

implied in C. Wright Mills' view of the sociological inspiration which:

enables its possessor to understand the larger historical 
scene in terms of its meaning for the inner life and the 
external career of a variety of individuals...

(Mills 1959:17)

ForMills the whole 'intellectual promise' of the discipline is 'to 

enable men ... to become aware of historical structures and of their 

own place within them.1 (Ibid.).

It is evident that the functions and uses of the past in the pre

sent, is a pervasive, complex and multivarious field of study which is 

of growing concern to scholars in different disciplines. Some of this 

range of meaning has been discussed by Edward Shils in the book which he
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devotes to the subject of 'tradition'. In the introduction he writes:

There are very few voices accredited among the educated 
which speak for ‘going back'; practically none for 
'standing still'. Nonetheless, a slight turn in moral 
sentiment and in the intellectual credit of the past is 
perceptible. There is a little unease in the presence 
of the idea of 'tradition', but its long exile from the 
substance of intellectual discourse has left its meaning 
hidden in obscurity. (Shils: 1981:2)

In discussion of 'the endurance of past objects' among many other topics 

he deals with 'the presence of the past in works of science and scholar

ship' and has some general comments to make on the social sciences, and 

specifically on social anthropology. In Shils' view the older school 

of ethnography which flourished before the introduction of modern tech

niques of fieldwork did not develop theories of tradition but was very 

aware of its ubiquitous presence. He cites as one of the major changes 

in the development of the social sciences over the past century and a 

half, a shift towards contemporaneity. The techniques which they began 

to use early in the twentieth century were practicable only on living 

persons. Anthropological studies which were conducted through intensive 

observation and interviewing tended to confine analysis to the living 

generations. Earlier epochs in the societies they studied fell into a 

very marginal position in the field of attention of social scientists.

It is only recently, he concludes, that the historical dimension has been 

reintroduced into sociological and anthropological studies. This is not, 

he notes, the same as an acknowledgement of the existence and effect of 

traditions (Shils 1981:138).
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HISTORY AND THE SOCIAL SCIENCES

The theoretical origins of the rejection of history in the social 

sciences stems, to a large extent, from the commonly acknowledged 

'ancestor1, Durkheim. In British Social Anthropology, the concept of 

structure (following Durkheim), is seen positivistically: social struc

ture is given in the observation of each tribal society. This detailed 

observation from which social structure can be identified in a fairly 

unproblematic way is achieved by the research methods of fieldwork. The 

concept of structure is used in a descriptive and largely unexamined 

ways; it is the concept of 'function' which plays the explanatory role 

in 'structural functionalism'. The period of functionalist hegemony 

dates from a break with evolutionism and the endeavour to connect up 

the social sciences and biology in which functional analysis normally 

takes the form of showing that a given homeostatic mechanism in the 

body involves adjustments that contribute to the life of the organism 

as a being. The introduction of the notion of function as an explana

tory element in Durkheim's sociology involved an attempt to exclude 

temporality from major areas of social analysis in so far as history 

and causation were severed from function.

E.E. Evans-Pritchard in his famous essay 'Anthropology and His

tory' (1961) suggests reasons why 'this turning away from history came 

about' (Evans-Pritchard 1962:46), and lists its deletarious consequen

ces for the subject. Evans-Pritchard judges Durkheim's attitude to 

history as 'ambiguous' and unacceptable. His conclusion suggests con

vergence of the two, he accepts Maitland's (1936) dictum that 'anthro

pology must choose between being history and being nothing' (ibid.:64), 

but only if it can also be reversed - history must choose between being
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anthropology or being nothing.

Levi-Strauss (1958) lays greater stress on complementarity; his

tory and ethnology share the same subject, social life, the same goal, 

a better understanding of 'Man' and the same method, varying only in 

the proportion of research techniques. They differ principally in 

their choice of complementary perspectives: history organizes its date 

in relation to conscious expressions of social life, while anthropology 

proceeds by examining its unconscious foundations. Levi-Strauss con- 

cludes:

Until now a division of labor, justified by ancient tradi
tion and the needs of the moment, has contributed to the 
confusion of the theoretical and practical aspects of the 
distinction, and thus to an undue separation of anthropo
logy from history. If anthropology and history once begin 
to collaborate in the study of contemporary societies, it 
will be apparent that here, as elsewhere, the one science 
can achieve nothing without the help of the other.

(Levi-Strauss 1985:25)

E.P. Thompson singles out from among the social sciences, social

anthropology as likely to produce worthwhile dialogue with history;

just as economic history presupposes the discipline of economics, so

social history must presuppose the discipline of social anthropology.

We cannot examine rituals, customs, kinship relations, 
without stopping the process of history from time to 
time, and subjecting the elements to a static, syn
chronic structural analysis.

(Thompson 1978:16)

There are however problems as to the way in which the dialogue can be 

conducted. While emphasising that a relationship must be encouraged 

between social anthropology and social history Thompson also stresses 

that it cannot be just any kind of relationship. Philosophy seems to 

him a necessary mediator. For a Marxist historian certain sociological
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concepts would need to be redefined, given a new dialectical ambiva

lence:

an 'act of giving' must be seen simultaneously as an act 
of getting, a social consensus as a class hegemony, social 
control (very often) as class control, and some (but not 
all) norms as needs. (Ibid.:16-17)

For the dialogue to proceed Marxists too must make some changes.

I am calling into question and Marxists if they wish to 
have an honest dialogue with anthropologists, must call 
into question - the notion that it is possible to describe 
a mode of production in 'economic' terms, leaving aside as 
secondary (less 'real') the norms, the culture, the criti
cal concepts around which this mode of production is organi
zed. Anthropologists, including Marxist anthropologists, 
have long insisted upon the impossibility of describing the 
economy of primitive societies independently of the kinship 
systems according to which they are structured, and the 
kinship obligations and reciprocities which are as much 
endorsed and enforced by norms as by needs. But it is 
equally true that in more advanced societies the same dis
tinctions are invalid. (Ibid.:18)

Another aspect of complementarity is suggested by G. Stedman
s

Jones (1976), who notes that sociology as a theoretical discipline and

history as an empirical discipline have been drifting towards one

another for several years. He expresses concern at the paucity of

sociological theory in this shift from 'Historical Sociology' to
10'Theoretic History'. Philip Abrams' argument in Historical Socio- 

logy (1982) is closer to Evans-Pritchard's in so far as he urges that 

the fundamental preoccupations of history and sociology are, and 

always have been the same.

Historical sociology is not, then, a matter of imposing 
grand schemes of evolutionary development on the relation
ship of the past to the present. Nor is it merely a matter 
of recognising the historical background to the present. It 
is an attempt to understand the relationship of personal 
activity and experience on the one hand and social organi
sation on the other as something that is continuously 
constructed in time. It makes the continuous process of 
construction the focal concern of social analysis. That
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rocess may be studied in many different contexts: in 
personal biographies and careers; in the rise and 
fall of whole civilisations; in the setting of parti
cular events such as a revolution or an election, or 
of particular developments such as the making of the 
welfare state or the formation of the working-class.
The particular context to which sociologists have 
chosen to pay most attention is the one I have called 
the transition to industrialism. But in the end 
historical sociology is more a matter of how one 
interprets the world than of what bit of it one choo
ses to study. And on that basis one can say firstly, 
that there is no necessary difference between the 
sociologist and the historian, and secondly the socio
logy which takes itself seriously must be historical 
sociology. (Abrams 1982:16-17)

Even the finer routine details of small-scale ethnographic inquiry

are defined as historical sociology in Abrams' definition:

But there is no mysterious cut-off point at which events 
become so unique, detailed or concrete that they either 
lose their two-sidedness or elude the explanatory powers 
of the historical sociologist. Nor in practice is there 
any way in which the disciplines of history and sociology ' 
can be sensibly differentiated in terms of the scale of 
the events with which they choose to deal. Some socio
logists find worthwhile work in the ethnography of a 
cock-fight (Geertz 1971): others in theorizing the whole 
experience of Islamic society (Gellner 1981). (Ibid.:200)

Abrams then rejects the notion of complementarity; the issue is not the 

need to give historical work more ‘social context' or sociological work 

more 'historical background'. What unites the two disciplines is their 

concern with process. Abrams'argument for 'historical sociology' rests 

on the claim that at the heart of both disciplines is a common project: 

a sustained diverse attempt to deal with what he terms the 'problematic 

of structuring' which he sees as central to the attempt to build a 

sociology of process as an alternative to the ‘tried, worn and inade

quate sociologies of action and system', (ibid.:xv). For Abrams the 

'problematic of structuring' is a wide framework capable of sustaining 

many formal general theories. His particular interest is to investigate
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the implications of the notion of society as structuring for what 

might be called 'concrete historical studies'.

Giddens' concept of 'structuration' is obviously relevant to 

the discussion of the relationship between history and social 

science. Giddens has devoted considerable attention to the study 

of nineteenth century social theorists. His works have made impor

tant contributions to the critique of the concept of function 

originating in that period and developed in the twentieth century 

by Malinowski, Radcliffe-Brown and Talcott Parsons, and he has 

confronted problems of 'functionalism' in his analysis of three major 

contributors: R.K. Merton, Ernest Nagel, and A. Stinchcombe (1977). 

Giddens in criticizing the use made by functionalists of organic 

analogies argues that in physiology statements couched in terms of 

functional relations can always be transcribed into statements of 

causal connections without residue, for example the causal proper

ties of blood flow. Giddens (1976) reconceptualizes the chief 

intent of 'functional analysis' as one which it is in fact incapable 

of exploring the problem of the reproduction of structures, as in the 

constant replacement of the cells of the skin in a physiognomy which 

through this very process maintains its structural identity.

The exclusion of time on the level of the duree of 
human agency has its counterpart in the repression 
of the temporality of social institutions in social 
theory - a repression effected largely by means of the 
division of synchrony from diachrony. On the basis of 
this division, sociologists have been content to leave 
the succession of events in time to the historians, 
some of whom as their part of the bargain have been 
prepared to relinquish the structural properties of 
social systems to the sociologists. But this kind of 
separation has no rational justification: with the 
recovery of temporality as integral to social theory 
history and sociology become methodologically indis
tinguishable. (Giddens 1979:8)
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Giddens suggests that once Durkheim had methodologically separated 

history and function, he was unable to recombine them and therefore 

could produce no systematic account of social change (Giddens 1976). 

The limitation of both structuralism and functionalism is to regard 

‘reproduction1 as a mechanical outcome rather than as an active con

stituting process, accomplished by and consisting of the doings of 

active subjects. While it has been recognized that while 'men' make 

society, they do not do so merely under conditions of their own choos

ing different sociological schools tend to emphasis and analyse either 

one aspect, 'action1, or the other, 'system1 or 'structure'.

Giddens argues that it is fundamental to complement the idea of 

production of social life (action) with that of the social reproduc

tion of structures. 'Structure' refers to systems of generative rules 

and resources, which exist 'out of time and space': that is which can

not be treated as the situated doings of concrete subjects which 

structures both serve to constitute and are constituted by. But 

Giddens stresses that structures only exist as the reproduced conduct 

of situated actors with definite intentions and interests. Every act 

which contributes to the reproduction of structure is also an act of 

production, a novel enterprise and as such may initiate change by 

altering that structure at the same time as it reproduces it - as the 

meaning of words change through their use. 'Structuration' becomes 

the true explanatory locus of structural analysis.

To study structuration is to attempt to determine the con
ditions which govern the continuity and dissolution of 
structures or types of structure. Put in another way: to 
enquire into the process of reproduction is to specify the 
connections between 'structuration' and 'structure'.

(Giddens 1976:120)
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Processes of structuration tie in the structural integration or 

transformation of collectivities or organizations as systems with 

the social integration or transformation of interaction on the level 

of the life-world. Central to Giddens's concept of 'structuration' 

is the duality of structure - the most integral feature of processes 

of social reproduction which can always be analysed in principle as 

a dynamic process of structuration. The notion of duality of struc

ture emphasizes the important point that social structures are both 

constituted by human agency and yet at the same time are the very 

medium of constitution.

Like Giddens, Bourdieu (1977):

rejects mechanistic theories which explicity or implicitly 
treat practice as a mechanical reaction, directly deter
mined by the antecedent conditions and entirely reducible 
to the mechanical functioning of pre-established assemblies,
'models' or 'roles' ... (Bourdieu 1977:73)

And similarly he warns against the extremes of 'action' theory whereby

the objective intentions and constituted significations of actions and

works are reduced to the deliberate intentions of their authors. His

discussion of Sartre raises an example of relevance to the present thesis.

He praises Sartre for consistency in his formulation of the philosophy of

action for Sartre makes each action a sort of unprecedented confrontation

between the subject and the world.

This is clearly seen in the pages of Being and Nothingness 
where he confers on the awakening revolutionary conscious- 
ness a sort of 'conversion' of consciousness produced by a 
sort of imaginary variation - the power to create the mean
ing of the present by creating the revolutionary future 
which negates it. For it is necessary to reverse the com
mon opinion and acknowledge that it is not the harshness of 
a situation or the sufferings it imposes that leads people 
to conceive of another state of affairs in which things 
would be better for everybody. It is on the day that we 
are able to conceive of another state of affairs that a new 
light is cast on trouble and on suffering and we decide that 
they are unbearable. (Sartre 1957:434-5 quoted in Bourdieu 
1977:74)
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The idea of 'reproduction' is also of central significance in Bour- 

dieu's social theory. Writing of the anthropological study of kinship 

and invoking Marx he writes:

To treat kin relationships as something people make, and with 
which they do something, is not merely to substitute a 'func
tional ' fora 'structuralist' interpretation, as current 
taxonomies might lead one to believe; it is radically to ques
tion the implicit theory of practice which causes the anthro
pological tradition to see kin relationships 'in the form of 
an object or an institution', as Marx puts it, rather than in 
the form of the practices which produce, and reproduce and use 
them by reference to necessarily practical functions.

(Bourdieu 1977:35-6)

Bourdieu relates the anthropologists' concern for 'rules' to the 

fact of 'outsider' status as fieldworker. He suggests that the 

anthropologists' particular relation to the object of study contains 

the markings of a theoretical distortion in as much as 'his' situation 

as an observer, excluded from the real play of social activities by the 

fact that 'he' has no place (except by choice or by way of a game) in 

the system observed and has no need to make a place for 'himself there, 

inclines 'him' to hermeneutic representation of practices, leading 'him' 

to reduce all social relations to communicative relations and, more 

precisely, to decoding operations. So long as the anthropologist 

remains unaware of the limits inherent in 'his' point of view on the 

object, 'he' is condemned to adopt unwittingly for 'his' own use the 

representations of action which is forced on agents or groups when they 

lack practical mastery of a highly valued competence and have to provide 

themselves with an explicit or at least semi-formal!zed substitute for 

it in the form of a repertoire of rules or of what sociologists consi

der, at best a 'role', meaning a predetermined set of discourses and 

actions appropriate to a particular 'stage part'. Bourdieu argues for
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the substitution of 'strategy' for the 'rule' which is to reintroduce 

'time'.

To abolish the interval is to abolish strategy.

(Ibid.:6)

The problem then is that 'practice' in its most specific aspect, is 

annihilated when the scheme is identified with the model: retrospec

tive necessity becomes prospective necessity, the product and project; 

and things which have happened and can no longer not happen, become 

the irresistible future of the acts which made them happen.

To restore to practice its practical truths we must there
fore reintroduce time into the theoretical representation 
of practice which, being temporally structured is intri nsi- 
cany defined by its 'tempo'. (Ibid.:8)

In discussing the role of the educational system in the reproduc

tion of the structure of the distribution of cultural capital he 

characterizes the traditional definition of the educational system as 

the group of institutional or routine mechanisms by means of which is 

operated what Durkheim calls 'the conservation of a culture inherited 

from the past' (ibid.:72). It is precisely this process implied by 

Durkheim, which Giddens and Bourdieu identify as untheorized, for 

Giddens 'structuration' and especially the 'duality of structure' are 

concepts developed towards rectifying the omission. In education the 

transmission from generation to generation of accumulated information, 

however, is traditionally portrayed as the school and the families 

(from different classes) working together in a harmonious way to trans

mit a cultural heritage which is considered as being the undivided 

property of the whole society. This is the 'mechanical functioning' 

model of society. Bourdieu comments that it is also the ethnologists' 

representation of culture and of cultural transmission. Transposed to
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the case of societies divided by class, such theories dissociate the 

function of cultural reproduction proper to all educational systems 

from their function of social reproduction. As Bourdieu shows from 

his analysis, 'cultural capital' is differentially distributed among 

classes and class fractions.

THE PRESENT STUDY

The primary concern of the present study is a category of songs 

which are most commonly referred to as 'Irish rebel songs'. As a social 

anthropology I am interested in the social significance of the songs,

I am as much concerned with performance context as with song content, 

for the meaning of song (and other cultural items) is context (histo

rically) specific.

Text and Performance

The tendency in popular and academic compil ations of songs is 

for the commentary to trace an historical development illustrating 

the history with songs. Patrick Galvin's Irish Songs of Resistance 

(1169-1923), consists of four sections. The main part of the book, 

section three, which consists of a series of song texts linked by 

short passages of historical material, is called 'History and Song 

are One'. Songs and historical notes and comments are arranged in 

chronological order: 'the Danes', 'the Normans', 'the Tudors' and 

'Stuarts', 'the Birth of Nationhood', 'the Great Rebellion of 1798 

and its Aftermath', etc. In the chronological arrangement in most 

popular compilations of this type, the historical referment of the 

song content takes precedent over date of composition, in fact much
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research is still required on the dating of 'Irish rebel songs'.

Volume two of the Mercier Book of Irish Songs History and Politics 

(1798 - Parnell) edited by Healy (1969), like the previous book does 

not bring the account up to date, they remain historical studies, 

and like Galvin's book the texts are arranged in chronological order: 

a general section,1798, followed by The Liberator (Daniel O'Connell), 

The Fenians, etc. When 'political' songs are incorporated within a 

longer collection of songs, which they are implicitly in the Mercier 

series (see Appendix D) and within one book as in Mulcahy and Fitz- 

gibbon's The Voice of the people: Songs and History of Ireland (1982) 

the arrangement is also chronological. Interestingly the authors of 

the latter, in their categorizing of songs, make distinctions between 

different political, economic and social issues, such as 'songs to 

Stir the Blood' (the Republican tradition), 'Ye Sporting Lads' (Sport

ing and Social occasions) 'the March of the Nation' (constitutional 

nationalism), 'The parties they are small' (the famine and emigration).

Another type of song compilation with commentary concentrates on 

one historical period or event. The Easter Rising in Song and Ballad 

by C.D. Greaves provides an interesting history of the 1916 rising 

illustrated by song texts. He writes of the 'veil' drawn 'over the 

past' after the Republic of 1919 was extinguished and replaced by 

Dominion status.

But the songs of the revolution told another story. Fre
quently sentimental, at times wildly romantic, of literary 
and musical quality as varied as the talents and circumstances 
as those who wrote them, Irish songs gave a truer folk history 
than the card indexes of the colleges, because they recorded 
the emotions of the common people, emotions recalled often 
enough when the events that occasioned them might be partly 
forgotten. (Greaves 1980:15)
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The Year of the French, Songs of 1798, contains rather less commentary

than Greaves' book. It is dedicated to a prolific writer of patriotic

song 'Brian Na Banban', in fact Brian 0 hUiginn (1882-1963).

One task which Brian 0 hUiginn performed with enthusiasm 
and distinction was that of perpetuating the memory of 
the men and women of 1798. For years he published the 
Wolfe Tone Annual in which he fearlessly told the truth 
of Ireland's long struggle for freedom. He returned 
again and again to the '98 period. He was a prolific 
writer of songs and verses in both Irish and England and 
right up until his death in 1963 he had an optimistic out
look and an unfailing faith in the capacity of Irish youth 
to continue the struggle.

Freedom's bright and blessed day!
Ireland free from Saxon sway!
Lift your hearts and pray God speed us 

To the dawning of the day!

The day will dawn again also for the writings of Brian 0 hUiginn. 

In his comprehensive archival and literary study of Irish Songs 

of Rebellion 1780-1900, Zimmerman (1967) combines historical and lite

rary techniques. He locates the songs historically by reference to 

their date of composition, whereas more populist works tend to 'date' 

songs by reference to their subject matter, and provides information

not only about general historical context, but also the particular
1 1domain of song production and distribution in that period. He also 

analyses song texts in terms of the narrative techniques of broadside 

ballads and also themes, leit motifs, genre and rhyme.

However as noted by Finnegan:

... the text is, of course, only one element of the essence 
of oral literature ... Oral poetry does indeed like written 
literature, possess a verbal text. But in one respect it is 
difference: a piece of oral literature, to reach its full 
actualization, must be performed. The text alone cannot 
constitute the oral poem. (Finnegan 1977:28)

Writing on a different but comparable and related subject, that of
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musical analysis, Blacking lays emphasis on the 'ethnography of

musical performance' and suggests that:

Until a musical analysis [read literary] can be validated 
by the corroborative experience of performers and listeners, 
it remains as it began - an ethnic view of a musical [lite
rary] structure which does not necessarily have any more 
validity than other ethnic views. (Blacking 1977:3)

The distinction between song as text and song as music event poses 

serious problems for scholars in this field. In popular music, for 

example, Simon Frith has raised the question of the significance of 

a text which cannot, in fact, be heard clearly (Frith 1983). The 

importance of context is increasingly stressed. Ben Amos has intro

duced the notion of 'communicative event'. On the other hand, there 

is some agreement on the value of text. Alan Merriam while making 

the point that texts, of course, are language behaviour rather than 

music sound, considers them an integral part of music (Merriam 1964: 

187). And Finnegan argues that:

it would be exaggerated to pursue the 'communication' 
approach to oral literature so far that the text, 
still a fundamental, was ignored (Finnegan 1977:29)

Some of the differences in interpretation deriving from these 

two different kinds of analyses emerge in chapter 5 in which Zimmer

man's analysis clearly diverges from the type of approach associated 

with 'emic' analysis. Although he situates the songs in historical 

context he seems content to express his particular personal reaction 

to certain types of songs. The difference in his approach and the 

performance/context oriented approach pursued in this thesis emerges 

in the different interpretations of what, for the 1970s audience of 

my fieldwork period, and indeed for some earlier audiences, was 

obviously the issue of 'political status'.
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The chapter to which I refer is entitled 'Hero-Martyr Ballads'. 

While Irish song texts are analysed throughout the thesis, in the 

Hero-Martyr chapter I present the most comprehensive analysis of 

texts. The analysis is literary; I analyse the songs as constituting 

a genre. The list of songs subject to analysis is not, however, a 

comprehensive sample of this genre, it is an historically specific 

selection of the Hero-Martyr ballads, those sung during my fieldwork.

The chapter is meant to function in two ways. Firstly it functions 

like a literary analysis revealing continuity and important elements 

of content, which in the oral tradition in question is relatively 

important. It also allows me to make some guarded statements about 

the genre. On the other hand, the chapter reveals some of the limi

tations of this kind of analysis (see discussion of Zimmerman's work). 

Secondly since the chapter is in fact informed by performance context, 

having been derived from that source, the continuity which appears as 

a function of the genre over time, can be seen as constructed syn- 

chronically, in the course of attendance at various performances. Par

ticipant observation has permtited a synchronic as opposed to diachronic 

contextualization of songs, that is, in the performance situation. To 

this synchronic study I have, however, added a diachronic dimension, 

but to context, not to text as such. As Dennisoff writes:

the function of the song must be seen in its historical and 
social setting. ‘Vivi La Quince Brigada' in the late thir
ties performed a cohesive function among the members of the 
Abraham Lincoln Battalion and encouraged external support 
among various groups and organizations for the Loyalist 
cause. Conversely, the performance of this Spanish Civil 
War song today primarily serves the entertainment function, 
in addition to providing a nostalgic and sentimental appeal 
to leftists. Similarly, the contemporary singing of 'Soli
darity Forever', originally a picket line standard, by 
Unionists at a Miami convention hotel contemporarily has 
become little more than an historic ritual. Songs of persua
sion can only be perceived functionally when they are per
forming the requirements of invoking some form of reaction 
or interaction. (Dennisoff 1966:582)
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Past and Present: The Cases

While a major portion of my study (five chapters) deals with the 

songs and performance situationswhich I experienced during my fieldwork 

period, there are three other historically divergent contexts considered. 

The rebel songs heard during my fieldwork period, and the total perfor

mance event, may be understood as a merging of past and present. The 

songs individually and collectively invoked a particular version of 

Irish history; a particular 'past' which they located meaningfully in 

the present.

The practice of fashioning a future social order entails
constant revaluation of the past. (Peel 1984:129)

The version of the past expressed in the 'Republican song tradition' 

was becoming dominant in Catholic areas of Belfast, at that particular 

time the early 1970 s. It was a version of the past which was being 

transmitted by many means other than song, but I would suggest that 

song played a significant role in the production and transmission of 

Republican ideology - including Republican history - at that time.

While the essential content of rebel songs has not changed greatly 

(see chapter 5 ), their social significance has changed over time.

The public singing of rebel songs has,at various times in the course 

of Irish, and specificially Belfast history, been illegal: if not charged 

with an offence against the state the offender might at least be 

charged with 'behaviour likely to cause a breach of the peace'. Even 

to whistle the tune of a rebel song might result in imprisonment for 

two years. That so many rebel songs were so publically sung by so 

many people in Belfast in the early 1970s is part of the historical 

specificity of that time. It was a new phenomenon. The public
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performance of rebel songs in previous times was relatively 'muted'.

Partly for comparative purposes and partly for the purposes of

studying 'process', I have included for analysis three other contexts

in which rebel songs were publically performed and made available to

Belfast people, they are: the ceilidhe, the Hibernian parade, and the

folk revival. Each of these instances is treated as historically

separate and is arranged more or less chronologically. Although

ceilidhes might have been attended since their invention up until the

present day, the 'hey-day' of ceilidhe dancing in Belfast was the

1930 s and the 1940 s. Similarly the AOH have been parading since

the end of the last century, they stopped in 1969 and recommenced in

1975. The period on which I have chosen to concentrate in my analysis

of the 'ethnography of public space' is the 1950 s and the early 1960 s

when the 'politics of processioning' was particularly significant. To
«

aid comprehension of the significance of 'processioning' in Northern 

Ireland I have also analysed the Hibernian organization and their para

des in other historical periods. The folk revival in Belfast which was 

an aspect of the English and American folk revival of the 1950's and 

the 1960 s, provided a further context for the public performance of 

songs which might be categorized as 'rebel songs'.

In none of the contexts except that of the 1970 s when fieldwork 

was carried out, were rebel songs dominant, and neither, therefore was 

the Republican version of the past. Yet all of these more or less 

politico-musical phenomena contributed to a construction of 'a past in 

the present' and were, like the Republican song revival, I suggest, 

involved (on occasion) in a process of category and group formation, 

delimitation and reproduction. The Gaels (see page 112) in
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contradistinction to 'West Britons' or 'Shoneens', was the label 

applied to the group involved in, and emerging from, the construction 

of, and the participation in, the ceilidhe as part of the wider 

nativistic programme of the Gaelic League and other organizations for 

the promotion and presentation of Irish culture. The 'past' of the 

Gaelic revival was the Golden (pre-Contact) Age of Irish society and 

culture; ancient warriors, kings and queens, but it was the more mun

dane, yet spiritual, domestic past of peasant Ireland that was the 

specific contribution of the ceilidhe to the wider 'past' of the 

revival in general.

The Ancient Order of Hibernians as a 'group' defined themselves 

as parallel and in opposition to the Orange Order: both were defenders 

of their faiths, Catholicism and Protestantism respectively. The past 

invoked by the AOH was a Catholic past, of Ireland's religious struggle 

to maintain its faith. Like all versions of history this Catholic his

tory was more or less relevant at different times. The 1950's was such 

a time in Belfast and Northern Ireland's history.

The past of the folk revival's present might be thought of as a 

general history of the way of life of the ‘common people' of bygone 

days, in my analysis of the specificity of the folk revival in Belfast 

I suggest that it had a more particular past, one which aspired to 

emphasize the common folk heritage of Northern Ireland's ’divided com

munity1. The particular ‘group1 identity invoked in this process is 

'Ulster1 defined in contradistinction to the Republic of Ireland. 

Obviously these cases do not exhaust all the 'pasts' that have operated 

in Northern Ireland. I mentioned above the 'modernist' dismissal of the 

past and implicit and at times explicit throughout the thesis is the
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question of the use of the past by the government for its own, more 

or less conscious purposes.

In dealing with these 'pasts in the present1 I have tried to 

avoiddesignating them according to the categories introduced and repro

duced in the 'two tribes' model of Northern Irish society: Catholic and 

Protestant, Orange and Green; in a sense they defy such categorization. 

It is apparent that what is traditionally known as 'the Protestant 

version of history' is omitted; without further research I cannot know 

that there exists only one Protestant version of history or if such 

versions if they exist, are exclusively Protestant; this is more espe

cially the case if the category is conceived of as having a diachronic 

dimension. The historical material presented in chapter 2 would suggest 

that there may be less variation within 'the Protestant community' than 

among 'the Catholic community' in this regard. If one was to try to 

apply to the versions of history mentioned above, the designation Catho

lic, which strictly speaking applies only to the AOH's 'Catholic his

tory', one might identify three 'Catholic' pasts in the present.

For the social scientist, as important as the content of any ver

sion of history are the questions of the interests represented by such 

constructions, the techniques available for knowing and representing 

the past, the historical process by which representations of the past 

arise and the process whereby people construct, or acquiesce to, these 

representations. Particular attention is paid to the latter question 

in the present work as a consequence of the research techniques 

used. Participation observation in the early 1970s 

permitted knowledge of the construction of Republican ideology
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at grass roots level. My research into the folk revival was augmented 

by the fact that, as a 'native anthropologist1, I had participated 

actively in many of the events described. The study of the ceilidhe 

was based on accounts given by informants who had experience of the 

ceilidhe and other dancing in the 1930s and 1940s. While interested 

in the formal organizations involved, Gaelic League, Gaelic Athletic 

Association and even the Catholic Church, my main concern was to try 

to understand how the event was experienced by the people who regularly 

attnded ceilidhes and who for the most part were not affiliated to any 

Irish political or Irish cultural organization. In the case of the 

ceilidhe study the analysis of both levels; the constructors and of 

the recipients of cultural innovation permitted discrepancies between 

the ideal and the actual to emerge as well as the degree of social con

trol exercised in the attainment of a limited amount of Irish dancing 

in Belfast.

It is more difficult to acquire knowledge of both these levels when 

one conducts mainly archival and library research as was the case in 

the collection of material for the chapter on ‘processioning1 and par

ticularly on the Ancient Order of Hibernians. I have tried in that 

chapter to show the differing interests making use of the organization 

and its changing role over time.

The techniques by which representations of the past were produced 

is a complex matter which has been analysed in greatest depth for the 

construction of Republican history. I argue that the songs as such 

play a significant role. The same history was invoked in rallies and 

funerals and in the Republican press, including the traditional Catholic 

paper The Irish News, which during this time assumed a much more Repub

lican stance. In the case of the folk revival the'past' was much more 

nebulous. There was a similarity with the ceilidhe ethnography in so
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far as some folk revivalists hoped to reintroduce a more communal 

singing situation, as of old. Respect was expressed for the past 

and in the case of Irish traditional music, for the living tradition 

by emulating it in song, in music, and in dress. So powerful, I 

suggest^ were the interests behind the version of the past specific 

to the Northern Ireland folk revival that among the techniques for 

making available, for knowing and representing the past was the estab

lishment of Ulster Folk Museum. Viewed in this light the past which 

the folk revival was involved in constructing appears to fit Bommes 

and Wright's (1982) characterization of 'national heritage' construc

tion.

The Hibernian's 'past' appeared on the banners and in the speeches 

and was less perceptible as such in their music. Throughout the 1950's 

and prior to that time (back in 1904) they had the full backing of the 

Catholic church in sermons and rituals, and of the local Catholic press. 

Their myth was strong and had the support of powerful interests with 

adequate techniques for its reproduction. It seems likely that the 

major appeal of the AOH for the majority of processionists was closely 

linked to the fact of processioning and its various contemporary 

political meanings.

Song in the ceilidhe context played a minimal role in constructing 

its past. The means at the disposal of the Gaelic League, the promotion 

of its 'ideology' and its preferred 'past in the present' were limited. 

They depended greatly on enthusiastic individuals to keep clubs opera

tive. Their association with the recreation oriented Gaelic League 

and their joint advocacy of ceilidhe dances helped popularize what was 

otherwise a relatively esoteric and middle-class organization. The



48

support of the church was not absolute as in the case of the Hiber

nian organization. The ceilidhe dance event itself, a novel 'Irish' 

dance, of 'ancient heritage' and the ideas associated with it were 

the chief means of evoking the past for those attending the ceilidhes 

in Belfast. The means by which I try to deal with the question of the 

historical process by which different representations of the past arise 

will be discussed in the following section.

Use of History

My use of history in the present thesis is varied. It does not 

emerge from the fact of the existence of 'pasts in the present', 

although preponderance of several 'pasts in the present' may be an 

indication of the importance of history for understanding such a 

society. The history employed is primarily that relevant to the 

performance context rather than to the song context. Belfast is the 

geographic location in which occurred the majority of musico-political 

events described and analysed in the thesis. I commence my study with 

a history of the city, the Protestant character of which is central to 

an understanding of the political meaning of cultural activities desig

nated as 'Irish' or 'Catholic' which take place therein.

C. Wright Mills has made the point that societies differ in res

pect to whether or not understanding them requires direct reference to 

historical factors. The historical nature of a given society in a given 

period may be such that 'the historical past' is only directly relevant 

to its understanding, or vice versa.

The relevance of history ... is itself subject to the
principle of historical specificity. (Mills 1959:173)

For Mills the 'principle of historical specificity' is a 'sociological
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14principle' Social scientists, he writes:

May, in fact, many now do - attempt to retreat from history 
by means of undue formality of Concept and Technique. But 
these attempts require them to make assumptions about the 
nature of history and society that are neither fruitful nor 
true. Such a retreat from history makes it possible - and 
I choose my words with care - to understand precisely the 
most contemporary features of thisone society, which is a 
historical structure that we cannot hope to understand 
unless we are guided by the sociological principle of his
torical specificity. (Ibid.:174)

It seems to me that Northern Ireland is demanding of a diachronic 

level of study because of the tendency for concepts such as 'Catholic' 

and 'Protestant' to take on an immutable definition without regard to 

the process 'reproduction' - which does not of necessity imply change - 

'Catholics will be Catholics'. Reproduction is taken as a mechanical 

outcome rather than as an active constituting process 'accomplished 

by and consisting in, the doings of active subjects' (Giddens cited 

on p. The categories tend also to be treated as the primary social 

units of analysis. They are the kind of group which in Bloch's terms 

express themselves through ritual communication which appears to be the 

'social structure', but as Bloch suggests 'far from being society' they 

turn out to be:

a system of classification of human beings linked to 
other ritual cognitive systems, such as the ritual 
notion of time. (Bloch 1977:286)

As such they present themselves, through ritual, as unchanging. It is 

the task of the social scientist 'to see through the facades of social 

structure' (Berger 1963:43). The Orange Order and the Ancient Order of 

Hibernians were in the vanguard of this construction of the appearance 

and to different extents, the reality of homogeneity and continuity 

within each group, and of the appearance of parallelism and equivalence 

between them. It is not the role of social scientists unquestion ingly to
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reproduce emic perceptions unless,of course^represented as such in a 

wider study.

Rebel songs too constructed a version of Republican history which 

appeared continuous. My inclusion in the thesis of historically ear

lier performance contexts reveals the discontinuity of the Irish
15struggle for freedom, the changing nature of the 'Catholic community', 

if such it can be called in the period before 1969, and the historical 

specificity of the meaning of rebel songs.

The cases of the ceilidhes and the Hibernian marches as contexts 

for the public performance of rebel songs are included for comparative 

purposes. Although I present them in chronological order and suggest 

that they were important cultural representations strongly associated 

with the 'Catholic community' at those particular times, it is beyond 

the scope of the present work to suggest relationships between these 

different periods; they are included primarily for comparative purposes. 

While the mateial for the chapter on 'Irish and English' dancing 

was derived primarily from 'oral history' sources - the memories of 

informants, that of the chapter on 'processioning' - the ethnography 

of 'public space' is derived from library and archival sources. An 

effort is made to deal with these data in an athropological fashion as 

much as in the case of data derived from personal fieldwork experience.

The material on the folk revival of the 1960 s, on the other hand, 

is an integral part of a processional analysis of change. The change 

described is within the domain of music and entertainment: the process 

wherein 'folk music' the preserve of a youthful, esoteric, section of 

the Belfast middle-class was 'reappropriated1 by a section of Belfast's 

working-class. This transformation in music was part of a wider process
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of macro-level political change and was expressed in the behaviour 

of individual 'actors'. Society and the individual do not consti

tute separate realities.

Society must be understood as a process constructed his
torically by individuals who are constructed historically 
by society. (Abrams 1982:227)

Only in the ethnography which I experienced as a participant is detai

led analysis of the behaviour of specific individuals possible.

What we discover when we treat small scale social sett
ings in this way is merely a history in which ordinary 
individuals loom larger than usual and in which the 
detailed interdependence of the personal and the social 
is accordingly that much more easily seen. (Ibid.:7).

There are in the thesis, as cases, some more detailed ethnographic 

studies of the lives of individuals which attempt to reveal the pro

cess of change which they were involved in making and in being re-made 

by.

The major methodological device for presenting material derived

from fieldwork study is 'the performance' which I also refer to as a

'case'; musical performances are events: social, communicative events

(Blacking 1977:5, Ben-Amos 1972:10). While the performance events,

examples of which provide a considerable proportion of ethnography in

the second part of the thesis, occurred regularly and frequently, I

would suggest that they conform to some extent to the characteristics

of 'event' discussed by Abrams (1982):

An event is a portentous outcome; it is a transformation 
device between past and future; it has eventuated from the 
past and it signifies for the future. It is not just a 
happening there to be narrated but a happening to which 
cultural significance has successfully been assigned. And 
its identity and significance are established primarily in 
terms of its location in time, in relation to a course or 
chain of other happenings. Both their internal design and 
their assigned significance mark events as in the first
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instance matters of sequence, of the organization and mean
ing of action in time. Events, indeed, are our principal 
points of access to the structuring of social action in 
time. And once we allow that the structuring of social 
action in time is an essential concern of the sociologist 
we cannot properly eliminate events from our field of 
enquiry or drop the concept of the event from our modest 
stock of analytical tools. (Ibid.:191-2)

Abrams is of course a sociologist, his remarks are less necessary 

for the anthropologist for whom 'the social situation1 (Gluckman 1968, 

Van Velsen 1967) or 'social drama' (Turner 1974) are examples of the 

extended case method of analysing 'events'. The 'boundedness' of the 

cases presented in this study and perhaps more particularly Abrams 

insistence on events as 'markers of transition' (ibid.: 195 ) as 

'action which has eventuated within a context historically constructed 

and bounded' (ibid.:196) and as 'a construct relatively full of empi

rical content, mediating action and process' (ibid.:192) makes the 

concept of the 'event' seem appropriate to the nature of the material 

discussed in many of the cases in this thesis.
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CHAPTER 1 

NOTES

1. I do not include here the extensive list of anthropological studies 

on time concepts in different societies. Among such a list would 

be included, Evans-Pritchard 1940, Geertz 1973, Lee 1970 and 

Barnes 1974.

2. The historian J.H. Plumb distinguishes between 'the senses of the 

past' in eastern and western societies on a similar basis: 'The 

movement in the west was linear, in the east cyclical, though not 

without a concept of betterment.' J.H. Plumb, The Death of the Past, 

(London; Macmillan and Co. Ltd., 1969), p. 12.

3. See Lee Howe in an article entitled 'The Social Determination of

Knowledge: Maurice Bloch and Balinese Time' in Man, The Journal of 

The Royal Anthropological Institute Vol. 16, 1981, pp. 220-234.

4. The responses to one of the more extreme peasant ethnographies 

which took up this position, E.C. Banfield's The Moral Basis of 

a Backward Society, (New York; The Free Press, 1958, paperback 

edition 1967), traces some of the debate on the general issue/ 

problem of 'peasant conservatism'. For example, Theodor Shanin 

(ed) Peasants and Peasant Societies, (Middlesex, England; Penguin 

Books Ltd. 1971), Johan Galtung, 'The Role of Amoral Familism

in the Structure of Traditionalism', in Colin Bell and Howard 

Newby (eds) The Sociology of Community, (London; Frank Cass and Co. 

Ltd., 1974), John Davis, 'Morals and Backwardness' also in Bell 

and Newby, S.F. Silverman, 'Agricultural Organization, Social 

Structure and Values - Italy, Amoral Familism Reconsidered,

American Anthropologist', 1968 Vol. 70, pp. 1-20, F. Cancian, 'The
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Southern Italian peasant: World View and Political Behaviour', 

Anthropological Quarterly 1961, Vol. 34, pp. 1-18. The critique 

of the dualist approach in some development studies is central to 

the work of A.G. Frank and is specifically address in ‘Sociology 

of Development and the Underdevelopment of Sociology' in A.G. 

Frank, Latin America: Underdevelopment of Revolution, (New York: 

Monthly Review Press, 1969) pp. 21-94.

5. Literacy, of course facilitates this development.

6. This is commented on by E.E. Evans-Pritchard, Essays in Social 

Anthropology, (London; Faber and Faber, 1962), p. 52, G. Feely- 

Harnik, 'Divine Kingship and the Meaning of History Among the 

Sakalava of Madagascar' in Man, Vol. 13, 1978, pp. 402-17, and 

Maurice Bloch, 'The Past and the Present in the Present' in Man, 

Vol. 12, 1977, pp. 278-92.

7. Peel's description of 'obsessively repeated itan motif whereby 

the Ijesha rise up to check the tendency of Owa to overbear 

them, serving as some kind of control on the modern politi

cal class and reminding them of their obligations to redistribute 

and to respond to the aspirations of their poorer fellow citizens, 

suggests parallels with Hearn's analysis (1975) of pre-industrial 

working-class protest in England.

8. With regard to Northern Ireland, this point relates tellingly to 

the kinds of groups which have received more or less coverage 

from media and anlysis from social scientists. While many studies 

on Northern Ireland pay lip service to the fact that Catholics and 

Protestants do interact as neighbours, only Rosemary Harris (1972) 

provides comparable analysis of both types of group, the 'ritua

lized' and the 'non-ritualized' in her study of a border community.
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9. See, for example, the interesting analysis of National Heritage 

in Contemporary Britain by M. Bommes and P. Wright, 'Charms of 

Residence : the public and the past1, in Making Histories: Studies 

in History-Writing and Politics, Centre for Contemporary Cultural 

Studies, University of Birmingham, (London: Hutchinson 1982),

pp. 253-301.

10. G. Stedman Jones has made use of anthropological concepts, parti

cularly those of Marcel Mauss (The Gift, 1954), as part of his 

analysis of middle-class attitudes towards poverty and charity in 

Outside London: a study in the relationships between classes in 

Victorian Society, Oxford, Clarendon Press, 1971.

11. The significance of this distinction lies in the fact that songs 

are often written on the subject of historic events; for example, 

the majority of songs sung, in contemporary times, on the subject 

of the 1798 rebellion were written c. 1900 as part of the cen

tenary celebrations of the 1798 rebellion.

12. G.D. Zimmerman, Songs of Irish Rebel!ion:Political Street Ballads 

and Rebel Songs 1780-1900 (Dublin: Allen Figgis 1967) deals with 

the question of the attitude of the police towards 'political 

song'. He states:

In fact, the authorities would seem at some period to take 
little interest in Ballad singing, but it was not always so. 
The seditious character of a song often depended on histo
rical circumstances, and, as a judge observed, 'it could 
be readily understood that what was comparatively harmless 
at one time might be very injurious at another.' (Quoted 
in Zimmerman, p. 50).

Even the printing of political ballads in troubled times was not 

without danger and as for ballad singers, Zimmerman states that:
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Whereas in normal times they were tolerated so long as 
they did not provoke disorder in the street, they would 
be harassed by the police as soon as the political situa
tion deteriorated. (Ibid.:51).

When a Coercion Act was in force for example in 1843, it was 

current practice for the police to confiscate the ballad-singers 

store. John McGuffin in Internment (Tralee, Anvil Books, 1973) 

states that:

By 1920 people were getting up to two years for "whistling 
derisively at a policemen', having a single copy of the 
banned Irish volunteer paper, An t-Oglach, singing 'The 
Felons of our Land' - written 50 years previously or 
carrying a hurley', p. 28.

McGuffin also says that under the Special Powers Act of 1922,

the Minister of Home Affairs could among many other things:

prohibit meetings, publications or even gramophone 
records, p. 22.

13. For elaboration see discussion of the work of Hobsbawm pp. 23 

and of Bloch, pp. 22.

14. The anthropological objection to 'ethnocentrism' may be inter

preted, I think, as incorporating 'the principle of historical 

specificity.'

15. To draw attention to the very weak republican tradition in Belfast 

is only to expose part of the myth of continuity of the struggle 

for national freedom. A wider historical span is addressed in 

May McCann 'Rebellion and Continuity: a Study of Irish Rebel Songs 

in Belfast' in International Council for Traditional Music, United 

Kingdom, Sussex, Conference Bulletin no. 4, October 1983.



At the request of the examiners chapter 2 has been shortened 

and restructured. The original pages 60 to 80 have been more 

or less omitted, and the content of the original pages 81 to 

107 has been modified. What were originally pages 57-107 is 

now numbered 83-107.



CHAPTER 2

HISTORICAL FRAMEWORK

INTRODUCTION

This chapter is intended to provide an historical framework in 

which to locate the politico/musical events which are the main 

subject matter of the thesis, rather than provide a background 

specifically to the songs.1 The songs are categorized as 'rebel' 

songs by those for whom they have social meaning, and both old and

new songs are associated with the struggle to attain an Irish Republic.
2

Despite its role in the origins of Irish Republicanism, Belfast has 

been since the Act of Union (1803)^and remains the centre of opposi

tion to Irish Republicanism. The history presented is of Belfast 

rather than of Irish nationalism, except to the extent that they 

overlap.

The historical framework has been selected as a partial response 

to the type of synchronic study which has led to a tribal model of 

Northern Irish society. It is not, therefore, a strictly chronologi

cal history so much as an issue-based history in which I attempt to 

reveal, and attribute due value to, aspects of Northern Irish history 

and society which such models tend to obscure, namely: the degree of 

internal heterogeneity within each 'religious community' and changes 

which have occurred over time with respect to these 'communities', the 

related common interests 'across the divide', the basic inequalities 

of power and privilege between Catholics and Protestants, the related 

and fundamental question of the role of the state and its differential 

relations with each of 'the two communities'.

In the social science literature on Northern Ireland there has

83



84

been greater acknowledgement of divisions within the Protestant commu

nity than within the Catholic community. I attempt to rectify this 

by discussing in some detail the differences and disunity among Catho

lics which have been obscured beneath the apparently monolithic 

structure of the Catholic church in Ireland. It is all the more 

necessary since the so called 'Catholic community', unlike the 'Pro

testant community' consistently failed to achieve any real political 

unity until the civil rights movement in the late 1960s - the eve of 

my period of fieldwork. An important function of this historical 

material is also to reveal the absence of a strong republican tradi

tion in Belfast before the 1970s. Even Belfast's nationalism was 

unorthodox, tinged as it was by a discernible labourist tendency 

among the Catholics of the city.

Social anthropologists, in contrast to other social scientists, 

have stressed the degree of 'common culture' and 'shared values' 

among Catholics and Protestants, either explicitly or implicitly work

ing class. It was however in the interests of the conservative and 

Unionist party of Northern Ireland to discourage Protestant labourist 

tendencies and to encourage voting according to religious rather than
3

class divisions and also religious exclusivism at a more general level.

Inseparable from this discussion and informing the whole is the 

question of 'the State'; Protestant power and privilege, it is argued, 

derive from the state. The state is not some untouched over-arching 

structure distinguishable from and superior to the sectariansim of its 

citizens (particularly its working class citizens). While the Northern 

Ireland state did not 'invent' sectarianism, in itself an historic and 

historically variable phenomenon, it institutionalized it at many levels
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of practice - 'Partition confirmed and extended the sectarian moulds 

developed under the act of Union1 (O'Dowd et al. 1980:15).

HISTORY OF BELFAST

In their study of Belfast politics. Budge and O'Leary make the 

point that Belfast is not an exact microcosm of Northern Ireland, 

even though it contains a quarter of the Northern Irish population 

(Budge and O'Leary 1973:xv). It seems more appropriate to view Bel

fast's large population as one of the reasons why it is not a micro

cosm. It was Belfast's industrial base which attracted people and 

most fundamentally distinguished it from the rest of the province. 

Ninety per cent of the total area of Northern Ireland was devoted to 

agriculture. Employment was therefore not only concentrated in a 

handful of industries; it was also geographically highly concentra

ted in Belfast and the industrial towns of the Lagan Valley and Upper 

Bann.

Catholic Peripherality

The course of the River Bann divides east from west. Counties 

Antrim and Down and the city of Belfast lie in the prosperous, indus

trialized east: County Armagh lies somewhere in between, and counties 

Derry, Tyrone and Fermanagh lie in the relatively underdeveloped west. 

The east-west divide also mirrors the religious cleavage in the pro

vince - 71 per cent of the population in the east were Protestant,

60 per cent of the population in the peripheral areas were Catholic.

It was the Catholic population which suffered most from the economic 

effects of partition.
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The strength of the Catholic population in these peripheral, 

border areas became apparent in the results of the all Ireland local 

elections in 1920 when proportional representation, introduced to 

curtail the power of Sinn Fein in the south of Ireland, was used for 

the first time. Its effect in the north was to give greater repre

sentation to non-Unionists, and Nationalists had gained 25 out of a 

total of 73 local councils: many of which proceeded to vote their 

allegiance to Dail Eireann, the southern parliament. A temporary 

solution for the Northern Ireland government was to expel county offi

cials and dissolve the county council in most cases. In July 1922 

another Local Government Bill was introduced to abolish proportional 

representation in local elections and to make a declaration of alle

giance to the Crown and government obligatory for all councillors.

This removed one of the safeguards which had been introduced to pro

tect minorities north and south.

The northern Government took the opportunity of redrawing elec

toral boundaries in such a way that new areas passed under Unionist 

control even in districts where the Nationalists enjoyed major voting 

strength. This was the beginning of the gerrymandering process which 

continued until 1967. (Ibid.:86). Eventually Nationalists were left 

in control only of those areas where the Catholic majority was so 

large that no gerrymander could succeed. They included only two towns 

of any importance: Newry and Strabane. The effects of the gerrymander 

were also permanent, resulting in a greatly increased number of uncon

tested seats. Between 1923 and 1955 the average of uncontested seats 

was: rural councils 90 per cent, county councils 94 per cent, and 

urban and borough councils 60 per cent. (Ibid.:84-85). It is possible
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then to distinguish, in terms of Catholic political and population 

strength, three broad categories of town or village in Northern 

Ireland: those in which Catholics make up the majority population 

and which have Unionist controlled councils, a small number in which 

Catholic numerical superiority is reflected in the political composi

tion of the local council and those, like Belfast, in which Catholics 

are in a minority in population and political terms.

Catholic Electoral Representation in Belfast

The Catholic population was not represented in Parliament until 

1885, when the Redistribution Act created the finely balanced con

stituency of West Belfast. The new constituency centred on the Falls 

Road, which was by then a Catholic ghetto (Budge & O'Leary 1973:103), 

but also contained Sandy Row and the Shankill Road, both Protestant 

strongholds. It was the only constituency in the city where Catholics 

and Protestants were evenly balanced. The election results of 1885 

established a pattern of party distribution which persisted in Belfast 

almost to the present day, (ibid.:104); three seats were solidly Con- 

servative-cum Orange while West Belfast emerged as a marginal seat.

The voting behaviour of Catholics in West Belfast and in Belfast 

local election constituencies provides further indication of the 

important differences between industrial Belfast and the rest of the 

province. Province-wide, the Catholic vote was an anti-partition vote 

represented by the party labels: Nationalists, Republicans and Sinn 

Feiners (all abstentionists), and anti-partitionist Labour groups 

which went under various party titles. In the twelve general elec

tions between 1921 and 1969, 'Nationalists' won 102 electoral
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victories, Sinn Feiners and Republicans 12, and anti-partitionist 

Labour groups 19. The Labour victories have all been in Belfast, 

all but one since 1945 (Rumpf & Hepburn 1977:183). All but three 

of the Republican victories were before 1933. The interests of Bel

fast's working class were not well catered for by the Republican 

ideology of Sinn Fein, nor indeed by the conservative Nationalist 

party. (See table 3). In 1918 De Valera, President of Sinn Fein, 

was convincingly beaten by Joe Devlin in the Falls constituency of 

Belfast.

TABLE 3

Membership of nationalist and republican organisations
Belfast 1920

Nationalist Republican

United Irish League 6,533 Sinn Fein 980
National Volunteers 1,300 Irish Volunteers 500

Source: Paul Bew, Peter Gibbon & Henry Patterson: The 
State in Northern Ireland 1921-72, p. 45.

Joe Devlin, leader of the United Irish League, was an atypical 

Nationalist. He had won West Belfast for the UIL in 19o6 after an 

interval of fourteen years, and he represented that constituency at 

Stormont from 1921 until his death in 1934. His was a personal vote: 

he represented well the interests of all his constituents irrespective 

of religion; his particular concern for the welfare of his poorest con

stituents won him the affectionate and familiar name of 'wee Joe'.

It was also Devlin who spearheaded the opposition to the sectarian 

Catholic Association (1897-1905). In the Catholic community he was a 

leading proponent of participation in the northern state and of a 

social reforming, populist policy. After the collapse of the Boundary
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Commission in 1925 Devlin set the example for the other nine Nationa

list politicians to follow (1925-1927) by entering parliament. Behind 

this move lay support from Belfast Catholic business interests (Bew 

et al. 1979:64), pressure from the northern Catholic bishops alarmed 

at the new parliament's education legislation evolving without any 

formal Catholic opposition (Rumpf & Hepburn 1977:187), and not least 

the fear of Labour party encroachment on the Catholic vote in Belfast 

(Farrell 1976:101).

The Labour Party and the Catholic Vote

Since its emergence in Belfast at the end of the last century 

there has always been a close association between the Labour party 

and the Catholic electorate, from whom they have received strong 

support (Budge & O'Leary 1973:121). In municipal elections after 

1911 Labour candidates stood only in the Catholic wards (Ibid.:124). 

Until the 1940s most of the Catholic votes in urban Catholic areas, 

Belfast and one or two other larger towns, was accounted for by the 

Northern Ireland Labour Party (Bew et al. 1979:164). In the October 

1924 election contested by Sinn Fein and consequently boycotted by 

the Nationalists, West Belfast was won by the Unionist party as 

expected, but the Sinn Fein candidate trailed far behind the Labour 

candidate and lost his deposit (Farrell 1976:100). The Nationalists 

ran and did well in the 1925 elections. In West Belfast Joe Devlin 

topped the poll, and the Labour candidate, a Protestant, was elected 

on the strength of the massive surplus of Devlin's transfers more of 

which went to Labour than to Sinn Fein. Labour won three Belfast 

seats in the 1925 elections. The abolition of proportional
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representation in 1929 badly affected the party's prospects, as was 

intended. In a large PR seat its constituency might be any body of 

electors which included NILP in its preferences. Under the single 

member system all seats were 'Protestant1 or 'Catholic' and the NILP 

had no constituency. The best it could do was to concentrate on those 

few seats in Belfast where the religious balance was close and the 

electors likely to be attracted to socialist policies. Overall its 

success was slight. A major achievement was the victory in the West 

Belfast Westminster by-election 1943, of the Protestant Labour candi

date Jack Beattie.

The need to develop an attitude to the national question had 

been a handicap to the political labour movement throughout Ireland 

from its inception. The fact that the Northern Ireland Labour party 

maintained separate status from other Irish socialists and trade 

unionists was a de facto admission of the existence of the border, 

on the other hand, much of the early membership, irrespective of reli

gion, was anti-partitionist on an individual basis. In 1949 they 

officially adopted a unionist position. In constituencies where 

Catholics formed a reasonable majority the NILP never recovered from 

its 'constitutional stand'. Belfast Catholic voters did not as a 

consequence fall back on existing Nationalist and Republican parties. 

In the place of Labour emerged various versions of Catholic labourism. 

The Nationalists' strength in Belfast had been Joe Devlin. The popu

larity of the party in Belfast declined rapidly after his death in 

1934. After coming bottom of the polls in the Falls division in 1945, 

behind a 'Socialist Republican', and an Independent Labour man who was 

also a Catholic anti-partitionist, the Nationalists relinquished their
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strongholds in the city without further struggle. The same trend 

was apparent in elections for the Belfast Corporation, although there 

the last Nationalists hung on until 1952. (Rumpf & Hepburn 1977:188). 

Labour politics was therefore a threat to both Nationalists and 

Unionists in Belfast.

The Protestant Unionist Bloc

While Northern Ireland Protestantism was characterized by inter

nal sectarian and class divisions, successful efforts were made to 

achieve and maintain unity in what has been described as 'the Pro

testant Unionist bloc'. Most commentators interpret the Orange Order, 

up until the 1970s, as the most important ideological apparatus of 

unionism involved in binding together Protestants in a structure that 

transcends religious sect or class. At the economic level it func

tioned as mediator of Protestant privilege with regard to jobs and 

housing, and symbolically it expressed Protestant exclusivity, domi

nance and triumphalism. For political success in the Unionist Party 

membership of the Orange Order was essential. The order had played 

an important role in the beginnings of the party in 1885, and when in 

1905 the Ulster Unionist Council (UUC) was formally constituted, the 

Orange Order was given one hundred seats, a quarter of the total.

The influential analysis of Bew et al (1979) attributes to 'the 

state' the key role in perpetuating the Protestant class bloc, and 

attention is focused on internal divisions within the Protestant bloc, 

the means by which the Unionist class alliance was maintained and by 

which the Protestant bourgeoisie divided and oppressed the classes and 

groups that opposed it. The authors date the 'gelling' of the class
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alliance at 1913 with the establishment of the Ulster Volunteer 

Force (UVF) by the UUC and the integration of the independent Orange 

Order, representing militant anti-Catholicism, democratic anti

landlordism and anti-capital ist sentiment, into the orthodox Orange 

Order. The paramilitary UVF is interpreted as the embodiment of the 

class alliance in the 1913 to 1921 period. They suggest that 

Orangism alone was insufficient to maintain the alliance, revealed 

in its relative failure to attract support among Protestant trade 

unionists. The achievement of this in the 1930s is attributed to 

the Ulster Unionist Labour Association.

The strategy of class alliance pursued by the Unionist bour

geoisie has been described as populist and sectarian in flavour 

(Bew et al 1979:57). Populism as a strategy made sense in the con

text of the exaggerated dependence of the bourgeoisie on the Pro

testant masses, and their need to maintain disunity among the Catho

lic and Protestant working class. Its core element was the relation

ship between the Protestant bourgeoisie as a whole, through the state 

and the Protestant masses. It was characterized by a combination of 

sectarian and 'democratic' practices and by a high consumption of 

public funds consequent on 'over-responsiveness' to almost any non- 

Catholic pressure group in the province. Sectarian, democratic 

practices included such features as 'Protestant exclusivism' eg. in 

the workplace, and 'Protestant triumphalism', in general 'an unfet

tered mass line' (ibid.:91):

throughout its ... history the state's endorsement of 
sectarian activities remained an important element in 
the reproduction of the class bloc. (Ibid.:131)

The maintenance of the class bloc required the institutionali

zation of Protestant privilege at many levels of society. The
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significance of gerrymandering for example, lay in the drawing up of 

local rather than central government constituency boundaries. It was 

at the local level that Protestant solidarity was most powerfully 

reinforced through the close alliance between local business, the 

Unionist constituency associations, local government and the Orange Order. 

Probert (1976) suggests that the strength of local government was 

symptomatic of a social formation in which large-scale State inter

vention into the distribution of resources was absent, in which 

relations were based on patronage and clientelism rather than the 

sorts of impersonal criteria characteristic of the modern welfare 

state.

Control of jobs permitted influence over population to the extent 

that unemployment encouraged emigration. Discrimination in housing 

allocation was not simply a means of rewarding Loyalists, it too was 

used by Unionist councils to prevent any population movement which 

might upset the prevailing electoral control of council wards. The 

choice was between discrimination, or not building at all - the option 

chosen by for example, the Fermanagh councils and the Omagh Rural 

District council. (Farrell 1976:88). The control of the patronage 

associated with local level government was essential to the mainte

nance of the Protestant class alliance.

Catholic Disunity

Unlike the Unionists, however, no durable class alliance emerged 

within anti-partitionist politics, which was fraught with disunity.

In the first municipal election in November 1897 the Catholics were 

sharply divided, with the newly formed Catholic Association standing
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against candidates nominated by the central Nationalist organization, 

the Irish National Federation. Again in the period after 1949, when 

Belfast Catholics were represented by anti-partitionist Labour groups, 

they too competed against one another (Rumpf & Hepburn 1977:191). The 

political rural/urban division between Belfast and the rest of the 

province has been described as 'one of the clearest characteristics 

of anti-partitionist politics between 1945 and 1969' (Rumpf & Hepburn 

1977:188). It seems also to be relevant to some extent in the previous 

period with reference to what most writers take to be the major clea

vage in Nationalism; constitutional nationalism versus militant repub

licanism. While Belfast voters firmly rejected De Valera in favour of 

Joe Devlin in 1918, in 1933 De Valera was elected in South Down, a 

border area; and when Sinn Fein in the north, encouraged by De Valera's 

example, contested the 19345 elections, the Nationalists stood down and 

the Republicans lost West Belfast, Down and Armagh to the Unionists. 

They were successful only in the border constituency Fermanagh-Tyrone.

Nationalist/Sinn Fein Opposition

The Nationalist/Sinn Fein opposition was deep and bitter. As the 

remnant of the UIL, the Nationalists were bitterly anti-Republican.

Joe Devlin, their unofficial leader, believed in the British empire 

and wanted to join the British army when the First World War began.

He had been, with John Redmond, one of the leaders of the British 

recruitment campaign. The Nationalists had been against the 1916 

Rising and the War of Independence - because of these events they had 

been deprived of their chance of power in a Home Rule parliament and 

government. While the northern Catholics had supported the Irish party
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throughout the Home Rule agitation as in the rest of Ireland many were 

caught up in the wave of extreme nationalism which followed the Easter 

Rising. Initially Sinn Fein gained support from the younger generation, 

both clergy and laity, but the Primate, the bishops, the older priests 

and a large proportion of the electorate held aloof from or were hostile 

to the new movement. In the landslide of the 1918 election when the 

Irish party retained only six seats in all Ireland, five of the six were 

in Ulster, and four in the six counties. Only two, one of them Joe 

Devlin, remained politically active. The UIL was falling apart. When 

in 1924 Sinn Fein again decided to contest northern seats the Nationa

lists' boycott of the election was extremely effective even in Fer

managh and Tyrone, where Nationalist supporters refused to vote rather 

than voting for Sinn Fein. Nationalist fortunes began to pick up when 

they decided, for the most part, to attend parliament. In the 1925 

Stormont election they topped the poll in three constituencies; West 

Belfast, Co. Derry, and Fermanagh and Tyrone. They won ten seats as 

compared with six seats in 1921. Sinn Fein repeated their Westminster 

election debacle, winning only two seats. (Farrell 1976:103).

Sinn Fein and its advocacy of doctrinaire republicanism and IRA 

militancy had never been strong in the north (Farrell 1976:23; Kennedy 

1978:138). Whatever support it had after the 1918 election was con

fined to rural and particularly border areas. After 1933 it won only 

three electoral victories up until the period of the troubles (1969- ). 

Such dissensions as there were obviously weakened the effectiveness of 

the anti-partition opposition. One attempt was made in 1936 to remedy 

the situation. This was the Irish Union Association, which was estab

lished in Belfast after a convention attended by representatives of
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all minorities in Northern Ireland. Its aim was to bridge the gulf 

between Nationalist, Republican and Fianna Fail supporters in the 

province, especially over the question of abstention. It was 

unsuccessful (McCracken 1978:153).

The Ancient Order of Hibernians

The Ancient Order of Hibernians (AOH), with its annual parades, 

bands, sashes and regalia, has been presented in many studies as the 

Catholic equivalent of the Orange Order. Like the Orange Order it 

was a right wing, popular working-class and farmers' organization for 

communal defence and welfare. Analysis of the contemporary and the 

historical role of the AOH however, belies the apparent similarities 

with Orangeism: it was not a mirror image (see chapter 4). It seems 

likely that at the height of its popular appeal at the beginning of 

the present century, particularly between 1905-1914, the AOH may have 

functioned as a unifier of divergent Catholic interests. At that time 

it was revived by Joe Devlin and turned into an effective political 

machine for the Irish Parliamentary party in the fight for Home Rule. 

Rumpf and Hepburn describe it at that time as 'papering over the 

cracks' in anti-partition politics, specifically the rural/urban 

cleavage. However, such a role was short-lived; tied up as it was 

with Home Rule. In Northern Ireland after partition, they continued 

to be associated with the Nationalist party.

The Nationalist Party

The Nationalists were descendants of the Irish Parliamentary party 

which was decimated by Sinn Fein's success in 1918. The term 'Nationalist
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party' was the general name for the main constitutional anti

partition party in the north from 1921 onwards. In fact it went 

under various names during that time. The term 'party' is mislead

ing insofar as it implies some kind of continuous structure and 

policy. Until 1964, when they formally accepted the role of official 

opposition at Stormont, or perhaps 1966 when they began to hold party 

conferences, they were simply 'those MPs representing districts with 

Catholic majorities (excluding Belfast after 1945) acting more or 

less in concert when attending Stormont, and more or less opposing 

IRA Republicanism during their periods of parliamentary abstention' 

(Rumpf & Hepburn 1977:185). They had no national party headquarters 

or full-time paid organizers and for much of the period they had no 

national constituency association and they contested elections without 

a party programme. The Nationalist party then had difficulty in unit

ing itself and was defined only by its opposition to Sinn Fein. Des

pite Joe Devlin's initial disavowal of sectarian politics, under the 

conditions for Catholics which accompanied the formation of the Nor

thern Ireland State, and particularly after the abolition of propor

tional representation, the Nationalists began to emerge as a 'Catholic' 

party under strong clerical influence. In the 1925 election eight of 

the eleven candidates were proposed by priests (Farrell 1976:103). This 

election marked the decline of Sinn Fein and the Nationalists did well. 

In terms of pariiamentary seats 1929 was the height of Nationalist 

success; it won eleven of the fifty-two Stormont seats. Resignation 

to the fact of permanent minority status goes some way to understanding 

the failure that was the Nationalist party. Except for the first elec

tion under proportional representation and pre-gerrymander when the
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anti-partitionist put up thirty-two candidates and polled 32.3 per 

cent, the party was never in a position to offer itself to the elec

torate as an alternative government. 'It was reduced to a plaintive 

reiteration of old complaints' (Arthur 1974:56).

The Catholic Church

The unity of the Catholic church by comparison with the inter

denominational conflict within Protestantism has caused it to appear, 

to many commentators, as the obvious unifying force for Northern Irish 

Catholics - 'it was the Church which provided Catholics with their 

source of strength and loyalty' (Ibid.:42). And certainly it was in 

the church's interest to promote unity. As I have indicated however, 

the Catholic vote was not united. Neither were the clergy completely 

united on the Sinn Fein/Nationalist division. Their interest in unity 

led them into a mediating role, for example in one of the few deals 

between Sinn Fein and the UIL, the Catholic Cardinal was asked to 

allocate eight marginal seats between them in the 1918 election (Far

rell 1976:21). Also in contests between two Catholic candidates there 

was a tendency for priests not to pass judgment, for example the 

Bishop of Down and Connor's refusal to intervene in the Devlin-De 

Valera contest in Falls, 1918.

On the other hand the Catholic clergy urgently needed political 

representation in the new northern parliament, particularly on the 

issue of education. Undoubtedly there has been a close relationship 

between the clergy and the Nationalist party. To the extent that the 

Nationalist party consisted of 'no more than a loose alliance of local 

notables from different parts of rural Ulster' (Rose 1971:221), it has
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been suggested that the role of the clergy in Catholic politics is 

best viewed in this context. 'Like the solicitor, the auctioneer, 

the publican or the owner of the local newspaper, the priest in 

rural districts was a notable, a man with a special position from 

which he might influence local public opinion if he so wished'

(Rumpf & Hepburn 1977:189-190). This was particularly the case in 

rural areas. Overall the general influence of the Catholic clergy 

has been receding throughout the twentieth century. The long estab

lished monopoly of Labour candidates of anti-partitionist represen

tation in Belfast is indicative of the erosion of clerical leadership 

there. What influence remained became increasingly based on personal 

qualities of individual priests rather than on the strength of the 

institution which they represented (Ibid.:190).

While individual priests may have supported Sinn Fein, the 

Catholic herarchy's attitude to Republicanism was negative. In com

pany with commercial and professional interests they welcomed the 

signing of the Treaty (1921). Church condemnation of the IRA accom

panied each period of militancy. In the 1930s the church's tradi

tional fear of secret societies was augmented by the communistic 

sympathies of a wing of the IRA. Warnings against communism were a 

prominent topic in the lenten pastorals for the years 1933 to 1937 

(Whyte 1977:90) - in 1936 Bishop Mageean spoke in Belfast of communism 

'donning the cloak of patriotism ' (Kennedy 1978:45). During the IRA's 

northern campaign in the early 1940s the Catholic clergy warned young 

men against joining the IRA (Farrell 1976:167). In 1956 during the 

Border Campaign the church declared membership of illegal organizations 

to be a mortal sin.
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The Irish Republican Army

My remarks on Sinn Fein and Republicanism above have suggested 

that it had comparatively little support in the north and that what 

support it did have was largely confined to rural areas. The Irish 

Republican Army was the guerrilla force which fought the War of 

Independence against the RIC and the British Army 1919-21. The 

violence of the war was initially confined to the south and west of 

Ireland, the north remaining relatively peaceful, partly due to the 

relative weakness of Sinn Fein and the IRA there. Farrell suggests 

that ’at the wildest estimate' the IRA's pre-Civil War strength in 

the six counties was 8,500 (Ibid.:61). The Civil War had a devastat

ing effect on the IRA in the north, cutting them off from their source 

of arms and supplies and ending their planned offensive. It split 

their forces which had until that time avoided the Treaty division. 

Demoralization was accompanied by depletion caused by heavy intern

ment. And what support there had been from the Catholic population 

faded rapidly. They re-emerged intermittently and on a small scale 

in situations of social unrest. For example, they, in company with 

other left wing groups and trade unionists, became involved in mass 

strike action in the early 1930s. It was not until 1939 that a self- 

contained northern unit was formed with the consequence that the IRA 

in the north was led from Belfast rather than Dublin. Northern com

mand's level of organization may be judged from the fact that when 

Coin MacNee, first head of the unit, began to organize the IRA of 

Tyrone (a rural , border county) there were not twenty members despite 

the fact that there were supposed to be two battalions. Their



101

armaments consisted of a few weapons left over since 1922 (Coogan 

1982:226-227).

With particular reference to Belfast the IRA were of course 

involved in 'the Troubles' - the wave of sectarian violence which 

engulfed the city in the early 1920s in the wake of the Treaty. As 

well as their involvement in attacks on government forces as part 

of their independence war effort, they were involved also in the 

defence of Catholic 'ghettoes'. It is important to stress that the 

IRA were not the sole protectors of the beleagered Catholic commu

nities. There were many other Catholic defence groups, mostly com

posed of ex-servicemen (Farrell 1976:23). The distinction between 

IRA membership and membership of the Catholic church was not one made 

by the government or its security forces. 'The reprisals policy' 

whereby politically uninvolved Catholic citizens were shot in revenge 

for the killing of members of the security forces, was introduced in 

September 1921. Increased government repression instigated an IRA 

offensive. Three RIC men and three 'Specials' were killed in March, 

followed by the shooting in Belfast of two 'Specials' on March 23 

incidents followed by the most infamous reprisal in Belfast folk
5

memory - the murder of the McMahon family.

In such circumstances 'Belfast was not a suitable theatre for 

operations' (Coogan 1982:246). Of the IRA's subsequent campaigns - 

the English campaign (1939-40), the Northern campaign (1942-44), and 

the Border campaign (1956-62), only the Northern campaign involved 

action in Belfast. Like the other campaigns it was ineffective. It 

ended with the capture of Hugh McAteer,^ and with his capture 'the 

era of the IRA as a significant fighting force in Belfast came to an
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end1 (Ibid.:246). De Valera's policy of internment and execution

meant that they were also hard hit in the south.

There was no longer a Chief of Staff or a GHQ or an Army 
Council or even an IRA. As late as 1947, there would 
still be twenty-five long-term prisoners in English jails.
Not until a change of government in Dublin in 1948 were 
the last few IRA men to be released from Portlaoise. Until 
1950 twelve men remained in Crumlin Road, Bel fast.By then 
the IRA had become an anachronism for most Irishmen.

(Bowyer Bell 1979:234)

The northern government, however, was able to make considerable 

political capital by manipulating the fear of Republicanism and 

by exaggerating the threat represented by the IRA and of the degree 

of support which it enjoyed in Catholic areas.

Northern Catholics: Relations With the South

Despite the fact that in 1920 many of the Catholic dominated 

councils, elected under a proportional representation system, voted 

their allegiance to Dail Eireann, support for northern Catholics 

from that body was strictly verbal. When in 1925 the Boundary Com

mission ended its work without reporting, the Dublin regime agreed 

to recognize the existing boundary on a de facto basis (in exchange 

for financial assistance from London). It has never recognized the 

boundaries on a de jure basis, and the 1937 Constitution explicitly 

affirms in Article 2 claims to the 'lost' counties of Ulster. By 

contrast Ulster-born Fianna Fail members were incensed at de Valera's 

refusal to extend his party into the north. Over the years a tacit 

alliance did develop between the Dublin government and the northern 

Nationalists, based primarily on their common interest in resisting 

IRA-Republicans (Rumpf & Hepburn 1977:185). As with the IRA, the
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Unionist government found it convenient at times to present this 

alliance as a real threat to the stability of the Northern Ireland 

state - 'the south' as an external threat combined with 'the enemy 

within'. While northern Protestants were not without some grounds 

for concern (Whyte 1978:259), it is also true that Unionist leader

ship persistently played up the alleged Nationalist irridentism of 

Dublin governments - the provisional government of 1922 bitterly 

resented Craig's refusal to acknowledge publically their de facto 

recognition and practical assistance to the northern state (Bew et 

al. 1979:210). The ploy of exploiting alleged southern intransi

gence, although explicable in the de Valera period, was continued 

by no less a figure than O'Neill into the Lemass era (Ibid.:210).

The myth of the Republican threat from the south was also kept 

alive.: The Unionist government 'banged the big drum when the class 

struggle dictated greater bourgeois forbearance of independently 

generated popular Protestant activity'. (Ibid.:216).

The Myth of Catholic 'Exclusivism'

Finally I wish to address the related question of participation 

of Catholics in the Northern Ireland state. In the early years the 

mass of Catholics, like their parliamentary representatives, abstained 

from participation in the public life of the state which they did not 

believe would ever establish itself (Rumpf and Hepburn 1977:173). The 

Boundary Commission's failure to report changed all this and:
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... by 1928 they had all, except the Republicans, recognized 
that they would get no help from the South, accepted the Nor
thern State, and agreed to work within it. There was now a 
basis for unity and their action would be more effective 
backed by a party organization. The Church was interested 
too - the education dispute hadn't been settled and they 
had other interests to protect. And the Catholic middle- 
class, publicans, lawyers, and businessmen, all wanted a 
share in power and patronage. The MPs were sensitive to 
their wishes.

(Farrell 1974:112).

Abstentionism was then rejected as a principle by the Nationalists 

after 1925. It remained, however, in their armoury as a tactic for 

whether or not participation was necessary for the defence of Catho

lic interests, it was very desirable from the point of view of 

Unionists who were concerned about the image of their state in London 

and elsewhere. As such it was discretely encouraged. Legislation 

against Republican abstentionism, such as the Representation of the 

People Act, 1934, was presented as a stern Unionist measure in defence 

of the state, but in practice it was equally helpful to non-absten- 

tionist Nationalists (Rumpf & Hepburn 1977:187). Their status as 

representatives of a small permanent minority made refusal to partici

pate the ultimate weapon of the Nationalist party throughout the exis

tence of the Northern Ireland parliament. Abstentionism was mainly on 

an individual and sporadic basis, but was more frequent among represen

tatives from the western part of the province where Republican- 

abstentionist feeling among the electorate was stronger (and where 

public transport links with Belfast were poor) (Ibid.:187). Between 

1938-45, only two of the eight Nationalist representatives ever atten

ded. After 1945 attendance became more regular. The futility of 

attending such a 'packed house' as Stormont was another contributory 

factor. Such behaviour cannot be dismissed as an unwillingness to
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participate in the institutions of the state; in fact one of the key 

demands of Nationalist politicians and the Catholic middle-class 

throughout this entire period was for increased Catholic representa

tion in public bodies, the civil service, the judiciary, etc.

The idea of the ’enemy within' has been used to explain dis

criminatory practices against Catholics in Northern Ireland (Stewart 

1977:173-179). The maintenance by Nationalists and Republicans of 

the idea of a united Ireland and their attempts to establish and main

tain certain separate Catholic institutions made it possible for them 

to be thought of as disloyal. 'The Catholic minority in the six 

counties never accepted partition, and was therefore fundamentally 

"disloyal" according to the wide interpretation of the term applied 

by many Ulster Protestants.' (Rumpf & Hepburn 1977:173). In March 

1934 addressing the Derry Unionist Association, the Northern Ireland 

Minister of Agriculture, Sir Basil Brooke said:

I recommended those people who are Loyalists not to employ 
Roman Catholics, 99 per cent of who are disloyal; I want 
you to remember one point in regard to the employment of 
people who are disloyal ... You are disfranchising yoursel
ves in that way ... You people who are employers have the 
ball at your feet. If you don't act properly now, before 
we know where we are we shall find ourselves in the minority 
instead of the majority (Cited in Farrell 1976:90-91).

Discrimination or 'overstepping the boundaries of what might be consi

dered just' is in this view an 'understandable reaction' to the ene

mies in their midst.

Against this position, and in the light of evidence presented 

above, discrimination against Catholics cannot be explained by refe

rence to the Nationalist party's negative attitude towards the state. 

In the case of the Northern Ireland Civil Service for example, the 

party sought to involve itself in civil service selection procedures.
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but was rebuffed. It appears that 'Protestant exclusivism1 as oppo

sed to Catholic non-participation provides a more adequate contribu

tion to a clarification of these issues.

Protestant exclusivism operated on several levels. Electoral 

boundary manipulation contributed to the achievement of 'a Protestant 
parliament for a Protestant state.'7 It operated at the level of 

public appointment and employment and in private employment it took 

the form of discrimination in appointment to jobs, or 'workplace 

exclusivism' mass or individual 'expulsions' of Catholic workers by 

means of informal violence.

In populist practice, sectarian forms of Protestant 
exclusivism played a major role in ensuring the unity 
of the Unionist class alliance ... The dominant policy 
of the state was ... exclusivist, and this remained the 
case until 1972. (Bew et al. 1979:94).



CHAPTER 2

NOTES

Historical and other background information concerning song content 

is introduced, where necessary, at various points in the thesis 

text.

Northern Presbyterian radicals influenced by the American and 

French revolutions formed the backbone of the United Irishmen 

which organized the rebellion of 1798.

For example, the Prime Minister, Lord Craigavon, in defence of 

the abolition of proportional representation in parliamentary 

elections in 1929 said:

What I want to get in this House and what I believe 
we will get very much better in this House under the 
old-fashioned plain and simple system, are men who are 
for the Union on the one hand, and who are against it 
and want to go into a Dublin parliament on the other.

(Quoted in Michael Farrell, Northern Ireland: the Orange State,

London: Pluto Press, 1976, p. III.)

Gerrymander: the technique involved the drawing up of electoral 

ward boundaries in such a way that Nationalist seats were won 

with huge majorities, thus 'wasting1 Nationalist votes, while 

Unionist majorities were small but adequate.

For details see Farrell, 1976:51.

Hugh McAteer joined the IRA in 1933, became Northern Commander and 

then Chief of Staff, 1942. Arrested October 1942 and sentenced 

to fifteen years imprisonment, he escaped in January 1943. He 

was subsequently active in the formation of the Provisional IRA 

just before his death. He was the brother of the Nationalist 

politician Eddie McAteer.

James Craig, later Lord Craigavon, first Prime Minister of Nor

thern Ireland proclaimed:

I have always said that I am an orangeman first 
and a politician afterwards, all I boast is that 
we are a Protestant parliament for a Protestant 
state.

(Hansard Northern Ireland, Vol. 16, col. 1091).
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'IRISH' AND 'ENGLISH' DANCING

Alongside the social anthropologist's thorough documentation of

'the common culture' of Northern Irish Catholics and Protestants,

there is a strongly held view that in Northern Ireland there are 'two

cultures'. With regard to dancing, Leyton's (1974) characterization

of extremely distinct 'Catholics' and 'Protestant' forms is typical

of his 'two moieties' approach.

Protestants dancing to Scottish music in Orange Halls and 
Catholics dancing to Irish showbands in Hibernian Halls 
and Catholic auditoriums.

(Leyton 1974:191, see also Leyton 1975:12)

In this chapter I consider socially and politically a relevant dis

tinction made within popular dancing in Belfast in the 1930 s and 

1940 s: the distinction between 'Irish dancing1 or 'ceilidhe dancing', 

and 'English dancing1, and demonstrate that it cannot be correlated in 

any simple fashion with the Catholic/Protestant dichotomy. My concern 

is primarily with the former as a dance form recently 'revived' (con

structed) as part of the construction of Irish cultural identity begun 

at the end of the nineteenth century in the context of the gaelic 

Revival.

I am interested in the construction of 'national culture' as it 

was carried out at local level and more particularly the response to 

such constructions by the majority of people, those not involved in 

any formal or committed manner with the organization promoting 

'Irish culture' as such. In the discussion I include the issue of how 

novel, and how close to the 'ideal' the 'ceilidhe' (for it was more 

than simply dance steps and movements) which developed in Belfast 

actually was.

108
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I make some use of the concept of 'nativism' elaborated by 

Ralph Linton (1943). For the purposes of the present study it has 

the advantage of a political perspective in its recognition of the 

structural inequaltiy as an integral part of anativistic movement.

On the other hand its 1 imitations,for the purposes of the present 

discussion are,its over emphasis on psychological as opposed to 

political uses and the fact that the model fails to cope with the 

issue of power differentiation in the construction of cultural forms.

The 'ceilidhes' provided a relatively 'public' exposure of not 

only Irish dancing but also Irish music and song. Among the songs 

sung in the context of ceilidhes were 'rebel songs'. Their role in 

this context is not only subordinate to that of dance but in terms 

of the ideals of the Gaelic revival, could also be thought of as 

subordinate to certain other Irish songs, namely songs composed and 

sung in the Irish language. This view would not however, have been 

held at grass roots level. I would suggest that the meaning of 

'rebel' songs is specific to the performance context which is in 

itself historically located, therefore their meaning when sung at 

ceilidhes was different from their meaning in the performance context 

described in subsequent chapters of the thesis.

The 'past in the present' figures prominently in the concept of 

'nativistic movement'. In the gaelic revival aspects of the past 

were believed to have survived in certain 'untouched' areas of Ire

land, specifically the remote western areas. The idea of introducing 

ceilidhe dancing to Belfast combined therefore elements of spacial 

and temporal transfer.

The ceilidhe dance was part of a wider movement which was
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essentially concerned with a rejection of aspects of contemporary

culture as well as morality. The Catholic church in the 1920 s and

1930 s was involved in a series of moral crusades against the:

great moral looseness which had infected Ireland since 
the Great War and the subsequent civil and military 
struggles. (Devane 1931:40). (Quoted in O'Dowd 1985)

THE CEILIDHE AND THE GAELIC REVIVAL

The ceilidhe, an organized dance at which Irish ceilidhe dances 

were danced to the accompaniment of an Irish ceilidhe band, was in a 

sense a 'by-product1 of the Irish language revival movement of the 

late nineteenth, early twentieth century. The organization in the 

vanguard of this movement was the Gaelic League, founded in 1893, 

the objectives of which were:to preserve the Irish language and extend 

its use in the vernacular, to further the study of med i eval and 

modern Gaelic literature and to encourage the cultivation of a contem

porary literature in Irish. Although primarily concerned with the 

language, the Gaelic League also promoted other aspects of Irish cul

ture such as music and dance.

Organizers were appointed to travel throughout the country sett

ing up branches of the League where possible. These branches were 

served by travelling teachers who in addition to holding language 

classes, taught Irish dance, history, folklore, music and organized 
feisanna, ceilidhe and oireachtaiJ

While the League undoubtedly drew crowds of young people 
from the kitchens, the drawing rooms and the parlours, it 
seemed likely that the fringe activities, such as the 
ceilidhe proved a greater attraction than the language 
classes. (MacAodha 1972:22)
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Linguistic studies were made more palatable by alternat
ing them with Irish music and dancing. (OhAilfn 1969:97)

A 'nativistic movement1 has been defined, by the anthropologist Ralph

Linton, as:

Any conscious, organized attempt on the part of a 
society's members to revive or perpetuate selected 
aspects of its culture. (Linton 1943:230)

According to Linton such consciousness is a by-product of close and 

continuous contact with other societies, and organized efforts to 

perpetuate or revive a culture can arise only when a society becomes 

conscious that there are cultures other than its own and that the 

existence of its own culture is threatened. Although the immediate 

causes of nativistic movements are highly variable most of them have 

as a common denominator a situation of inequality between the socie

ties in contact.

A distinction is drawn between forms of nativism which attempt 

to revive extinct or moribund elements of culture and those which seek 

to perpetuate current ones. The Celtic revival in Ireland is catego

rized as primarily of the former type. What happens, however, in all 

nativistic movements,is that certain elements of culture are selected 

for emphasis and given symbolic value. The more distinctive such ele

ments are with respect to other cultures with which the society is in 

contact, the greater their potential value as symbols of the society's 

unique character. Nativistic movements therefore concern themselves 

with particular elements of culture, never with cultures as wholes.

The main considerations involved in this selective process 
seem to be those of distinctiveness and of the practicability 
of reviving or perpetuating the element under current condi
tions. (Ibid.:231)

In this chapter I suggest that 'the ceilidhe' may be usefully viewed as
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just such a 'selected element of culture'. Originally a distinctive 

social phenomenon typical of rural areas, in Belfast at least it was 

adapted and radically changed in order to accommodate 'current con

ditions' - an urban, and culturally anglicized society.

The Gaelic League's programme was essentially a part of a policy 

of de-anglicization, not solely in respect of what might be regarded 

as strictly 'cultural' matters: the concern about the language and 

traditions was part of a more comprehensive approach to nationalism 

encapsulated in the concept of an 'Irish-Ireland' which included 

cultural and economic aspects and which implied opposition to the 

notion of an 'English-Ireland', culturally and economically dominated 

by England. D.P. Moran, A Gaelic League propagandist, wrote in his 

paper, 'The Leader', 1901:

The main divisions in Ireland are the Irish-Irelanders 
and West Britons. (Quoted in Nowlan 1972:47)

Ireland's national identity was perceived as threatened by the process

of anglicization that was turning 'Gaels' into 'West Britons'. Moran's

view was that Ireland's cultural identity must be re-established:

by reforging the cultural continuity of our past history 
... The matrix of the Irish people is the Gaelix tradi
tion and in this mould they must be cast anew. (Ibid.:47)

The founder of the League, Douglas Hyde, was conscious of the limita

tions 'under current conditions.' For him the ‘only realistic goal' was:

to build a new Irish community out of the materials inheri
ted, whether the native tradition and all that it had 
assimilated, the unabsorbed colonists, or the 'relicta' of 
the departing conqueror. But to create anew, not to resus
citate the dead, selecting those elements which would produce 
the richest and most resilient culture for the emergent 
society. (Devlin 1972:92)
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THE CEILIDHE: A NOVEL CONSTRUCTION

That ’the ceilidhe' was very much a construction 'created anew’) 

of the Gaelic League is suggested by the fact that at the first 

ceilidhe organized by the League, held not in Ireland but in Lon

don in 1897:

The programme included besides step dancing: songs, sets 
and waltzes performed to Irish airs! A form of dancing 
was devised by having boys and girls face each other in 
two lines to perform the double jig. Between each step 
the facing couples changed places by a linking movement, 
so that only every second step was danced in the dancers' 
original position. In this way a movement was achieved 
which superficially at any rate looked like the group 
dances performed by the Scots at their functions in London.

(Breathnach 1977:48)

In ethnographic studies of rural Ireland the term 'ceilidhe' refers to 

a small informal gathering of neighbours and friends in a local house 

at evening time. The essential ingredient was everyday conversation, 

some refreshments may have been provided by the hosts and if dancing 

ensued it was an additional bonus to the enjoyment. 'Kayleeing'

('kaileying*, 'caileying'), meant simply night visiting, and in rural 

areas of the north the term is still used as in, for example, the phrase 

'Where are you kayleeing tonight?', meaning, 'Whose house are you 

visiting tonight?'. The home, and the cross-roads in summer evenings 

were the traditional situations in which Irish dancing took place. And 

in both situations the number of dancers would have been relatively 

small, drawn from the local community. Musical accompaniment was pro

vided normally by a solo musician, although depending on the availa

bility of local musical talent there might be more musicians or none at 

all, the lilter providing mouth-music accompaniment for the dance. If 

the musicians were recompensed for their services, it was with food and
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drink rather than money.

Commenting on the use of the term 'ceilBreathnach writes:

To describe an organized dance as a ceili then was a misnomer, 
but one which in fact served to emphasize the social nature of 
the gathering. (Ibid.:47)

I suggest that the 'revivalist' application of this particular term to 

the new organized Irish dances implied a particular or 'selected' 

meaning of 'social' - for English dance events were also social - 

conceived of as distinctively 'Irish' and as manifest in its purest 

form in the social events characteristic of rural, and ideally, Gaelic 

speaking communities. The ceilidhe, which was to become known to 

many as the traditional Irish dance, was then an innovation in Irish 

culture, certain of its elements being selected from 'the native tra

dition' while others were influenced by what had been 'assimilated' 

through contact with England.

The 'ceilidhe', as it emerged in the industrial city of Belfast 

and developed under the impetus of the Irish cultural revival was an 

Irish dance, which of course implied social intercourse, but dance 

was its defining characteristic. By comparison with the traditional 

dance event it was more formal in the sense that it was organized, 

usually by cultural, political or other associations, frequently for 

the purposes of fund-raising. There was an entrance charge and musi

cians were paid. And it was on a much larger scale requiring the 

ceilidhe organizers to acquire, often hire, a large hall. The event 

therefore was not spontaneous, ceilidhes occurred on regular, pre

advertized dates. For the most part they were 'run' either weekly 

or annually, and commenced and ended at set times.

The size of the gathering, which ranged from 100-1,500 is
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indicative of the fact that not everyone knew everyone else. The 

recruitment area was a city and people travelled about the city to 

attend ceilidhes outside their immediate local areas - one met 

'strangers' as well as 'friends' at ceilidhes. Another feature of 

the social composition of the gathering which distinguished it from 

the traditional dance situation was that of age: ceilidhes were atten

ded primarily by young people as opposed to the wider age range typical 

of the traditional ceilidhe.

The 'band', meaning a group of musicians who perform regularly 

together for payment, was another innovation in Irish culture. Ini

tially ceilidhe organizers might ask known individual musicians to 

come together to accompany Irish dancing but musicians from an early 

period were forming themselves into ceilidhe bands, and eventually a 

ceilidhe 'orchestra' emerged. The instruments played by musicians in 

ceilidhe bands included some traditional,and some derived from more 

or less recent 'assimilation'; they were a combination of Irish tra

ditional, English traditional, jazz, swing, and insruments drawn from 

European art music.

The characteristics mentioned above both distinguish the ceilidhe 

from the traditional social situation and composition of the Irish 

ceilidhe, and dance event and equate it, to a large extent, with the 

already established social situation, organization, and composition 

of English dances.

The most distinctive and traditional aspects of the ceilidhe 

dance which distinguished it from English dance entertainment was of 

course the Irish music and the Irish dances. The dance music was in 

the process of being rediscovered, recorded and taught as were the
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strated and taught in the Irish dancing schools and at ceilidhes.
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CEILIDHES IN BELFAST: CONSTRUCTING 'THE REAL IRELAND'

In Belfast one of the earliest ceilidhe bands remembered was that 

of Francie McPeake in the second decade of the twentieth century. Gra

dually the number of ceilidhe bands and the popularity of ceilidhe 

dancing increased until ceilidhes were attracting up to half of the 

Catholic youth of Belfast. Initially the dancing and the very concept 

of the ceilidhe was unknown, it had to be learned. Older informants 

remembered how 'the ceilidhes' had been known originally as 'Irish 

dancing' and some, whose participation in ceilidhe dancing had been 

minimal, still referred to it as such.

An impression of the novelty of the dancing, and also a very 

direct statement of 'the past in the present' is evident from the fol

lowing newspaper report on one of Belfast's Gaelic League:

The first meeting of the West End branch after the Christmas 
holidays was held on Monday evening last in St. Mary's Minor 
Hall. Instead of the usual class work the Coisde na Craoibhe 
had arranged some weeks previously to open the next session 
with a ceilidhe. The event proved highly enjoyable and suc
cessful. There was a very large attendance of members present, 
in addition to which a number of prominent Gaedhilgeoiri 
from other city Craobhacha attended. The proceedings commen
ced shortly after eight o'clock, and a very interesting and 
attractive musical programme was gone through. Merry song and 
joyous laughter, delightful old Irish jigs, reels and horn
pipes, the enchanting music of the Gael combined to make those 
present feel that the old happy Irish nights of our ancestors 
were rapidly returning.

Quite a feature of the proceedings was the general dancing, 
which was participated in by the majority of those present. It 
was a genuine pleasure to watch the long lines of cailini and 
buachili in the centre of the hall going through the graceful 
Irish dances with an ease and enjoyment evident to the most 
casual onlooker; whilst here and there were little groups of 
the more staid Gaels discussing the national language and the 
progress of Irish Ireland. (The Irish Weekly and The Ulster 
Examiner 13th January 1906).
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In the 1930 s two Gaelic League teachers of language and dance 

catered for Belfast and the surrounding rural areas. Seamus (Duckey) 

Mallon travelled out from Belfast by bike to teach in the country 

areas and Jimmy Johnson covered Belfast itself. Not only the dance 

steps and dance sets had to be learned but also the ideology of the 

ceilidhe, its supposed origins and meaning.

Cathal O'Byrne produced in the Ulster Hall, and later in the
^ 9newly founded Ard Scoil (c.1933), what was known as a 'stage ceilidhe'.

s'

The production at the Ard Scoil was closer to the intentions of the 

author/producer due to unsuitable stage conditions in the Ulster Hall. 

The 'stage ceilidhe' was a concert, not a dance, and attempted to 

reproduce on stage the origins, meaning and values of the ceilidhe.

Whereas in the Ulster Hall production,the use of bales of hay as
y

props had suggested a rural scene, in the Ard Scoil, the setting was 

rural and domestic - an Irish cottage interior. The performers were 

musicians, singers and dancers who were to 'act' the roles of a family, 

and friends and neighbours who had 'dropped in' for an evening's enter

tainment. There was a Master of Ceremonies who in the scenario was 

the 'Fear £ Toighe' ('the Man of the House', the father), there was 

also a 'boy of the house'. The roles of family and friends served to 

emphasize the value placed on family, neighbourliness and home in 

Irish culture. It was the duty of the 'Fear a' Toighe' to call on the 

various performers to dance or sing or play a tune, and in this 

artificial informality he might be induced to contribute to the 

entertainment himself.

This rural 'Irish cottage' motif played an important role in 

subsequent stage productions and in 'ceilidhe mors'.^ In pageants the
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cottage interior or exterior was a frequent stage set, Irish dancers

performing exhibition dances used the cottage interior as a setting

for productions entitled, for example, 'The Donegal House Ceilidhe1,

and in a 'Carnival Dance' organized in the Plaza ballroom in Belfast

in 1937 the musicians were seated in front of a wooden construction

depicting the facade of a rural, whitewashed and thatched cottage -

on that particular occasion the band accompanying the Irish dancing
4was St. Peter's brass and reed band!

5
For Irish culture enthusiasts the Real Ireland or the 'true 

Gael' was to be found in those rural areas in which the language, cus

toms and values of an ancient and noble Celtic past were believed to 

have survived. These areas in fact consisted of a relatively small 

number of isolated pockets strung mainly along the western seaboard.^ 

While revivalists perceived them as the last bastions of Gaelic cul

ture 'unsullied by the in-roads of modern civilization* (Peillon 1982: 

105), for many Irish people they were the last bastions of a backward 

peasant society speaking a language still regarded by many as a sym

bol of poverty and illiteracy. It was part of the task of the Gaelic 

League to reverse the predominant values which associated competence 

in the English language and culture with superior status and viewed 

Gaelic speaking, peasant Ireland with shame.

One might interpret the promotion of Irish dance and specifically 

'the ceilidhe' as a part of this effort. Certainly in the minds of 

many of my informants there was an association between the dance event 

in the local, or city centre,hall referred to as 'the ceilidhe1 and 

the 'house ceilidhe', a dance event believed to be typical of Gaelic

speaking areas. For most Belfast people the image created would be



119

associated with County Donegal, in which was located the northern 

most Gaelic speaking area of Ireland and the one with which they might 

be most familiar. The notion that this stage ceilidhe was a faithful 

reproduction of events which regularly occurred in Donegal households 

was held by many informants who most frequently referred to the pheno

menon as 'the Donegal house ceilidhe'. This concept, by definition, 

included Irish music and dance. In describing different ceilidhes some 

compared them to ‘the Donegal House ceilidhe' in terms of the extent 

to which whole adult households might attend - this was in fact extre

mely uncommon and there was some consensus that only Hannahstown 

ceilidhes approached this ideal. To some extent, under the impetus of 

the Gaelic League 'the Donegal house ceilidhe' became more of a reality 

over time.

CEILIDHE ORGANIZERS AND PREMISES

The Gaelic League was one of the organizations prominently invol

ved in organizing ceilidhes. There were several local branches in 

Belfast/ Even more prominent, in terms of the number of ceilidhes 

organized, were the local Gaelic clubs and the Gaelic Athletic Asso

ciation founded in 1884 to promote Irish games. It banned its members 

from playing 'foreign' games, and there was also a ban on 'foreign' 

dancing in the clubs. Like the Gaelic League this organization was 

involved in the construction, or reconstruction.of a distinctive Irish 

personality and identity. In Belfast in the 1920s, 1930 s and 1940 s 

the number of Gaelic Athletic Clubs increased rapidly. In addition to 

the promotion and organization of Gaelic football, hurley, camogie and 

handball, some organized a social club in which other cultural activities
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such as language and history classes were held and in which they also 

held their weekly ceilidhe. Many other local organizations ran 

ceilidhes, although on a less regular basis; the Ancient Order of 

Hibernians, the Irish National Foresters Association, parish 

churches, and political parties, particularly at election time. What 

differentiated these other bodies from the Gaelic League, the Gaelic 

Athletic Clubs and some local Gaelic clubs, was the fact they were 

involved also in organizing occasional 'English' or 'foreign' dances, 

a pursuit which was anathema to the Gaelic oriented organizations. 

However, whatever the organization the ceilidhe provided an important 

means of fund-raising, and costs were minimal by comparison with 

organizing a concert. The G.A.C.'s used the money provided by weekly 

ceilidhes for their normal running costs and would organize annual 

‘ceilidhe mors' (big ceilidhes) to cover expenditure requiring large 

sums of money, for example the purchase or replacement of equipment.

Not all G.A.C.s had their own premises. Some rented local pre

mises in which to train, and to run ceilidhes, but the vast majority 

depended on acquiring the parochial hall, the property of the Catholic 

church. In the evenings, when the Ard Scoil was not organizing its

own activities, their hall in Davis Street was available for hire.
J / s

'Ceilidhe mors' were also held in the Ard Scoil premises, and a whole

range of Belfast dance halls and restaurants normally given over to 

English dancing were hired for the big annual ceilidhes, the Ulster 

Hall, the Plaza, the Floral Hall, etc., and one local club had the
O

imagination to run a ceilidhe on the Bangor boat. A common practice 

was for two or more organizations to combine in organizing a ceilidhe, 

sharing the expenses and the profits. A popular weekly ceilidhe, St.
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Paul's, was run jointly by St. Paul's G.A.C. and the C.Y.M.A. and the 

first big ceilidhe run in the Ulster Hall on Easter Tuesday night, 

1941, the first night of 'the blitz' - the air raids on Bel fast during 

the Second World War was organized by St. Malachy's Gaelic football
-X Q

club, the 'camogaiochta' and the local branch of the Gaelic League. 

THE SOCIAL COMPOSITION OF 'CEILIDHE-GOERS'

The question of the class and political composition of 'ceilidhe- 

goers' is of particular interest and requires further study. Whereas 

the class distinction between kinds of English dancing; ballroom dan

ces and jigs,was clearly stated as predominantly middle-class and 

working-class respectively, many people claimed that ceilidhes attrac

ted both the Catholic working-class and middle-class. The issue is 

complicated however by the fact that others described the people who 

went to ceilidhes as the poorer sections of Belfast society and still 

others claimed that ceilidhe-goers were 'toffee-nosed' meaning 

'snobbish' - not of necessity a contradiction. The development of 

the 'ceilidhe mors1 raises further questions - in the views of some 

informants they represented an 'embourgeoisement' of 'the ceilidhe1.

The political meaning of ceilidhe attendance is equally complex. 

People stressed that they were all 'Irish' or 'Gaels' - which implied 

not only an interest in things 'Irish' but an aspiration for a united 

independent Ireland, for the majority, a future state to be looked 

forward to and hoped for, rather than a cause to be fought for mili

tarily. In the course of my research I uncovered only one club which 

was known to some as an IRA club. It too ran ceilidhes but at least 

some of the people who attended these ceilidhes were unaware of the
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fact that it was an IRA club. By comparison with the Belfast IRA of 

the post 1969 period the IRA in the 1930 s and 1940 s was an extre

mely small and secret organization. However, in the perceptions of 

the Protestant population and of the police 'ceilidhe-goers' tended 

to be equated with 'rebels', ceilidhes were not infrequently raided. 

Clubs involved in ceilidhes required members names and it was some

times the case that false names were given in view of the attitude 

of the police. A member of St. Peter's brass and reed band which 

played at many non-Nationalist events and was not in fact a ceilidhe 

band, described how the police raided their premises and took away 

1 ists of names.

A detailed study of the composition of ceilidhe-goers is
10beyond the scope of the present study. They were mainly Catholic, 

but not all Catholics went to ceilidhes - informants estimates con

cerning the proportion of Catholics who attended ceilidhes as oppo

sed to 'English' dances varied from between thirty to fifty per cent. 

And they were young; although a few dance enthusiasts did continue 

their interest and attendance into their middle age, the general 

opinion was that the vast majority of those attending ceilidhes were 

under the age of twenty-five. Regular weekly dancing ceased, for the 

most part when they were married and had children.

It is important to emphasize the fact that most people who atten

ded ceilidhes also attended 'English' dances, but rarely at the same 

period in their life history. Only a few dedicated enthusiasts of 

Irish culture would never have attended an 'English' dance. People 

started going to ceilidhes at a very young age, sometimes as young as 

fourteen or fifteen years old. It was a situation in which boys and
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girls met which was acceptable to parents and to clergy. The 

Church's approval of ceilidhe dancing as opposed to 'English' dancing 

was formally expressed in 'the Bishop's Lenten Pastoral Letters', 

parts of which were still remembered by informants. So familiar was • 

the content concerning 'dance1, to the congregations to whom the let

ters were read out at Sunday mass,that they used to 'mouth' the words 

as they were read by the priest. Comments on 'English' dancing were 

remembered such as 'It may be fashionable in London or Paris, but 

it should not be fashionable in Ireland', also remembered were cri

ticisms concerning the close physical proximity involved in 'English' 

dancing. A much quoted phrase was 'Irish dancing does not make 

degenerates!' and Irish dancing was praised for its 'vigorous nature' 

which was such as to make it incapable of being danced into 'the late 

hours'. 'Jazz dancing' which developed in the post war generation 

presented a problem to the Catholic church as a whole. The Pope denoun

ced the Turkey Trot, but the antique dance he suggested as an alterna

tive failed to set America ablaze (Palmer 1977:54). The Catholic church 

in Ireland mounted a campaign against 'jazz dancing' and unlicensed 

and unsupervised dance halls which culminated in 'The Dance Hall Act' 

of 1^35 . In deploring the dance craze of 1924, the Bishop of Galway 

advised fathers 'If your girls do not obey you, if they are not in at 

the hours appointed, lay the lash upon their backs. That was the good 

old system, and that should be the system today.' (Cited in Whyte 

1971:26). Some parents echoed these sentiments and forbade their sons 

and daughters to go to any 'English' dances. It is difficult to assess 

whether or not the fifty per cent or less young Catholics who chose 

instead to go to 'English' dances were defying parental authority, but
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certainly there were some such cases. And the 'ceilidhe-goers1 also 

eventually 'succumbed'.

A pattern emerges in which ceilidhe dancing may be viewed as a 

stage in the 'social career' of individuals during which they are 

under parental jurisdiction; they were 'allowed' to go to ceilidhes 

and the experience was enjoyable. The transition to English dancing 

occurred some time later, at the age of eighteen or older and was not

remembered as traumatic - it seems to have coincided with an attain-
\

ment of a more adult status vis-a-vis parents, etc. Neither was it 

associated with any kind of 'identity crisis' according to informants 

it entailed no diminution of their 'Irish' identity.

CATEGORIES OF CEILIDHE

Informants distinguished between one kind of ceilidhe and another, 

and not all informants made exactly the same distinctions. The main 

criteria people used were: the scale of the event in terms of numbers 

attending, the degree of organization and cost, the level of formality, 

particularly with reference to strict adherence to dance standards, 

and the degree to which Irish dancing and English dancing were separa

ted or amalgamated at any single dance event. The primary examples 

cited in respect of these variations were: 'ceilidhe mors' by compari

son with weekly ceilidhes, Ard Scoil ceilidhes which were considered 

more formal than other weekly ceilidhes, and Belfast ceilidhes in 

general, at which no English dancing took place by comparison with 

'country ceilidhes' at which there was a mixture of Irish and English 

dancing, referred to as 'Ceilidhe and Old Time.' Figures 1 and 2 

show the kinds of ceilidhes specified on the basis of these dichotomies.
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FIGURE 1

SCALE

Large

Ceilidhe Mor (400-1500) 

(variant 'Denis Ireland')

Degree of 
Formality

Ard Scoil ceilidhe (300-
400)

Formal Informal

Local ceilidhe
(variants 'Denis Ireland') (100- 
'Barmens' ) 200)

! Ceilidhe and Old time

'street ceilidhe' ) (10-
'crossroad ceilidhe' ) 20)

Smal 1

FIGURE 2

Exclusively Irish Dancing English and Irish Dancing

Ceilidhe Mor (variant 'Denis 
Ireland')

Ard Scoil ceilidhe
Local ceilidhe (variants 

'Denis Ireland', 'Barmens')

'street ceilidhe'
'cross-roads ceilidhe'
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Also included in the diagrams are four other 'ceilidhes' which 

some informants isolated as, in some sense different. 'The Bar

men's' was a weekly ceilidhe which was singled out for comment because 

of its unusually late commencement. 'Denis Ireland ceilidhes' were 

also commented upon as unusual, the reason in this case being that some 

Protestants attended them. A few people thought it appropriate to 

mention, in a conversation about ceilidhes, 'street ceilidhes' and 

'cross-road ceilidhes' which were spontaneous, small-scale, local events 

and had more in common with the traditional dance event referred to 

above than with any of the other kinds of Belfast ceilidhe.

The Ard Scoil Ceilidhe

The notion that the Ard Scoil ceilidhe was in some sense 'special' 

was shared by virtually all informants - it was more formal, and stan

dards of dancing were high. Attitudes to this 'specialness' however 

varied, while some described it in positive terms as the custodian of

Irish dance standards, others used words such as 'high brow' and
y

'snobbish' in making the point. Their first Ard Scoil ceilidhe was 

thought of by many as a kind of 'graduation'. It was necessary to 

gain competence at local ceilidhes before attending the Ard Scoil for 

there one was expected 'to know' one's 'steps', and the dances, and 

one was expected to dance them properly, with an appropriate attitude 

of respect. Associated with the idea of correct dance behaviour was the

idea that one's behaviour in general should also be more correct.
/

At the Ard Scoil it was more likely that one would receive dance 

instruction within the context of the ceilidhe itself. A new set dance 

might be introduced and either a group of regular and dedicated dancers.



127

or later, dancers from the growing number of dancing schools, would 

give a demonstration. The people attending the ceilidhe were then 

organized into sets to learn the new dance with the trained dancers 

supervising. Even in the course of dances which were known, an offi

cial or interested person might interrupt a set to admonish or 

instruct dancers in the correct manner of dancing. This 'purism' 

in dancing was related to the fact that the Ard Scoil was the main 

premises of the Gaelic League in Belfast. Well organized, and well 

attended classes in solo and set dancing, in the Irish language etc., 

were regular and established features of the Ard Scoil weekly pro- 

gramme. It was in the Ard Scoil that the early Belfast feisanna were 

held before pressure of numbers required that the venue be changed to 

St. Mary's Hall in Bank Street. The Ard Scoil was not in the business 

or organizing, and providing premises for ceilidhes simply for enter

tainment, nor for fund raising, their primary aim was the propagation 

of the ideas of the League and the recruitment of new members.

Also in the Ard Scoil it was more likely that one would hear the 

Irish language spoken; sometimes the names of and instructions for the 

dances would be spoken in Irish, although in appreciation of the 'cur

rent conditions' it was usually followed by a translation into English. 

To have 'graduated' to the Ard Scoil implied a basic grounding in the 

steps and dances and also a relatively serious attitude towards Irish

dancing, it also implied that one was more adult, a fact reflected
/

in the entrance charge which for the Ard Scoil was 6d., by comparison 

with local ceilidhes which cost 3d. (In the 1940 s, the cost went up 

from 9d. to Is. )
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Local Ceilidhes

By comparison with the Ard Scoil, local ceilidhes were less for

mal, the musicians in the band often less accomplished, and the 

instruments played did not always include the more 'traditional1 of 

Irish instruments such as the pipes or even the whistle. Standards 

of dancing were not so demanding and informants talked of these

ceilidhes as being a situation in which one could have 'a bit of a
y

laugh1. This is not to imply that Ard Scoil ceilidhes were not 

enjoyable. The 'bit of a laugh' however, seems often to have con

sisted of what some described as a 'bastardization' of the dance, 

which would not have been permitted in the Ard Scoil. A particularly 

common form of 'bastardization' was the overuse of 'the swing' with 

a member of the opposite sex. For those less interested in dance 

authenticity and more interested in fun 'the swing' was the most 

enjoyable aspect of ceilidhe dancing.

The degree of concern, or lack of it, for dance 'purity' at the 

local ceilidhes varied, depending on the participants themselves and 

on the attitudes of people in authority in relation to the dance. For 

example, if the parish priest in whose hall one was holding the 

ceilidhe happened to be a Gaelic culture enthusiast, then standards 

might be more stringent.

Cross-Road Ceilidhes

The least formal of all 'ceilidhes' (the word applied to them 

by participants) were those impromptu events which took place in the 

long summer evenings when a group of young friends and neighbours 

would get together at the street corner to 'have a ceilidhe'. Usually
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there was only one musician to accompany the dancing, commonly on a 

harmonica, or less frequently, a fiddle. A popular location for an 

impromptu open-air 'ceilidhe' was just outside the city, at the 

cross-roads of the Falls and Glen Roads. Sunday night was the usual 

time for this event since, for many young Catholics, particularly 

those ‘from the Road1 (the Falls Road), a Sunday afternoon walk 'up 

the road' was a favourite summer pastime, sometimes culminating in a 

ceilidhe.

‘Ceilidhe mor1

On a completely different scale were the 'ceilidhe mors' or 

'big ceilidhes', which were organized annually by a range of diffe

rent organizations, the Gaelic League branches, the G.A.C.s, Danc

ing Schools and political organizations, charitable organizations, 

etc. Sometimes two or more organizations would cooperate in organiz

ing these large-scale events, as in the case of the first Ulster Hall 

ceilidhe mentioned above.

The venues included ‘the better class of parochial hall', the
y
Ard Scoil and many city centre and other dance halls and restaurants 

normally given over to the pursuit of English dancing. The numbers 

catered for varied from 400 (the capacity of the Ard Scoil) to 1,500 

(the capacity of the Ulster Hall), but all were on a larger scale 

than the local ceilidhe halls, the capacity of these being seldom 

more han two hundred.

Most big ceilidhes offered a range of entertainment beyond that 

of the dance itself. There were often one or more guest singers and/ 

or a team or teams of exhibition dancers. The MC or 'Fear a Toighe'
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was comparatively well known and the ceilidhe band was also well known 

and reputable. At the big ceilidhes, dancing continued into the morn

ing, 8.00 pm to 2.00 am being the norm; on some occasions refreshments 

were available and late transport organized for any part of the city.

The entrance charge was much greater than for the weekly ceilidhes, 

2s.6d. or more. Some informants claimed that they would begin to save 

up to six months in advance of these events so as to be able to afford 

the cost. Women, particularly,felt that such occasions merited the 

purchase of a new dress. Printed tickets were sold in advance and in 

some cases 'formal dress' was stipulated meaning 'English' formal dress, 

although some men (serious amateur Irish dancers) might wear Irish dance 

costume.

'Ceilidhe and Old Time'

Outside Belfast ceilidhe dancing was held in conjunction with Eng

lish old time dancing, the already referred to 'Ceilidhe and Old Time' 

(see p.124). For Belfast 'true Gaels' this was an unacceptable com

bination although in the south of Ireland and in the rural areas of the 

north it was common practice.12In Belfast, ceilidhe and old time dances 

were seldom held although country ceilidhes were almost invariably 'half 

and half and were held either in local halls or in local barns. Musi

cians committed to Irish music experienced the moral dilemma of having 

to justify to themselves the fact that for part of the night they were 

expected to accompany English dancing. One musician related how he 

solved the problem by playing Irish tunes to which waltzes could be dan

ced. In the memory of informants, these supposedly 'half and half dances 

were in fact dominated by old time dancing, perhaps 20 waltzes to 3 or 5



131

ceilidhe dances. The quality of ceilidhe dancing at these dances 

was considered inferior by some, involving the type of 'bastardiza

tion' mentioned in the description of local ceilidhes. But for those 

young people of less purist tendency such dances involved no compro

mise of principle and a weekend could be made doubly enjoyable by 

combining dancing recreation with a visit to 'the country'.

Attitude of 'Gaels' to ‘Foreign Influences'

The distinction between 'English' or 'foreign' dancing and 

Irish ceilidhe dancing was of considerable social significance. Phra

ses such as 'you would have been afraid to go to English dancing' 

or 'you would never have dreamed of going to English dancing' were 

common among informants. For some the acceptance of one implied the 

rejection of the other. Some ceilidhe advertisements carred the mes

sage 'No shoneens welcome' - a shoneen was an equivalent term for 

'West Briton'. A regular attender at ceilidhe dancing who was seen 

going to an English dance could be ostracized. Others managed to com

bine the two, but only with a degree of secrecy. As mentioned above, 

the G.A.A. banned its clubs from organizing any kind of dance other 

than ceilidhes, a ban not lifted until 1973, and some parish priests 

refused to allow their parochial halls be used for English dances.

This polarization was paralleled, but in a more extreme form, in 

the field of sport. For members of the G.A.C.s the sanction was formal, 

they were banned from playing or attending any 'foreign' games. Sports 

enthusiasts who were G.A.C. members and wished to watch an English 

football game, e.g. Celtic versus Rangers at Celtic Park, ran the risk 

of being spotted by G.A.C. ‘vigilantes' who patrolled the entrance gates.
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Disguising oneself was one way of overcoming the problem.

Exceptional Ceilidhes

Two other ceilidhes were isolated by informants as in some sense 

different, the latter more significantly different than the former.

The Morans Club in King Street ran a weekly late night ceilidhe start

ing at 10.00 pm, to cater for barmen whose occupation otherwise pre

vented them from attending ceilidhes except on Sundays. This ceilidhe 

became known as 'the Barmen's1.

The Ulster Union Club also organized ceilidhes. This was an 

anti-partition propaganda and discussion group formed in 1941, presi

ded over by Captain Denis Ireland. Its primary aim was 'to assist
13Ulster Protestants to recapture their true tradition as Irishmen'.

Its membership was mainly Protestant, some of whom progressed from it 

to join the IRA. Besides organizing several 'ceilidhe mors' this 

group organized a monthly ceilidhe which attempted to attract 'a good 

mix of Catholics and Protestants'. The ceilidhes were known as 'Denis 

Ireland ceilidhes'.

A COMPARISON OF 'IRISH' AND 'ENGLISH' DANCING

Having outlined the various types of ceilidhe taking place in 

Belfast in the 1930 s and 1940 s, in this section I propose to iso

late the 'weekly ceilidhe' for more detailed attention, it being the 

most frequent, and involving the greatest number of participants.

I particularly wish to draw out the distinctive aspects of the ceilidhe 

by comparison with English dancing. The Ard Scoil ceilidhes, because of 

their cultural purism, obviously represent the most distinctively 'Irish'
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ceilidhe. However, since I have outlined above the essential diffe

rences between Ard Scoil ceilidhes and local ceilidhes, the numbers 

attending these local ceilidhe justifies consideration of them as 

more representative of the type of ceilidhe which most people attended 

most regularly. The use of the categorization 'weekly ceilidhe1 does 

in fact include Ard Scoil ceilidhes in so far as they were weekly.

The weekly ceilidhes share with all other types of ceilidhe the essen

tials of Irish dance and Irish music.

‘English' Dancing

First, however, it is necessary to make some comments on the 

subject of 'English' or 'foreign dancing'. 'English dancing' was the 

term most commonly used and it encompassed two kinds of dancing; 

ballroom dancing and 'jigging1, which took place in two different 

kinds of dance halls; ballrooms and 'jigs'. The dances typical of 

the former were waltzes, quick steps and slow fox trots. It was more 

difficult to ascertain the names of dances typical of 'jigs', a fact 

which seems related to the more 'ephemeral' nature of the dances: the 

dancing was described as 'jazz-dancing' and 'animal dances' were 

specified, an example of the 'dance crazes' of the time. 'Jigging' 

was a more animated and less orthodox dancing than ballroom dancing.

This difference in dance, however, was not the main basis upon 

which people distinguished the two. 'Jigs' and 'jigging' were con

sidered 'low class', even by those who attended the 'jigs'. They were 

notorious, and those who attended were ‘bad boys' or girls. Ballroom 

dancing was more respectable and established, like Irish dancing it 

had a dance class and competition structure. Interestingly some people
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again used the image of 'graduating' to refer to a transition from 

'jigs' to ballroom dances. Despite these differences for 

present purposes the similarities between the two are more rele

vant. Ceilidhe dancing was invariably contracted with ^English' 

dancing, a concept which embraced both ballroom and 'jigging'.

Dance Venues

Typically, the venue of the weekly ceilidhe was a parochial hall, 

or less frequently, the premises of one of the various clubs operating 

at that time. 'English' dances were held in local or city centre com

mercial dance halls and in many of the same parochial halls in which 

ceilidhes also took place. The quality of the 'ceilidhe' halls varied 

some, like St. Paul's hall, being relatively new, but most being fairly 

old and draughty. Comfort was minimal, hard wooden chairs and benches 

providing resting places between dances. Bare electric light bulbs 

produced a harsh, bright and unflattering light. The atmosphere was 

generally not conducive to privacy or intimacy.

Although many of the halls in which English dances were held, 

particularly 'the jigs', shared in the paucity of soft furnishings 

and decoration, a difference in lighting dramatically transformed 

the atmosphere, lighting was soft, achieved by the use of red crepe 

paper wrapped around the light bulbs. In many of the Jigs 

the lighting was so subdued that it made recognition of one's 

friends and acquaintances difficult. The larger, city centre ballroom 

dance halls had more elaborate spot lighting. One of the biggest halls, 

the Plaza, featured a central, revolving, overhead ball covered in 

mosaic mirror glass.
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Music

The music played at both types of dances was significantly diffe

rent. Ceilidhe bands played solely Irish music from the traditional 

repertoire of Irish dance tunes; jigs, reels, hornpipes and Irish march

ing tunes. The music played at English dance was the popular dance 

music of the jazz and swing bands of England and America, and the 

animated music that accompanied the dance crazes of the day. The range 

of musical instruments in both types of bands varied greatly, with 

perhaps a greater range of variety in the bands which accompanied 

English dancing. An average ceilidhe band playing at a weekly 

ceilidhe might include melodion, fiddle, piano and drums, by the mid- 

1930s, the full complement of the 'English' big band was available 

to the devotees of ballroom dancing in Belfast; this would have been 

only in the larger dance halls, particularly the Plaza. At the oppo

site end of the scale however, in the local jigs, the same music was 

played by much smaller bands, often a combination of medlodian, piano 

and drum, all instruments which were also played in the ceilidhe band.

In the ceilidhe band, however, the use made of the drum kit and its 

composition was somewhat different. One was less likely to find 

cymbals in the ceilidhe drum kit, and it had in addition a small wooden 

box, 'the clog box' or 'block' which was tapped rhymically with wooden 

sticks, resembling the sound of dancing feet. This was the main per

cussion accompaniment for ceilidhe dancing.

Dancing

Irish ceilidhe dancing was markedly distinct from English ballroom 

dancing and 'jigging'. The required posture was erect to the point of
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rigidity; the main movements were from the hips down, particularly 

the feet and there were arm movements only when the dancers were 

required to join hands. The dances were mainly set dances as distinct 

from the styles of ballroom dancing.' The sets were made up of between 

two and eight couples. There were many dances, but there were four main 

dances which were popular and relatively simple 'The Walls of Limerick', 

'The Siege of Ennis', 'The Haymakers Jig' and 'The Waves of Tory'. 

Although the primary group in Irish ceilidhe dancing was the couple in 

the set dance people changed partners frequently, they moved from one 

set to another, constantly encountering new partners, but generally 

finished with their original partners. The composition of the set 

dances and the style of dancing permitted minimal physical contact.

The importance of the side step was that partners were more often side 

by side rather than facing one another, the only point of contact 

being hands. Couples stood side by side, holding hands at shoulder 

level with elbows bent except in 'the swing' which required a formal 

two hand hold, partners held opposite hands at shoulder level, elbows 

bent and with the other hand one held the elbow of one's partner. The 

result was a controlled swing, keeping the swinging couple or couples 

within the dance space allocated to the set.

At many of the weekly ceilidhes the formal swing hold was honoured 

more in the breach than the observance. In the absence of supervision 

an unorthodox swing, with arms extended as in American Square dancing 

could cause much amusement and damage to the formation of one's own 

and surrounding sets, a break in contact sometimes resulting in people 

being flung to the ground or to the opposite wall of the hall. Another 

unorthodox swing hold was for partners to hold each other's shoulders.
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A common 'bastardization1 of the ceilidhe dance was the substitution of 

the swing for other, more complex, dance steps. For example after the 

initial advance and retire movement of 'The Siege of Ennis' the two 

outside opposite couples swing while the two inside opposite couples 

join right hands in a circular dance movement; this central movement 

was sometimes waived in preference for the swing so that all four 

couples were swinging. Similarly the swing was often substituted for 

the complex chain formation in 'The Sixteen Hand Reel'. While incor

rect, these substitutions were not disruptive, and certainly not as 

disruptive as the prolongation of the swing.

I am not suggesting that the weekly ceilidhe was a melee of 

swinging couples and disrupted dances. The prolonged swing was uncom

mon by comparison with other unorthodox forms. Disruption was not the 

aim, but rather an increase in informality and fun. Similarly, not 

all weekly ceilidhes, other than those held in the Ard Scoil, dropped 

standards of dancing. In this respect, there was wide variation among 

weekly ceilidhes. 'Fear a'Toighes' remember certain clubs and local 

areas as having had particularly high standards of dancing, for example 

Ardoyne, Hannahstownand St. Mary's on the Hill at Glenformley. But 

irrespective of the quality of dancing, by comparison with ballroom 

dancing, Irish dancing was vigorous, energetic and tiring.

Duration

Ceilidhes normally began at eight o'clock and continued until 

eleven o'clock in the evening. If organizers were using a parish hall 

and wished the ceilidhe to continue until midnight or later, they had to 

ask permission from the parish priest. Permission was usually granted
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only inspecial circumstances, such as festive times: Easter, Christmas 

or St. Patrick's night. English dances, by contrast, did not normally 

end until 2.00 a.m.

Bar Facilities

It was only in very exceptional circumstances that a bar might 

be organized at either type of dance. Drinking or 'having a drink 

taken' while attending a ceilidhe was virtually unheard of. The atti

tude to drink being symbolically represented by the proliteration 

of 'Pioneer pins'14 to be seen on the lapels of the young men's jackets. 

At English dances it was common for young men to have spent some time 

in a nearby public house in an attempt 'to get into the spirit of the 

thing' and for them to leave the dance hall for 'a quick pint', so as 

to return with more 'spirit'.

‘Moral Conduct'

'Moral' or sexual behaviour was controlled in the ceilidhe not 

only indirectly by the atmosphere and the nature of the dancing, but 

directly by organizers and others in authority such as priests, who 

could admonish people for what they considered inappropriate behaviour. 

There was also a large element of selfimposed social control, many 

people referred to the practice of a girl sitting on a boy's knee; 

whereas this was normal behaviour at ballroom dances and particularly 

at 'jigs'* 'you would never have dreamed of doing such a thing at a 

cei1idhe'.



139

The Role of the 'Fear a1 Toighe'

\
The Master of Ceremonies, or 'Fear a Toighe' also could play a 

controlling role, both directly and indirectly. He might call for 

order or admonish 'bad behaviour'. His formal role was to introduce 

the dances and when necessary, to give verbal instruction in the 

dances. He provided a focus of attention and welded together the 

various parts of the evening. The very term by which he was known 

implied authority, 'the man of the house' being the father, a posi

tion of great authority in Irish household and society. By compari

son, the role of the Master of Ceremonies (M.C.) at English dances 

was minimal; his main task was to announce the next dance and to 

encourage everyone to participate by requesting the young men not to 

leave any girls unpartnered (wallflowers). At the big band ballroom 

dances there was no M.C., only the 'anonymous' band leader.

Despite these various means of control over moral behaviour, the 

ceilidhes provided one of the most important situations in which mem

bers of the opposite sex could meet. Many young people met their 

future spouses at ceilidhes. Control was not absolute, even at the 

Ard Scoil. Informants told me of the little lane which ran down the 

side of the Ard Scoil building leading to the Connswater River. It 

was down this lane that one might take a girl 'to show her Wolfe
t ■ • 15

Tone s grave .

'English' Dancing

But whereas such behaviour might occur outside the confines of 

the ceilidhe hall it was forbidden within the hall itself. By com

parison the atmosphere and dancing at English dances positively
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encouraged such behaviour. Notable was 'the Cigarette Dance', 

sometimes known as 'the Park Drive Dance'. This was a particular 

feature of the jigs, on entering, one was either given, as part of 

the entrance charge, or one purchased, a cigarette. At a certain 

point in the evening 'the Cigarette Dance' was announced and all the 

lights were turned off. At this point all the cigarettes were sup

posed to be lit, thus providing the only source of light. Informants 

believed the purpose of this dance to be twofold, firstly it allowed 

those who felt shy or inadequate concerning their dancing exertise 

to dance in relative anonymity, and more importantly this was the 

time of the evening when 'courting couples' could make their way to 

the seats at the back of the hall for a 'courting session'.

Songs in the Ceilidhe Context

Approximating to the notion of 'the house ceilidhe' and by 

contrast with the English dance, the weekly ceilidhe involved mem

bers of the assembled young people in providing musical entertainment 

in the form of songs, or sometimes a monologue. This amateur enter

tainment occurred in breaks between the dances, these breaks being 

as much a consequence of the need the dancers experienced to have a 

rest as they were an attempt to model the house ceilidhe. The band 

too benefited from these breaks which occurred on average three times 

a night, although they sometimes provided accompaniment for the singers. 

At English'dances there was also a break, but this was a break organized 

for the benefit of the band, not because the dancers were tired. And 

when possible one musician, often the pianist, would continue to play 

accompaniments for the dances. At ballroom dancing and jigs amateur
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singers were not invited to sing; if there was a vocalist, it was a 

professional singer. It was common practice, however, for the dan

cers to 'sing along' with the band as it played well-known popular 

songs as they danced. Singing along with the band was also a feature 

of ceilidhes when the band played song tunes to accompany the dance.

The songs sung at ceilidhes were described to me as invariably 

'Irish'. However, the vast majority of songs sung were in the Eng

lish language. Again, given 'current conditions' the definition of 

an ‘Irish song' was wide, including not only Irish love songs, many 

emigrant's songs (eg. 'The Little Old Mud Cabin on the Hill), patrio

tic and rebel songs but also English and American songs about Ireland. 

Those 'called on for a song' chose from their repertoire, which was 

likely to include a majority of non-Irish popular songs (English and

American), those which they considered appropriate for the occasion.
\

Early in the evening the 'Fear a Toigh' would have suggested 

to him the names of those who wished to sing or of those whom others 

wished to hear sing. There were members of the company known to be 

good singers or to 'have a song' or a monologue. Singers were pre

dominantly male and they sang usually one or two songs. They sang 

from their seat in the hall rather than 'taking the stage' or going 

up to stand near the band. Throughout the singing the audience was 

orderly and joined in the singing of choruses. At the end of most 

ceilidhes 'The Soldier's Song', the Irish National Anthem, was played 

and the whole company stood and sang, a few in Irish, the majority in 

English.
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CONCLUSION

In this chapter I have tried to describe the Belfast ceilidhe 

and its variants primarily on the basis of recollections of those 

who attended them. I have been concerned to establish the specificity 

of the ceilidhe in Belfast, firstly by comparing it with the tradi

tional rural social gathering referred to also as 'ceilidhe'. In doing 

so, I have found useful aspects of Ralph Linton's concept of 'natavis- 

tic movements' which I invoked in elaborating the culturally and socially 

hybrid form of the 'new' ceilidhe. In the latter part of the chapter 

I have compared the ceilidhe dances and dancing in Belfast with 'Eng

lish' dances and dancing in terms of formal differences andmoreor 

less related differences in atmosophere.

Despite the fact that many aspects of the Belfast ceilidhe appear 

to be a consequence of 'assimilation' of English and American influen

ces the ceilidhe dance was distinct, and not solely because of the 

Irish music and dance. By comparison with 'English' dances it was a 

more 'communal' event in that one related to a larger number of other 

individuals; other dancers, singers, the 'Fear a' Toigh', and to the 

total social gathering, primarily as a consequence of the role of the 

latter. Related to this was the strong element of social control which 

was not present in the 'English' dance situation. In these respects 

the 'new' ceilidhe resembled its namesake, the traditional, rural 

ceilidhe. Certainly among the committed Irish culture enthusiasts at 

the beginning of the century there was a notion of distinctively Irish 

entertainment. In a newspaper article on the Craob Colm Cille of the 

Gaelic League reference was made to the ceilidhe at which.
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Everyone enjoyed themselves in a thoroughly Irish manner.

(Irish Weekly and Ulster Examiner, 20th January 1906).

The Non-Homogeneous 'Catholic Community1

In spite of the importance of the distinction between 'Irish' and 

'English' dancing, this ethnography reveals that it cannot be simply 

correlated with the Catholic/Protestant dichotomy. Factors such as 

age, class and personal taste as well as politics and religion under

lay the decision to partake in one or other type of dance recreation. 

The ethnography draws attention to the class division, whether Catho

lic or Protestant, related to the distinction between 'ballroom danc

ing' and 'jigging'; and to further divisions within the 'Catholic 

community' between those who did and those who did not attend 

'ceilidhes'. This latter distinction was not, at least for the younger 

generation, a permanent one; eventually most forsook exclusively Irish 

for English dancing, or a combination of the two.

Past in the Present

The past in such events was present in a variety of ways. In 

the dancing, songs, indeed in the conception of the event which was, I 

have suggested was'revivalistic'. The most important aspect of the 

past in the ceilidhe context was the innovation of 'the Donegal House 

Ceilidhe' ideal and the associated simple, unpolluted, familial way 

of life. People's memories of songs sung gave preponderance to emi

grants songs which tend to present as idealized rural homeland.
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For the roof was thatched with yellow straw 
And the walls were white as snow 
The turf fire boils the pot 
I see it still
For Irelands engraved upon my heart 
It's the spot where I was born 
In that little old mud cabin 
On the hill

The past which dominated the cultural revival was not the military 

past of the Republican song tradition (see chapter 9 ), but the 

domestic past of peasant Ireland, a past unaffected by the 'forces 

of English occupation', which the Republican movement pledges to 

remove. If people would return to the modes of behaviour which 

contact with the dominant and subversive culture has tried to destroy 

then there would be victory, an 'Irish Ireland'. This is not to sug

gest that military republicanism and cultural nationalism are mutually 

exclusive, I would however, argue that one or other may be dominant at 

different historical periods.

Finally on the important question of who creates tradition. The 

Gaelic League and the Catholic church, although uneasy partners shared 

an interest in reconstructing society to a more 'traditionally' Irish 

pattern. The League's main aim was the promotion of the Irish language, 

an ideal diffiuclt to popularize. Particularly with the support of the 

church it was a much easier task to promote Irish dancing. The Belfast 

Catholic and predominantly working-class populace was prepared to accept 

a certain proportion of the cultural elements being preferred 'from 

above'. They 'appropriated' the formalized and de-sexualized dance 

when possible, to their own interests. But attendance at ceilidhes 

required compromise, the many social controls on behaviour imposed 

limitations on self-expression. If one wanted to partake to the extent
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of singing during one of the intervals, one had to abandon what was 

probably the major proportion of one's normal song repertoire, so as 

to conform to the 'nativistic' ideal. Important parts of one's 

'present' were required to be sacrificed.
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CHAPTER 3 

NOTES

1. 'feiseanna' - festivals of Irish music, poetry and dance 

including competitions.

'aeriochtai' (oireachtai) - annual festivals of Irish dance, 

music and poetry.

Breandan S. MacAodha, ‘Was this a Social Revolution?1 

The Gaelic League Idea, Sean 0 Tuama (ed.) Mercier Press,

1972, p. 22.

Tomas 0 hAilin, 'Irish Revival Movements', A View of the Irish 

Language, B. 0 Cuiv (ed.), Dublin Stationery Office, 1969, p. 97. 

Ralph Linton, ‘Nativistic Movements', American Anthropologist,

Vol. 45, 1943, p. 230.

Ibid., p. 231.

Quoted in K.B. Nowlan, 'The Gaelic League and Other National 

Movements', The Gaelic League Idea, Sean 0 Tuama (ed.), Mercier 

Press, 1972, p. 47.

Ibid., p. 47.

Brendan Devlin, 'The Gaelic League - A Spent Force?', The Gaelic 

League Idea, Sean 0 Tuama (ed.) Mercier Press, 1972, p. 92. 

Breandali Breathnach, Folk Music and Dances of Ireland, Mercier 

Press, 1977, p. 48.

Ibid., p. 47.

2. The 'Ard Scoil* to which people referred was situated in Divis 

Street, Belfast. Prior to acquiring these premises the Gaelic 

League had leased several central premises in which its work had
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been carried out including, at one time (pre-1913) premises in 

Bank Street, and later An Craobh Ruadh, 27 Queen Street, Belfast, 

leased from the Corporation. The building also accommodated the 

'Ard Sqoil Ultach' a school founded by the League and intended 

mainly for the training of teachers of the Irish language. The 

Divis Street address for the Ard Scoil first appeared in Belfast 

street directories in 1933.

3. 'Ceilidhe mor' means literally 'big ceilidhe' - for elaboration, 

see p.l29.

4. The event was conceived of as 'a ceilidhe1 by the organizers,

'the MacDermotts1 (GAC), but a condition of acquiring the Plaza 

was that they had to make use of the resident band, the result 

was an unusual mixture of Irish and English dancing.

5. The term is the ittle of the first chapter of E. Estyn Evans'

Irish Heritage (1940), and while Evans may be termed neither 

'nativist' nor 'revivalist', for him ‘It is surely here in the 

activities of a fascinating countryside that the real Ireland 

may be found.' (p. 5).

6. In 1891 when the Congested Districts Board began its work there 

were five hundred thousand people using Irish in Gaeltacht areas. 

By the outbreak of the Second World War at the end of the thirties

the number had dropped to one hundred thousand. (Derived from
j y

Caiomhin 0 Danachair 'The Gaeltacht', A View of the Irish Lan

guage, B. 0 Cuiv (ed.))Dublin Stationery Office, 1969, p. 118.

M. Pei 11 on. Contemporary Irish Society - An Introduction, Gill 

and MacMillan, 1982, p. 105.
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Breandan Devlin, 'The Gaelic League - A Spent Force?1

The Gaelic League Idea, Sean 0 Tuama (ed.) Mercier Press, 1972,

p. 87.

Ibid., p. 88.

7. Although Comhaltas Uladh was not established until 1926, the 

Gaelic League began operations in Belfast in 1895. For some 

years there was only one branch, but as its numbers increased, 

branches were started in various parts of the city. These were 

eventually federated and a central council, 'Coisde Ceanntair' 

for the city formed. By 1913 there were fifteen branches affi

liated with the Coisde Ceanntair, including one at Lisburn. The 

League branches continued to expand in the north until the 

beginning of the fifties. (Derived from An Craobh Ruadh, first 

magazine of the Coisde Ceanntair of the Belfast Gaelic League, 

Bealtaine, 1913, and 'Silver Jubilee of Comhaltas Uladh' an 

article in Irish News and Belfast Morning News, Thursday 1st 

November, 1951).

8. 'The Bangor Boat' - 'The Robina' made regular pleasure trips 

from the Belfast docks to the end of Belfast Lough from which 

point Bangor, the small sea-side resort twelve miles outside 

Belfst, was clearly visible. It was popular for summer outings.

9. 'Camogaiochta' refers to a branch of the Gaelic League Camogie 

Association, 'Cumann Camogaiochta1.

10. There were a small number of Protestants who attended the 

ceilidhes organized by the Ulster Union Club, see p.

11. 'Old Time' English dancing included dances such as 'The Lancers" 

and 'The Military Two Step' and historically preceded 'English' 

ballroom dancing.



12. The cultural 'purism' of Belfast by comparison with rural areas 

raises another interesting question which requires further
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research. The fact that in general the activities of the Gaelic 

• League were confined mainly to the towns (see R. Kee, 1976, 

p. 135) can be only part of the explanation.

13. Irish News and Belfast Morning News, Tuesday 18th March 1941 - 

excerpt from 'Letters to the Editor' signed by Denis Ireland, 

President of the Ulster Union Club, 20 Wellington Place, Belfast.

14. 'The Pioneers' were members of a Catholic organization which 

required its members to pledge abstinence from alcoholic drink.

15. Theobald Wolfe Tone is regarded as the Father of Republicanism. 

The actual site of his grave is in Co. Kildare. The phrase 

involved humorous sexual innuendo.
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THE ETHNOGRAPHY OF PUBLIC SPACE

THE RIGHT TO WALK

Where you could 'walk' you were dominant, and other things 
foil owed

(Dewer et al quoted in Baker 1973:790)

Above all they imposed their concept of territorality upon 
the city. Their parades constantly tested the area of that 
territorial domination, with its implicit economic and poli
tical advantage. To trail one's coat [see p.155 3 is an 
Irish humour. Every riot followed an infringement or exten
sion of the right to walk. With every riot voluntary eva
cuation or intimidation renewed the territorial borders and 
reinforced neighbourhood identity. Churches, schools, 
employment, and a natural preference to live among one's own 
kind contributed to the physical segregation of Bel fast's 
communities, but it was the Victorian riots which drove so 
clear a line of demarcation between the Orange and Green 
territories of West Belfast. It was the Orange and Green 
electoral lists which forced two such hostile peoples to 
live so close together and so evenly matched. For a century 
their belligerents had forayed and retreated as their ter
ritory and their numbers increased. Across the border of 
the Ulster capital the shock troops of the Falls and 
Shankill were to continue to wage their battles for the 
dominance of Ulster into our own day.

(Ibid.:809)

Sybil Baker is here summarizing her article on the 'Orange' and 'Green' 

in nineteenth century Belfast; the article covers the period 1832-1912. 

While the meaning of 'our own day' is left rather imprecise, there does 

seem to be implied a continuity of the same nineteenth century situation 

into the present day. It is an aim throughout the present thesis to 

question taken-for-granted assumptions about historical continuity, and 

specifically these ahistorical approaches to the study of Northern Ire

land in which this procedure is often implicit. In this chapter I try 

to show that there were significant differences regarding 'the right to

150
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walk' between the nineteenth and twentieth centuries, particularly in 

the conditions before and after the establishment of the Northern 

Irish state, which are relevant to the exposition of 'the Northern Ire

land problem' current in certain areas of social scientific writing and 

in media, not only with regard to the parallel and equivalent status 

attributed to the Orange Order and the Ancient Order of Hibernians, the 

traditional processionists,but also more generally.

The notion of territorality as applied in many studies of Northern 

Ireland tends to underpin the 'tribal model' of Northern Ireland society. 

All space is defined as Catholic, Protestant, or neutral, the latter 

implying middle-class areas where sectarianism appears not to exist.

In this chapter I suggest an alternative categorization of space, that 

of public and private space, in an effort to escape 'tribal categor

ies' and reintroduce into the model of Northern Ireland society the 

concept of the state and of citizenship, including the right to walk in 

'public space'.

The latter part of the chapter concerns the construction of the 

Ancient Order of Hibernians 'past' and its content. It was not an 

ancient, 'tribal' organization but the recent product of political 

mechanizations. On the issue of Home Rule the AOH confronted the Orange 

Order (in an all Ireland context) 'almost' as equals. Its power declined 

never to recover with the decline of the Parliamentary Party around 1916. 

The Catholic Nationalist history it portrays is in marked contrast to 

the Republican view of history which became dominant in the 1970 s (see 

chapter 3). It is suggested that the most important role of the AOH

parades was to try to maintain some small, peripheral areas of public 

space in which Northern Irish Catholics could 'walk' publically as 

Catholics.
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While I have questioned the assumption which is made in the last 

sentence of the above quoted article (Baker 1973) the historical 

dimension of this analysis of the ethnography of processioning has 

permitted the identification of patterns and meanings, political, 

economic and social, among the welter of individual processions which 

a synchronic, community-bound study might fail to capture. But this 

is not necessarily the case for the past pervades the present, not 

only as symbols fluttering on banners and regalia, or beat out to the 

accompaniment of drums, but in the heads of informants as direct or 

indirect remembrance. Conflicts concerning processions and marches are 

reported in the newspapers in Northern Ireland and stored, with other 

relics of the past, in libraries. These issues will be taken up in the 

discussion of the ethnography of 'walking' which will be the subject of 

the latter part of the chapter, based primarily on source material in 

newspapers and other literary sources and on informant's memories and 

opinions.

TERRITORIALITY

In the first part of the chapter I will consider some of the 

sociological literature on ‘territoriality' in Northern Ireland, the 

general area into which the issues of processioning, and marching falls, 

for it is the apparently archaic ritual processions and the very notion 

of territoriality which is at the heart of 'tribalism' as an appropriate 

metaphor or model for Northern Ireland. The parades appear to be signi

ficant too for Leyton in his 'two moieties' analysis of an area of Nor

thern Ireland.

Much has been written on the 'social separation' of Catholics and
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Protestants and the importance of physical territory, symbolic and 

otherwise has also been recognized. The interest in 'territoriality' 

has focused primarily on the nature and implications of residential 

segregation and its symbolic expression and demarcation in such 

things as flags, graffiti and parades. Boal's research (1969) into 

an overwhelmingly Catholic area (98%) and an equally homogeneous Pro

testant area (99%) adjoining each other (the Falls and the Shankill) 

led him to assume the presence of two very distinctive territories.

And in more recent publications he has characterized the functions of 

'ethnic segregation' as defence, avoidance, preservation and attack.Boal (1976) 

Burton (1978),another commentator on embattled Belfast (1972-73),refers 

to 'the territorial maps' - the areas featured, as in Boal's study are 

working-class:Shankill, Falls, Woodvale, Andersonstown, Tigers Bay, New 

Lodge. The symbolic expression of the physical segregation of Kilbro- 

ney's 'two communities' (Kilbroney; a small town in the Ards Peninsula 

population (4,000)) is striking:

Even on a first visit, looking round the place, one would 
notice several indications of 'the two communities' expressed 
in the language of colours and flags. (Larsen 1982:132)
Flags, buntings, painted kerbs, graffiti, bonfires and 
'gab!e endslogans' (Boal 1969:41) and the 'traditional' para
des all delimit the territory each claims (Jackson 1979:4).

Authors writing on the subject of such traditional parades and 

ceremonies have interpreted them as occasions when ritual, political 

and social solidarity are confirmed (Leyton 1974:192) when internal 

coalescence is vividly portrayed (Burton 1978:16), or as 'ritual 

expressions of collect-identity' (Larsen 1982). Throughout this litera

ture to greater and lesser extents one receives an impression of two 

groups which express culturally their politico-religious allegiances in 

a somewhat similar manner but at different dates on the calendar. 'It is
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well known that every year each of the two religious communities in 

Northern Ireland hold their separate, special commemorative events.1 

(McFarlane and Donnan, 1983:132) or 'the annual marching seasons give 

full flight to colour and symbols in both communities. They allow an 

orgy of flags, buntings, banners, sashes, badges, and bands and other 

regalia concomitant with one's orange or green allegiance.' (Burton 

1978:610).

And the concern of some sociologists to document instances of 

cross-community cooperation ensures that the Catholic villagers who 

participate in fund raising for the local Protestant accordian band do 

not go unnoticed (Buckley 1984:148-5). The borrowing and lending of 

banners or drums between Hibernians and Orangemen,is in Northern Ire- 

land>the classic example (Gray 1972:16; Foy 1976, and Belfast Telegraph, 

12 July, 1966). The degree of amicability or hostility between Catho

lics and Protestants on these occasions varies depending on the politi

cal climate of the day - in 1784 Protestants commemorating the Battle 

of the Boyne on 12 July paraded to the only Catholic church in Belfast 

and from there sent off a petition demanding Catholic emancipation and 

freedom for Catholics to join the Volunteers and carry arms (Gray 1972: 

26).

Violence, in the literature on residential segregation, is seen to 

occur on the boundaries represented by mainly mixed streets, or on the 

borders of separate Catholic-Protestant streets giving the impression 

'that both sides had agreed on certain battlegrounds and stuck to them' 

(Loizos and Bayley, New Society, 21 August 1969:278). Burton notes a 

new pattern involving attacks on individuals as they pass through the 

territory of the other religious group (Burton 1978:57). That violent
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incidents are often associated with the 'traditional' commemorations 

and parades - the 'marching season' being synonomous with the ‘riot

ing season' is not unremarked, although only during Larsen's field

work in Kilbroney is there an empirical instance demanding of analysis. 

'The parades seldom cause trouble until they venture into areas regar

ded as the property of the other side' (Larsen 1982:289, cf., Jackson 

1979, and Burton 1978:59). Such 'venturings' are seldom accidental.

This practice has a name in Northern Ireland - 'coat-trailing' explained 

by a member of a Protestant flute band as a means of acquiring new 

'territory' by including in the march a street or a road along which 

the band had never marched before (King 1978:82). The term derives 

from the action itself which was part of preliminary rituals of provo

cation characteristic of Irish faction fights in the eighteenth and 

nineteenth century (Stewart 1977:130).

The general interpretation of 'territoriality' in Northern Ireland 

contributes significantly to the construction of a model of two warring 

(at least intermittently) tribes or subtribes. The ritualistic aspect 

of the conflicts, the traditionalism, the repetitiveness, 'the past in 

the present' creates an impression of immutability and stagnation. The 

apparent lack of ultimate and outright victor suggests a balanced opposi

tion, an equality. What is equal is like in some sense. Burton writes 

of 'the supposed ethnic differences (but often mirror images) between 

it (Anro) and the circle of Protestant neighbouring communities (Burton 

1978:16). Their political cultures are alike, only differing in detail - 

just change the colours on the banner poles - just change the date on 

the calendar. The impression is also given that this division and the 

related commemorative marches are replicated in every town and village in
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Northern Ireland. Those who trespass on the others territory are at 

risk. Members of the communities fight one another in predetermined, 

traditional battlegrounds situated between communities and on occasions 

these people attempt to extend their territory ritually in the course 

of commemorative parades. But what is ritualized seems beyond explana

tion of any rational kind. As Jackson says:

The Ulsterman's passion for parades baffles the outside.
But it is a highly significant element in the sub
tribalism which is the kernel of the society.

(Jackson 1979:4)

The Material Basis of 'Territoriality1

While many commentators recognize that it is power relations which 

are being symbolized, the finer points of the connection between 'ter

ritoriality' as such, and power are not always made explicit. There is 

a material basis to the 'symbolic' issue of 'territoriality' which is 

brought out very clearly in the second quotation from Baker (1973) used 

to open the present chapter. In discussing the sale of land in Bally- 

beg Rosemary Harris remarks that it was:

More directed to its symbolic worth than its monetary value. 
Ownership of a farm meant the symbolic occupation of an area.
The transfer of a farm from a Protestant to a Catholic or 
vice versa was an issue that was emotionally more important 
if the townland in which the farm was situated had previously 
been owned entirely by the members of one faith.

(Harris 1972:168)

That 'symbolic worth' is not divorced from material interests on a lar

ger scale is made clear by the author in her discussion of the intensi

fication of social life and the importance of the individual in the 

context of Northern Irish 'political' life.



157

Just because in Ballybeg the maintenance or alteration of 
the local political situation was dependent on relative 
numbers, and because in Ballybeg those numbers were almost 
even, every member of each group was important to his fel
low members. People did not only count up the numbers of 
their opponents ... they also counted up their supporters.

(Ibid.:198)

It was the political balance of power, particularly at the local

level, which controlled 'council' housing and jobs, that was reflected

in the ethnography of 'walking'. As Paul Arthur notes referring to

Harris's data on land sales in Ballybeg:

Nor was this simply a matter which exercised the minds of 
local farmers. A meeting in 1947 to raise funds to pre
vent Catholics from buying land at public auction was 
addressed by the then Prime Minister.

(Arthur 1980:46)

The related issue of gerrymandering is discussed in chapter 2. 

Territoriality was based in material economic and political interests 

which derived from the politics of the modern Northern Ireland state.

'Territory' or 'Public Space'?

A second misrepresentation concerning territoriality which con

tributes to the notion of 'tribalism' is the definition of space as 

Catholic or Protestant. While the 'invasion' of one another's residen

tial areas implied in the notion of 'coat-trailing' undoubtedly occur

red, there is another dimension to these 'negotiations for space' 

which emerges if one introduces the notion of 'public' space. In 

theory public space, the roads, the parks, all but the 'private' pro

perty, is at the disposal of 'the public', the 'citizens'. The denial 

of the right to 'walk' in public space is in a sense a denial of 

citizenship. In Northern Ireland it is associated with the notion that
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Catholics were subversive, not to be trusted, not loyal; with regard

to local government jobs for example:

The work of local councils ... cannot simply be judged ... 
from the way these bodies deal with drainage, health, 
education or the social services. Always overshadowing 
these preoccupations is the larger question - is local 
government to remain in the hands of those who uphold the 
political settlement as it is now or to those who wish to 
destroy it?

(Lyons quoted in Arthur 1980:47)

The notion of 'public space' and by implication 'private space', rein

troduces the political context of 'the state' in which the events were 

taking place and in the maintenance of which they played an integral 

part.

In many areas of life in Northern Ireland the public demonstra

tion of 'Protestant' and 'British' nature of the state took on social 

significance, distinguishing Northern Ireland from 'the British main

land'. The rituals of group identity were strong and politically sig

nificant. In Northern Ireland, for example, there was great ceremony 

attached to institutions such as honouring the monarchy by 'standing 

for the Queen' at the end of entertainment events. Whereas in England 

the practice of playing the National Anthem in cinemas at the end of the 

film show died out, it was maintained and treated with great solemnity 

by a large section of the Northern Ireland population. There was a 

tendency among Belfast Catholics to try to leave the cinema before the 

playing of the National Anthem, sometimes at the expense of missing the 

end of the film. The point was not to make a flagrant protest, other

wise people would have walked out in the middle of the playing of the 

National Anthem, nor was it done collectively, except to the extent that 

groups of friends might leave together. It was a personal rather than a
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communal political statement, and extremely 'muted1. If 'caught' 'by 

the music1 while walking up the aisle most Catholics turned round to 

face the screen and stood 'to attention'. Only people of very strongly 

Nationalist or Republican sympathies might have risked the social 

opprobrium (at least) which the act would encrue if they continued walk

ing out.

Discussion of two cases derived from historical sources will demon

strate the relationship between 'Protestant/Unionist' and 'public space'. 

The first case is concerned with the use of the Ulster Hall, the most 

prestigious pub!ic hall in Belfast and the property of the city council. 

The second concerns a debate which ensued concerning the repainting of 

a 'waste littler receptacle' outside Carrickfergus Town Hall.

Case 1: The U1 ster Hal 1^

As well as providing animportant entertainment venue in the 
city the Ulster Hall has been used as a venue for political 
events (for example Randolph Churchill's famous 'Orange 
card' speech [1886] was made there, and it was also the 
location for Ian Paisley's rallies in the 1960 s). In the 
source of its history there have been contentious, legal and 
otherwise concerning who should have the right to occupy 
this most public space and for what cause.

In 1921, before the Labour Party threat to Unionism had 
been effectively diffused its use of the Ulster Hall,which 
had been booked for a final pre-election rally,was thwarted 
by Loyalist shipyardmen who took it over on the night prior 
to the rally and barricaded it against them. In a telegram 
sent to the Prime Minister they wrote 'Mass meeting of loyal 
shipyard workers who have captured Ulster Hall from the 
Bolsheviks Baird, Midgley and Hanna request that you address 
them for a few minutes tonight.' Craig replied that he had 
another engagement but said 'I am with them in spirit. Know 
they will do their part. I will do mine. Well done big and 
wee yards.' (The Northern Whig, 18 May 1921, quoted in 
Farrell 1976:37)

In 1934 the Ulster Protestant League, set up during the 
depression to safeguard the employment of Protestants, held 
a rally in the Ulster Hall to protest against an application 
by the Catholic Church to use it for a missionary exhibition.
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Resolutions were carried calling for a ban on the exhibi
tion anywhere in the North and for counter demonstrations 
against it. Relations between Catholics and Protestants 
were particularly bad in Belfast during this period (Ibid.: 
137). In 1941 some Catholic organizations successfully 
acquired the Ulster Hall for a ceilidhe which is mentioned 
in chapter 3. The informant who provided me with infor
mation on 'the Blitz ceilidhe1, and had been one of the 
organizers, intimated that the venue was acquired after 
considerable difficulties.

Other ceilidhe organizers were less successful. In 1948, 
as part of the commemoration of the 1798 Rebellion, the 
Commemoration Committee which had a substantial Protestant 
membership, booked the Ulster Hall for a ceilidhe. In 
September 1948 the government banned rallies planned for 
High Street in the centre of Belfast - Henry Joy McCarcken, 
one of the Protestant leaders of the Rising had been hanged 
in High Street - and restricted a commemorative parade to 
the Falls Road area. The Belfast Corporation tried to fol
low suit by cancelling the Commemoration Committee's book
ing for the 'Commemoration ceilidhe'. Their action was 
however challenged in the courts and they were found guilty 
of breach of contract (ibid.: 199).

Case 2: The Colourful Bin^

In 1961 Carrickfergus Borough Council as part of an anti
litter campaign, painted litter bins in the town different 
colours in an effort to make the public conscious of them. 
Exception was taken to the colour painted on a bin situated 
outside the town hall. A letter was received by the coun
cil from the local branch of the Apprentice Boys of Derry3 
protesting against the colours green, white and gold 
(colours resembling those of the national flag of the Repub
lic of Ireland) being painted on the receptable. Although 
the protesters gave no reason for their objection, council 
members assumed that it was related to the above mentioned 
resemblance to the Irish tricolour. Discussion in the 
Council revolved around the extent of the resemblance. The 
colours of the Republic of Ireland were green, white and 
orange, not gold, it was suggested. Another councillor 
argued that the bin was not in fact painted green, white and 
gold, but green orange and silver. There was some concensus 
that the bin should be repainted crimson. Alderman D. Allen 
asked if the Council received a letter from an anti-Communist 
protesting against some colour, what action would be taken? 
The motion that the receptacle be repainted crimson was pro
posed and seconded but not put to the meeting. It was agreed 
to leave it in the hands of the town surveyor.
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I reproduce below an excerpt from the local Catholic news
paper, The Irish News and Belfast Morning News, Wednesday 
16 August 1961 in which the incident receives editorial 
comment.

The Case of The Colourful
Bin

ALTHOUGH Lord Brookeborough has up to the 
^ moment refused to recall Parliament the case of 
the tricolour litter bin in Carrickfergus may supply him 
with a cogent reason for summoning the legislators 
from their holidays.

It is only a week or two ago that a Minister in the 
Dail had to say a kind word for tire Union Jack. We 
do not suggest that there should be a return of 
courtesies with an official defence at Stormont of the 
green, white and gold or whatever tire bin’s colours are.

It may be that colours and the bin indicate a plot 
against the State. Some sinister group may be giving 
dark hints that the plans of the ever-growing com
mittees for the economic recovery of the Six Counties 
are fit only for the bin and that such an undistinguished 
receptacle will be their eventual home.

Nay more, the rebellious colours may carry the 
ominous suggestion that the one hope of rescue from 
the sorry fate likely to overtake the prosperity proposals 
is recourse to the Republic, and to the cry of “Down 
With All Barriers.” Even if Lord Brookeborough does 
not act, tourists will be delighted with the beauty spot 
which adds to the gaiety of nations in its litter bins.

The case of the Carrickfergus bin is indicative of the role of 

political symbolism in Northern Irish life. Every Twelfth of July 

in the weeks before the event there were incidents concerning Union 

Jacks being put up in places of work, in housing estates, in streets. 

It was Ian Paisley's mission to remove the Irish tricolour (announced 

at a meeting in the Ulster Hall) from the Republican Party's head

quarters in Divis Street which precipitated 'the Tricolour Riots' in

1964.
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Flags and Emblems

Political ritual and symbolism is the basis of Northern Irish 

politics. The decade of the 1950's was particularly dominated by 

'the politics of ritual'. The Anti-Partition League (1945-1951) 

had failed to organize and uniteanti-partitionists into an effective 

opposition, and had failed in its efforts to reform the Northern 

state from within. The 1950 s witnessed a series of bans and attacks 

on anti-Unionist rallies and demonstrations. Two related pieces of 

legislation, the 1951 Public Order Act and the 1954 Flags and Emblems 

Act are indicative of the significance of ritual and symbol in politics.

The relationship between processioning and flags and emblems is 

very direct. A recurring form of Nationalist protest was to carry a 

tricolour in a parade or procession; in some cases it led to a ban or 

re-route of the march, more commonly the guilty party or parties would 

be arrested, charged, brought to court and fined. Miller (1978) pro

vides an interesting analysis of the Northern Ireland government's 

regulation of communal demonstrations, and makes the point that the 

characteristic form in which Stormont faced this problem was the issue 

of the display of the Union Jack and the Irish tricolour. He suggests 

three possible policies which Stormont might have adopted. (1) It might 

have treated the display of either flag in any public place as a legi

timate exercise of free expression and provided protection for anyone 

who wanted to express himself in that way. (2) It might have treated 

only the display of the Union Jack as legitimate and taken effective 

measures to prevent display of the tricolour and protect display of the 

Union Jack in any part of the state. (3) It might have confined each 

flag to the areas where it would not be 'provocative' (ibid.:137).
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Millar's discussion is quite insightful concerning the extent to

which government policy on this matter contributed to the 'appearance'

of 'two communities', he writes:

The consistent and successful pursuit of either of the first 
two policies would have enhanced the authority of the Northern 
Ireland state. Either of these policies would have made it 
plain that public order throughout the state's territory deri
ved from the state and not from the 'self-defence' of either 
community. (Ibid.:137)

He notes that the first policy would have had the added advantage of 

demonstrating that not only order, but civil liberties, even those of 

the minority, derive from the state. His summary of the actual policy 

pursued by the state is that although they occasionally yielded to 

demands, from many Protestants, for the second policy, in general it 

has tried to pursue the third. This policy was enshrined in the Flags 

and Emblems (Display) Act (NI), 1954 by which the police were empowered 

to remove a tricolour, but only if they believed its display would cause 

a breach of the peace. The obvious intention of the legislation was to 

confine tricolours to Catholic areas (ibid.:138, Farrell 1976:207, Bew 

et al. 1979:131), the definition of 'a Catholic area' was not always 

clear for example numerical strength did not necessarily accord one the 

right to define public reality in symbols.

The Flags and Emblems Act did not of course put the Union Jack 

upon the same footing as the tricolour. The new act made it illegal 

to interfere with the display of the Union Jack anywhere except on one's 

own private property, but gave the RUC power to take down any other flag 

or emblem on public or private property at will if they thought it might 

lead to a breach of the peace. It was used in July 1954 to prevent the
4

flying of the tricolour and a parade during a Nationalist 'feis' in the 

Fermanagh village of Newtownbutler, a predominantly Catholic area
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(Farrell 1976:207). The Public Order Act (NI) 1951 required that 

advance notice of processions be given to the police, who were 

empowered to reroute it if they feared serious public disorder. Mil

lar suggests that in practice, the only way to display a Union Jack in a 

Catholic area was to mount a formidable procession to carry it there 

on occasions with full police escort. Miller comments that the govern

ment sometimes yielded to pressure to permit such processions citing 

the renowned case of ‘the Longstone Road' in the mid-1950 s.

The Ethnography of 'Processioning': Part I (1950s and 1960s)

The Longstone Road provides an interesting case for discussion 

since it is located in an area which has been studied by two anthro

pologists who were specifically interested in relations between Catho

lics and Protestants; their fieldwork studies were carried out at
c

different times; Elliott Leyton's first fieldwork period was from 

1964 to 1966 and his second was a six month period in 1969. Sidsel 

Larsen's fieldwork in 'Kilbroney' was carried out in 1971.

Case 3: The Longstone Road6

The story of the Longstone Road in Catholic folk memory began 
in 1952 when Orangemen from Annalong in Co. Down announced their 
their intentionof marching over the Longstone Hill, a small 
Catholic area near Annalong. It was not their usual route - the 
argument of 'tradition' has been important in the debates concern
ing the routes of marches in Northern Ireland. It appeared to be 
an obvious case of coat-trailing: the parade had to make a deli
berate detour to go tothe Longstone Hill. There had been no 
Orange march there for twenty-five years. The Minister for Home 
Affairs had recently banned Nationalist marches from the centre 
of Nationalist-majority towns such as Derry and Enniskil-
len. Re-routes of Catholic or Nationalist marches and processions 
were as much concerned with avoiding the centre of towns, as with 
avoiding Protestant residential areas. Town centres (like town 
halls and the Ulster Hall) were extreme instances of public space.
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In the circumstances it was difficult for the Minister to 
justify allowing the proposed route. He banned the march.
The decision caused an uproar and the Minister was forced 
to yield, allowing the Lodge to march by the Longstone Road.
When they reached the Longstone Hill a group of Nationalists 
blocked the route and the RUC had not enough men to force a 
way through, they stopped the Orangemen.

The government came under fierce attack over the Longstone 
Road incident. In the general election of 1953 a hard line 
Independent Unionist ran against the Minister for Home Affairs 
who was constantly heckled and had to call in the RUC to pro
tect him at his final election rally. His rural constituents 
stayed loyal to the Unionist leadership and he was returned. 
Brookeborough, the then Prime Minister,was required to defend 
his Home Affairs Minister on several occasions. The following 
year Magennis the Home Affairs Minister was replaced by G.B.
Hanna who repeated the ban on the Longstone Road march. He 
stated his reasons in the following terms 'I am quite satis
fied that, were I to ban a Republican or any other opposition 
procession or meeting in one part of the country and, not only 
permit an Orange procession in a Nationalist district, but to 
provide police protection for that procession, I would be 
holding our entire administration up to ridicule and contempt.

(Farrell 1976:208)

A year later however, Hanna lifted the ban and on 12 July 1955 
fifteen thousand Orangemen, led by prominent Stormont and West
minister MPs including the future Prime Minister, Brian Faulkner, 
paraded twice along the Longstone Road. Local feeling had been 
expressed by three bombs which had blown holes in the road on 
the previous day. They had been hurriedly repaired and three 
hundred RUC lined the road equipped with police tender, jeeps 
and walkie-talkies while the parade was preceded by more RUC 
in riot gear.

In 1956 the Longstone Road became 'a flashpoint' for a third 
time. Orangemen marched on the Longstone Road on Easter Monday 
protected by the RUC. Local people blocked the road with boul
ders and farm machinery and there was a pitched battle between 
farmers with spades and pitchforks and the RUC in riot gear.
Ten civilians and four RUC were injured before the road was 
cleared. Over thirty people were prosecuted. At Easter 1958 
an Orange parade was again forced through the Longstone Road 
by three hundred policemen.

The account of the history of the Longstone Road can be taken up from 

Larsen's account which is given in her article on 'The Glorious Twelfth 

a ritual of collective identity' (1982). During Larsen's period of 

fieldwork there was a recurrence of the previous trouble.



166

In 1971 attention was focused on the 'Valley Lodge' marching 
through 1B1ackrock', a staunch Nationalist area, on its way 
to 'Kilbroney'. This fact seems to precipitate a description 
of the immediate history of the incident. 'There had been 
confrontations there before, with Catholics trying to stop 
the parades. In an unforgettable episode in the early 1960s 
the then Minister of Home Affairs, later Prime Minister, had 
called in the police and marched through the district. He 
was quoted as saying ‘I'll march you through Blackrock, come 
hell or high water.' (Larsen 1982:289)

The question arises as to whether or not 'the Longstone Road' would

have featured in this ethnographic study had it not been for the fact

that a violent incident occurred during the one year fieldwork period

of the anthropologist in question. This question cannot be answered.

Larsen does describe the historical episode at Blackrock as 'unforget-

gable'. 'Blackrock' and 'Aughnaboy' were the respectively Catholic

and Protestant communities situated in 'the Perrin' penninsula. It

seems the case that during both of Leyton's fieldwork periods there

were no incidents of the type described above. It seems, however

reasonable to assume that memories of such incidents would have been

strong, particularly at the times of the year associated with Orange

marches, and more particularly, that the attitudes of local people

in both Aughnaboy and Blackrock would have been influenced by these

events, particularly in their views concerning marches, the Orange

Order, the Ancient Order of Hibernians and other related phenomena.

This is Leyton's ('two moieties') depiction of the processions and

the organizations involved.

Each side has its special days of the year - the Battle of the 
Boyne and the Apprentice Boys of Derry for the Protestants, the 
Easter Rising and the Feast of the Assumption for the Catho
lics - which are celebrated by massive parades and demonstra
tions. These are occasions when ritual, political, and social 
solidarity are confirmed; each featuring pipe and drum bands, 
dressing in Irish or Scottish kilts, wearing Orange or Green 
sashes and regalia, and carrying elaborate painted banners for
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their Order's local branch. Conducted in a mood of both 
spiritual and physical intoxication, they culminate in 
vast open-air meetings during which visiting dignitaries 
exhort their brethern to unceasing efforts against the 
common foe. (Leyton 1974:192)

A Comment on Republican Processioning: Easter Commemorations

The Longstone Road,while a renowned case, was one of the many more 

or less well known such incidents in the history of Northern Ireland's 

'processioning'. In the following discussion I concentrate mainly on 

the marches of the Ancient Order of Hibernians and the Orange Order, 

not only because it is these particular institutions which are most 

frequently counterposed as structural equivalents, but because the 

other major 'green' organization, the Republican movement, whose major 

commemoration at Easter was organized by the National Graves Associa

tion, were in general less well supported, and were also mainly confined 

to processioning within or very near to cemeteries or churchyards.

Except in very strongly Catholic areas such as Swatragh in County Derry 

Republican parades had no 'public' presence. When they did however, 

they were more likely than the Ancient Order of Hibernians to defy 

police bans and re-routes. The popularity and the 'public face' of 

Republicanism of course increased dramatically at the towards the end 

of the 1960 s. Newspaper reports of Easter Rising Commemoration from 

the mid-I960 s into the 1960 s reveal not only the increased numbers 

attending such parades but also the extension of the route into a more 

public domain, namely beyond the cemetery gates and on to the Falls 

Road on which Milltown cemetery, which contained the Belfast 'Republi

can (burial) plot', is situated. Beechmount Avenue, the new point of 

departure for the parade, was approximately one mile from both the city 

centre and the cemetery.
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TABLE 4: THE INCREASE IN ATTENDANCE AT EASTER RISING COMMEMORATIONS 
IN BELFAST, 1957-1968

Year Date Attendance Route Remarks

1957 21 April 500 Main gate of Mill- 
town cemetery to the 
Republican plot

Headed by a tri
colour

1958 6 April 700 II

1959 29 March c500 ll

1960 17 April c800 ll

1961 2 April Several hundred ll Large numbers of 
uniformed police 
were also on duty 
in the vicinity 
and squad cars 
stood by at 
Anderstown barracks

1963 14 April Several hundred ll Headed by a tri- 
colour

1965 18 April 3,000 Beechmount Avenue to 
Mi 11 town cemetery

Headed by St. 
Peter's brass and 
reed band. Tri
colour was carried 
along the Falls
Road

1968 14 April 8,000 including 
400 behind the 
Republican 
clubs banner

ll 1 ,500 paraded 
behind the tri
colour

Source: Irish News and Belfast Morning News, 1957-1968

Parades of the Orange Order and the Ancient Order of Hibernians

The marches of the Orange Order are large scale public state occasions 

with the Prime Minister, cabinet members and other Unionist MPs making 

important political statements from the platforms of the 'fields'. In 

1957, eg. during the IRA border campaign, the Prime Minister travelled to 

Fermanagh to address the inhabitants of three small border towns. The
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Twelfth in Northern Ireland is a public holiday, and the Twelfth fort

night is for many workers their official summer holiday. There are 

often twenty or more fields and special transport arrangements are made 

to accommodate participants. In the 1950's the twenty mile stretch of 

railway line from Castledawson to Kilrea was reopened for passengers, 

after having been closed for eight years, so as to convey Derry Orange

men to the demonstration. And in 1956 the main processional route was 

decorated by the outdoor staff of the Borough Council who carried out 

the work 'in their spare time'. The Hibernian demonstrations by com

parison took place on 15 August, a Feast day of the Catholic church, 

the Assumption of the Virgin Mary. Usually there were three fields, 

one in Donegal and two in Northern Ireland. The numbers attending the 

marches were large 5,000-10,000.

TABLE 5: ANCIENT ORDER OF HIBERNIANS 15 AUGUST PARADE VENUES 1956-1966

1956 Armagh, Co. Down Dunloy, Co. Antrim Ballybofey, Co. Done
gal

1957 Moy, Co. Tyrone Magherafelt, Co. Derry Glenties, Co. Donegal

1958 - - -

1959 Lurgan, Co. Armagh Killybegs, Co. Donegal

1960 - - -

1961 Kilrea, Co. Antrim Raphoe, Co. Donegal

1962 - - -

1963 Armagh, Co. Armagh Ballycastle, Co. 
Antrim

-

1964 Ballinderry, Co. Tyrone Maghera, Co. Derry Dungloe, Co. Donegal

1965 Newry, Co. Down Draperstown, Co. 
Derry

Letterkenny, Co. 
Donegal

1966 Dungannon, Co. Tyrone Gortrighey, Co. Antrim Glenties, Co. Donegal

Source: Irish News and Belfast Morning News 1956 -1966
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Analysis of the distribution of the AOH and Orange parades over a 

ten year period, 1957-67 reveals a clear pattern which correlates very 

closely with the distribution of religious population.(Figs. 3 & 4). Hibernian 

demonstrations took place in areas inhabited by a high percentage of 

Catholics: North Antrim, South Down, South Armagh, South Derry, Tyrone 

and Fermanagh - the Northern Ireland economic periphery. Orange para

des were more widely distributed with many in the east of the province, 

but many also occurring in the rest of the province. The model is not 

dualistic, ie. with each side demonstrating in its own territory. It 

is not the case that in those areas of Northern Ireland which are pre

dominantly Catholic Orange parades occur only in isolated Protestant 

pockets, they occur also in the predominantly Catholic towns and villa

ges. Dungiven is another renowned example.

When during the celebrations of the Coronation of Queen Elizabeth 

II an Orange band planned to march through this overwhelmingly Catholic 

town, local Nationalists threatened to block the route and prevent the 

march. The RUC caught with inadequate forces in the area, were forced 

to stop the band and a children's parade went ahead without Union Jacks.

In July 1960 the Orange parade was again permitted to parade there, the 

townspeople held a protest march. On 10th July two hundred police 

baton charged local youths and ten thousand Orangemen paraded twice 

through the town led by the Westminster MR for Co. Derry. On 12th July 

1969 a third Orange march led to two days of rioting and attacks on the 

Orange Hal 1.

The six centres at which the Royal Black Preceptory held the last 

demonstrations in August and demonstrations in 1956 also illustrates 

this point. The demonstrations were atPortadown a strong Unionist town,
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Roman Catholics as a percentage 
of persons stating a religious 
denomination, 1971, at the 
level of electoral wards.
Source: Paul Com pi on, ‘The 
Demographic Background', chapter 5 in 
David H an (edj, The Constitution of 
Northern Ireland (London, Heinemann, 
IWI)p. 79.



173

then Larne, Co. Antrim, another Unionist town, the other four contained 

50 per cent and over Catholic population: Newry, Strabane, Derry and 

Armagh. There was on this occasion relatively little trouble. An arch 

which had been placed across Main Street, Strabane, as part of the 

celebrations was torn down during a ten minute period when a police 

patrol had gone to a different part of the town.

Derry, of course, was the classic example, for in addition to the 

occasional Orange parade, this city,whose population was 67 per cent 

Catholic and 33 per cent Protestant, had its own annual Protestant and 

Loyalist parade. On 12 August the Apprentice Boys from all over the 

North paraded in commemoration of the thirteen Protestant apprentices 

who shut the gates of Derry against the forces of the Catholic King 

James II during the Great Siege in 1688. It was the Apprentice Boys 

march in 1969 which precipitated the next siege in Derry, the siege of 

the Bogside.

Traditional, and many non-traditional Orange marches,remained free 

of bans until the early 1970 s. There was one occasion during serious 

sectarian strife in 1935 when the Home Secretary, Dawson Bates, made 

an order banning all parades, including 'the 12th July,' because of the 

violence they would provoke. On the 23 June an Orange parade took 

place in defiance of the ban and the police took no action. The Orange 

Grand Master said 'You may be perfectly certain that on the 12th July 

the Orangemen will be marching throughout Northern Ireland ... I do 

not acknowledge the right of any government. Northern or imperial , to 

impose conditions as to the celebration' (Newsletter, 24 June, 1935). 

On 27th June the ban was lifted and serious rioting ensued lasting three

weeks.
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Hibernian demonstrations on the other hand occurred only in strongly 

Catholic venues, their position was strongest in Catholic villages, or 

in the few towns with a Nationalist majority in local government. This 

led to the view in Belfast, where they did not march (Belfast is two- 

thirds Protestant and has a Unionist majority council) at least since 

the formation of the Northern Irish state,that it was a particularly 

rural phenomenon. Neither did Hibernians march in Derry, where 

Nationalist marches of any kind were constantly banned. Re-routing 

was another feature of Hibernian marches. For example in the 1959 

Lurgan parade a ban was placed on a part of the route on the grounds 

that it might occasion a breach of the peace or serious public disorder. 

The road concerned was the mainly Protestant William Street which leads 

from Railway Street to the centre of the town. The carrying of a tri

colour on such parades was also frequently banned, particularly after 

the 1954 Flags and Emblems Act was brought in.

The main point to emerge from this ethnography is the differing 

relationship between the Ancient Order of Hibernians and the Orange 

Order respectively to the government and the state. The Orange Order 

was 'establishment', publically identified with the ruling party and 

intimately linked with the government and Unionist party at personal 

and bureaucratic, formal and informal levels. Even if the Orange Order 

appeared to go too far in its assertions of dominance in the public 

arena of Northern Ireland, it was capable of pressurizing more 'mode

rate' government opinion into accord.

The Hibernians were peripheral, small-scale, ineffective except 

within parts of a divided Catholic arena. Michael Farrell (1976) in 

his appendix on 'organizations' describes them as 'in decline ever
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since 1922 and now virtually defunct' (Farrell 1976:356). On the other 

hand Hibernian parades attracted much larger numbers than Republican 

Easter commemorations. Catholic press records between 5,000 and 10,000.

Ancient Order of Hibernian Rally:Issues 1956-1966

The Hibernians like the Orange Order, had a strong religious, as 

well as political emphasis. And like the Orange Order they recruited 

only among one religious group and excluded the other. Their mottoes 

were 'Friendship, Unity and True Christian Charity' and 'Faith and 

Fatherland'. Invariable resolutions at rallies were a pledge of loyalty 

to the faith and to His Holiness the Pope and a reiteration of the 

'national demand for the reintegration of Ireland's territory under a 

government freely chosen by all the people of Ireland'. They were peace

ful and conciliatory - they accorded with police bans and re-routes, 

whereas on occasion Republican organizations defied them.

The major themes which emerge from an analysis of Hibernian rally 

speeches in the period 1956-1966 may be listed as: a demand for justice 

and equality as equal citizens in Northern Ireland, opposition to 

sectarianism and discord between Catholics and Protestants, the aspira

tion for a peaceful solution to partition and adherence to constitutional 

government, strong anti-Communism and anti-Republicanism, adherence to 

the need for Catholics to be self-reliance, 'co-operative' and to edu

cate their children to become useful members of the community. The 

majory political issues of concern to Hibernians during this period were: 

the offer of talks by Sean Lemass, Ecumenism and the Orange and Green 

talks (see chapter 6), all of which they supported. In economic mat

ters they blamed the economic depression on partition and their interest
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in foreign affairs was either comparative, for example, Britain's 

opinions on partition in Korea, Cyprus and Germany (Irish News, 17 

August 1959), or hopeful of outside intervention by the United Nations 

Organization and later the European Economic Community to solve the 

problem of partition.

The inferior position of Catholics in the state was the dominant

theme referred to as '"victimization" and a "camouflaged persecution"

... one long continuous chain of insult and aggression' in a 1956

speech. Discrimination by the local public bodies was a recurring theme

but equally there was faith in 'right minded' Protestants.

And there was a big proportion of Unionists who did not 
approve of what the public bodies were doing. At that 
moment those Unionists had not sufficient moral courage 
to raise their voices, but the time would come when they 
could do so.

(Cahir Healy MP, Moy, Co. Tyrone, 15 August 1957, 
reported in Irish News, 16th August 1957)

The banning of the display of the tricolour at the same rally was attri

buted to 'a hard core of intolerant bigots'. On other occasions they 

also attributed blame to the government as such:

The withholding of just rights from the Nationalist mino
rity as citizens in their native land had been a permanent 
feature of Unionist rule in this state, to such an extent 
that they had been reduced to the position of underprivi
leged, second class citizens.

(Senator Gerry Lennon, AOH Demonstration, Draperstown, 
reported in the Irish News 16 August 1965)

A telling statement of the AOH's perception of the vulnerable position

of a minority community is the response of one of its members to the

allegation that the rate of Catholic emigration from the North, was

resulting in 'a dying race'.
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Anybody looking at that splendid crowd assembled there 
would see there was no intention on the part of those 
people to leave the country. You would hear 'We are 
here and here we are going to stay1.

(Ibid.: 16 August 1957)

On the basis of this ethnography it seems inappropriate to categorize 

the AOH and the Orange Order as equivalent 'tribal associations'. The 

fact of the nation state and specifically of the Northern Ireland state 

and their respective roles in that modern political entity, clearly 

distinguishes them in terms of power and authority.

THE ETHNOGRAPHY OF 'PROCESSIONING' PART Il:(l9TH AND EARLY 20TH CENTURY

The notion of the equivalence of the Orange Order and the Ancient 

Order of Hibernians, or even of 'Orange' and 'Green' is somewhat more 

sustainable under nineteenth century conditions, for it was within the 

context of a 'united Ireland'; it was the nineteenth century that wit

nessed the final relaxation of the Penal Laws. The importance of Pro

testant and Catholic secret societies in the North was related to the 

fact that in the Northern counties the denominational balance was 

roughly equivalent (Senior 1973:45). In the 1883 General Election in 

which Home Rule was a major issue, Nationalistswon seventeen of the 

thirty-three Ulster seats; ten of the remaining seats were won by 

Orangemen - it was in 1886 that the Orange Order decided to form a 

separate party (McClelland 1973:131).

In mid-nineteenth century Belfast the distribution of Catholic 

and Protestant population was in flux: the new industrial environment 

was attracting a growing population. Catholics had been 6.5 per cent 

of its population in the middle of the eighteenth century, by 1848 they
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Were43 per cent.

The hopes and fears of Catholic engulfment permeated mid
century Belfast, and help to explain the violence with 
which each group sought to establish its territorial 
dominance. (Baker 1973:794)

The 1850s saw a decline in the number of Catholics migrating to Belfast 

as a consequence of economic developments, particularly the opening of 

the town's first iron shipyard in 1853. The expansion in shipbuilding 

and engineering in the next fifty years provided the skilled crafts 

and with them the trade union organization against the threat of cheap 

Catholic labour. While Protestants continued to be drawn to the city. 

Catholics, particularly the ambitious, urban Catholic, joined the 

stream of rural emigration caused by the famine (ibid.:796). But 

although the Catholic population of the city dropped to one-quarter by 

1900 their relative power in the city did not drop in absolute propor

tion. In the Castle,and from 1885, in the Irish Party at Westminster, 

Belfast's minority had allies to represent it, and impose terms.

A characteristic shared in common by both the Orange Order and the 

Hibernians and their predecessors in the nineteenth century was low sta

tus. They tended to be despised by the respectable and middle-class 

population. Although the Orange Order had proved useful to the gentry 

as a defence against the 1798 Rebellion they were increasingly drawn 

from the poorest social order - 'small weavers, living on low wages, 

or servants of husbandry ... few of the Orange farmers owned three 

acres apiece...' (ibid.:790). Orangeism was regarded by the Presbyte

rian farmers and the urban middle-class with contempt, the order went 

into decline. It was revived again in the 1820 s in response to Daniel 

O'Connell's monster meeting campaign in pursuit of Catholic emancipation.
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They had however 'few friends at court1: Peel dissolved the Orange 

lodges at the same time as he dissolved O'Connell's Catholic associa

tion. The Party Processions Act of 1832 was intended to suppress 

parades of both Catholic and Protestant organizations: non-conformity 

was not yet prepared to assume that political Protestantism implied 

the acceptance of Orangeism (ibid.:790). By 1860swith the dis

establishment of the Church of England in Ireland>the Orange Order was 

practically moribund. Energies were diverted into the struggle to 

obtain the repeal of the Party Processions Act. Hibernians too attrac

ted members from the working-class; in available lists of members the 

same occupational groups recurred over time - farmers, labourers and 

shoemakers (Foy 1976:20). Foy suggests that part of its attraction 

for this class of people was the fact that by the end of the nineteenth 

century the AOH had a social side with excursions, raffles and parties. 

In 1896 the seven Belfast lodges were 'of very low class and no res

pectable Nationalist appears to sympathise with the movement' (quoted 

in Baker 1978:808).

Both organizations were affected by the Party Processions Act

and other legal action for example when Sandy Row raised its Orange

arch for the Twelfth in 1835, a Green arch fluttered derisively from

the Pound, forcing the magistrates to demolish both.

With an exultant Pound pressing behind the soldiers, it 
required three cavalry charges and an infantry volley 
to bring down the Orange garland. While Sandy Row 
counted its dead and wounded, the Millfield Boys bear
ing green branches had slipped quietly northwards from 
the soldiers to terrorize and loot Brown Square.

(Ibid.:795)

It would be incorrect however to suggest that at that time there was
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some absolute equality between 'the two communities' (see chapter 2) 

Sybil Baker upon whose study of 'Orange and Green, Belfast 1832- 

1912', much of this ethnography is drawn, provides a section on the 

relationship of both 'communities' to the police. She writes of the 

failure of the police to win the co-operation and respect of both 

communities.

The Ulster County Constabulary of the 1830s was in great 
part Orange. 'Here is the Protestant police' the mob had 
cried in Hercules Street. The Belfast local force, 
established in 1845 and appointed by the Council, con
tinued to be suspect to the Catholics. In 1857 its 
Superintendent was the Master of an Orange lodge: and in 
1865 155 of its 160 members were Protestant, 'of which a 
great many of them are or have been Orangemen.' In the 
1864 riots it was the Protestant desperadoes who answered 
the call for Special Constabulary - an experiment so dis- 
asterous that local magistrates would not risk repeating 
it for fifty years. When Catholic complaints against the 
town force led to its disbandment in 1865, the national 
Constabulary which replaced it was equally repugnant to 
the Belfast Protestant. The Royal Irish Constabulary ... 
remained an alien and unwelcome garrison - a sign of the 
town's subjection to Dublin Castle. (Ibid.:805)

The situation was however distinctly different from that which 

developed later and particularly after the establishment of the Nor

thern Irish state. In the nineteenth century it appears that not 

only was some effort made to confine Orange processions to safe and 

non-provocative routes, but that during the high point of Catholic 

numerical strength, in the mid-1840s , a display of Catholic force at 

a Repeal (of the Act of Union) demonstration in 1843, caused the sub

sequent Twelfth procession (which was not until 1845 when the Party 

Processions Act lapsed), to travel 'discretely out of town' to hold 

its parade and meeting (ibid.:796).

The notion of 'coat-trailing' deriving as it does from the time 

of rural faction fighting, and as it is used in some sociological
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literature on modern Northern Ireland seems again to suggest equal con

testants, more or less equally involved in the process of 'coat-trail

ing'. In fact it is exceedingly difficult to find instances of Hibern

ian, or Catholic coat-trailing or even attempted coat-trailing in the 

accounts of parades and processions in Northern Ireland. Only with the 

emergence of the Civil Rights movements were large numbers of Catholics 

involved in marching in non-Catholic areas, and again, marches into or 

through city centre areas were defined as provocative in the same way 

as those which may have passed through or near Protestant residential 

areas. Baker's material suggests that some forms of Catholic coat- 

trailing did in fact occur in nineteenth century Belfast, and even the 

Hibernians were involved in some efforts.

Case 4: Lady Day 1872

A Catholic organization, the Ribbonmen, precursors of the AOH 
decided to take advantage of the repeal of the Party Proces
sions Act, so hard fought for by members of the Orange Order. 
While the Orangemen in that year made their first open 
Twelfth parade through Belfast for twenty years (Baker 1973: 
798), according to Andrew Boyd 'more years than anyone liv
ing could remember had passed since there had been a Nationa
list parade in Belfast - the last had probably taken place 
before the rebellion of 1798' (Boyd 1970:90). Boyd remarks 
on the attitude expressed by the Belfast News Letter, had 
these Nationalists any right 'to provoke loyal men' by dis
playing their rebel emblems in the streets of Belfast?
However it repeatedly warned its readers not to interfere 
with the procession. It was particularly repugnant to 
'loyal men' because the parade was planned for Lady Day the 
anniversary of an inflammatory 'navvies' march of 1864. 
Michael Foy (1976) describing the incident suggests that to 
many Protestants,who never before had seen a Catholic demon
stration on Lady Day,the event must have seemed a provocative 
innovation.

The destination of the march was Hannahstown, a village about 
five miles south-west of Belfast city centre. The rallying 
point of departure, Carlisle Circus was however considered 
contentious:
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By 9.30 the Nationalists from Hercules Street had reached 
the bottom of Clifton Street, which is scarcely a furlong 
from Carlisle Circus, but there they were stopped by a line 
of police under the command of Town-Commissioner Bailey.
With Bailey stood Sir John Savage, Mayor of Belfast; John 
Charles O'Donel, RM, and Bernard Hughes, JP,the master- 
baker. The police, with batons drawn, were so placed across 
the street that it was impossible for anyone to pass them, 
and Carlisle Circus was already packed by an immense crowd, 
estimated by one newspaper reporter^ as between 5,000 and 
10,000 who had assembled at Hanna's'bidding, to defend St. 
Enoch's. (Boyd 1970:91)

The 'March to Hannahstown' of 1872 erupted into the worst vio
lence the town had yet seen. For almost a fortnight flying 
mobs wrecked houses and battled with each other and the police. 
This was the first occasion on which Nationalists 'walked' on 
15th August.

A more definite case of coat-trailing, was the AOH's choice of 

Newry and Garvagh for their two main 151 August demonstrations in 

1910. Newry was not a controversial choice, being one of the few 

Northern Irish towns which had a Nationalist majority in the council.

Case 5: Coat-Trailing at Garvagh 1910

Garvagh was a strongly Protestant town where no Catholic 
demonstration had taken place for over a century. Now 
not only was the AOH proposing to march there, but to 
march in strength with special excursion trains bringing 
people from Belfast to hear speeches by four Nationalist 
MPs. The AOH took the view that its members were simply 
exercising their right to march wherever the law entitled 
them. This however was a legalistic argument which ignored 
the probable practical consequences, because it could not 
be expected that the Orangemen of Garvagh would quietly 
ignore a massive display of Hibernian strength in the town. 
The proposed demonstration was looked on as a provocation,
'a direct challenge to the whole community' (quoted in Foy 
1976:123).

In Michael Foy's account of the event he describes how 
throughout early August tension built up in Garvagh and the 
surrounding district. Rumours circulated and it was believed 
that the Hibernians would be coming on the 15th August armed 
with pikes, swords and revolvers to force their way into 
Garvagh through any blockade that the Protestants might 
mount. That there would be a blockade was not in doubt and
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in a symbolic gesture of their determination the Orangemen 
of Garvagh brought a piece of cannon from Limavady and 
placed it in the Orange hall. There were many concealed 
guns and ammunition made ready in the district.

The government banned the demonstration on 12th August.
To enforce the decision hundreds of police were drafted 
into Garvagh. The Board of Erin, decision making body in 
the AOH,ordered that the ban be observed and an alternative 
demonstration was held at Kilrea. (Ibid.:123)

Neither of the events described were successful cases of 'coat-trail

ing' but they were attempts. It is this fact which distinguishes the 

behaviour of Hibernians before and after the establishment of the 

Northern state. Their willingness to comply with bans and re-routes 

is evident in both periods.

THE HIBERNIAN PAST IN THE PRESENT

Orange Order and Ancient Order of Hibernians: Apparent Resemblance

While I have argued that the Ancient Order of Hibernians and the

Orange Order were not equivalent and that their relation to one another

and to the state, varied over time, it is undoubtedly the case that they

presented themselves as 'mirror images'. Their organization was based

on the same masonic model which influenced nearly all later eighteenth

century and nineteenth century fraternal societies. Describing the

early Orange Order Senior writes:

Meetings and initiations ceremonies were held behind hedges 
and in ruined buildings, attended by the armed members who 
took a oath of allegiance to the king, promising loyalty as 
long as he upheld the Protestant Ascendancy. (Senior 1973:39)

Despite the great antiquity, 'ancientness', claimed by the Ancient Order

of Hibernians, they were in fact a relatively modern foundation. It is

thought that they originated in America in the mid-nineteenth century

(Hepburn 1971:5).
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Ritual and Symbols

The fact that they were distinguishing themselves from, yet at the 

same time, relating themselves in a parallel fashion to, the Orange 

Order is apparent from their public appearance of the first Lady Day 

parade in 1872, Foy (1976). He writes:
O

As the Belfast Newsletter put it with reluctant admiration,
'the display of green was amazing. The flags were green 
with white edgings, the scarfs were green with tinsel orna
ments; green ribbons were bound round hats of many people, 
rosettes adorned the breast of people's coats'. (Foy 1976:15)

He describes the 15th August parades of 1902:

the large crowds which turned out saw processions following 
a pattern which has varied hardly at all to this day. The 
routes of the processions were lined with masses of flags 
hanging from the houses; there were arches with Nationalist 
pendants and emblems, while across the streets were huge 
streamers carrying slogans such as 'Cead Mile Failte' 9 
and the motto of the AOH 'Unity Friendship and True Chris
tian Charity'. Those lodges near to the central meeting 
point came on foot, usually led by a flute, brass or accor
dion band, while those from further away came by train, car 
or brake, to be met by their bands at the central meeting 
point. When all the lodges had finally assembled they moved 
off in pre-determined order along the route. The marchers 
wore regalia which included sashes, badges and buttons, while 
each lodge was preceded by its banner. On these banners were 
paintings of such things as the old Irish chieftains, Erin 
with harp and Rory O'More (see below). On reaching the end 
of the procession the members of the Order and the crowd 
assembled to hear speeches by leading members of the AOH and 
invited dignitaries. When these were concluded resolutions 
were passed. Typical ones pledged support for the Irish lan
guage, loyalty to the Pope and allegiance to the principle of 
Ireland and nation. The lodges then retraced their steps over 
the procession route and then dispersed. (Ibid.:28-29)

Political Role (1905-1914)

Both the Orange Order and the AOH began to gain respectability towards 

the end of the nineteenth century and the beginning of the twentieth cen

tury, when they were mobilized for the Home Rule issue. It was Joseph
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Devlin, Belfast politician who manipulated the alliance between the AOH 

and the Irish Pariiamentary Party and United Irish League (UIL), which 

was to make the AOH briefly a powerful political machine in the period 

1905-1914. The Garvagh coat-trailing incident occurred in the middle 

of this period. Devlin perceived the opportunity for providing a local 

base for the Irish Parliamentary party corresponding to that offered by 

the United Irish League in the southern and western parts of Ireland.

It was the first mobilization of Catholic Ulster, for nineteenth cen

tury Irish nationalism bore no imprint of Ulster nationalism except in 

the form of occasional individual's involvement. (Boyce 1982:275) A 

very big effort was launched to increase the power and popularity of the 

AOH and in so doing to construct its 'past' as meaningful for the Irish 

Pariiamentary party and for the new potential supporters. Devlin him

self was a notorious manipulator, a 'political boss'; T.M. Kettle, for 

instance, once attributed to him the statement that 'the most difficult 

thing to organize is spontaneity' (cited in Hepburn 1971:7). Devlin's 

first task was to negotiate the lifting of the church ban on the AOH 

as a secret society. He did so through the intervention of powerful 

allies, one of them, Bishop Patrick O'Donnell of Raphoe, Co. Donegal, 

who ultimately became Archbishop of Armagh and a Cardinal who at the 

time was the most important clerical supporter of the UIL and was 

greatly relied on by John Redmond. Primarily as a result of his con

stant advocacy 'the ban was finally lifted in 1904 and it became a 

tolerated society.' (Foy 1976:48)
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Ancient Order of Hibernians: Constructing Its Past and Its Present

The early twentieth century saw the publication of several histo

ries of the organization which traced its antiquity and set out its

aims (O'Dea 1923, Bergin 1910). In 1906 the Irish Weekly and Ulster
10Examiner's reporter 'Rory Oge' introduced a new weekly record of 

Hibernianism with a general history of the organization. The number 

of branches increased greatly. A membership of 10,000 in 1905 had 

expanded to 60,000 in 1909. The growth in membership was given 

unintentional encouragement by the National Insurance Act of 1911 which 

provided for the administration of benefit through existing private 

organizations. At that time the organization was strong in urban areas, 

quite the reverse of how it was to develop under partition: Tyrone and 

Belfast led the way, but the Order was strong throughout Ulster and in 

Leitrim, Sligo, North Roscommon and Dublin city (Hepburn 1971:17). The 

AOH was in most demand (from the point of view of the Irish Parliamen

tary party) in areas where the UIL had atrophied as a result of the 

settlement of the land question, or in towns^where it lacked the appeal 

to oppose Sinn Fein (ibid:7). The threat from Sinn Fein was of course 

minimal, but there was extreme antagonism between the two movements.

By April 1911 there were only six counties in Ireland which had not 

been organized;out of a total of 665 divisions in Great Britain, 533 

were in Ireland. The urban divisions tended to be bigger, few had 

under 100 members and the majority between 300 and 700 members (Foy 

1979:88-89). On the other hand Sinn Fein clubs and societies were 

small in size and numbered at most 150 between 1908 and 1910 (Boyce 

1982:274).
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The Catholic Press

From analysis of Rory Oge's weekly report in 1906 on the organiza

tion the various divisions were very active. Meetings were mainly 

weekly, less frequently monthly and quarterly. They were often schedu

led to occur on Sunday after the last Mass in the church. In Belfast 

some of the divisions had their own premises, some of the other halls 

used were associated with the church and the Nationalist party, such 

as the Catholic boys hall. Falls Road, St. Vincent's hall. North Queen 

Street, the National hall. Berry Street, Celtic hall, Divis Street and 

there were many more. There is evidence of a constant stream of new 

members. The organization was constructing itself and at the same time 

the past which would legitimize it and provide myths and symbols for 

the construction and maintenance of a Catholic Nationalist identity.

On Saturday 13th January 1906 Rory Oge reported on, for example, the 

Annsboro division 217 which had received a lecture on 1Hibernianism and 

what it was founded for'. Members were 'kept rapt ... for upwards of 

three-quarters of an hour*. The lecture told of the founding of the 

Order by Rory Oge 'for the protection of our priests when they were 

hunted from place to place by the tyrant and oppressor'. The meeting 

continued with songs and recitations and was concluded with the singing 

of what was in 1906, the Irish national anthem 'God Save Ireland' (see 

song 32). Although not in the vanguard of Gaelic cultural revival - 

in terms of leisure it provided: reading rooms, facilities for card 

playing and billiards and various choral activities (Hepburn 1972:8), 

some divisions did in 1906, organize Irish language, dance and litera

ture classes. Collections were organized for new banners to be made 

for new divisions. In January 1906 division 205 agreed on a portrait
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of Robert Emmet for the front of the banner and one of the 'Manchester 

Martyrs' for the back. It was to be 'pure green silk with gold silk 

bordering'. An indication of the 'predatory' nature of the organization 

at this time is suggested by a report on Moy division 201 where rumours 

of a new 'Hibs' hall brought a big outside attendance 'all of them 

eager to assist the men of Moy to raise their flag of green over what 

was once, but no longer, an Orange stronghold.' (Irish News and Ulster 

Examiner, 13th January 1906). This was the brief high point of Hiber

nian history, Joe Devlin had the double role of MP for West Belfast, 

which he had won for the Pariiamentary party after an interval of four

teen years, and secretary,and later national president,of the AOH.

Joe Devlin wrote an introduction to Bergin's official history of 

the AOH published in 1910. The church ban had been lifted only six 

years. It was important to indicate clearly the legitimization of the 

church. There was a photograph of His Eminence Cardinal Moran, honorary 

Chaplain to the AOH in Australia on the opening page. A noble ancestry 

was constructed making reference to the role of ‘Irish gentry' and the 

'loftiest and noblest intellectuals of Catholic Ireland'. Devlin, the 

national president,wrote of the history of the Order:

from the time of its foundation to the present, the history of 
the Order is, to a large extent the history of the Irish nation 
in its three hundred year struggle for religious and political 
freedom. (Devlin in Bergin 1910: Introduction)

Devlin was dating the beginning of the Order circa 1600. The ori

gins were generally held to be embodied in the Leinster Chieftain Rory 

O'More who in 1641 welded together manifold discontents among the old 

and the new Catholic Irish and organized rebellion against the English. 

He played a leading role in the turmoil of the subsequent decade. In 

AOH history a line is traced from Rory O'More through the Defenders



189

Secret Society, who are presented as successors to the United Irishmen,

and then through the Ribbon Society. O'Dea (1923) claims:

It existed from the earliest times, and it is visible in the 
annals of the nation, until the Anglo-Normans invaded the 
land in the twelfth century. When the island was christian
ized these knightly orders were among the staunchest suppor
ters of the missionary priests and were consecrated to the 
service of the church in the sixth century, assuming the 
cross as their distinctive emblem and becoming the defenders 
of religion.

For O'Dea, Rory O'More was not the founder, but rather the reviver of 

a much older organization:

In this family, the ancient splendour of the knightly orders 
was a tradition which survived for centuries, and they were 
in almost continual rebellion against the English from the 
siege of Dublin by Roderick O'Connor until the rebellion 
against Queen Elizabeth, led by Rory Og O'More. A nephew 
of Rory Oge, the sagacious and statesmanlike Rory O'More, 
revived the Ancient Orders in the Catholic confederation of 
Kilkenny in 1642. (O'Dea 1923:178)

Another official history, this time by the AOH in America, claimed pre- 

Christian origins:

centuries before the redemption and centuries yet more before 
the coming of Patrick ... Munemon, King of Ireland, is credited 
in Hibernian's pre-history as founder of the first of the 
Irish orders, glamourously styled by the imaginative Gael as 
the Order of the Golden Collar ... (Reilly 1948:21)

At the time of Joe Devlin's victory in West Belfast, the Irish 

Weekly and Ulster Examiner was serializing a novel 'The House of the 

Crescent Windows' a story of the Great Rebellion of 1641. The hero 

was Rory O'More who tells friends of 'the puritan leaders in London' 

who are going 'to take measures to sweep the Catholics out of this 

country by fire and sword, God help the peaceful quiet Catholic fami

lies in Ulster' says the hero.

By the 1950 s when the AOH had been in decline for almost forty 

years, not many people would have been reading histories of the
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organization either in book form or in newspapers; they had declined 

particularly dramatically in Belfast. The Catholic press, however, 

continued to echo Hibernian and Nationalist party issues and concerns.

Ancient Order of Hibernian Banners

Rory O'More and Sarsfield

An important means of evoking the past in the present was through 

the banners carried on the annual Hibernian parades. A basic theme 

emerging from the banners was: the struggle of the Irish church and 

the Irish nation against English oppressors and despoilers. Rory 

O'More was the 'equivalent' of William of Orange as the leading folk 

hero of the organization and to the extent that he was depicted on many 

banners. After the military engagement of William of Orange and James 

II (at the Boyne which was a victory, but not outright victory for the 

Prince of Orange, Irish resistance continued under the leadership of 

Patrick Sarsfield who organized the defence of Limerick as a result of 

which the conditions of the Treaty of Limerick were much more favourable 

to the Catholics than might otherwise have been the case (Simm 1967:216). 

Sarsfield too is a popular figure on Hibernian banners. It was he in 

fact who fought against William, Rory O'More fought against Oliver 

Cromwell, who in Irish Catholic history, was an even more villaneous 

threat to Catholicism. (See Appendix A, nos. 1-3).

Constitutional nationalism

The leaders of constitutional nationalism in the nineteenth and 

twentieth centuries are also important in the 'iconography' of Hibernian 

banners, sometimes as full centre portraits and other times arranged at
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the corners in little circular insets: figures such as O'Connell, Butt,

John Redmond, John Dillon and of course Joe Devlin, eg. App. A, no,7, O'Connell 

'the Liberator' was a major national hero who dominated the political 

scene for more than twenty years, and who is remembered in the history 

of the church for the achievement of 'Catholic emancipation1 (1829), by 

which the last of the Penal Laws of,the eighteenth century,against 

Catholics were abolished and Catholics could sit in parliament and hold 

other public offices. In fact O'Connell's principle objective was the 

repeal of the Union; he saw Catholic emancipation as a necessary stepp

ing stone towards achieving it. He was the founder of the Catholic 

Association (1823) which politically mobilized the Catholic masses, 

canalizing popular discontent on many social and economic issues, into 

a mass movement of constitutional agitation for the old demand for 

Catholic emancipation. The institution of the Catholic church provided 

the effective organizational framework for agitation as well as a dis

ciplined officer corps in the field (0 Tuathaigh 1972:61). O'Connell 

had faith in constitutional means: 'Irish liberty' he declared was ‘not 

worth the shedding of a drop of blood' (Mulcahy and Fitzgibbon 1982:77).

Hibernians and Republicans compared

Hibernians shared a part of the Republican past. Both, for example, 

claim the United Irishmen as predecessors. Wolfe Tone may have been a 

deistic Republican but he had in 1791 published a pamphlet entitled 

'An Argument on behalf of the Catholic Committee'. Hibernian disaffec

tion with Republic history dates from the period when Sinn Fein became a 

political movement in competition with the Parliamentary party; since 

the 1880 s the Parliamentarians had been involved in nourishing and
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preserving memories by helping in the organization of the celebrations 

of the 1798 rebellion and the annual pilgrimages to the shrines erec

ted to the memory of the Manchester Martyrs (Boyce 1982:285).

While Hibernians might commemorate, and carry banners depicting, 

the Manchester Martyrs, their own past was not held in equal esteem by 

leading Fenians. John O'Leary expressed the distinction between 

Ribbonism (the predecessors of the AOH) and Fenianism:

There is nothing I know of common to Fenianism and Ribbonism 
but illegality; there is nothing legal or constitutional about 
either body but their aims and objectives are wide as the 
poles asunder. Ribbonism is purely agrarian and religious, 
that is anti-landlord and anti-Protestant while fenianism is 
purely national, that is, anti-British. (Quoted in Foy 1976:6)

The Republican movement despised the leaders of constitutional nationa

lism; O'Connell disapproved of the methods of 1798 (Kee 1976:203) and 

he was castigated for partaking in 'selling out' the Irish language 

(0 Murcha 1971:15). Redmond, in the cause of 'the defence of small 

nations' encouraged the participation of Irishmen in an English war 

(1914-1918), while the IRA 'fraternized' with Germany. By April 1916, 

there were 150,000 Irishmen on active service, of whom two-thirds had 

joined the forces since the war started (Boyce 1982:284). A contempo

rary jingle in Connolly's paper. The Worker's Republic expressed their 

position:

Full steam ahead John Redmond said 
that everything was well chum; 
home rule will come when we are dead 
and buried out in Belgium.

(Quoted in McCartney 1967:306)

The sectarianism of the AOH was in direct opposition to Republican 

principles. Arthur Griffiths accused the AOH of having 'Given the 

Orangemen the only explanation for their existence' (quoted in Foy 1976
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145), an anger that was fully shared by most of the other leaders of

‘advanced nationalism', Padraic Pearce declared:

this narrowing down of nationalism to the members of one 
creed is the most fateful thing that has taken place in 
Ireland since the days of the Pope's Brass Band ... That 
the driving force of the official Nationalists should be 
supplied by an organization of which no Protestant, how
ever good a patriot, can be a member, is in direct opposi
tion to the policies and traditions of Irish Nationalism 
while it continues,no appeal to Ulstermen to take their 
places in the national ranks has the faintest hope of success. 
One imagines that Mr. Devlin himself is beginning to find that 
this Frankenstein monster he has created will prove a menace 
instead of an aid ... (Quoted in Foy 1976:145)

The penal times

The 'church suffering' during the Penal era is another theme of 

Hibernian banners. The Penal laws, the first introduced in 1703, was a 

body of severely discriminatory legislation against all Catholics in 

Ireland which inflicted crippling social handicaps as well as land 

appropriation. Catholics were exlcuded from all public life and much 

normal private, social activity (Kee 1976:19). The rightful position 

of Catholics in Northern Ireland's public life was a continuing Catho

lic cause for the AOH which attempted to express this right in the 

symbolism of 'processioning' in 'public space'. An attempt was made 

to destroy the Catholic religion: the priesthood had to leave the 

country and were liable to be hanged,drawn and quartered if they 

returned; the folk hero of Hibernianism, Rory O'More is renowned for 

giving protection to the Irish clergy.

Mass had to be celebrated in bog and forest as an outlawed con

spiracy (Kee 1976:19). The image of 'the mass rock' depicting priest 

and people at mass outdoors with a rock for an altar appears on the
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banners of the Hibernians. (App. A, no.4). The Catholic church too commemorated 

'mass rock' in annual pilgrimages about the countryside to where mass 

rocks were believed to have been situated. The Hibernian processions 

and the mass rock commemoration were closely connected in the calendar, 

the latter occurring on the 15th August, if it were a Sunday, if not, 

on the first Sunday after the 15th of August. The ideas of the Hiber

nian 'past' were also inculcated in church sermons, services and in 

the Catholic press, as mentioned before the Irish News which was the 

daily morning paper of Catholic households, had a strong clerical input.

In I9b2, in the spirit of ecumenism it discontinued coverage of the 

mass rock commemorations, in previous years reports of the sermons at 

these events had figured prominently in the newspaper.

Case 6: The Ballyholland Mass Rock Pilgrimage 1959

The annual pilgrimage organized from Newry by the Pioneer 
Temperance League, 12 favoured by brilliant sunshine, 
attracted a crowd of many hundreds to the 'hallowed spot'.
The procession was led by the League banner and accompanied 
by three bands, St. Catherine's silver band, Newry amateur 
band and the Thomas Davis pipe band.
The sermon commenced with reference to the fact that in every 
country with a cherished tradition there are certain relics 
of the past which are preserved and venerated by its people. 
The priest reminded the assembled people of Ireland's Golden 
Age, of great missionaries: St. Columbanus, St. Fursey and 
St. Gall. Those were days of glory for the Irish church, 
whose achievements at that time proved the dynamic quality 
of the religion which St. Patrick brought and to which the 
Irish people adapted themselves so naturally and so 
instinctively. However the present pilgrimage was to remind 
the faithful of a very different period of history in the 
Irish church when its people suffered terrible persecution.
'We have come here to visit this remote place because of its 
association with the Penal days, for it was here in this place 
and upon this rock that our persecuted forefathers offered to 
God the Holy Sacrifice of the Mass ... It was in the darkness 
of those days that the faith of the Irish people was tried and 
tested and proven true in the crucible of persecution.'
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'The Penal laws; continued the priest,'were the invention of 
men imbued with terrible hatred and a grim determination to 
destroy the fabric of the Irish church ... Linder these laws 
Catholics were deprived of their natural and civil rights.
He compared the Irish faithful of that time to their Divine 
master, they too chose a state of destitution rather than 
abandon the faith of their fathers. This he said, was par
ticularly true of the priest; a fugitive in the land, travell
ing in disguise from place to place, forever at the mercy of 
any potential Judas. The sermon was concluded thus:
'We should never become so preoccupied with the present as to 
forget the debt of gratitude which we owe to the past. The 
people of Newry are fortunate in having this Mass Rock to 
remind them of the past and of the endurance and toil, the 
prayer and the sacrifices which lie between the generation of 
two centuries ago and the generation which is privileged to 
share in the abundant Catholic life which centres around the 
Cathedral, the churches and the chapels of Newry of today.1

(Irish News and Belfast Morning News 17th August 1959)

The Saints and the Marian cult

Saints of the Catholic church also adorned Hibernian banners, 

particularly Patrick, but it was the Virgin Mary, on the feast of 

whose assumption into heaven, the order held its biggest annual parade, 

that had pride of place among the banners*(eg- ^PP- A* nos- 5&7) There were 

portraits of Mary under her many titles and as our Lady of Lourdes, Our Lady of 

Fatima, Star of the Sea, Our Lady of the Rosary. The cult of Mary 

was ancient in the church; the first evidence appearing as early as 

the fifth century in the East: the Byzantine Emperor Maurice (d602) made 

universal in his territory, on the 15th of August, the feast of the 

'falling asleep of the Mother of the Lord', the later assumption 

feast (New Catholic Encyclopaedia vol. 9:365). Since the reformation 

the feast has been an issue of major theological contention between 

the Catholic and the Protestant churches.particularly the more rationa

list among the latter. The mediating role of Mary and the saints was 

opposed by all Protestant sects and various other dogmas evoked more or
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less opposition. The Hibernians then selected to parade on the feast

of the assumption of Mary which entails the essence of the conflict

between Catholic and Protestant churches because it emphasized Mary's

assistance to all Christian people (ibid.:366).

It is likely that the assumption will continue to receive 
specialized study. Not surprisingly, the definition (1950) 
has called attention to differences between Catholics and 
other Christians because the assumption is a test case for 
intricate questions of scripture and tradition and their 
relationship to each other and to the teaching authority of 
the church. (Ibid. :226)

In its devotion to Mary the AOH was reflecting a trend in the 

church at large. The definition of the Immaculate Conception (1854) 

inspired a flowering in Marian studies. An important aspect of popular 

Marian devotion was the emergence of shrines at: Lourdes (1858), La 

Salette (1846) in France, Fatima (1917) in Portugal, and in Ireland, 

too the apparition of 'Our Lady of Knock' (1879). Devotion to Mary 

inspired many other private revelations. The 1950 s in Belfast saw 

the opening of St. Mary's Grotto which was modelled on the grotto at 

Lourdes. In the same year, 1954, 'Our Lady of Windy Gap' was said to 

have appeared in the Dromara hills in County Down.

Also in the 1950 s Father Peyton!aunched his Rosary crusade; 'The 

family that prays together stays together', again reflecting current 

church interests: Leo XIII issued encyclical letters on the devotion of 

the Rosary. In a pilgrimage to the shrine of Our Lady of Moneyglass at 

Duneane which took place on the same day as the above mentioned Mass 

Rock commemoration, pilgrims were told that Our Lady had given the Rosary 

to St. Dominic in the thirteenth century with such wonderful results.

The same message was repeated by her at Lourdes and again at Fatima 

where she proclaimed herself as Lady of the Rosary. But for Ireland the
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Rosary has a very special meaning in the eyes of the church for in the 

absence of the clergy and the sacraments during the Penal times it 

was the Rosary which had saved the faith.

Images of the papacy too adorn AOH banners; portraits of Popes 

and scenes of the Vatican. Flags carried in the processions and adorn

ing the routes were as often papal flags (yellow and white) as well as the 

national tricolour. The national church hierarchy was depicted honour

ing Irish cardinals and bishops. A final category might be termed 'lay 

friends of the church', these included, for example, lay Catholic dig

nitaries, such as the Kennedy Brothers. (See App. A, nos. 6&8 for examples).

Processional Music

The same combination of religion and politics expressed in Hiber

nian banners also characterized the music played by the bands attending 

the processions. The tunes played were Irish tunes, they might be 

further subdivided into 'rebel' and 'non-rebel' song tunes. And inter

spersed with the popular Moore's Irish melodies and other popular songs 

including rebel songs were a large number of Catholic hymns.

Moore1s melodies

The songs of Thomas Moore, a contemporary of Robert Emmet, are in 

themselves yet another study of the past in the present for he was the 

first poet to use Irish history as a theme in his verse, very much with 

the object of creating an idealized Ireland. One 

quarter of all Moore's melodies deal with Ireland, her history and 

mythology. For instance, he did much to popularize the harp (Power 

1967:117), 'Dear harp of my country' as a symbol of Ireland.
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A song well known to the generation of the 1950 s began with the follow

ing lines:

The harp that once through Tara's halls 
The soul of music shed 
Now hangs as mute as Tara's walls 
As if that soul were fled

Zimmerman describes him as 'the first acknowledged man of letters who

sang Irish patriotism to a discerning audience', he continues:

Patriotic inspiration is present in about one third of the 
songs, including many of the famous pieces. They generally 
express frustration, death or despair, the only consolation 
is to remember 'long faded glories'. The mission of the 
bard is to weep for his country ... some songs voice pru
dently Robert Emmet's fate. A few texts deal with tradi
tional themes of Irish patriotic song, poetry in particularly 
the lament of the exile leaving Erin to find freedom else
where and the identification of Ireland with a woman.

(Zimmerman 1967:76-77)

I have categorized these very popular songs as non-rebel for

although popular he had been severely criticized as a patriotic song

writer by the Nationalist writers of the 1840 s and 1860 s. As

Zimmerman writes: 'The Irish melodies are no rebel songs ... and their

patriotism seems essentially sentimental' (ibid.:77).

They have been equally denied as folk song. Discussing the

tendency for nineteenth century collectors to collect principally music,

not song texts,Sean O'Boyle comments that this:

led in turn to the production of an artificial form of folk 
song based on inaccurate transcriptions and provided with 
verse of varying degrees of sentimentality from poets writ
ing in English. Chief among these was Thomas Moore who, in 
his Irish Melodies (1808-1834) sometimes altered the already, 
faulty transcriptions to suit his own verses ... Moore's 
songs were nostalgic, pseudo-historical, whimsical sentimen
tal productions suited, to the drawing rooms of the nineteenth 
century. (O'Boyle 1976:13)

While both Zimmerman and O'Boyle stress their 'drawing room' context.
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they also suited the marching rhythms of the Hibernian processions and 

appear to have successfully filtered down to the working-class musical 

repertoire.

Rebel songs

The rebel songs were those of the Republican song tradition, a 

selection of which are discussed in detail in chapters 5-10. In rebel 

songs books dating from the 195 s there is a core of song texts which 

remain constant. One important point however needs

to be made concerning one song: Thomas Davis's 'A Nation Once Again', 

in the chapters concerned with rebel songs above,this song is defined 

as a rebel song in the Republican song tradition, indeed one of the 

most popular (see Table 6). In the earlier part of the present cen

tury the song had a different meaning. It was the anthem of the 

Nationalist party and was played at their rallies and parades. A mem

ber of the St. Peter's brass and reed band in the period 1940-1950 spoke 

of the venom expressed towards this song by Republicans. Both these 

meanings would have been very different from that intended by the Pro

testant author of the song: Thomas Davis (1814-1845).

Catholic hymns

The anthem of the AOH was a hymn 'Faith of Our Fathers' echoing their 

motto 'Faith and Fatherland'. Popular hymns of the day were if necessary 

adapted to swinging, marching rhythm, this was not necessary for the 

strident 'Faith of Our Fathers', nor the hymn in praise of the Vatican 

written by the same English author of the early nineteenth century.

Father Faber: 'Deep in the Panting Heart of Rome1. Below is reproduced

the hymn that functioned as an anthem for the AOH:
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Faith of Our Fathers

Faith of our Fathers living still,
In spite of dungeon, fire and sword 
0 how our hearts beat loud with joy 
When ere we hear that glorious word 
Faith of Our Fathers, Holy faith.
We will be true to thee till death
We will be true to thee till death

Our Fathers chained in prisons dark, 
Were still in heart and conscience free 
How sweet would be our children's fate 
If they, like them, could die for thee. 
Faith of our Fathers, Holy faith 
We will be true to thee till death
We will be true to thee till death

Although the Hibernian banners were paraded only a few times in 

the year I have suggested that the Catholic press and the Catholic 

church sermons and practices were invoking a very similar past in the 

Catholic Nationalist version of Irish history. The means by which the 

past was introduced into the present were multiplex; while the banners 

might evoke an historical collective consciousness, a small item of 

regalia might annually evoke personal memories: 'the Sash my Father 

Wore' seems qualitively different from ‘Faith of Our Fathers'. The most 

salient of the many 'pasts in the present' in the context of Hibernian 

parades is,I would suggest, the memory of past parades. The very act 

of walking, in public space, expressing publically,in symbol and ritual» 

one's Catholic identity. Eddie McAteer, leader of the Nationalist 

party 1964-1969, never became an AOH member. He did accept, however, 

that it was 'part of the fabric of survival' since it could 'provide 

jobs for Catholics and uphold their right to parade in certain areas' 

(Foy 1976:158, emphasis mine). By comparison the Orange Order upheld 

'the rights of Protestants to parade in every area'. At the rally
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accompanying 'the incident' described by Larsen at Kilbroney in 1971,
it was explained from the speakers' platform why such an attempt to
encroach on traditional Protestant rights could not be tolerated:

Where Orangemen can parade - Loyalists can live. Where 
Orangemen cannot parade - Loyalists cannot live. By 
admitting areas where Orangement cannot parade, we are 
creating no-go areas, small pockets of the Republic in 
the North. On the other hand, wherever Orangemen parade, 
every citizen, no matter their creed, can be assured of 
democracy and liberty. (Quoted in Larsen 1982:289).
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CHAPTER 4 

NOTES

1. The historical material from which this sketch is derived is drawn 

principally from Michael Farrell 1976.

2. Data derived from the Irish News and Belfast Morning News, 15th 

August and 16th August 1961.

3. The Apprentice Boys of Derry is a Protestant and Loyalist 

organization similar to the Orange Order. It is usual for member

ship of the two to overlap. The organization commemorates thirteen 

Protestant apprentices who shut the gates of Derry against the 

forces of the Catholic King James II during the Great Siege in 

1688. On the 12th August every year. Apprentice Boys from all 

over the North of Ireland parade in Derry.

4. 'Feis' see 'Feiseanna' note 1 in chapter 3.

5. Other works by Elliott Leyton based on the same fieldwork 

include: 'Conscious Models and Dispute Regulation in an Ulster 

Village' in Man (n.s.), Vol. 1, 1966, pp. 534-42; 'Spheres of 

Inheritance in Aughnaboy', American Anthropologist, Vol. 72,

1970, pp. 1378-88; 'Death and Authority in the Fishing Industry', 

in Resurgence, Vol. 3, 1970b, pp. 12-13; 'Opposition and Integra

tion in Ulster' in Man (n.s.), Vol. 9, 1974, pp. 185-98; 'Irish 

friends and "friends" ; the Nexus of Friendship, Kinship and Class 

in Aughaboy', in Leyton (ed.), The Compact: Selected Dimensions

of Friendship (Newfoundland, Institute of Social and Economic 

Research: Memorial University of Newfoundland, 1975) and The One 

Blood: Kinship and Class in an Irish Village (Newfoundland, Insti

tute of Social and Economic Research, Memorial University of 

Newfoundland) 1975.
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6. The historical ethnographic material presented in this case is 

derived primarily from Michael Farrell 1976 and Sidsel Saugestad 

Larsen, 'The Glorious Twelfth: the politics of legitimization

in Kilbroney' in Anthony P. Cohen (ed.) Belonging: identity and 

social organization in British rural cultures, (Manchester: 

Manchester University Press, 1982), pp. 278-291.

7. Hugh Hanna also known as 'Roaring Hanna' was a discipline of Dr. 

Henry Cooke, the framer of 'sectarianism' in the politics of 

Ulster. Hanna's nickname derived from his style of preaching 

the doctrine of religious hate. At the time of the 'March to 

Hannahstown' in 1872 he was minister of St Enoch's Church at 

Carlisle Circus. See Andrew Boyd 1969.

8. The Belfast Newsletter is definable as the 'Protestant' morning 

paper. It was established by Francis Joy, father of Henry Joy 

McCracken, in the early eighteenth century. (Heatley 1967: p.8).

9. ‘Cead Mile Failte'- A Hundred Thousand Welcomes, in Irish.

10. Rory Oge refers to the members of the family of the O'More's 

who were thought to be originators or revivers of the Ancient 

Order of Hibernians.

11. For brief historical information on Robert tmmet and the "Man

chester Martyrs' see chapter 5, page 14.

12. See chapter 3, note
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CHAPTER 5

HERO-MARTYR SONGS AND BALLADS

In this chapter I shall consider a category of songs which I refer 

to as 1 hero-martyr1 songs or ballads. These are songs written in comme

moration of a 'hero', whose death has been a direct consequence of his 

participation in the Irish Nationalist struggle, or in struggles which, 

in retrospect, have been perceived as such. Songs of this type are 

numerous: greater than the number ofdead heroes, for the ratio of songs 

to heroes is greater than one to one. Hero-martyr songs accounted for a 

considerable proportion of rebel songs sung in Belfast in the early 

seventies. Any single performance featured at least two and sometimes 

as many as seven such songs.

In Table 6 I list twenty-four songs of this type which I recorded 

in clubs and pubs during my fieldwork. In song books and on records 

available in shops between 1973 and 1974 there were several hero-martyr 

songs, concerning past and contemporary subjects other than those listed. 

My reading of them suggests strongly that if subjected to analysis in the 

same manner as the songs dealt with in this chapter, they would reveal 

similar characteristics and trends, and of course there are archival 

sources also containing many hundreds of songs in the category of hero- 

martyr. Both these sources have been omitted as invalid for the purpose 

of this thesis which is primarily concerned with performance. My con

cern is centrally with transmission, reception and creation in perfor- 
1

mance. It was the experience most available to me for observation dur

ing fieldwork. It is more difficult to uncover how songs in song books 

are consumed, but undoubtedly it is a distinctly different experience. 

Some people may, of course, have heard performed some of the songs which

204
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I have only experienced as written. In the discussion below I suggest 

that the songs which are heard in performance are to a large extent, 

and perhaps particularly in relation to hero-martyr ballads and songs, 

geographically specific. I could suggest that by confining myself to 

this material I am describing a body of song which I believe to have 

been the shared possession of a considerable number of people who 

attended the local clubs and pubs on a regular basis. The extent to 

which they may have been able to sing all the words varied, but the 

degree of exposure was comparable.

The analysis of hero-martyr song in this chapter is therefore not 

presented as a study of an entire genre, although I think it permits 

me to make some guarded comment on the genre of which they are a part.

I analyse them in this fashion: as songs written over and concerning 

a considerable5though not identical^historical period, so as to show 

the historical, stylistic and thematic continuity which was apparent in 

the experience of performance during a two year period between 1973-74 

and which could give the impression of a continuous tradition. In other 

words it was not necessary that one's mother or father had been singing 

songs of this type during one's early socialization, or that one 

had read old historic collections of nineteenth century rebel songs, 

to appreciate the continuity in the song tradition. It was revealed 

in the present, in each and every performance as a consequence of the 

historical range of subject matter available, even in a single perfor

mance. (See chapter 9).

In the first part of the chapter I analyse the twenty-three hero- 

martyr ballads heard during fieldwork so as to elicit the particular!' ty 

of their subject matter - the hero-martyr, within the broader category
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of hero-martyr songs and ballads of which I am aware from various sour

ces other than performance events in Belfast. I then undertake a content 

analysis in which I treat them as a sample of a genre, for as such they 

were experienced by members of the audience, although, of course the 

term hero-martyr ballad is an analyst'sconcept. In analysing them as a 

genre I hope to reveal above all the extent to which they present them

selves as a unified body of songs which has existed over a long histo

rical period and which continues to exist and be augmented. In other 

words the songs present themselves as part of a living tradition. While 

aware of the limitations of the size of the sample for a full analysis of 

a 'literary' genre; I nevertheless make use of some of of the concepts 

and techniques of such a mode of analysis. Conscious that I am dealing 

with a 'performance' genre I approach content initially by means of an 

analysis of the structure of a selection of the hero-martyr ballads heard 

in performance which spans the period 1798-1974, and the content ele

ments therein. The latter part of the chapter is concerned with content 

elements which occur in a less structurally determined fashion in the 

texts. In a few instances I have forsaken my stricture relating to 

performance material only, in order to demonstrate certain points. The 

relative absence of songs dating from the end of the eighteenth century 

in the performances of 1973 and 1974 required that I introduce some 

songs of that period from literary sources so as to make some generaliza

tions. Such interventions have, however been kept to a minimum. In 

table 13 the total sample is analysed in terms of the main thematic ele

ments to emerge from the analysis carried out on a selected sample in 

the major part of the chapter.

Another major concern of the chapter is the composition of the new
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hero-martyr ballads. The analysis reveals the extent to which they 

have been composed as part of a tradition. It is for this reason that 

the new songs receive some priority of place in the sample selected 

for analysis.

THE SPECIFICITY OF THE SAMPLE: WHICH HERO-MARTYRS ARE COMMEMORATED

The songs and ballads in table 6 are listed in chronological order 

with reference to the subject matter of the song, specifically the year 

of the death of the person concerned. Except for the songs of the late 

eighteenth and early nineteenth century this is a reasonable indication 

of the time of composition. The songs of the 1798 Rebellion and of 

Emmet's 1803 Rising were written, for the most part, at the end of the 

nineteenth and the beginning of the twentieth century in commemoration 

of the earlier events. Ethna Carberry's 'Roddy McCorley' first appeared 

in 1903, (Carberry 1905:82-83) 'Boulavogue' was written in 1899, exactly 

one hundred years after the event as part of the '1798 Centenary Cele

brations', by P.J. McCall (1861-1919), who is also the author of 'Kelly 

the Boy from Killane'. I once heard an original 1798 version of ‘Gene

ral Munroe', but the more popular version is one which has been updated. 

In the table, in the cases in which the name of the hero is not speci

fied in the song title, it is indicated in brackets. The campaign 

rising or war during which the death occurred is also indicated. Only 

one of these songs is on the subject of more than one hero, 'The Smash

ing of the Van'.

Only six of the twenty-four songs listed derive from 'the troubles' 

(1969- ). As mentioned above, other hero-martyr songs have emerged

from the 1969- troubles, some of which are published and/or recorded.

The factor which seems to differentiate these from the songs which I
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heard in performance in Belfast is one of location: either the hero 

concerned did not originate in Belfast or the event dealt with did 

not occur in or near Belfast. The songs sung in Belfast during the 

early 1970 s reveal a northern, and more specifically a Belfast, bias.

Of the six contemporary songs, three are on the subject of the Belfast 

heroes Billy Reid and Joe McCann. Two are about Hugh Coney, who was a 

northerner from County Tyrone, killed not far from Belfast in 1974. 

Michael Gaughan was born in County Mayo and died on hunger strike in a 

British prison in 1974. The duration of his hunger strike ensured that 

the event received international press coverage and one of the songs 

written in his honour was by a Belfast folk group, the Wolfhound, who 

also recorded it.

The other seventeen songs cover a wide period of Irish history, the 

earliest dating from the end of the eighteenth century, the period which 

marked the emergence of the republican aspiration, influenced, as were 

the leaders of the United Irishmen, by the American and French revolu

tions. Of the five songs about the 1798 rebellion, three commemorate 

northern heroes; Roddy McCorley, Henry Joy McCracken and Henry Munroe.

It was expected that the north would play a more significant role in the 

rebellion than it actually did, the United Irishmen being well organized 

there, particularly in Belfast. Of the two songs about the rising of 

1916, one 'Banna Strand' commemorates the northerner. Sir Roger Casement.

Of the many killed during the Civil War, Joe McKelvey, excecuted 

in 1922 was the only northerner remembered in this selection of hero- 

martyr ballads (see song no.36, Ireland Divided). And similarly only 

the Belfast youth Tom Williams, who was in 1942 executed in Crum!in 

Road Jail, Belfast, was sung about although many more died and had songs 

written about them in the period between 1922 & 1957. There are two songs
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on heroes who died in the Border Campaign (1957-1962) and one of these, 

‘The Patriot Game' is about Feargal O'Hanlon who came from County Monaghan, 

one of the nine counties of Ulster.

Only four of the ten songs dealing with heroes who died during the 

period between the 1798 Rebellion and the troubles of 1969 onwards are 

about northerners. This may be explained primarily in terms of two 

related factors: the geographic distribution of Irish rebellion, and 

the distinctive nature of the north, and of the IRA in the north, when 

it emerged.

Emmet's rising (1803) was small scale and deliberately organized 

to occur in the Dublin area (Kee 1976:165). The 1848 rising of Smith 

O'Brien is not represented in this group of songs; it scarcely merits 

the name 'rising' and it produced no martyrs, as its leaders, O'Brien 

and Meagher, were transported to Tasmania (ibid.:287). There was a 

Fenian organization in Belfast, and in the Ards Peninsula, County Down, 

and there is evidence from one author (Boyd 1970:67) of Fenian inter

vention tn.the 1864 riots in Belfast - riots, unrelated to the programme 

of the movement as such. When the rising occurred on the night of the 

5th and 6th of March 1867, the areas most affected were Dublin, Cork, 

Tipperary, Limerick and to a lesser extent Clare, Waterford and Louth 

(Lyons 1973:156). The rising of 1916 was very much confined to the 

Dublin area, although northern Republicans participated and of the exe

cuted leaders Sean McDermott was a Belfast man.

The violence of the war of independence was initially confined to 

the south and west of Ireland, the north remaining relatively peaceful 

partly due to the relative weakness of Sinn Fein and the IRA (Farrell 

1976:23). The majority of Belfast Catholics at that time supported
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the constitutional Nationalist party, a small, minority party by 

comparison with the dominant Unionist party. In the general election 

in Britain and Ireland in December 1918 which swept Sinn Fein (which 

had campaigned for an independent Republic) to victory, the Unionists 

won twenty-two of the thirty-seven Ulster constituencies.

Belfast was not without 'trouble', but it was of a different nature 

and related to the peculiar economic development of the north east of 

Ireland. In the north east the majority of the population was Protes

tant, the rest of Ireland was ninety per cent Catholic. The political 

relevance of these figures stems from the economics of unionism. Where

as most of Ireland was and still is agricultural, the process of 

industrialization in the north eastern part of the country, particu

larly in Belfast, accelerated in the mid-nineteenth century. This 

involved that area in a particularly dependant and interdependent eco

nomic relationship with Britain. In the process what was specific to 

Belfast was that gradually certain industries came to be dominated by 

Catholics and others by Protestants. Protestant workers came to pre

dominate in skilled trades such as ship building and engineering, and 

Catholic workers in semi-skilled and unskilled trades.

Whereas in the rest of Ireland 'the land question' was the econo

mic issue underlying the nationalist struggle, in Belfast sectarian 

strife involving competition for jobs was basic to the nature of its 

troubles. Ideologically economic competition manifested itself in 

sectarianism - the reaction against Home Rule was expressed as 'Home 

Rule is Rome Rule'. A notion certainly encouraged, and to some extent 

shared, by Unionist leaders - the landed, aristocratic Protestant 

ascendancy who maintained an unusual class alliance with the Protestant 

workers (Downing 1976:11). At any threat of Nationalist aspirations
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asserting themselves in the country at large, repression, retaliation 

and possible 'pogrom' was the likely consequence for the Belfast 

Republican, or Catholic population. The late nineteenth and early 

twentieth century history of Belfast was one of sectarian strife and 

riots with the exception of a brief period of unity between Protestant 

and Catholic workers during the depression in the early nineteen 

thirties.

In the eyes of the government, police force and the majority of 

the population the IRA was a dangerous, violent conspiracy of subver

sives. The movement was of necessity in the north a truly underground 

force. There was never a moment of toleration, such as the IRA in the 

south enjoyed under the Fianna Fail government, nor relaxation of 

surveillance and harassment. It was more difficult to be a Republican 

in the north. And this to some extent accounts for the strains and 

uncertain loyalties of the northern Nationalist population, many of 

whom were willing to make peace with the Unionist regime, maintaining 

Irish cultural was opposed to fighting for Irish political 'nationality'.

'Belfast was not a suitable theatre for operations' according to 

Tim Pat Coogan (Coogan 1982:246). And the IRA leaders had learned this 

after the failure of the northern campaign (1942-44). Belfast 

remained quiet despite events of the border (1956-62). The policy 

indicated appreciation of the traditional role of the IRA in Belfast - 

defence.

Given this brief analysis of Belfast's Republican history, it can 

be said that the hero-martyr songs sung in performance in Belfast in 

the early 4970 s reflect a local bias, a northern, and more specifically, 

a Belfast bias.

Finally another reason for the nature of the distribution of the
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songs in relation to historical events; that is the fact that songs 

of 1798 and songs of the troubles (1969- ) are dominant seems likely

to be a consequence of 'telescoping' (Henige 1974:27) familiar to 

anthropologists from the study of lineages. Since the purpose of such 

genealogies is both to reflect and to justify current social patterns 

based on kiship considerations, it is important to remember the 'legi- 

timizers' - the apical ancestors; the fact that some intervening 

ancestors between the present and the significant past are forgotten, or 

omitted is not important. 1798 was the beginning of Republicanism. In 

chapter 9 the role of the hero-martyrs of 1798 and also of 1916 in 

legitimizing those of 1971-74 is discussed.

INTRODUCTION TO SONG ANALYSIS

In this section I shall analyse the new hero-martyr songs sung 

during my period of fieldwork so as to elicit the extent to which they 

are related to one another and to older hero-martyr ballads and songs 

deriving from various periods in Ireland's history and also, for the 

most part, sung in performance during 1973-74. In so doing I shall 

define the typical features of this type of song and legitimize the 

usage of the label 'hero-martyr' in reference to this body of song.

My analysis shall be a content analysis and will refer also to news

paper articles, letters, speeches past and present, as well as the song 

texts. Following R.P. Armstrong (Armstrong 1972) I refer to 'structure' 

not as literary form - stanzas, rhyme, rhythm, etc., - but rather as the 

manner in which the content elements are related to one another. Arm

strong suggests:
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that there are three different aspects of messages which 
may be examined by different kinds of content analysis 
... Substance ... is simply what is manifestly stated in 
the message ... The form or structure of the content and 
its condition are equally amenable to analysis ... The 
structure of the content designates its shape, its 
physical array of elements, determined by means of estab
lishing and describing the parts, however defined, together 
with their distributions and relations. (Armstrong 1972:175)

In my analysis I shall demonstrate that the contemporary hero- 

martyr songs have a discernible structure which they share with older 

hero-martyr ballads and songs. It is a three part structure consist

ing of: an introduction in which the scene is set and the subject 

matter introduced briefly, a middle section (not necessarily spacially 

central) in which the event is described - an account of the death of 

the hero-martyr, and a conclusion which entails a general statement 

about the hero and the cause for which he died.

Except for the specification of the event as that of the death of 

a hero, this is the typical structure of most ballads and many songs. 

Such specification only narrows the field somewhat, famous or infamous 

death are not the sole prerogative of Irish rebels. If I am to locate 

these particular songs in the Irish rebel song tradition, rather than 

the Irish song tradition, or more generally the English-language folk 

song tradition neither is specification of the content of the intro

duction of any avail for its elements resemble those of many kinds of 

song and ballad. It is the content of the conclusion of the songs which 

most clearly designates them as 'rebel' songs, for it is in the 

conclusion that the rebel 'cause' for which the hero died is mentioned.

I have selected eight of the twenty-four hero-martyr ballads in 

table 6 for primary analysis; five contemporary songs - 'The Ballad of 

Billy Reid', 'Big Joe McCann', 'The Ballad of Joe McCann', and two
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Ballads of Hugh Coney. And for comparison, three songs from earlier 

periods in Irish history: 'Sean South of Garryowen1 (c. 1957), 'Kevin 

Barry' (c. 1920), and 'Boulavogue' on the subject of Father John 

Murphy's participation in the 1798 Rebellion, but written in 1898.

In the course of analysis other songs listed in table 4 are referred 

to and partially analysed. It has been necessary also to include as 

comparative illustrations songs from literary sources, when this has 

been done I have indicated so. The main part of the chapter consists 

of a comparative content analysis of the three major structural com

ponents of the songs. This is followed by an analysis of content ele

ments not amenable to the initial analysis of structure, but no less 

important.

Analysis of the Introductory Section

The introduction in hero-martyr ballads serves to set the scene 

and briefly to introduce the subject matter. Jan Vansina defines 

'the setting' as including:

the time and place in which the tale unfolds and the
names of the persons who appear in it.

(Vansina 1965:62)

Time, place, and name or names I would designate as elements of content 

in 'the setting'. In table 7 I have given a breakdown of the introduc

tions to eight songs, all twentieth century songs with the exception of 

'Boulavogue' which was written two years before the present century. 

While Vansina's three elements would also seem to be major 'scene 

setters' in this body of songs, some amendments are necessary for the 

specific characterizations of Irish hero-martyr song introductions.

Place, as location of the event, is of course significant, but
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place, as a place of origin of the hero of the song, is of equal 

significance. Where it is given as in six out of eight songs, it 

occurs in the first verse. There is also a tendency in four of the 

eight songs, to include with the time of the event, information about 

the prevailing weather conditions, which I interpret as an 'atmos

pheric setting'. Less common, but a discernible minority trait if 

one took a larger sample of this type of song, is information about 

the age of the person concerned. In table 7 on pages 218 to 

220. I present a break down of content elements of setting outlined 

above, giving verse and line references. Most of these elements occur 

in the first verse. Exceptions are: the 'time'in the 'Ballad of Billy 

Reid' which occurs in the second verse, 'place' of the event in the 

'Ballad of Joe McCann' which is not mentioned until the first line of 

verse two, and in the two songs which have choruses, 'The Ballad of 

Hugh Coney1(2) and the 'Ballad of Billy Reid1 the name occurs not in 

the first verse, but in the chorus. The chorus is a relative innova

tion in the evolution of hero-martyr songs and suggests a change in
?performance context, to one involving a participating audience. In 

the performance of these songs it actually preceded the first verse 

and was subsequently sung after each verse. For this reason I think 

it justifiable to categorize it as part of the introduction.

The order in which the three elements of content occur in all of 

these songs is as I have ordered them in the columns: time, place and 

name. But subsequent analysis will reveal that the significance attached 

to each is not equal: the name is undoubtedly most important and occurs 

several times in the text. It is more difficult to assess the relative 

significance of the time and place. As to place, there are varying
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TABLE 7: Content Elements which Occur in the Introduction to Hero- 
Martyr Ballads and Songs

Song Title Time/Weather Conditions/Atmosphere

Ballad of Billy Reid 'When the flags they flew at half mast' (VI.1.2)
'It happened one day when the bold IRA' (V2.1.1)

Big Joe McCann 'On the fifteenth of April we'll remember 
that day' (VI.1.1)

Ballad of Joe McCann 'A sultry sun had ushered in another April day'
(V 1.1.1)

Ballad of Hugh Coney 
(2)

'It was on a cold October night' (V1.1.1)

Ballad of Hugh Coney 'Twas a Wednesday morn, in the early hour' 
(1) (VI.1.1)

Sean South 'Twas on a dreary New Year's Day
As the shades of night came down' (V1.1s.1&2)

Kevin Barry '... One Monday morning (VI.1.1)

Boulavogue '... as the sun was setting 
o'er the bright may meadows...' (V1.ls.1&2)

Place of Event/Place of Origin of Heroes

Ballad of Billy Reid ‘And he died on the streets of Belfast' (VI.1.4)

Big Joe McCann 'At the markets where he loved him, his body 
was slain' (VI.1.3)

Ballad of Joe McCann 'Twas in a markets street he died unarmed and 
all alone' (VI.1.1)

Ballad of Hugh Coney 
(2)

'From the County of Tyrone' (VI.1.6)

Ballad of Hugh Coney 
(1)

'Men tried to escape from the Long Kesh hell hole. 
With them was a man from an East Tyrone town' 
(V1.1S.2&3)

Sean South ‘A lorry load of volunteers approached a border 
town
There were men from Dublin and from Cork,
Fermanagh and Tyrone
But the leader was a Limerick man ...' (VI,Is.2-4)
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Song Title Place of Event/Place of Origin of Heroes

Kevin Barry 1 In Mountjoy Jail 0...
High above the gallows tree1 (V1.1s.1&2)

Boulavogue 'At Boulavogue ...
O'er the bright May meadows of Shelmalier' 
(V1.1S.1&2)

'Then Father Murphy from Old Kilcormack'
(VI.1.5)

Name/Age

Ballad of Billy Reid 'But they didn't say why Billy Reid had to die' 
(Chorus 1.1)

Big Joe McCann 'And we'll always remember our Big Joe's name'
(VI.1.4)

Ballad of Joe McCann 'Oh, Irish men remember well. Staff Captain Joe 
McCann' (VI.1.4)

Bal1 ad of Hugh Coney 
(2)

'He was Hugh Coney' (VI.1.5)

Ballad of Hugh Coney 
(1)

‘Hugh Coney we'll remember your name' (Chorus 1.4)

'A man who was young yet so brave' (VI.1.4)

Sean South ‘Sean South of Garryowen' (VI.1.4)

Kevin Barry 'Kevin Barry gave his young life1 (V1.1.3)

'But a lad of eighteen summers' (V1.1.5)

Boulavogue 'Then Father Murphy...' (VI.1.5)

Preliminary Introduction of Event

Ballad of Billy Reid 'A man he lay dead, he was riddled with lead'
(VI.1.3)

Big Joe McCann 'When British soldiers our hero did slay' (VI.1.2)

Ballad of Joe McCann 'Yet another Irish volunteer had gone the martyr's 
way' (VI.1.2)

Ballad of Hugh Coney 
(2)

'An Irish rebel died,
He died to be a freeman,
A freedom which was denied' (VI.Is.2-4)
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Song Title Preliminary Introduction of Event

Ballad of Hugh Coney 
(1)

'Men tried to escape from the Long Kesh hell hole 
(VI.1.2)

Sean South 'A lorry load of volunteers approached a border 
town' (V1.1.2)

Kevin Barry 'Kevin Barry gave his young life for the cause 0 
For the cause of liberty' (V1.1s.3&4)

'As he walked to death that morning
He proudly held his head on high' (V1.ls.7&8)

Boulavogue 'A rebel hand set the heather blazing 
and brought the neighbours from far and near' 
(V1.1S.3&4)

'Spurred up the rocks with a warning cry:
"Arm! Arm!" he cried, for I've come to lead you' 
(VI.Is. 6&7)

Residual - (Memory of the Name)

Ballad of Billy Reid 'I'll sing you a song of a terrible wrong'
(VI.1.1)

Big Joe McCann ['But we'll aways remember our Big Joe's name' 
(VI.1.4)]

Ballad of Joe McCann 'We have his name, he'll sing his fame
Till from this life we're gone' (V1.1.3)

Ballad of Hugh Coney 
(2)

'And his name will go alongside of
Connolly, Pearse and Tone' (V1.ls.7&8)

Ballad of Hugh Coney 
(1)

['Hugh Coney we'll remember your name']
(Chorus 1.4)

Sean South

Kevin Barry 'Yes there's no one can deny' (V1.1.6)

Boulavogue 'For Ireland's freedom we live and die' (VI.1.8)
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degrees of specificity which is for the most part comprehensible in 

terms of the subject matter. In 'Kevin Barry' and the 'Ballad of 

Hugh Coney' the prisons in which the events took place are named as 

Mountjoy and Long Kesh respectively and there is precise naming of 

place in 'Boulavogue'. The exact streets in which the heroes died 

are not given in the other contemporary ballads, Joe McCann died 'in 

the markets' (of Belfast) and Billy Reid more generally 'in the 

streets of Belfast'. While the counties from which the men came in 

'Sean South' are detailed, the vagueness about the exact location of 

'the border town' can perhaps be accounted for in terms of the prob

lems involved in finding a rhyme for Brookeborough.

There is also a considerable but varying lack of precision in the 

information concerning the times of the events. None of the songs 

mentions the year in which the event took place and in only two is the 

date mentioned, in words rather than numbers in 'Sean South of Garry- 

owen'. Only four songs specify the month and in'Hugh Coney (1)' and 

'Kevin Barry' only the weekday is given. The 'Ballad of Billy Reid' 

is the most vague, 'it happened one day...' With the exception of 

'Big Joe McCann', which definitely states that the day will be remembered. 

I suggest that the lack of precision in the other ballads and songs 

indicates that the time and date are not significantly memorable, but 

are used, as it is in many other types of ballads, as a conventional 

opening.

I have suggested that the reference to weather conditions contri

butes to the setting of an atmosphere. 'Cold', 'dreary', weather and 

'sultry sun' prelude the foreboding tragedy. Perhaps the weather con

ditions are not 'forboding' in 'Boulavogue' partly because May is a
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spring month (so also is April - see 'The Ballad of Joe McCann' and also 

because 'Boulavogue' is a longer ballad whose subject matter covers 

'Father Murphy's' whole military career, which was marked by success 

in its early stages. I have included the lines, 'when the flags they 

flew at half mast', in the 'time' column, because it is in a sense an 

indication of the time - the day 'when the flags flew at half mast' 

and it also contributes to setting a mournful atmosphere. The intro

duction to these songs includes another element which I have referred 

to as a brief introduction to the subject matter to follow, with the 

exception of 'Boulavogue' and 'Sean South of Garryowen'. It takes the 

form of a preliminary statement of the main event which is then taken 

up and elaborated to greater or lesser degrees, in the middle section 

of the song. In 'Boulavogue' and in 'Sean South' it is rather the first 

stage of the events to be unrolled.

On page 220 is a residual column in which I list lines from the 

first verses of the songs which have not found a place in the other 

four categories. On initial examination its contents appear to be rela

tively arbitrary in relation to one another. The basic idea in two of 

these residual lines is however the same - 'The Ballad of Joe McCann' 

and 'The Ballad of Hugh Coney'(T). For to place Hugh Coney's name along

side the names following is in fact to place Hugh Coney on the Republican 

'Roll of Honour' - a concept which will be dealt with in some detail 

later. The names of James Connolly (1916), Padraic Pearse (1916), and 

Theobald Wolfe Tone (1798) are remembered well, and so, by implication, 

will be the name of Hugh Coney. If one takes from the 'name' category, 

the relevant lines from two of the other songs, 'Joe McCann' and 'Hugh 

Coney', and duplicate them in this so-called residual column, a pattern
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emerges with regard to four of the five contemporary ballads. The name 

is given not only as part of the setting of the scene, it is also given 

a particular significance, as one which will be remembered. The theme 

of 'memory of the name1, as subsequent analysis will demonstrate, is 

more often associated with the conclusion of songs both contemporary 

and past. There is, however, one historical precedent which is part of 

the living tradition, the 1867 ballad 'The Smashing of the Van' (Song 

67 ).

In this discussion of 'introductions', the 'Ballad of Billy Reid' 

appears to be a major exception. It is exceptional in the first cate

gory where the time occurred in verse two and within the terms of the 

categories employed in the analysis to date, its first line is 'residual'. 

The explanation derives from the fact that the author of the song has 

drawn on an alternative and more archaic literary and oral convention, 

common to many ballads, rebel or not, for the opening line, 'I'll sing 

you a song of a terrible wrong', precedes the elements of information 

isolated above.

In this type of opening convention the listener is addressed and 

explicitly or implicitly, as in this case, invited to listen. This 

'opening' takes many forms in the rebel repertoire under analysis, a 

few songs outside of the hero-martyr category begin in this manner:

'I'll sing you a song of peace and love' - 'Whack fol the diddle',

Peadar Kearney's famous song dating from the mid-nineteenth century,

'Of two Irish sons I'll tell you a tale' - 'Frankie Card and Billy 

McKee', a contemporary song about the arrest and trial of two leading 

Provisionals in 1971. And in another hero-martyr song, 'Come all you 

young rebels and list while I sing' - is the first line of Dominic
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Behan's famous commemorative song on the death of Feargal O'Hanlon

(Sean South's companion in death). Although less popular during the

troubles (1969- ), this mode of beginning has been extremely common

since the end of the eighteenth century, throughout the nineteenth

and into the twentieth. A whole folk category of song in Ireland

derives its name from the most typical version, the 'Come all Ye', a

term usually applied to Irish folk song in general.

Of the hero-martyr ballads listed in table 6, 'The Smashing of

the Van' and 'General Munroe' begin in this fashion. This is the

first verse of the former:

Attend you gallant Irishmen and listen for a while,
I'll sing to you the praises of the sons of Erin's Isle,
It's of those gallant heroes who voluntarily ran.
To release two Irish shamrocks from an English prison van.

The song continues with a verse in which is given information concern

ing the names of the prisoners and their present circumstances and 

locations. The third verse is primarily concerned with naming the three 

men who are to release the prisoners, the three 'Manchester Martyrs', 

Allen, Larkin and O'Brien. There are two significant events covered in 

the song and each is separately introduced by a 'time-place-time' sett

ing - the escape attempt described in verses four and five begins, 'In 

Manchester one morning these heroes did agree'. And the execution in 

verses six and seven commences, 'One cold November morning in the year 

of sixty-seven'.

From this analysis of content elements which I have designated as 

predominant in the introduction of the twentieth century songs, and 

one of the 1898 songs, it appears that in this earlier and much longer 

ballad the introduction is spread over several verses, the components 

of names and places emerging in the first three verses and other
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separate time and/or place introduction immediately preceding the two 

major events. Before any more detailed information is revealed, there 

is the conventional opening verse in which the audience (Irishmen), is 

invited to listen, and the major event of the narrative - the smashing 

of the van - is summarized.

This longer introduction is a common feature of Irish nineteenth 
3

century hero-martyr, or hero ballads and it is also the pattern in 

the 'come all you1, hero-martyr ballad sung in the 1970 s, 'General 

Munroe'. After the 'come all you', first verse in which the main event 

is also introduced briefly - the death of Munroe (named) - follows a 

verse naming a place, Ballinahinch, site of a famous battle of the 

1798 Antrim rising in which Munroe was commander. Then follows a verse 

primarily concerned with the name and age of the narrator who served 

under Munroe. The 'time' element is absent from this ballad. The 

description of the main event does not begin until the fourth verse, 

the first three verses serving as introduction.

It is apparent in twentieth century song, particularly in much 

shorter songs, that the 'come all ye' beginning has by and large been 

omitted and the major elements of content concentrated into one ini

tial verse, or in the case of chorus innovation, into the chorus and 

first verse. This is in keeping with the greatly decreased length of 

the songs in comparison with broadside ballads. It is perhaps signi

ficant that a more popular variant of the 'General Munroe' ballad was 

a shortened one, eight verses rather than ten, in which the language 

and themes are slightly updated (see below) and one of the verses 

omitted is the 'Come all ye', first verse. It begins 'My name is 

George Campbell at the age of sixteen.'
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Analysis of the Account Section

The account of the event in hero-martyr songs of the seventies 

tends to be considerably shorter than in songs dating from earlier 

periods - reasons for this tendency will be discussed below. The con

tent is more variable than that of either the introduction or the 

conclusion because of the nature of the events concerned. Hugh Coney 

was shot during an escape attempt, Joe McCann was shot while walking 

in the street, and Billy Reid was killed 'in action1 while 'dumping' 

arms after an attack on a British army patrol.

The account of the event is longest in the 'Ballad of Billy 

Reid'. It is recounted in three verses, each relating to a chrono

logical stage in the development of the story - VI. with a Thompson 

gun they (IRA) put the troops on the run, V2. while returning the 

guns Billy Reid was stopped by 'British huns', his gun would not 

fire and he was shot dead. V3 describes the treatment of the body 

after death and includes a comment on his bravery and the fear it 

inspired in the enemy. The chorus is novel and raises the contro

versial issue of media coverage of the 'Northern Ireland situation', 

particularly reportage of events without explanation of the basis of 

the conflict.

Only one verse of the four verse 'Ballad of Hugh Coney' (1) is 

devoted entirely to an account of how Hugh Coney was shot, and in the 

third verse there is one extra line of information, ‘Ye shot an un

armed man' the remainder of the content of that verse being an attack 

on the cowardice of the 'Britishers' and an assertion of faith in 

future victory. There is no direct reference to the fact that the
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shooting occurred during an escape attempt. In the three-verse 

'Ballad of Hugh Coney' (2) again the account of the event, the shooting, 

is confined to one verse, the circumstances in which it took place 

having been established in the Introduction. The sequence of informa

tion concerning the event is: men tried to escape from Long Kesh, 

(introduction), no warning was called, a bullet rang out in the dark, 

Hugh Coney was dragged away and he died.

By comparison there is even less recounting of the event in the 

ballads on the subject of Joe McCann. Verse two of the five-verse 

song 'Big Joe McCann' relates that: 'They murdered our hero...' and 

the involvement of the Special Branch of the RUC may be inferred from 

the line: 'When all Special Branch men we vowed for to slay'. The 

song is less about the death than about the reaction to it which is one 

of sorrow and loving remembrance. The sentiment in 'The Ballad of Joe 

McCann' is similar, but less emotional. In this three-verse song only 

two lines might be termed an account of the event:

Twas in a market street he died, unarmed and all alone.
His people saw him lying there, his body cold as stone.

Comparison with the account of the event, or narrative in ballads and 

songs from previous periods is complicated by the different circumstan

ces of the various deaths described. 'Sean South of Garryowen' is 

comparable with 'Billy Reid' insofar as both heroes were killed in 

action. Proportionately the narrative element is greater in the former 

song. It takes up two of the four verses, whereas in 'Billy Reid' two 

verses out of five are narrative, and there is also a chorus. The 

action in 'Sean South of Garryowen' unfolds in two stages coinciding 

with the two narrative verses. The fact that a lorry load of volunteers 

is approaching a border town has been established in verse one. Stripped
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of peripheral comment the action described is: they moved along the

street toward the barrack door (police barrack), the sergeant (RUC)

spied them and they were fired on; two men were killed.

'Kevin Barry' is one of many execution ballads which make up a

considerable proportion of the hero-martyr ballads of the Irish rebel

song tradition. Since capital punishment has not been in operation

since the beginning of the present troubles there are no contemporary

execution ballads. The account of the event in this ballad includes

not only the immediate circumstances of death but also the event

which led up to Barry being taken prisoner.

For I fought to free old Ireland 
On that bright September morn 
All around the little bakery 
Where we fought them hand to hand

‘(V2, Is. 3-7)

the remainder of the verse contains a plea for political status. The 

torture of Barry by British soldiers in an attempt to gain information 

is the subject matter of the third verse, and the final verse of the 

narrative tells of his brave attitude to death and his farewell to his 

mother.

The account of the event in 'Boulavogue', as in 'Kevin Barry', is 

concerned with more than the immediate circumstances of the death. The 

whole of Father John Murphy's brief military career, his involvement 

in the Wexford Rising, is summarized. The second verse deals with the 

incident during which the priest first became involved in the fighting 

- an encounter with Lieutenant Bookey's troop of cavalry. The initial 

rebel successes in Wexford are the subject of the following verse. And 

it is only in the first part of the final verse that the circumstances 

of the hero's death are related.
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As in 'Bouiavogue' the account of event or events is typically 

longer and fuller in the nineteenth and eighteenth century ballads.

In ‘The Smashing of the Van1 (1867), a nine-verse broadside ballad, 

elements of narrative occur between verses two and seven inclusive.

I have designated the element of content in verse two, which relates 

the whereabouts of the prisoners to be 'liberated' as an introductory 

element in the course of my analysis of 'introductions' (see above).

The account of the main event of the song, the 'smashing' of the pri

son van and the killing of a guard, leading to the subsequent execu

tions, commences in verse four in which the break is planned. Verse 

five describes the attack on the prison van, and the subject matter 

of verses six and seven concerns the executions.

The original 1798 ballad of 'General Munroe' exemplifies this 

tendency. His previous military career is mentioned - his leadership 

role in the Battle of Ballinahinch - before the description of his 

subsequent flight, betrayal and capture. These events are described 

in some detail in the course of seven verses. In verse four the final 

battle is related, his betrayal for money in verse five, his capture 

in verses six and seven and Munroe's sister's intervention in the 

penultimate verse, the last verse featuring the hanging.

The section of hero-martyr ballads that gives the account of 

events is therefore more variable than the introduction in terms and 

content. This is to be expected; while the elements of content 

necessary to set the scene are relatively uniform, there is conside

rable variation relating to the degree of detail given on the immediate 

death circumstances and also the extent to which events prior to this 

are included. Initially I suggested that such variation could to some
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extent be attributed to the circumstances of the death - Joe McCann 

was shot not during the perpetration of an illegal act, but while walk

ing down the street, Allen, Larkin and O'Brien, 'the Manchester Martyrs' 

were caught in an illegal act, tried, convicted and executed. This is 

not to say that Joe McCann was not involved in 'criminal' activities 

at some previous stage in his career. Margaret Power, author of 'Big 

Joe McCann' was renowned for her singing of another song 'The Battle 

of Inglis' in which Joe McCann played a leading role. 'The Battle of 

Inglis' Bakery' (1972) is not, however mentioned in the song which 

commemorates the death of the 'hero'. In 'Boulavogue* and in 'General 

Munroe' however, previous battles are a feature of the same song in 

which the hero's death is commemorated. And even in those earlier songs 

in which the subject matter is confined to the incident which directly 

preceded the death the description of that event is more detailed and 

longer.

Quite apart, then, from the circumstances of the death, there is 

a discernible tendency for twentieth century songs to be shorter and 

specifically for the narrative element to be reduced. They are less 

concerned to 'tell a tale'. They become songs not ballads. The func

tion of ballads and ballad mongers as bearers of news has become 

redundant in an age of television, radio, telephones, and a literate 

population to which twice daily newspapers are available. Also many 

of the events in the contemporary songs took place within a limited 

geographic area, Belfast and its environs, and news, by word of mouth, 

travels fast.

During the early days of the troubles (1969- ) the population of

Belfast was exceptionally 'news-oriented' - for most people it was
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necessary to listen to the half hourly news bulletins in order to 

plan their day and their future. Another important source of infor

mation was the police radio which most civilian receivers could easily 

pick up. In public places, such as bars, in which televisions or 

radios were installed, conversation ceased during news broadcasts.

In the same situations new-comers into the bar were frequently bearers 

of news about the state of 'the road1, 'the town' or other parts of 

the country about which they may have acquired information. Another 

relevant factor was audience expectation. Tolerance for long ballads 

was limited to an audience considerably more esoteric than the average 

audience to which folk groups performed in that period, which was more 

attuned to the 'popular music' song model. The question of the 

length of the single records (for all but one of the contemporary songs 

analysed were recorded as singles) also affected the length of the song.

Analysis of the Conclusion Section

The conclusion begins at the point where the narrative ceases. 

According to this definition the conclusion of four of the five con

temporary songs coincides with the concluding verse; in the case of 

Margaret Power's 'Big Joe McCann' it consists of the final two verses. 

The conclusion of hero-martyr ballads normally consists of a general 

statement concerning the person and/or event which is the subject of 

the song.

In three of the five contemporary songs (see table 8) the final 

verse takes the form of a direct address to the listener - 'Irish 

people' and 'Irishmen' specifically in the two songs in honour of Joe 

McCann. The listener is requested to think and/or act in response to
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the events related: the thought and action required being respectively 

to remember with honour and pride, and to take up the same cause as, 

the dead hero. That this will be done by Irish people, 'this fighting 

race', is asserted without appeal in the conclusion of Simpson's 

'Ballad of Hugh Coney'(2)The other Hugh Coney song (1)is tbesexception, 

the content of the conclusion being a reflection on the immediate gain 

of the hero who:

Had to die to get away
From that tyrant Merlyn Rees,

and a simple farewell.

With this exception I suggest that the two dominant elements in 

the conclusions of contemporary hero-martyr ballads are: that the 

dead hero shall be remembered with honour, and the idea of the continuity 

of the Irish struggle expressed in the notion that the fight goes on, 

or will go on. The two themes are related in various ways. In table 8 

I have presented a break-down of the conclusions of the eight songs 

under primary analysis. In the case of the Wolfhound's 'Ballad of Hugh 

Coney'(l)I have included 1ines from the song in which these ideas are 

expressed, although they do not occur in the conclusion.

In the two Joe McCann songs the theme of remembrance features not 

only in the conclusion: it pervades each entire song. Each verse of 

the 'Ballad of Joe McCann' contains the notion of remembrance:

We have his name, we'll sing his fame till from this life
we're gone,
O' Irishmen remember well. Staff Captain Joe McCann.

(VI, Is. 1 & 2)

Oh Irishmen remember then, and lift your heads with pride.

(V3, 1.1)
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And in the second verse:

And to the scroll of honours roll, as round his grave we stand 
We proudly link the name today of our own Joe McCann

To enter his name on the Republican roll of honour, is to ensure remem

brance. In Margaret Power's 'Big Joe McCann' the notion of remembrance 

occurs six times in the five-verse song:

On the fifteenth of April, we'll remember that day.
When British soldiers our hero did slay.

(V1, Is. 1 & 2)

At the markets where we loved him, his body was slain.
But we'll always remember our Big Joe's name.

(VI, Is. 3 & 4)

But we will never forget that day
When all Special Branch men we vowed for to slay

(V2 , Is. 3 & 4)

And finally, 'memory' and 'remember' occur in the fourth verse which I 

have defined as part of the conclusion (see table 8).

The 'Ballad of Billy Reid' contains more narrative and less 

reflection. The theme of remembrance is confined to the conclusion.

As in 'Big Joe McCann' it is a loving memory, which resides in the 

heart:

For the blood that he shed and although he lies dead 
In our hearts his memory will last.'

(V4(F), Is. 3 & 4)

And again as in the former song, the expression of the idea implies 

that whereas the dead are normally forgotten, it is not so in case of 

deaths such as this.

The idea of remembering the name, as well as occurring in the 

conclusion of 'The Ballad of Hugh Coney' (W):

We'll Remember Hugh's name and how he died
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permeates the entire song as it is contained also in the last line of 

the chourus,

Hugh Coney we'll remember your name.

Although not part of the conclusion of Simpson's 'Ballad of Hugh 

Coney', the theme is implicit in verse one, in which the name, as in 

the 'Ballad of Joe McCann' is entered onto the 'roll of honour' - in 

this case the names of famed predecessors are cited:

And his name will go alongside of Connolly, Pearse and Tone.

The statement or appeal that the dead hero will be remembered is 

linked to the second element of content, for not only his name, but how 

and why he died is remembered - this is of course the reason why he is 

remembered - 'the cause' for which he died, the fight for freedom.

The continuing nature of the present struggle is affirmed and linked 

to the name in various ways: the martyr is cited as an example for 

others to follow:

And the boys won't forget him no matter how long.
If they follow his footsteps they'll never go wrong

('Big Joe McCann', V4, 1. 4)

If you think he was right come join in the fight
And help to free Belfast.

(Ballad of Billy Reid, V5(F), Is. 2 & 3)

For that same cause for which he died, still calls to you and I.
March forth as men prepared again to make as brave a stand.

(Ballad of Joe McCann, V3(F), Is. 2 & 3)

The notion of the dead martyr as example is less explicit in the con

clusion of Simpson's 'Hugh Coney ballad' in which he is conceived 

rather as typifying the spirit of those who continue to fight, and he 

remains in spirit.

Now his spirit lives on in our fighting race.
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In the Wolfhound's 'Ballad of Hugh Coney', although not part of the 

conclusion, the affirmation that the fight goes on is made in the 

third verse:

But victory will be achieved 
By the felons of our land.

(V3, Is. 7 & 8)

The category 'felons of our land' includes Coney, and others like

him. (For elaboration see pp. 265-267^).

Only in one of these conclusions is the victory after the fight

for freedom directly interpreted as revenge for the dead hero.

Our job's well done, when our freedom's won, then revenge 
for Joe McCann

although a more particular and immediate revenge is planned in 'Big 

Joe McCann',

But we will never forget that day
When all Special Branch men we vowed for to slay.

Revenge as an ingredient among the reasons for continuing the struggle

has, however, many precedents in Irish rebel songs. Confining myself

to examples drawn from hero-martyr songs sung during the troubles

there are two other examples: 'Tom Williams' and 'Ashtown Road*.

Brave Tom Williams we salute you 
And we never shall forget 
Those who planned your brutal murder 
We vowed we'd made them all regret

(V 4)

This ballad also includes the notions of the hero as an example to

others, and that the fight will continue,

Here's a word you Irish soldiers 
If on this path you chance to stray.
Keep in memory of that morn
When Ireland's cross was proudly borne
By a lad who lies within a prison grave

(V 5(F))
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As does Ashtown Road:

But a bullet laid him low 
From the rifle of the foe 
That's another debt we owe 
For Ashtown Road.

But another day shall dawn 
Like that cold December morn 
When a martyr's name was born 
On Ashtown Road.

(V 4 & 5)

Zimmerman, in ‘Irish Songs of Rebellion 1780-1900' (1967) quotes from

the collection Paddy's Resources, Dublin, c. 1798 a song containing

the following lines:

Revenge your millions slain 
Remember Edward's name.

A reference to Lord Edward Fitzgerald, a member of the United Irishmen.

The conclusions of the three earlier songs that I give as comparative 

examples are: the last verses of 'Sean South of Garryowen' and 'Kevin 

Barry' and the latter half of the last verse of 'Boulavogue'. The final 

verse of ‘Sean South' however, includes an element not previously men

tioned, again a conventional element in the tradition in which nostalgic 

reference is made to some beautiful physical aspect of the country, or 

more specifically the hero's place of origin, which is evoked to lyrical 

and romantic language. The theme of memory of the dead is less explicit 

in these songs than in the contemporary hero-martyr ballads. In 'Sean 

South'the device is employed of enter the name on 'the roll of honour', 

Sean joins that 'gallant band' who are known to be remembered and 

honoured. Two of the names cited are the same as those cited in the 

Wolfhound's 'Ballad of Hugh Coney', the third name, Plunkett, which 

substitutes for Connolly refers to Joseph Plunkett who was among the 

sixteen executed heroes of 1916, as were Pearse and Connolly, all three
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were signatories of the Proclamation on behalf of the Provisional 

Government. As in the case of Hugh Coney, I suggest that inclusion 

in such well remembered and revered company implies that Sean South 

too will be remembered. Similarly in the Kevin Barry song, although 

there is no direct mention of the roll of honour, the use of the 

phrase 'another martyr' states that he has joined a category of 

individuals - Irish martyrs - who are, in the knowledge of the 

listeners, known, named and remembered. The notion of memory is 

absent from the ballad written on the subject of Father Murphy, 

although one might argue that honour is implied in the line:

God grant you glory. Brave Father Murphy,

That the fight goes on, or will, or may go on, depending on historical 

circumstances, is more clearly stated in two of the older songs, but 

is totally absent from the conclusion of 'Sean South' but not from the 

song as such. In the second verse the concept 'cause'.

They were fighting for old Ireland's cause
To claim our very own

is indicative of continuity since the cause goes on until freedom has 

been achieved. In 'Kevin Barry' the spirit of the Irish (cf. Hugh 

Coney) cannot be kept down and there are other 'lads like Barry' who 

will fight and die until Ireland is free. In 'Irish Songs of Resis

tance', Galvin, in a brief historical note on yet another Kevin Barry 

song, writes:

His death precipitated scores of his fellow students into the
IRA; he has become the national symbol of martyred youth.

(Galvin 1962:67)

That the notion of continuity of the struggle is expressed more ten

tatively in 'Boulavogue' requires historical explanation. The language
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in which it is expressed resembles closely the expression of the 

same sentiment in the 'Ballad of Joe McCann'.

For that same cause for which he died still calls to
you and I

(Ballad of Joe McCann)

The cause that called you may call tomorrow
In another fight for the green again.

('Boulavogue')

The significant difference is one of tense. Whereas Joe McCann died 

and the song was written at a period when the struggle was very 

evidently continuing, Father Murphy died towards the conclusion of the 

'Ninety-Eight' Rising, but more significantly, P.J. McCall did not write 

the ballad until one hundred years after the event, and thirty-one 

years after the last brief and unsuccessful armed uprising - the Fenian 

Rising. The year 1898 was not a high point in the history of armed 

resistance in Ireland's independence struggle. The long parliamentary 

campaign for Home Rule was continuing, the second bill having been 

defeated by the Lords in 1893. The Conservative victoryin 1895 had 

put an end to any immediate hope. Irish nationalism was expressing 

itself, at that time on a cultural level in the form of such movements 

as the Gaelic League, founded in 1889 to preserve and promote the Irish 

language in Ireland, and the Gaelic Athletic Association, founded in 

1884, the aim of which was to de-Anglicize Irish sports and pastimes.

In such circumstances, McCall's tentativeness is understandable, he 

could not have foreseen that the next 'call' would be heard in his own 

life time - he died in 1919.

The conclusions of earlier ballads, those of the late eighteenth 

and the nineteenth century, reveal some similarities in terms of the



241

two elements identified as dominant in the conclusions of contemporary 

hero-martyr ballads. In 'The Smashing of the Van' (1867) the conclu

sion spans three verses and possibly the final line of the verse pre

ceding these. Twice in those verses the theme of remembrance is 

introduced, firstly, in language which the 'Ballad of Billy Reid' 

appears to echo.

For the blood that he shed, and although he lies dead,
In our hearts his memory will last.

(Ballad of Billy Reid, V5, Is. 3 & 4)

Although they are dead their memory still lives in the 
hearts of Irishmen

(The Smashing of the Van, V7, 1. 4)

and then in the final line of the song,

To keep the memories ever green of the boys that smashed 
the van.

The original 1898 ballad, 'General Munroe' heard during fieldwork lacks

the theme of remembrance. G.D. Zimmerman, however cites a variant in

which the final lines resemble an early 'roll of honour'.

Remember the martyrs who were slain by the foe 
Brave Emmet, Fitzgerald and General Munroe.

The up-dated and more popular version concludes in language comparable

to Margaret Power in her conclusion to 'Big Joe McCann',

All ye good men who listen, just think of the fate 
Of the brave men who died in the year Ninety-Eight.

(General Munroe, final verse)

Neither 'The Smashing of the Van1 nor the original ‘General Munroe' 

contain a clear statement that the fight will go on. In the former 

song one might suggest that it is expressed in the aspiration for the 

future freedom and happiness of Ireland, but there is no implication 

of attainment by means of armed resistance.
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That Ireland may soon be happy boys and from all oppression free,
May the harp and shamrock, stars and stripes be all in unity
May prosperity shine on the Emerald Isles as sure as my name is Dan,
Here's 'cead mile failte'^to the heart of every Irishman.

(penultimate verse)

The up-dated 'General Munroe1 contains a completely new final verse

which includes the following lines.

For poor old Ireland would be free long ago 
If her sons were all rebels like Henry Munroe.

The implication is that Ireland may yet be free, by rebel means. And

in these lines there is the element, familiar in twentieth century songs,

of the hero as example, although conversely in negative form, suggesting

that the song dates from one of the less active periods in the history

of Ireland's violent fight for freedom.

In table 9 I present a breakdown of the elements of conclusions in

a selection of songs on the subject of heroes who died in the 1798

Rebellion. They are derived primarily from written sources, with the

exception of 'General Munroe', two versions of which I heard during

fieldwork. 'Michael Boylan', ‘Billy Byrne of Ballymanus' (1), 'Captain

Doorley on the Boyne' and two of the three variants of ‘General Munroe'

are reproduced in Zimmerman's selection of Irish political songs and

ballads. 'General Munroe' (3) is considerably updated, and was the more

popular at the time of fieldwork. It is also reproduced in 'Songs and

Recitations of Ireland', Book 5, ‘The Wild Geese' (1970), 'Billy Byrne

of Ballymanus' (2) is another 'up-date' published in the 'Tri-Coloured 
5

Ribbon' (1966). For the purposes of comparision, I also include in 

table 9 two other nineteenth century songs sung in the early seventies: 

'The Smashing of the Van' and 1Boulavogue'.

Analysis of the conclusions of the authentic 1798 ballads reveals
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significant differences when compared with nineteenth and more parti

cularly, twentieth century songs. Except in 'General Munroe1 (2) the 

theme of remembrance is embryonic and non-conventionalized where it 

occurs. I noted above the relative modernity of the up-dated 'General 

Munroe', the Billy Byrne ballad is also up-dated and placed more firmly 

in the emerging rebel tradition by the substitution of Irish county 

names for European names in version two. Of the other later songs the 

notion is expressed in conventional, almost 'classic' terms in the 

Fenian 'Smashing of the Van'.

That the struggle is continuous is a sentiment virtually absent 

from the eighteenth century ballads. This is to be expected consider

ing that the definition of the 1798 Rebellion was the first of a series 

of risings to achieve national independence and Republican status was, 

of necessity, a more recent historical construct. Only the final lines 

of 'Captain Doorley on the Boyne' comes near to expressing the notion 

that the fight goes on, and then only implicitly. For this reason I 

substitute for 'the fight goes on' motif, the less specific heading - 

comment on the state of the Irish struggle. Whereas comments on the 

state of Ireland's fight for freedom are absent in the original Billy 

Byrne ballad, the final verse in the up-dated version includes refe

rence to 'Ireland's cause', which dates it, I would suggest, no ear

lier than 1840, and probably much later. The concept 'cause' I have 

argued denoted continuity. 'Boulavogue' comes closest to the 'classic' 

statement of this idea,

The one content element common to the conclusions of all the 

songs listed in table 9, which includes only songs dating from 1798- 

1898, is totally absent from contemporary songs - the appeal for
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religious salvation. It is a typical element of the conclusions of 

many other ballads from the 1798 period. That it was then a predomi

nant element is suggested by the fact that it is the sole element in both 

'Michael Boylan1 and 'General Munroe' (1). Whereas in the majority of 

cases 'mercy' is requested of the lord, in 'Boulavogue', the most recent 

ballads here under analysis, the request that the souls be permitted 

entrance to heaven is accompanied by a request for 'glory'. The ambi

guity inherent in the worldly and spiritual interpretations of 'glory' 

explain my simultaneous inclusion of line 5, verse 4 of 'Boulavogue' in 

columns one and two, for whereas 'glory' need not encompass the idea of 

remembrance,it does include honour.

This particular religious element was retained well into the twen

tieth century, playing a significant part in songs written in honour of 

those who died in the 1940 s, and is particularly elaborated in the 

songs of Brian Na Banban. Whereas 'mercy' is appealed for in the songs 

of the late eighteenth century, with the possible implication of guilt 

on the part of the dead hero, by 1898 McCall is requesting 'glory', and 

by the nineteenth century it is apparent that God fully supports the 

cause. In Brian Na Banban's 'The Boy from Tralee', on the subject of 

Charlie Kerri ns, executed 1st December, 1944, God is requested to 

'strengtthen each true man' to follow Kerri ns' example.

God rest him tonight in the brightness of heaven!
God strengthen each true man to walk where he led.
To raise up the standard of Justice and Freedom,
And win for the living the wave of the Dead!
When the rule of the traitor is ended forever,
And the power of their masters, from sea unto sea,
We'll praise the brave soldier of Phoblacht na hEireann 

Young Cathal 0 Ceirin 6 
The Boy from Tralee

(Songs of the Irish Republic , 1972)
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In the course of the evolution of the conclusion of hero-martyr bal

lads the appeal for religious salvation, predominant in the songs of 

1798, has gradually disappeared and is totally absent from new songs 

of the seventies. Conversely the elements of remembrance and honour

ing of the dead, and the idea of a continuing struggle, embryonic in 

the early ballads, have in the course of the nineteenth and twentieth 

centuries become predominant and stylized.

Hero-Martyrs Who Have Died Outside Ireland

The 'Ballad of Michael Gaughan', the sixth of the contemporary

hero-martyr ballads sung in Belfast clubs in the 1970 s, differs

from the other songs analysed with regard to the conclusion. It is a

two verse song with a chorus. The elements of introduction occur at

the beginning of each of the two verses:

My name is Michael Gaughan 
From Ballina I came

(VI, Is. 1 & 2)

My body cold and hungry 
In Parkhurst jail I lie

(V2, Is. 1 & 2)

Similarly the 'account' elements occur in each of the two verses:

I raised the flag in England 
Prepared to fight or die

(VI, Is. 5 & 6)

For loving of my country 
On hunger strike I die

(V2, Is. 3 & 4)

I define the conclusion as the last four lines of verse two.

It contains neither of the elements typical of the other contemporary
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hero-martyr ballads, but a specific request that his body be returned

to Ireland, to his country of origin.

I have just one last longing 
I pray you111 not deny 
Bury me in Mayo 
Beneath an Irish sky.

That this element is the primary message of the song is suggested 

by the fact that the chorus reiterates the same appeal: 'Take me home 

to Mayo...' and as in the use of other contemporary songs in this cate

gory with choruses, it is sung not only after each verse, but also 

before the first verse.

Despite the fact that I have defined the specificity of hero- 

martyr songs structurally in terms of a conclusion involving two content 

elements other than this, I would argue that this song is a hero-martyr 

ballad. It belongs to a sub-category concerned specifically with 

patriots who have died in a foreign country, in most cases England, 

defined by Republicans as such. A predominant theme in such circumstan

ces is this fact, often linked to the desire that the body be returned 

to Ireland for the final resting place. Michael Gaughan is therefore 

comparable with Terence MacSwiney who also died on hunger strike in an 

English Prison, Brixton, in 1920 and Sir Roger Casement, hanged in 

Pentonville Prison on 3rd August 1916.

The final verse of the original 'Banna Strand' refers to these cir

cumstances of the death.

Twas in an English prison that they laid him to his death 
I'm dying for my country he said with his last breath 
He's buried in a prison yard far from his native home 
The wild waves sing his requiem on the lonely Banna 
Strand. (Galvin 1962:58)

In an updated version written after Casement's final wish to be 

buried at Murlough Bay, Co. Antrim was granted, a new final verse was

added:
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They took Sir Roger home again
In the year of '65
And with his comrades of '16
In peace and tranquil lies
His last fond visit, it is fulfilled
For to lie in his native land
And the waves will roll in peace again
On the lovely Banna Strand.

(Irish Songs of Resistance, Vol. 1 nd:18)

Terence MaSwiney's wish was more spiritual version of the same

theme. The final verse of 'Shall my soul pass this old Ireland',

reiterates the theme dominant in every proceeding verse.

With his heart pure as a lily.
And his body sanctified.
In that dreary British prison.
Our brave Irish rebel died.
Prayed the priest that wish to grant,
As in blessing raised his hand,
0, Father, grant this brave man's wish.
May his soul pass through Ireland.

(Ibid.:42)

OTHER ELEMENTS OF CONTENT

In this section I consider certain other content elements 

characteristic of hero-martyr ballads and songs which occur some

what more randomly in terms of the total song structure. Frequently 

included in these songs are: some comment on the personal qualities 

of the hero, and, if relevant, of his companions and the organization 

in which they are involved, some comment on the character!sties of the 

enemy, and the reason why the hero and/or his companions have fought 

and died.

Bravery is the quality most frequently attributed to the hero, 

and where relevant, to his companions, or to the organization of which 

he or they are members. In Table 10 I present the relevant lines from
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the eight songs under primary analysis. In some cases there is little 

elaboration, the adjective 'brave' simply preceding the hero's name: 

'brave Billy Reid', 'brave Father Murphy' or 'my brave one' (Hugh 

Coney (2)), and 'a man who was young yet so brave' (Hugh Coney (1)). 

Companions are also brave or gallant: 'that gallant band' (Sean South 

of Garryowen), 'brave companions' (Kevin Barry), and the IRA is 'bold' 

(ballad of Billy Reid). So too are their actions:

March forth as men, prepared again to make as brave
a stand. (Ballad of Joe McCann)

and in 'Sean South of Garryowen' the plan 'is daring'. Kevin Barry's 

bravery is expressed in negative form - 'Lads like Barry are no 

cowards'. And Billy Reid is described as a fearsome adversary. Table 

10 also includes the cases in which the hero is specifically desig

nated 'hero' and/or 'martyr'.

The principal characteristics of the enemy in these songs are 

cowardice and dishonourable behaviour, their occurrence is noted in 

Table 71. In 'Hugh Coney' (W) the enemy is described as 'cowardly 

Britishers' and in the other Hugh Coney ballad 'a coward's bullet 

rang out in the dark', 'cowardly yeoman'are Father Murphy's enemy in 

'Boulavogue'. The line included from 'Big Joe McCann' may be inter

preted as implying cowards - 'when all soldiers ran'. By dishonour

able behaviour on the part of the enemy, I refer to what nowadays 

might be viewed as breaches of the Geneva Convention. The enemy is 

accused of murder ('Big Joe McCann', ‘Hugh Coney' (S) and 'Kevin 

Barry'), of shooting an unarmed man (Ballad of Joe McCann) without 

warning (both Hugh Coney ballads). Disrespectful treatment of the 

corpse is alleged ('Billy Reid', 'Hugh Coney' (S)), and torture 

('Kevin Barry'). A feature evident in two songs is the comparison of
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the enemy in question with past aggressors. In 'Billy Reid' British 

soldiers are described as 'huns1 and in 'Hugh Coney' (W) the compari

son is with the Black and Tans. (See table 11).

Of the two characteristics mentioned above, the latter is more 

characteristic of the rebel song tradition in the sense that bravery 

is a quality which rebels share in common with many other kinds of 

heroes. It might better be understood as one of those 'stock' 
adjectives characteristic of oral transmission in general.^ The 

nature of the reason for fighting and dying is however the defini

tive characteristic, not only of hero-martyr songs but of rebel 

songs in general. I have not distinguished between reasons for 

fighting and reasons for dying because they are seldom distinguished, 

and frequently are united, in the texts, for example:

For Ireland's freedom we fight or die (Boulavogue).

In table 12 I have categorized the reasons given in the eight songs, 

under the headings 'for Ireland', 'for Ireland's freedom' and 'for the 

cause'. They are general and simple, a point noted by Zimmerman as 

typical of hero songs of the last quarter of the nineteenth century.

They are seen to be fighting for an ideal which is formula
ted in a much simplified way ... Their programme is 
summarized as 'the wish to free their country', 'save 
their native land', 'raise the flag of freedom' or more 
clearly 'break the connection with England.

(Zimmerman 1967:66)

'The cause' in 'Kevin Barry' is specified as 'the cause of liberty', 

often, however, as in the oher songs in column three, it is unspeci

fied, the author relying on the listener's taken-for-granted knowledge. 

The absence from Margaret Power's 'Big Joe McCann of a clear statement 

of the reason for the hero's death (and life in active service) is a
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major exception. In table 131 present in summary the frequency and 

nature of the reason given for fighting and/or dying in the twenty- 

three hero-martyr ballads heard in performance during fieldwork, 

including the original and the up-dated version of 'General Munroe1 

which brings the total to twenty-four. The chronological ordering 

of the songs is based upon the approximate date of the song's com

petition, not with respect to the date of the death of the subject.

In order to take in all reasons given for fighting and/or dying five 

further categories have been added: 'for love of Ireland', 'in answer 

to the call', 'for hatred of England', 'in response to Ireland's suf

fering' and 'in response to Ireland's history of heroes'.

Reasons such as those for participation in the struggle are

numerous in rebel songs and are for the most part self-explicit,

'the cause' and ‘the call' require some explanation. 'The cause'

occurs as a reason as such in many songs, in some instances the

meaning is made more explicit: 'Ireland's cause1 (Sean South), 'their

country's cause' (The Smashing of the Van), 'the cause of liberty'

(Kevin Barry) or 'the cause of long down-trodden men' (Kelly of

Killane). The use of the concept in song appears to date from about

he period of the Fenian movement.

These martyrs to their country's cause a sacrifice was 
given.

(The Smashing of the Van, 1867)

My curse attend the traitors false who did our cause 
betray.

(O'Donovan Rossa's Farewell to Dublin, c.1865)®

But on the cause must go.

(God Save Ireland, 1867)
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TABLE 13(Continued)

General Munroe

All ye good men who listen just think of the fate 
of the brave men who died in the year ninety eight 
For poor old Ireland would be free long ago 
If her sons were all rebels like Henry Munroe.

(V8)

Ashtown Road

British bullet laid him low/from a rifle of the foe 
Thatsanother debt we owe/for Ashtown Road.

(V4)

But another day shall dawn 
Like that cold December morn 
When a martyrs name was born 
on Ashtown Road.

(V5)

Kevin Barry

Another martyr for old Ireland 
Another murder for the Crown.

(V5, Is. 1 & 2)

Ireland Divided

Twas for that call that Joe McKelvey died 
Died as a martyr, dead but shall never die.

(V2, Is. 3 & 4)
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It was a term in use in written, and probably spoken language during 

that period.

I am ever ready to do my utmost to promote the cause and 
acquire the reality of nationality ... but I don't believe 
that the Saxon will ever relax his grip except by the 
persuasion of cold lead and steel. 9

And from a letter of James Stephens, one of the Fenian leaders, in which

he is introducing John O'Leary to American Fenians:

... the highest possible courtesy, respect and even deference, 
as my representative; and through me, the representative of 
the Irish cause. 10

The usage of the term in common parlance seems to have preceded its use 

in song - in the radical newspaper 'The Irish Tribune', 1st July 1848, 

a letter calling for a halt to apathy contained the following which 

bears a striking resemblance to several of the elements of the song 

tradition.

Ever keep before your mind the GREAT CAUSE ... Think of 
of those great victims whose names, still unappeased, 
cry out for vengeance - FITZGERALD, EMMET and TONE.
Think of MITCHEL ... Think, think and BE COURAGEOUS.

(Kee 1976, Vol. 1:273)

Associated with the concept 'cause' is a physical force solution to 

Ireland's problems.

The use of 'the call' like 'the cause' relies on a taken-for-

granted knowledge on the part of the listener, it is essentially 'the

call to arms' ('The Boys of the Old Brigade' c. 1974). That the

occurrence of 'the call' as a reason for joining in the fight appears

to be limited to the period 1922-1942 (see table 8) is misleading,

for there is a close relationship between 'the cause' and 'the call',

it is either Ireland who calls, or 'the cause'.

He who in the flower of manhood 
Proudly answered to her (Ireland) call.
(Brave Tom Williams)
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And

Ireland divided never shall be free,
Ireland divided calls to you and me.
To hear her call would fill your eyes with tears,
Hear her calling, calling for volunteers.

(Ireland Divided)

'The Cause' 'calls' or 'may call' in two of the songs which have 

received detailed analysis, one, 'Boulavogue' dating from 1898 and 

the other contemporary 'Ballad of Joe McCann' (c. 1972).

DISCUSSION OF MAJOR CONTENT ELEMENTS IN HERO-MARTYR SONGS AND BALLADS

In table 131 indicate the frequency in the twenty-four songs, of 

the occurrence of seven of the major elements of content discussed 

above; the idea tha fight goes on or will, or may go on, the reason 

for fighting and/or dying, comments on bravery or similar qualities 

in the heroes, comrades and organizations, derogatory comments on 

enemy characteristics, the designation of the subject of the song as 

'hero', and as 'martyr' and the notion of remembrance, we will or we 

do remember. In the final column I have included as definite instan

ces of the idea of remembrance those songs ('Sean South' and ‘The 

Ballad of Hugh Coney') in which the hero's name is entered on the 

'roll of honour'. In the cases in which I have suggested that the 

idea is implicit I cite the line or verse reference upon which the 

classification is based.

Enumeration of the number of elements per song reinforces some of 

the points made above. Songs which include fewer of the enumerated 

characteristics (1 and 2) are those which I have categorized as belong

ing to a subsection within hero-martyr ballads, those on the subject of 

heroes who have died in England and their desire to be buried in their
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native land.

The authentic 1798 song, 'General Munroe1, also exhibits rela

tively few of the listed traits best explained in evolutionary terms, 

the full 'formula' had not yet evolved. That this is the case is 

confirmed, I would suggest, by the fact that the more commonly sung 

version of the song is an up-dated one. I noted above that the new 

version is shorter, much of the narrative of the earlier ballad is 

omitted and there are two additional verses. In the original I have 

suggested that the reason for fighting and/or dying is implicit, a 

categorization based on the following verse.

Long life to Lord Moira, and long may he reign.
We fought the last battle within his demesne;
May liberty and freedom thro' this nation flow,
And the tyrant did suffer for General Munroe.

(V4)

This verse is one of those omitted in the up-dated version and a new

verse is included in which the reason for fighting and dying is

expressed in the conventional language of the late nineteenth and

twentieth century song tradition.

Oh I died for my country as I fought for her cause.
And I don't fear your soldiers nor yet heed your laws.
And let every true man who hates Ireland's foe,
Fight bravely for freedom like Henry Munroe.

(V5)

In the up-dated version a new verse also replaces the original conclu

sion which featured a plea for religious salvation. Although the words 

'memory' or 'remember' are absent, the new conclusion, reproduced below, 

again places the hero more fully in the later tradition.

All ye good men who listen, just think of the fate 
Of the brave men who died in the year NinetyEight.
For poor old Ireland would be free long ago 
If her sons were all rebels like Henry Munroe.

(V8)
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The preponderance of relatively less designated characteristics in 

the songs written around the turn of the eighteenth/nineteenth century 

seems primarily related to the absence of two elements; the fight 

goes on, and the idea of remembrance. In my discussion of 'Boulavogue' 

above I suggested historical reasons for the tentativ eness of McCall's 

suggestion that 'the cause' may call again. One might suggest that it 

is the same factor which accounts for the absence of the 'fight goes 

on' motif in several of the songs dating from the same period. The 

clear statement of the sentiment in the earlier 'God Save Ireland'

(1967) discounts an evolutionary explanation. The absence of the notion 

of remembrance can be explained, I suggest, by the fact that these songs, 

more than any of the other hero-martyr songs, are in fact songs of 

remembrance, they are evoking events and characters from about one 

hundred years before whereas a majority of the other hero-martyr songs 

were written soon after the event which is their subject matter.

DISCUSSION OF CHARACTERISTICS AND EVOLUTION OF HERO-MARTYR BALLADS AND 
SONGS WITH SPECIAL REFERENCE TO THE WORK OF G.D. ZIMMERMAN

On the basis of this analysis, and of the analysis of structure above, 

I would suggest that while there are some features which relate the con

temporary hero-martyr ballad to a tradition going back as far as the 

1798 Rebellion, the main characteristies derive from about the time of

the Fenian 1859- movement. In table 13the songs which conform to the

11'formula' most closely in terms of the elements specified, are God 

Save Ireland1 which contains six out of seven and 'The Smashing of the 

Van' dating from the same period, contains five, the same high propor

tion as characterizes all the contemporary ballads with the exception of 

‘Michael Gaughan'.
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In distinguishing the Fenian period as a kind of watershed in 

the evolution of hero-martyr ballads, I find myself in general agree

ment with G.D. Zimmerman who notes, in the latter third of the nine

teenth century, the emergence of a new type of hero.

On the whole, the bold outlaws, the angry farmers, and 
executioners of traitors who had appeared so frequently 
as ballad heroes in former days, were replaced by another 
type of protagonist, no doubt revealing a progress in 
popular political consciousness; the idealistic rebel 
whose revolt is both generous and controlled. Such men 
had existed since the days of Wolfe Tone, but their 
importance in popular literature grew during the last 
third of the nineteenth century.

(Zimmerman 1967:66)

Zimmerman characterizes heroes of this period as fighting for an ideal 

formulated 'in a much simplified form' (see tablel2 ). Other charac

teristics are made evident in the following quotation:

The example of those who preceded them are repeated in a 
litany like the names of saints. An almost inevitable 
element is that they have been betrayed ... Rebels of this 
type often insist, in the ballads, on the fact that there 
is no blood on their hands ... Their only avowed 'crime' 
is their patriotism ... Of course they refuse to save 
their lives by turning informers, and may express their 
sorrow at parting from their friends and family. The 
ballads can turn very sentimental when the saintly- 
looking hero bids farewell to his mother or his sweet
heart, but he will usually show undisturbed courage.
The entrance of the mother at some stage of the story 
is liable to suggest the idea of Ireland grieving over 
her dead. And it may also enhance the notion of martyr
dom with a representation of the fourth station of the 
cross; Jesus meeting his afflicted Mother, or of the 
Mater Dolorosa sorrowing for the passion of her Son.
These implications, however, are very subdued.

(Ibid.:66-67)

In my own analysis my primary concern has been to elicit what is con

stant in hero-martyr ballads over a period considerably longer than 

that analyzed by Zimmerman. Several of the features that he noted 

would emerge, or be submerged, in my treatment of the narrative sec

tions of ballad above. Certain of the elements in Zimmerman's
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typification of late nineteenth century hero songs are more constant

over time than others in the hero-martyr ballad tradition. The reason

for fighting and/or dying, Zimmerman's 'ideal formulated in much

simplified form', I have described as one of the definitive elements.

And the 'litany1 of past heroes is a recurring element over time,

although featuring in only three of the songs under analysis. (See

cnapter 9 ). Many of the other elements are historically specific,

either in terms of rebel songs, or more often in terms of general

literary conventions and ideology of the period. Zimmerman in fact

makes this point concerning 'betrayals':

death through treachery seems to enoble them, as 
is the case with most folk heroes.

(Ibid.:66)

And on the subject of the Mater Dolorosa implication he writes:

Most of the ball ad-rhymers who resorted to this theme 
were merely thinking of the emotional attractiveness 
of their texts.

(Ibid.:67)

The conventional element of 'farewells' and 'betrayals' occur in 'Bold 

Robert Emmet', Kevin Barry bids farewell to his 'broken-hearted mother' 

and the 1798 ballad, 'General Munroe' contains both characteristies. 

Overviewing the songs from that period c. 1798 up to the period of 

fieldwork in the early 1970 s, it appears that both of these elements 

occurred more frequently in the late eighteenth and nineteenth century, 

they are virtually eliminated from later songs. The 'mother' motif 

occurs in the songs under analysis only in ‘Kevin Barry' which is also 

the only song to include the refusal to 'turn informer'. These four 

elements are absent from the hero-martyr ballads of the seventies.

Zimmerman's equation of the claim that there was 'no blood on their 

hands' and the claim that their 'only crime is their patriotism' is
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more pertinent to my analysis and requires some discussion. The 

clearest statement of the latter half of the equation is:

My crime was the love of the land I was born in.

(Bold Robert Emmet)

And of the former in ‘O'Donovan Rossa's Farewell to Dublin' (Zimmerman

1967: Song 70), a song not sung in the seventies,

I robbed no man, I shed no blood, though they sent me to jail. 
Because I was O'Donovan Rossa, a son of Granuwale.

And in another ballad on the subject of the 'Manchester Martyrs',

again, not one of those sung in tne seventies, there are the following

1ines:

John Allen, Gould and Larkin, to Ireland did belong.
Their friends all did wish them well and saw they did 
no wrong.

(A Lamentation on Allen, Larkin and O'Brien, Zimmerman 
1967: Song 73)

It is in the latter song excerpt that the solution to the apparent 

contradiction lies; in the eyes of the supporters of the cause, 'their 

friends', they were neither guilty of murder nor manslaughter (for 

there was and is controversy concerning this point, in 'The Smashing 

of the Van' the death of the policeman is claimed to be accidental) 

because of the reason for the action - Ireland's cause. It is the 

issue of political or military status. In the fight for freedom, 

violence against the enemy is a crime only in the perceptions (and 

laws) of the enemy. Robert Emmet's claim that his crime was the love 

of the land he was born in cannot be interpreted as a claim that there 

was no blood on his hands, these heroes are written about not because 

they died, but because they fought and died. And certainly, to those 

listening and singing in the seventies, an activity undertaken 'for 

love of one's country' and defined as ‘a crime' by the authorities.
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implies a violent act, but one which is considered non-criminal in 

the eyes of those who share the protagonist's political views. 

O'Donovan Rossa's claim is factual; as business manager of the Fenian 

newspaper, the 'Irish People', he was arrested and imprisoned before 

the actual rising.

That violence on the part of the rebels is legitimate violence 

against 'tyranny' or 'the foe' or 'England's hated rule' is for the 

most part, implicit, it is assumed that the listener share this 

taken-for-granted knowledge. In two of the songs sung in the seven

ties, however, the issue is explicitly raised. Kevin Barry requests 

that he be treated as a soldier, not as a common criminal.

Why not shoot me like a soldier 
Do not hang me like a dog,
For I fought to free old Ireland,
On that bright September morn.
All round that little bakery,
Where we fought them hand to hand 
Why not shoot me like a soldier 
For I fought to free Ireland.

And in the later 'Patriot Game' (c. 1957) Dominic Behan explains the 

justification:

I don't mind a bit if I shoot down police 
They are lackeys of war never guardians of peace.

(Ireland Sings 1973: 101)

In the course of the nineteenth century the state's definition of the 

rebel as 'felon' was taken into the language of the song tradition and 

made glorious by Arthur M. Forester, composer of 'The felons of our 

Land':

Let cowards mock and tyrants frown 
Ah, little do we carel 
A felon's cap is the noblest crown 
An Irish head can wear.

Tne phrase is used in the Hugh Coney Ballad (2) c. 1974.
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But victory shall be achieved 
By the felons of our land.

Certainly in most of the ballads of, or about, the 1798 Rising, vio

lence or military activity is described as glorious and gory:

Twas at Slieve Kiltha our pikes were reeking 
With the crimson stream of the beaten foe.

(Boulavogue)

And in the nineteenth and some twentieth century songs the narrative 

usually contains an account of the violent incident involved. With 

the twentieth century tendency to reduce the narrative element, less 

time is devoted to descriptions of the hero's violent exploits - if 

such they are - this being particularly the case in the execution 

ballads, the main themes being those outlined in table 13. But it 

is difficult to interpret the trend as a 'glossing over' of the vio

lence which may have brought the protagonist to his prison cell. 

Particularly when in hero-martyr ballads in commemoration of heroes 

killed in action the subject is treated fully. Especially since the 

emergence of the IRA the hero killed in action tends to be a hero with 

a gun. Only Billy Reid, of the four contemporary heroes mentioned, 

died in action:

His position was dire when his gun wouldn't fire,
So he died with that old Thompson gun.

(The Ballad of Billy Reid)

Another 'gun-man' hero in this group of songs is Martin Savage:

Young Savage unafraid 
with gun and hand grenade 
Attacked them undismayed 
On Ashtown Road.

(Ashtown Road)

Taking into account the songs of the Rising of 1916, Zimmerman examines 

two further themes of rebel balladry which he considers particularly
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important at that time, and both of which I consider to be central 

to the hero-martyr genre; the cult of the dead hero, and the glori

fication of martyrdom. The former theme he relates to the idea of 

'the memory of the dead' which he demonstrates as having appeared 

already in the songs and oallads of the United Irishmen. Its 

particular association with 1916 stems from its emphasis in the 

ideology of the leaders of 1916, especially in the writings of 

Padraic Pearse who defined patriotism as being in large part 'a 

memory of heroic dead men and a striving to accomplish some task 

left unfinished by them.1 (Pearse nd:66). A definition which might 

equally be applied to the conclusion of hero-martyr ballads - we 

will remember the hero (and past heroes - roll of honour) and the 

cause (task) for which he fought and died (left unfinished) will be 

continued. Zimmerman again cites as characteristic of songs of this 

period 'the roll of honour', although in an elaborated form.

A popular type of text consists of a parade of the favourite 
martyrs, each stanza being devoted to a different hero.

(Zimmerman 1967:70)

The theme of glorification of martyrdom in the songs and writings of

the 1916 period is dominated by the blood-sacrifice ideal - an ideal

shared by many of the leaders, but expressed in more startling terms

in the political writings of Pearse:

Bloodshed is a cleansing and sanctifying thing and the 
nation which regards it as the final horror has lost its 
manhood. There are many things more terrible than 
bloodshed; and slavery is one of them.

(Pearse nd:99)

It will take the blood of the sons of Ireland to redeem Ireland. 

(Quoted in Le Roux 1932:175)
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Zimmerman demonstrates from the songs and writing of the period the 

parallel drawn between the hero's sacrifice and that of Christ's.

A willingness to die is integral to such a perception of martyrdom.

He writes:

We are thus led to the most extraordinary family of 
rebels celebrated in Irish ballads: the voluntary 
martyrs who gladly lay down their lives so that the 
'cause1 might live.

(Zimmerman 1967:70)

As illustrations he cites three songs all of which were sung during 

my fieldwork period: 'Bold Robert Emmet' who 'will die with a smile', 

'Roddy McCorley' who 'goes to meet the martyr's fate with proud and 

joyous mien', and 'Kevin Barry' who 'to death walked softly smiling'.

Certainly this latter characteristic was novel and limited to the 

songs of that period - the early twentieth century. Although all sub

sequent twentieth century heroes face death bravely (unlike some of 

the late eighteenth century heroes), the 'smile' has gone. The defini

tion of the death as martyrdom however, has been a characteristic made 

explicit intermittently in songs since the Fenian period. (See table 

12). And the martyrs have been glorified, honoured and remembered not 

only in song 13. Death in the ballads is a positive event: at the core 

of hero-martyr ballads is the bringing together of the ideas of remem

brance of death and the continuing nature of the struggle to which the 

martyr's death has contributed in various ways, as an example to others, 

or as a death that must be avenged. These are essential elements of 

the conclusion. A martyr's death is not an ending, it is an interme

diate point, ised as a vantage point from which the past may be surveyed, 

not simply the heroe's life, but also the lives and deaths of past heroes, 

from which lessons may be drawn, and at the same time the future struggle
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and ultimate victory may be anticipated. The martyr lives on, (Joe 

McKelvey, 'Ireland Divided') at least in memory, and his memory incites 

others to take up the struggle, an idea common to many songs but par

ticularly elaborated in Dominic Behan's 'Patriot Game'. There is power 

in death. In this sense the ideas implicit in the 1916 ideal of blood 

sacrifice may be said to be present in the tradition up to the present 

time.

While death, when it occurs is interpreted positively, in the 

contemporary songs under analysis there is no hint of death being 

embraced, or even of it being interpreted as a good or necessary thing 

in itself. This is not to say that songs espousing the blood- 

sacrifice ideal were not written after the 1916 period; Zimmerman quo

tes the following lines from a song written in 1957:

Their lives they gave that Ireland might be free -
Red blood to feed the flame of liberty.

(In Memory of Two) (Zimmerman 1967: 72)

But the songs chosen, from the rebel song tradition, to be sung during 

the early seventies did not, for the most part, contain this type of 

imagery. There is a certain potency about 'the blood' of Billy Reid:

For the blood that he shed, and although he lies dead
In our hearts his memory will last.

The bloodshed ensures remembrance, as does the blood of Hugh Coney 

whose 'life's blood flowed away', a line followed by the chorus which 

pledges remembrance. Remembrance is the concept which mediates between 

death (blood and ultimate victory (liberty), if, in the hero-martyr 

ballads sung in the seventies, 'blood' feeds 'the flame of liberty' it 

is via remembrance, the memory of the death (blood) and all that that 

connotes which feeds the flame.
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The parallel between the hero's martyrdom and that of Christ's, 

although continuing as a feature of some rebel song up until the 

1950's, has disappeared completely from songs written in the seven

ties. Only one from the total body of rebel songs collected from 

performance contains the theme - the very popular song about a Bel

fast IRA man from the 1940 s, Tom Williams:

Keep in memory of that morn.
When Ireland's cross was proudly borne 
By a lad who lies within a prison grave.

The theme of the memory of the dea, although in evidence in 

songs since the late eighteenth century, was made the main subject 

of a song, by John Kells Ingram, as early as 1843, a song which is 

still sung. The perception of the dead patriots of 1798 as examp

les, a characteristic which I hope to have established as typical of 

the hero-martyr genre, is clearly stated in the conclusion.

Then here's to their memory - may it be
To us a guiding light
To cheer our strife for liberty
And teach us to unitel
Through good and ill be Ireland's still
Though sad as their's our fate;
And true men, be you men,
Like the men of Ninety-Eight'

(The Memory of the Dead)

In the increasingly shorter ballads of the twentieth century, the 

diminution of narrative has been accompanied by a corresponding 

increase of emphasis on memory to the extent that it has become, in 

the songs of the seventies, the dominant feature. What in earlier 

ballads was the subject matter of the conclusion, has become in con

temporary hero-martyr songs, the main subject matter of the whole 

song. This trend, I believe, accounts for the initial occurrence 

of the idea in the Introduction of four of the contemporary hero- 

martyr ballads - see table 7.



By means of analysis of hero-martyr ballads which constitute 

a considerable proportion of the total number of rebel songs heard 

in performance during the fieldwork period, I hope to have demonstra

ted their relationship to one another despite the time which separates 

the periods of their composition and despite the deliberately limited 

sample, to have demonstrated something of the evolving nature of the 

tradition of hero-martyr ballad writing, and to have suggested impor

tant characteristies of the genre (table 13) which I date from the 

latter part of the nineteenth century. In the course of writing I 

have made passing reference to linguistic parallels between songs.

As content evolved, so did language, but linguistic analysis would 

reveal the recurring use of 'stock' phrases. In Appendix I note 

some linguistic 'echoes' from earlier songs which recur in the hero- 

martyr ballads of the 1970 s.

The elements of content which I have designated most typical of 

this genre, I suggest, are also the typical content elements of rebel 

songs in general, a fact which will emerge in the course of discus

sion and analysis of non-hero martyr rebel songs.
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CHAPTER 5 

NOTES

1. The performance event will be described and analysed in detail 

in chapter 6-10.

2. 'From the point of view of audience participation too, repetition 
can be important. In antiphonal forms, refrains, choruses, or 
direct repetition of a leader's lines, repetition offers an 
opportunity for an audience to take part with ease in the act of 
performance to a degree not possible without some measure of 
repetition.' (Finnegan 1977 p. 129).

3. For examples see Georges-Denis Zimmerman, Songs of Irish Rebellion 

Political Street Ballads and Rebel Songs 1780-1900 (Dublin, Allen 

Figgis, 1967).

4. Cead Mile Failte. See chapter 4, note 9.

5. Georges-Denis Zimmerman, 1967.

Songs and Recitations of Ireland: The Wild Geese, Book 5 

(Cork, CFN, 1973).

The Tri-Coloured Ribbon: Rebel Songs of Ireland (Dublin, Walton 

Publications, Ltd, 1966).

6. Phoblacht na hEireann - literal translation is People of Ireland, 

actually means The Irish Republican Army.

Cathal O'Ceirin is the Irish form of Charlie Kerri ns. See 

Appendix 7

7. For general discussion of characteristics of oral poetry relevant 

to the songs analysed in this thesis, see Ruth Finnegan 1977.

8. O'Donovan Rossa's Farewell to Dublin c. 1865 reproduced in Zimmer

man 1967 (see above), Song 70.

9. Extract from The Clare Journal, 14th March 1859 in Robert Kee,

The Green Flag, 3 Vols., Vol. 2, The Bold Fenian Men (London:

Quartet Books, 1976), p. 4.
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10. Ryan, The Fenian Chief, cited in Robert Kee, Vol. 2, p. 15.

11. The term 'formula' has become associated with A.B. Lord's 

work on oral poetry, 'oral formulaic approach', however the 

term is used more generally and often occurs in the literature 

on popular music, see for example, Graham Vulliamy in Shepherd 

et al 1977, p. 188.

12. In December 1919, the authorites began to recruit for the police 

force in England as well as in Ireland. The need to recruit 

outside of Ireland was a result of the continuing campaign 

against the police, which had greatly reduced manpower. The 

name 'Black and Tan' derived from the khaki uniform that the 

English recruits wore because of a shortage of the traditional 

bottle green uniforms of the Royal Irish Constabulary.

13. Those who died 'for the cause' were commemorated in many other 

ways. Immediately after their death flowers or a cross might 

be laid to mark the spot and later a little shrine. Sometimes 

the spot, that is the place of death, was marked more durably 

with a wall plaque. Other long term means of commemoration inclu

ded the naming of clubs and street names after the dead 'freedom 

fighters' and the institution of annual days in their honour.
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CHAPTER 6

THE FOLK REVIVAL IN BELFAST

This chapter presents yet another public context for the performance 

of 'rebel songs', as in the previous cases discussed they did not play a 

central or particularly significant role within the context of the total 

event. Whereas the revival at the end of the nineteenth century focused 

on selected aspects of Irish culture, one of which was Irish music and 

song, the folk revival which occurred in Ireland in the late 1950s and 

1960s was not, at the level of appearances, a national or nation- 

oriented phenomenon; it was part of a wider youthful and protest-oriented 

movement which was occurring in Britain and the United States of America.

I suggest that to the extent that they emerged into public performance, 

rebel songs functioned as 'folk songs'.

A brief politico-historical introduction establishes the relative 

peace in Northern Ireland in the 1960s and the apparent attempts to improve 

relations between Catholics and Protestants. The emergence of the folk 

revival is described and the novelty of the 'folk club', is stressed by 

comparison with the older origins of the existing organizations for pro

moting Irish music, and the 'session'. Particular attention is paid to 

the extent and the type of Irish song sung in the context of the revival.

In the central section of the chapter I attempt to characterize 

'folk culture' by distinguishing it from 'popular culture* primarily by 

means of models of performance type constructed on the basis of observa

tion. I distinguish 'folk club' and 'session' as characteristic of 'folk 

culture', 'concert' and 'cabaret' as characteristic of 'popular culture*. 

These distinctions are important because in subsequent chapters I argue

275
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that 'rebel song1 and to some extent folk music in general shifted from 

the former category to the latter.

The next major section of the chapter attempts to reveal the speci

ficity of the folk revival in Belfast, mainly by means of distinguishing 

it from the folk revival as it occurred in England. Material on the 

folk revival in England is derived from secondary literary sources and 

from personal experience of folk clubs in London in the 1960s. The 

differentiating factors are a consequence of some of the basic underlying 
tensions and contradictions^ of Northern Ireland's social, political and 

economic structure and it is a discussion of these issues as manifested 

in the context of the folk revival which concludes the chapter. Inclu

ded also is discussion of a contradiction implicit in the notion of 

'folk' as it emerged in the context of nineteenth century European 

nationalism. It raises an issue central to this thesis. The problem 

of the difference between 'folk' and 'people', working-class people.

POLITICAL CLIMATE IN THE 1960s

The IRA campaign of 1957-62, confined as it was to rural and pri

marily border areas, scarcely affected the city of Belfast. On February 

26, 1962 the campaign was formally ended, the order to all units to dump 

arms and move back having been given. In a public statement 'To the 

Irish People' the leadership of the Resistance Movement blamed the 

people for not supporting them.

The decision to end the Resistance Campaign has been taken in 
view of the general situation. Foremost among the fac
tors motivating this course of action has been the attitude 
of the general public whose minds have been deliberately dis
tracted from the supreme issue facing the Irish people - the 
unity and freedom of Ireland. (Bowyer Bell 1979:334).
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The campaign in fact had begun to peter out by late 1958 by which time 

al most all the army council were jailed or interned in the South. And 

the lack of support of the northern Nationalists was evident in the Octo

ber 1959 Westminster election results (Farrell 1976:220). With at that 

time no policy other than physical force the IRA collapsed. All the 

Republican organizations had shrivelled except the National Graves 

Association, 'which when all else failed could still put on a good 

commemoration'(Bowyer Bell 1979:338). since the campaign ended the 

Republican movement had given little evidence that a clear and present 

military danger to Dublin or to Stormont existed. On both sides of the 

border life went on normally, without anyone taking much notice of the 

desires and aspirations of Republicans. Even the Unionist party, so 

skilled at marshalling Protestant support on the border issue, was 

unable to make enough capital out of the crisis to resist inroads on 

its vote by the Northern Ireland Labour Party (Rumpf & Hepburn 1977:159). 

Physical force as a means to break the connection with Britain had never 

seemed more irrelevant. 'Ireland in the 'sixties seemed more concerned 

with the fruits of the good life than the bootless ambitions of the 

romantic past' (Bowyer Bell 1979:349).

In June 1959 De Valera became President in the South and was suc

ceeded as Taoiseach by Sean Lemass, Minister for Industry and Commerce, 

and architect of the new economic policies. The new line - rejecting 

the traditional policy of protecting native industry for one of attract

ing foreign investment through subsidies - was confirmed. With De Valera 

there had been some marginal commitment to the old Republican ideal of 

economic independence. Lemass quickly jettisoned the last vestiges of 

Republicanism. In July 1959 he initiated Anglo-Irish trade talks in
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London and a trade agreement was signed in 1960. In September 1959 

Lemass has suggested a logical corollary, economic co-operation between 

North and South in Ireland. While the then prime minister, Brooke- 

borough refused, in 1965 his successor, Terence O'Neill met Sean Lemass 

in Stormont and the return visit initiated a series of meetings in which 

cross-border co-operation on a number of issues, such as tourism and 

electricity generation emerged. Public reaction, particularly Northern 

business interests, was largely favourable.

This was also the time of the 'Orange-Green talks' when the national 

vice-president of the Hibernians (AOH) had talks with the leader of the 

Orange Order, Sir George Clarke. It was an expression of growing Catho

lic middle-classes' desire to participate in politics and to end their 

second-class status. In November 1959 a group of Catholic graduates had 

set up the National Unity, a body which though supporting a united Ire

land, accepted the Northern constitution and was opposed to violence.

They aimed to work for reform in the North. In 1964 they held a conven

tion of all anti-partition groups and attacked the Nationalists for their 

lack of policies or democratic party structure. The Nationalist party 

responded and also in 1965, after the Lemass-0'Nei11 meeting, they took 

up the position of official opposition for the first time in the history 

of the state.

THE FOLK REVIVAL IN BELFAST 

The Folk Song Revival

It was during this relatively peaceful period in the history of 

Northern Ireland that the folk revival began to have a significant 

impact on 'esoteric' and 'popular' entertainment in Belfast. The folk
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revival in Ireland was not an independent national phenomenon such as 

the cultural revival of the late nineteenth century. It was rather an 

integral part of a revival of interest in folk song and music in Bri

tain and in America. And under the umbrella term 'folk song' was inclu

ded a wide range of material including ballads available in existing 

collections such as those of Cecil Sharp and Francis ChiIde,broadside 

ballads, work songs from the period of industrial revolution and later 

protest songs, contemporary English and American, either from the 'thir

ties, such as Woody Guthrie and Leadbetter or contemporary, dating from 

the commercial revival; for example, the Kingston Trio, Peter, Paul and 

Mary, Pete Seeger, Joan Baez, Bob Dylan. Despite the insistence of Ewan 

MacColl, a major architect of the revival in England and Scotland, that 

singers should strive for a national identity (Woods 1979:105) the folk 

revival in Belfast, at least initially, was not in the vanguard of pro

moting a separate national identity. Under the influence of recordings 

of English, Scottish and American folk music, many young revival singers

in Belfast tended to ape the regional accent and singing style of the
2

singers from whom they learned their song repertoire. Irish songs were 

sung, but less so than English, Scottish and American.

The 'folk club', the place where songs were performed and transmit

ted, was a novel concept in Irish popular culture. The folk clubs in 

England were musically and organizationally the successors to the jazz 

clubs frequented largely by students since the 1940s; folk and jazz were 

offered side by side in the 1950s (Watson 1983:42). Several of the 

singers and organizers of the Belfast folk revival had had experience 

of the folk scene in England, having visited clubs such as the famous 

'Singers Club' formed in London in 1953. The ‘folk club' concept, then.
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was imported directly by those primarily involved in the Belfast revival.

The English folk club tended to meet in a public house, often in a 

room separated from the bar but into which the audience might bring their 

drinks. For admission to the folk there was an annual membership fee and 

a small charge for each visit. The clubs organized events to occur on 

one and sometimes two nights a week. There was also a discernible struc

ture to the event. Usually there was a group of resident singers and/or 

musicians who played and sang in the club every week. The club organizers 

would make an effort to provide some guest musicians or singers each week. 

But even if they failed to do so, the opportunity of hearing singers other 

than the residents was built into the structure of the event. The period 

after the break was devoted to 'floor singers'. Members of the audience 

who wished to perform were invited to do one or two items. The length of 

time devoted to floor singers was to some extent related to the number of 

floor singers available, but sufficient time was left for the guest 

artist(s) and the resident singers to complete their planned programme.

This organization and structure was the model for Belfast folk clubs, 

with the exception that in several cases the venue was not a bar, but 

rather a room hired for the occasion, in some cases there were no bar 

facilities or access to alcoholic drink. It was during the 'floor 

singer' period that the musical hetrogeneity was most apparent. The 

ideology behind the folk song revival concerning participation precluded 

the organizers, or resident singers from refusing a performer a platform 

but, depending on the degree of 'purism' in the club, commercial mate

rial, whether folk or popular music (such as solo acoustic guitar playing 

which initially operated within the folk milieu) was greeted with some 

quiet disapproval.
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In the English context there were strict rules concerning times 

when one could leave and enter the room in which the folk club was in 

session. This was particularly important in the bar context. The 

performers' right to be heard in silence and not to be interrupted by 

movement among the audience was sacrosanct. This too was the case in 

the Belfast context. Murmurings or talking among the audience would 

incur a whispered 'shuuu' from various members, or at least glowering 

looks. There were also norms concerning audience participation which 

not everyone fully understood. While it was obviously expected that 

the audience join in the chorus of a sea shanty, there were other songs 

with perhaps one line choruses posed a dilemma, the solution was fre

quently the wishes of the performer concerned. The clapping of hands 

and the stamping of feet was virtually always the incorrect response 

and would be greeted with similar remonstrance to talking and noise in 

general. Given that this - clapping and stamping - was the required 

response in the world of popular folk song as sung by commercial folk 

groups the transition from popular folk to esoteric folk or 'tradi

tional' folk could be initially embarrassing.

The educative use of folk song which characterized the folk revi

val in England was also apparent in the Belfast clubs. At the level of 

the individual singer this took the form of an introduction to the song. 

The length and detail of information provided varied from individual 

to individual and might comment upon various aspects of the song; the 

music, the language, the historical context, its source, its relation

ship to other songs, etc. More ambitiously, again following the English 

example, there were some collective efforts to organize a particular 

evening's contributions around a theme, industrial songs, or sea shanties 

for example.
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As in the United States and in England those involved in the revival 

- folk entrepreneurs, folk singers and audience - were drawn from the 

slightly dissident, educated middle-class. The leading figures tended 

to be Protestant. The importance of the University Folk Society in Bel

fast (Queen's University) in the formative stages of the revival is 

indicative of its appeal. Its founder, psychology graduate, Robin Mor

ton, was also among the founder members of the Ulster Folk Music Society 

which met in a small, drafty, uncomfortable room in an old office block 

in Belfast city centre on Sunday evenings. Within this small organiza

tion was fought out an ideological battle between two approaches to folk 

song. On the one hand there were those whose approach was essentially 

intellectual and antiquarian, aspiring to promote an aesthetic apprecia

tion of this hitherto despised song and music of the common people. There 

was an elitism in their rejection of a wide range of popular song and in 

the purism invoked in establishing by what criteria a song might be desig

nated a genuine folk song. The approach to folk song of the opposite 

faction was more instrumental and populist. As political activists of 

the left they appreciated the educational and propaganda value of folk 

song and protest song, and were as much concerned to see the song tradi

tion of the working-class augmented and continued as to recover the past. 

There were several contemporary song writers amongst their ranks. Within 

the Ulster Folk Music Society exponents of the first approach dominated.

Although in this early period the Belfast 'folk scene' was small, 

amounting to five or six small clubs at any given time, it had represen

ted in it the same musical strands, which characterized the folk revival 

in England: traditional ballads, English, Scottish and those transported 

to America and returned, American Bluegrass, Folk-Blues, sea shanties.
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industrial folk song. Indeed anything that was an alternative to the 

dominant popular culture was accepted somewhere; guitar soloists who 

sang contemporary songs, London buskers who sang old music hall songs, 

national songs, from Israel, Spain, etc. And of course the protest 

songs. Despite the argument within the Ulster Folk Music Society, as 

in the rest of England there was a political aspect to the revival, if 

a somewhat unspecific one. Again this is reflected in kinds or organiza

tions which provided premises for folk enthusiasts to gather in the 

Communist Party, CND, the Baha'is and later the Young Socialist is of 

South Belfast. The relatively underdeveloped Labour and Trade Union 

movement in Northern Ireland was reflected in the less militant and 

less applied character of the folk song movement. But the political 

songs and protest songs sung at this time reflected a non-insularity, 

a willingness of a section of Belfast youth to identify with broad 

social issues, other people's struggles. The causes sung about by Bob 

Dylan, Joan Baez, Ewan McColl were espoused in Belfast, anti-war songs 

and specific CND songs, songs of Black Civil Rights, songs of national 

liberation movements, Cuba, Vietnam, were heard as well as songs of the 

Scottish Nationalist movement. In retrospect there was a remarkable 

absence of Irish political song. Although small the extent and nature 

of Irish musical input will be dealt with in some detail.

The Place and Meaning of Irish Songs in the Folk Song Revival

In the following paragraphs I shall provide a breakdown of the 

specifically Irish song content in the context of the folk song revival 

in Belfast. It is important to note that each type of 'Irish' interven

tion' described is in many cases the product of one or two individual
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singers or groups.

There was among the leading intellectuals and organizers of the 

movement in Belfast, an awareness of existing collections of Irish 

songs and a desire to augment this repository. Included among the 

American or English and Scottish ballads and songs sung by such people 

were a few songs drawn from Sean O'Boyle's Survey of Ulster Folk Music 

(1952-1954), some of which had been commercially recorded featuring the 

original traditional singers from whom the songs were collected, and also 

an increasing number of songs which they were personally involved in col

lecting. Among the songs sung by Robin Morton were a few traditional 

Orange songs reflecting one of his interests as a collector of Ulster 

songs.

At a much less conscious level in terms of the question of national 

identity of the song, some Irish songs were sung simply because they 

appealed, among other songs. For example a few traditional Irish songs 

had entered the revival scene because they had been recorded by reviva

list singers, and had appeal for certain musicians. 'My Lagan Love', a 

song featuring the river on which Belfast is situated, was sung by one 

performer, a guitarist, at this time because the spectacular English 

guitarist, Bert Jansch had included his own arrangement for guitar and 

voice of this particular song on one of his LPs. Two other traditional 

Irish love songs, 'She Moves Through the Fair' and 'The Coolen', were 

included in the repertoire of this particular guitarist/singer, a reper

toire otherwise dominated by American blues (Candyman, Cocaine Blues, 

etc.). A girl with whom he sometimes performed and whose influences were 

also predominantly American, occasionally sang the Irish song 'The Spanish 

Lady'. Neither of these performers was Catholic, and it is unlikely that
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there would have been an Irish or Gaelic dimension to their musical or 

general socialization. Educated Catholics with an interest in music 

would possibly have known of two of these songs, since they were taught 

in Catholic secondary schools.

At the opposite extreme was a young revival singer and tin whistle 

player whose background was not only Catholic but Gaelic speaking, 

and who sang many Irish songs, some of them in Gaelic, but there were 

as many English and American ballads included. He had learned much of 

his repertoire from his father who was involved in the long established 

centre for the promotion of Irish language and culture, Cluan Ard (see 

chapter 3). The relationship between this organization and the new 

folk revival was cordial, but they remained distinct, appealing to two 

very different audiences although some degree of overlap occurred when 

the revival eventually turned its attention to Irish music. Some of the 

younger members of Cluan Ard participated in the venues associated with 

the revival. They sang mainly in Irish, frequently light and sometimes 

humorous songs in arrangements more typical of the song style used in 

school music classes than of a traditional song style. Neither of these 

categories of singer sang songs with political content, with perhaps the 

exception of the historical ballad 'General Monroe1, dating from the time 

of the 1798 rebellion.

Among the singers who included in their repertoire contemporary 

protest songs, were a few who sang and wrote songs on the subject of 

local social and political issues. The influence of Ewan McColl was 

strong. These were the more politically conscious element in the revival 

scence in Belfast, who like McColl and others were influenced by the 

American folk song revival of the 1930s. They sang songs about
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unemployment and emigration. 'The Fishers of Lough Neagh1, a song 

in support of the fishing rights of Lough Neagh fishermen against the 

control of a foreign monopoly, would have been recognized by few at 

that time as related to an IRA backed campaign against privately owned 

fishing rights in Irish waters.

Other singers, one group and an individual performer, sang Irish

songs and local Belfast songs, street songs and songs from the linen

industry which were then few in number. Among the street songs, as one

might expect, were some reflecting the political loyalties of Belfast's

citizens, for example:

Sir Edward Carson had a cat 
It sat upon the fender 
And every time it saw a rat 
It shouted 'No Surrender!'

The group referred to (whose song this was not), was in fact the 

McPeake’s,a traditional musical Belfast family. They did not partake 

regularly in the folk revival scene; but to the extent that they made 

guest appearances, they did have some influence, through performance and 

records, on the material sung by the young revival singers. Particu

larly popular was a song which was written by the senior member of the 

group, Francie ('the Da'), 'Will you go lassie go*. They sang in both 

Irish and Engl ish.

The most pervasive Irish influence which affected many aspiring 

young singers, but few of the leading singers of the Belfast revival, 

were the recordings and performances of the Clancy Brothers. The Clancy 

Brothers and Tommy Makem were Irish emigrants to America, who began their 

recording career there with an album of Irish songs of rebellion, 'The 

Rising of the Moon'. Their 'hearty chorus-prone' (Woods 1979:55) style 

provided an element of audience participation and stimulation which
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contributed to a more mass popularization of folk song and music. For 

many reasons, they were held in some contempt by many involved in the 

folk revival. They were criticized particularly for their commerciali

zation, their lack of musical subtlety, a frequent rhythmic accompaniment, 

the wearing of a uniform of Aran sweaters, etc. Those young singers who 

slavishly copied their style were held in equal contempt. On the other 

hand, much of their material was perfectly acceptable to the purist 

strand. One fine young singer included several Clancy Brothers songs 

among his repertoire of Irish and some English songs. He was also 

influenced by Dominic Behan who was involved in the revival in England 

and did some concerts in Belfast. Some were Irish patriotic songs such 

as 'The Croppy Boy1, which releates the story of the betrayal, capture 

and execution of a 'croppy' - a term applied in the rebels of the Wex- 

fordRising (1798) because of their close-cropped hair. Other patriotic 

songs included 'The Merry Ploughboy' who is 'off to Dublin' to join the 

soldiers of 1916, and Dominic Behan's tribute to young Feargal O'Hanlon, 

killed in a raid on Brookeborough police barracks in 1957, 'The Patriot 

Game'.

Such wastne heterogeneity of the Irish input to the general hetero

geneity of the solk song revival as it was experienced in the folk clubs. 

Some Irish Nationalist and fewer Orange songs were among the Irish songs 

in general; they were Irish songs among a wide range of English, Scottish, 

American and other songs. It was all 'folk music'. It there was any 

debate about the acceptability of one song rather than another it con

cerned aesthetic qualities of the song or music, not its political con

tent. To the extent that they were sung 'Orange songs and 'Green' Nationa

list songs might occur on the same evening: they were respected as songs
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of the people and their past. For the most part the Orange songs sung 

were relatively obscure, and they were not the party tunes and party 

songs which one heard on 'the Twelfth', the commemoration of the Battle 

of the Boyne (1690). Such songs might have been rejected on aesthetic 

grounds or on the grounds that they were sectarian. Irish Nationalist 

songs were also criticized by some on aesthetic grounds. The politi

cally potent songs of the revival were the contemporary protest songs, 

and at that time and in that context there was no political potency in 

the Orange and Green songs.

It seems likely that this tolerance of the songs of the Irish 

Nationalist struggle was more widespread than the relatively elite and 

bourgeois folk clubs. Throughout the mid 1960s the Clancy Brothers and 

other popular folk groups such as the Ian Campbell folk group appeared 

regularly in Belfast, performing in concerts in the Ulster Hall, owned 

by the City Council, it is one of the largest and most prestigious halls 

in the city. The audience was mixed in terms of religion and class. 

Groups with their roots in the South of Ireland, such as the Clancy Bro

thers and later the Dubliners, interspersed their performance which con

sisted of mainly Irish songs and tunes, with Irish songs of rebellion 

and patriotic songs such as those mentioned above. They were another 

category of Irish song, part of its past struggle, folk songs. In the 

Forward to The Irish Songbook: 75 songs collected, adapted, written and 

sung by the Clancy Brothers and Tommy Makem, Peter Hamill writes of the 

impact of the Clancy Brothers:

By the late 1950s a new generation of young Irishmen had 
derived,young people who were not directly connected to 
the struggles of 1916 or the trauma of the bloody civil 
war which followed independence. Many of them had grown 
up blaming the economic stagnation of the country on the
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1916 Syndrome, and there were bitter complaints that if 
you were not the son of a man who had been in the GPO 
you could not make it in Ireland. The young people 
attracted by the Left, or convinced that the socialist 
and poets who had nought the war for independence had 
been betrayed, saw nationalism and patriotism as the 
curse of Ireland, and many of them emigrated. But in an 
odd way, the Clancys and their contemporaries did some
thing that seldom happens in a country; they turned much 
of that feeling around by providing an alternative life 
style, one that spoke with affection of the Irish past 
but realized the bombast and bragging that was built into 3 
that past and therefore could never be the past's prisoner.J

(My emphasis)

Bereft of their political relevance by the attainment of Irish indepen 

dence, '... but then after 1921 there wasn't much of an enemy left',^ 

the rebel songs had become part of the heritage of the new state, part 

of the establishment in the South. They occurred in concerts among 

other Irish songs and they were published in song books in company with 

love songs, parlour songs and the newly appreciated common songs of the
5

people. For many Northern Catholics, too, they had become songs of the 

past, 'old corneal lyes'.^ Many Catholics of the younger generation, par

ticularly from the new middle-class, grew up without ever learning 

rebel songs, and there was a tendency to reject such music as irrele

vant, old-fashioned and insular.

There was, however, at the same time a growing appreciation of 

Irish music of a more traditional kind. The song revival which had 

begun with a strong English and American content, slowly became more 

interested in Irish song and as well as turning to the already collec

ted material, more young revival singers began to search out tradi

tional singers, using their kinship contacts in rural areas, etc. More 

Irish songs began to be sung.
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The Folk Revival in Belfast: The Instrumental Revival

At the same time local traditional musicians, fiddlers, flute and 

tin whistle players, and uillean pipers, were being discovered and as 

well as being tapped as resource centres in their local areas, they were 

recorded, provided life histories, and introduced collectors to other 

informants. They were also encouraged to enter into the Belfast network 

of clubs and appear as performers. They appeared most often as solo 

instrumentalists, but would be encouraged to sing any songs they knew by 

this song-dominated folk scene. One fiddler would also entertain with a 

dance of a kind no one in the audience was likely to have seen before.

On other occasions it would be arranged that two or perhaps more such 

musicians, frequently from different parts of the North would play 

together.

A fairly clear distinction may be made between the folk song and the 

instrumental folk music revival in Belfast. The process of incorporating 

instrumental musicians described above was in fact a kind of 'inspanning' 

into what was essentially a folk song situation, the folk club. Folk 

song dominated; instrumental music was peripheral. There were in Belfast 

some longer established institutions concerned with the promotion of tra

ditional music and song, Irish music and song. Cumann Chluain Ard, a 

branch of the all Ireland organization Conradh na Gaelige, the Gaelic 

League (see Chapter 3 ), in particular encouraged Irish music and dance 

as well as language and ran regular 'Oidhche Cheoil' (night's of music) 

and ceilidhes. The organization had premises which included members bar 

facilities, in Hawthorn Street on the Falls Road. There was also a 

branch of the Dublin-based Comhaltas Ceoltoiri Eireann, who held monthly 

meetings in a church hall on the Antrim Road, Belfast.
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Unlike the folk song movement which, in general terms, was an 

urban phenomenon, it had no specific'Irish' orientation (although it 

developed a discernible 'Ulster' orientation), and looked to the Eng

lish folk song movement, musicians involved in Conradh na Gaelige and 

in Comhaltas Ceoltoiri Eireann were Irish oriented in music and in the 

structure of the organizations. Comhaltas Ceoltoiri Eireann was formed 

in 1951 in Dublin by a number of traditional musicians, and has played 

a major role in the revival of Irish traditional music. They set up 

branches in many areas and held monthly meetings in local school houses 

and hotels, etc. They were also the founders of the Fleadh Cheoil, 

feasts of music held annually, and organized on a province and county 

basis. Commenting on the impact of the Fleadh Cheoil on Irish tradi

tional music in general one enthusiastic commentor writes:

Just think for a moment of the traditional music maker of 
1951. He made his music for small numbers of neighbours 
and friends in his own place, and was often unknown ten 
miles away.
But the first Fleadh Cheoil in Mullingar during the 
Whit weekend of 1951 changed all that. The founders of 
Comhaltas Ceoltoiri Eireann, with a mighty sweep of their 
arms and hearts, drew hundreds of forgotten musicians and 
singers and dancers and listeners to the streets of Mullin
gar there to play together, talk together for three days and 
three nights.
And for the very first time, the Donegal fiddler heard the 
Belfast piper, the Leitrim flute player swapped reels with 
the Clare tin whistler, and the Dublin man who loved the 
street songs handed down by the great Zozimus; heard the 
haunting Sean-nos songs of Rosmuc and Rinn.

(McMahon n.d.:9-13)

Young revival musicians, singers and instrumentalists attended the 

Fleadhs in large numbers. In the 1960s Belfast musicians attended 

those they could most easily in the north of Ireland including the 

northern counties of the Republic of Ireland. And the 'All Ireland 

Fleadh' often located in County Kerry in the south-west of Ireland,
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attracted musicians from all over the country, including a large 
Belfast contingent. While some few Belfast musicians engaged in 
entering the various competitions staged at the 'fleadhs' the majo
rity attended fleadhs with the intention of participating at a more 
informal level. They might attend the competitions, particularly the 
adult competitions in the instrument in which they were inter ested, 
but the highlight of any fleadh for any musician was 'a good session1. 
These were the informal and spontaneous comings together of musicians, 
usually in a bar, which 'worked1, which provided musical and other 
satisfactions to the participating musicians. They occurred at varying 
levels of skill and competence. And 'the session' was primarily an 
instrumental grouping. One of the musicians might occasionally sing, 
or a non-instrumentalist might occasionally sing, but singers and songs 
were dispensable.

'Sessions' were not of course confined to fleadh cheoil events, 
they occurred where and when musicians got together with the main aim 
of providing themselves with musical satisfaction. Frequently they 
occurred in bars, in which case other than musicians might form an 
audience. Private houses too could provide appropriate surroundings for 
a session. And sessions sometimes moved from public to private house 
when the desire to continue playing together came into conflict with the 
licensing hours in public houses. When musicians went to play on a 
regular basis in a public place it could come to be perceived as resemb
ling a performance for other than peers, non-musicians, might go to a 
particular bar on a particular night because there was a 'session' in 
it. The bar might come to accommodate the musicians by keeping their 
usual seats reserved, they might show appreciation by providing some
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refreshment, usually alcoholic drink, free of charge. When it was 

apparent that custom was being attracted to a bar because of regular 

session the musicians very occasionally might be paid in cash by the 

bar owner.

In Belfast, as in other parts of Ireland, it was in the context 

of 'the session1 that the 1960s instrumental revival in Irish tradi' 

tional music developed as a significant social event, rather than within 

the more formal structures of organizations such as Conradh na Gaelige 

and Comhaltas Ceoltoiri Eireann. It was also significant that the two 

earliest 'session' bars were located in strongly Catholic areas of the 

city; 'Pat's bar' in the dockland of the city and 'The Old House' in 

the Lower Falls area. On the other hand, both were situated very close 

to the city centre and in the mid 1960s both bars were frequented by 

folk enthusiasts, whether Catholic or Protestant. Protestants would 

have been somewhat less likely to go to the Falls Road bar. I have 

stressed above the predominance of Protestant involvement in the folk 

song revival, it is important to state clearly that there were also 

many Protestant instrumental musicians involved in the revival of tra

ditional music. The Pat's bar session was started up by a Protestant 

musician with the enthusiastic support of a Catholic publican. The 

very regular sessions which developed there included Catholic and Pro

testant musicians. Some Protestant musicians, even prior to the revival 

of the 1960s, had attended Cluan Ard on the Falls Road.

There was a considerable degree of interaction between these various 

sectors of the Belfast folk world, particularly among the new enthusiasts 

of the 1960s. Singers would be invited to sing some songs in the session 

context, whether or not they were Irish songs, and individual musicians or
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groups of musicians might play in the context of a folk club. At one 

early period in the musical history of Pat's bar two musical events 

occurred on the same evening. There was the session of instrumental 

musicians in the public bar on the ground floor and in an upstairs room 

another group of musicians, mainly singers, guitarists, and guitarist- 

singers met and engaged in what might be best understood as a 'singer's 

session', for it was virtually without the formality of the folk club.

And in 'The Old House' during my period of field work two separate 

events occurred on a Saturday. There was 'the Saturday afternoon ses

sion' followed at about 8.00 pm by the folk club, both were held in 

the same upstairs room. The folk club was a more organized event than 

that which occurred in the earlier period in Pat's bar, there was an 

entrance charge, and the musicians being featured on a given evening 

were prearranged. The Tuesday Old House folk club, 'Tbe Batterin' Ram' 

was advertised in Northern Ireland's Catholic newspaper, the Irish 

News. The folk club which developed in the Old House in the late 1960s 

featured much more traditional Irish music than had been the case in the 

city centre folk clubs of the early and mid-sixties.

The socio-musical concept which would seem to unite singers and 

instrumentalists is 'the folk group', which might consist of instrumen

talists only, singers only, but most frequently consists of both. From 

its inception the folk group had played an important part in the folk 

revival in general and it was 'the folk group' which came to dominate the 

new local entertainment in the Catholic areas of Belfast in the 1970s 

(see Chapter 7). Among many of the musicians, singers and instrumen

talists, involved in the revival there existed an antipathy to the con

cept of 'folk group', which derived from a specific 'folk' culture.
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'Folk Culture and 'Popular' Culture

The term 'folk' culture is widely used and refers to a variety of 

different phenomena. It is important that I distinguish it from its 

use in the early anthropological studies of peasants (Redfield 1947, 

Foster 1955). Redfield (1947) for example, characterized folk society 

in opposition to modern urban society, (the Folk-Urban continuum) as a 

combination of societal elements which would characterize a long estab

lished homogeneous, isolated and non-literate integral (self-contained) 

community. Folk culture he writes 'is that society seen as a system of 

common understandings' (Redfield and Singer 1954:59). It must also be 

distinguished from its use in the literature on mass culture. Wilensky 

(1964) for example, differentiating 'folk culture' from 'high culture' 

and 'mass culture' sees it as the traditional culture of the people 

predominant in rural areas.

In his study of the protest songs of two generations in America

in the 1930s and the later folk revival of the 1950s and 1960s, Denni-

soff employs the concept 'folk consciousness':

'folk consciousness' of the 'old left' refers to an awareness 
of folk music which leads to its use in a foreign (urban) 
environment in the framework of social, economic and poli
tical action. The addition of social and organizational themes 
to traditional tunes, the emulation of rural attire, and the 
equation of folk singers as 'people's artists' are all aspects 
of folk consciousness. The employment of folk song by spokes
men of the 'new left' on the other hand was a return to the use 
of popular material for social protest. (Dennisoff 1971:428)

While there are superficial similarities between my use of folk culture 

and the concept 'folk consciousness', Dennisoff's term is essentially 

political,in my usage it is not. My usage accords more with the des

cription of 'folk music culture' contained in Simon Firth (1978) and 

has similarities with other accounts of the folk revival of the 1950s
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and 1960s, particularly in England, for example (Marker 1980, Watson 

1983). The characterization of 'folk culture1 in this thesis is however 

based primarily on my experience as a participant native observer. The 

folk revival was to a large extent a self-conscious middle-class move

ment. People involved were participating in varying degrees of sophis

tication in debates, such as the mass culture debate, current at the 

time. The ideology of the hippy sub-culture involved discussion of some 

of the issues relevant to 'folk culture'. My characterization of 'popu

lar culture' is derived primarily from the same source. It exhibits 

similarities with the definitions in a relevant literature on music, for 

example Firth (1978), Vulliamy (1979) and Palmer (1977).

'Folk culture' may be defined in opposition to 'popular culture'.

'Folk culture' and 'popular culture' were two of the interacting ele

ments in the emergence of the new social context for the transmission of 

rebel/resistance songs of the 1970s. Comparative social analysis of the 

performance situations and associated ideology appropriate to each reveals 

many of the characteristics of what I have termed 'folk culture' and 

'popular culture'. The folk club and the session are the performance 

situations characteristic of 'folk culture' although folk song and music 

may be performed in other kinds of situations. The performance situations 

which I consider characteristic of popular culture are cabaret and concert.

Anti-Commercialism

A key component of folk culture was anti-commercialism. Comercialism 

implied more than the fact of receiving money for performing, specifically 

it implied that oneself and one's music had become a commodity, something 

to be bought and sold depending on market demands. In musical terms it
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meant that either music meant no more than this, or if it did, then one 

was prepared to compromise one's standards, views, in fact, one's self 

in the pursuit of economic gain. Concerts and cabaret were commercial 

enterprises, their main aim being to make a profit for the organizers 

(whether these were private individuals or worthy causes). The fact of 

being paid for performing curtailed a possibly wide area of the indivi

dual musician^ control over his or her performance; it might mean that 

they allow the choice of material presented by them to be selected by 

someone else, it might mean that they appear on the same bill as musi

cians or other artists whom they disapprove of, if the audience reaction 

was not to their liking, they must forgo the right to express an objec

tion by chiding the audience, or by walking off stage; in the cabaret 

context they must cope with the alternative appeal of drink, yet mindful 

that drink sold meant higher profits. Their main fuction was to entertain 

the audience, to respond to their expectations and demands for it was they 

who paid the money to pay the performers and other 'costs' and produce the 

profit for the organizer.

By comparison sessions and folk clubs were non-commercial in the 

sense described above. If session musicians were building up custom for 

a particular publican they may well come to expect to be paid some money 

as well as or instead of drink, but they would discontinue this economic 

arrangement if it threatened their musical and/or personal integrity, 

otherwise they would stop being a session and become something else, such as 

a group giving a concert, or cabaret - the audience's payment for drink 

functioning as it did in the cabaret situation. Folk clubs, although 

there was money involved: membership and entrance charge, and the publi

can, if it was held in bar premises, made money from the sale of drink.
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was essentially non-profit making. Any money made was recycled into the 

club paying for the running costs, premises,guest artists, subsidising 

occasional outings and events.

Informality

On a continuum of formality and predictability the four types of 

event might be ordered; concert, cabaret, folk club and session.

Concert was most formal and predictable, the date, time and programme 

being pre-set and usually advertized in advance, cabaret too shared 

these characteristics but its greater flexibility allowed for occa

sional changes such as additions to the programme, for example, there 

may have been a well known cabaret artist in the audience who may then 

have been invited, usually privately, and then if willing, publically, 

to perform a 'guest spot1. Both concerts and cabaret was characterized 

by formality with regard to a wide range of phenomena including dress, 

modes of speech and the performance act itself. Such formalism might be 

summed up in the concept of 'professionalism1. Commercialism and pro

fessionalism are closely linked.

Folk clubs tended to meet regularly, sometimes precluding the need 

to advertize, people knew that the event would take place in a certain 

place, on a certain night, at a certain time, regularly, usually once a 

week. Most folk clubs had a group of regular performers and it was nor

mal to try to provide guest artists each week. In these regards the folk 

club resembled the cabaret. A structural characteristic which distin

guishes the two was the section of the evening which folk clubs set aside 

for 'floor singers' members of the audience who wished to contribute a 

performance to the evening's music. In theory, this should add a strong
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element of unpredictability, in many clubs however, the floor singers 

tended to become as predictable as the regular resident musicians, 

since the same pool of people would present themselves regularly as 

floor singers.

While the cabaret and folk club shared a degree of flexibility, 

the floor singer cannot be compared to the unexpected guest cabaret 

artist. The difference between the two is related to the different 

ideologies of the two events. For the cabaret artiste to invite a 

fellow cabaret artiste to perform one or two songs or whatever was a 

professional gesture, it gave an impression of goodwill between artistes 

and provided an opportunity for the invited performer to advertise them

selves, it was of commercial value. The artiste who invited on one occa

sion would expect the gesture to be reciprocated on another occasion. The 

procedure reinforced the professional exclusiveness and contributed to 

the continuity of the cabaret profession. The invita

tion to the floor singer in the folk club involves a very different 

ideology. Folk singers and musicians, performing in folk clubs in this 

initial period of their development did not conceive of themselves as 

professionals, they were performing the 'music of people1 and folk 

ideology wished to return this bounty to the people, to take it out 

of the hands of professionals. The floor singer space was a means of 

encouraging ordinary, non-professional musicians to express themselves in 

music in a situation far removed from the standards of professionalism, 

where to make a mistake was tolerated. The folk club was consciously 

informal, aspiring rather to 'naturalness'. Mistakes were natural, par

ticularly among people who were just starting to retrieve a lost heritage, 

it was also more natural to perform without amplification, to sing in an
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untrained voice, to wear informal clothes during 'performance1 since 

it was not in fact 'a performance', but just a part of normal life. 

Concerning clothing there was a tendency to stretch the notion of 

informality to include not only the 'everyday clothes' of Irish people, 

but rather, in keeping with the hippy fashion of the 19u0s, to wear 

clothing which resembled the everyday clothing of 'the common people' 

of other lands and with an emphasis on natural fibres.

The session event was the least predictable, and least formal of 

all four. Sessions were so informal and unpredictable that they might 

not happen at all. The musicians performing in the folk club situation 

had a responsibility to appear, it stemmed from commitment, expressed 

in their participation as a particular kind of member of the club - a 

regular performer, and often organizer as well. They too paid their 

membership, and entrance fee charge when they were not performing, they 

had a responsibility to other club members who had also expressed their 

commitment in this tangible cash form. Ideally in the session situa

tion, if there was a commitment to other musicians or to non-musicians 

who wished to listen, it was personal, not institutionalized as in the 

folk club, although as suggested above, varying degrees of predictability 

and some responsibility to others than those mentioned above - an audience, 

or a publican - might develop with the involvement of payment for music, 

perhaps leading to some petrification in the ideally fluid, transient, 

informal and spontaneous session.

Sessions had a structure related to its many functions, but it was 

relevant and known only to the initiated, the session musicians. To the 

outsider it was a hidden structure, for them the music just happened.

This was how it should appear, traditional instrument players too espouse
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the folk consciousness which valued informality, which rejectedper- 

formance of music and embraced the making of music as an integral part 

of life, everyday life. Music flowed freely, training ideally was tra

ditional, from an old to an aspiring musician, there was a rejection of 

classical musical training, it did not equip one well for traditional 

playing. Those who had it must 'unlearn1.

While the 'naturalness' of the folk song revival looked back to a 

pre-industrial and unal ienated 1 ife of the rural common people, and to 

the period of early industrialization characterized by working-class 

'community-ness', the fact of the more 'living'instrumental music tra

dition meant that musicians could identify themselves with a past and a 

present, they were not so much reviving as perpetuating traditional 

music. It was possible for them to go out to more or less isolated 

parts of rural Ireland and find traditional musicians, often old men who 

had little or no audience in their home environment. It was possible to 

establish direct and friendly relationships with them and to have ses

sions. Sessions could occur anywhere. They were domestic in character. 

Folk clubs were an urban phenomenon organized and public. The musical 

interests of folk musicians, singers or instrumentalists,resulted in a 

respect and admiration for old age which contrasted markedly with the 

dominance of youth orientation characteristic of popular culture in the 

1960s. Old age was natural, it was unnatural to deny it, to pretend 

that it did not exist. Manner of dress, particularly among instrumenta

lists, but discernable among folk enthusiasts in general, expressed some 

of these sentiments in the prevalence of waist coats, collarless shirts, 

tweed jackets and leather shoes and boots. A lot of young people also 

smoked pipes. It was the anthithesis of the formality and style of dress
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associated with both performers and audience at events such as cabaret 

and concert.

In 'folk culture1 'the group' embodied many of the qualities which 

characterized popular culture in opposition to folk culture. It was not 

a traditional structure, neither Irish nor English folk song or instru

mental music had made use of any combination of musicians resembling 

'the group'. It was a concept derived from the popular culture of the 

nineteen fifties and sixties. The objection was not to 'the group' as 

such, there were good pop groups and bad pop groups, the problem emer

ged when the group became incorporated into the folk scene. The 

'nouveau-origins' of the popular folk group were evident in the dominance 

of the guitar, even if acoustic, in the instrumental line up. The popu

lar, folk group was seen as a bastardization of folk music, in addition, 

the very concept of group, meaning a combination of musicians which was 

not traditional, or not in some sense spontaneous was questionable, 

above all when this combination was entered into for commercial reasons.

These sentiments were held most strongly by the instrumental, ses

sion musicians. There were in fact advantages to the singer of tradi

tional songs in the concept of some kind of group, people tended to lis

ten, to take more seriously a group of primarily unaccompanied singers 

than one lone singer. Despite the fact that in the traditional situa

tion it would have been very uncommon to find a large number of musi

cians gathered together and without dancers to accompany the

notion of the session had become accepted as the correct and most 

appropriate and 'traditional'structure for the playing of Irish tradi

tional music. It was the session structure which was most directly 

threatened by the concept of a group. A group was formal, static and
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audience/entertainment oriented, it was commercial. Above all this 

implied a relinquishment of individual freedom to play what one liked, 

where and when one liked. One might even be expected to wear some kind 

of uniform, even if it was a 'natural' one, like the Clancy Brothers 

Aran sweaters, the formal dress of Sean O'Riada's 'traditional orches

tra' might seem preferable to the elitist. Any formalizing of musi

cians into a group then was thought of in unsympathetic terms, the
O

popular folk group or ballad group, structure (see page 

was most despised; they debased both traditional song and music, and 

required that very difficult combination in the Irish folk music tra

dition, the combination of singers and musicians with the singer in the 

dominant position.

Relationship Between Performer and Audience

In much of the above the social relationships between performers, 

between members of audiences and between performers and audience has 

been implied or stated. In this section I wish to make explicit the 

nature of these relationships in the various performance contexts. This 

will involve also more explicit discussion of the social functions of 

each event.

Concert

At one level the concert might be termed a 'neutral' structure.

It may be used by any individual or organization, whether to raise 

funds for a cause, or to make profits for an entertainment entrepreneur 

and many kinds of entertainment can be contained in it. It provided 

for absolute control by the organizer, who could choose the venue, hire
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and fire performers, employ 'bouncers' if necessary to control 

audience, exert the right to refuse admission to undesirable ticket 

seekers. Such audience controls were seldom necessary, people paid 

money for concert tickets on the basis of knowledge about what would 

occur, most importantly which performer, would perform and what kind 

of performance they usually provided. They therefore usually wanted to 

behave in a socially acceptable manner. The recognized means for 

expressing dissatisfaction at a concert was to clap unenthusiastically, 

to refrain from clapping, or, exceptionally, to walk out during the 

event. When outside, whether or not one had made a gesture of walking 

out during the performance, one could make adverse comments about the 

performance, or if in a position to do so one could write a bad review. 

Other kinds of protest such as commenting during the performance, or 

making noise, or more 'disruptive' behaviour was negatively sanctioned by 

the audience or by the staff of the theatre or hall. If one was not 

enjoying a concert one's socially acceptable alternatives were then to 

'grin and bear it', or to leave, there was nothing one could do to 

improve the concert, to make it more to one's liking, and similarly 

there was no other alternative source of entertainment or activity pro

vided within the auditorium which might have made the evening successful.

By comparison with the other performance situations being discussed 

the concert was a one dimensional experience. In attending a concert the 

prime, almost sole relationship of importance was that between the indivi

dual member of the audience and the performers. For each individual in 

the audience the event was primarily about what happens on the stage 

during the performance. There may have been a short interval during 

which conversation and drinking occurred among members of the audience, it
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was very limited and conversation frequently revolved around the per

formance. During the performance members of the audience were isolated 

from one antoher in their concentration on the events on the stage. The 

spacial arrangement of seating and stage facilitated these relationships 

- seats were arranged in long rows facing the stage, often the seats were 

fixed to the floor so that even slight adjustments could not be made. 

Communication between other than adjacent members of the audience was 

difficult and sanctioned by other members of the audience. Communica

tion between people seated next of one another might also have been 

objected to. There was no one left to communicate with except the 

performers, and in that relationship the role of the audience was rela

tively passive. They spectated more than communicated.

Cabaret

The cabaret experience was comparatively multi-dimensional, there 

were aspects other than the performance to be enjoyed, the company of 

friends, the drink, and perhaps food and dancing. These were an integral 

part of the evening's entertainment, one had more control over events in 

the sense that a bad performance need not spoil the evening, it could be 

compensated for by the energy which one put into the other social acti

vities available. The cabaret audience was less passive also in relation 

to the performers, they could have some influence over what they would 

hear by means of the institution of requests which some artists were 

prepared to comply with. They were involved in the performance itself 

in a controlled fashion when they might be invited to join in on the 

choruses of songs. Overall there tended to be greater communication 

between audience and performers. The distance between them was not rigid .
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the performer on occasion walking among audiences' tables. Members

of the audience too were mobile, while they could only go on stage by

invitation to participate in, for example, a novelty act they were

free to move about the hall, changing their company. Interaction with

other members of the audience was more important than concentration on

the performance event which was reflected in the seating arrangements with

tables which facilitated various sized groups and in fact made it difficult

for some seated at the table to watch the performance in comfort. This was

not the case during the folk club performance.
Folk Club

The concert, like the folk club event tended to focus on the perfor

mance. The folk club was an 'interest group', the primary interest 

bringing them together was an interest in folk music and song. It was 

natural that musical performances be treated with respect. But unlike 

the concert the folk club too was multi-dimensional, offering a variety 

of other functions both at the time of the folk club performance and 

beyond it. It provided a place for one to meet friends who shared a 

similar interest and in accordance with the correct procedure one could 

leave the performance room and go to the bar with or without a friend. It 

functioned as an initiation school for young aspiring musicians, who could 

learn by experience and then, with moral support from club members, try 

out performing in the floor singer spot. It had an educative function 

songs being accompanied by explanatory remarks, etc. And often it was the 

place where other related enterprises might be planned or announced, such 

as a communal visit to another folk club, or a folk festival! The 

multi-dimensionality of the folk club did not detract from the attention 

given to performers.

As discussed above, folk culture rejected the professionalization of 

music, which required that there were specialist performers and passive
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listeners, it aspired to a state wherepeople made their own music as 

a part of everyday life, as they had done in earlier times: there were 

minimal barriers between audience and performer, for example it was 

preferred that sound amplification be absent. The audience was con

ceived of, and sometimes acted*as part of the musical totality. The 

floor singer spot allowed for a certain kind of formal audience parti

cipation, but it was in the informal participation that the gap between 

performer and audience dissolved. In a working folk club, it was 

acceptable, indeed expected that at some stages the audience members 

might initiate participation in choruses, although this was a practice 

which required considerable competence in folk culture to attain success. 

Harmonies too might be introduced by audience members. When successfully 

achieved performers and audience might be united in a satisfying musical 

experience. Indeed certain categories of folk song, particularly work 

songs such as sea shanties only came to life with full participation 

from a folk club audience.

Session

The session too was multi-dimensional involving musical and other 

social pleasures in varying combinations. There were differing levels 

of session participation among both ‘performers' and audience. By com

parison with the three other performance events discussed the relation

ship between 'performers' and 'audience' in the session was secondary 

to the relationships between the musicians, in fact the audience was 

dispensable (Hamilton 1978:25). One can divide the session audience 

into two categories; devotees of traditional music who have come to a 

certain place specifically to hear it, they tended to stay close to the
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group of musicians and listened intently. But sessions tended to occur 

in public bars, there was no entrance charge, many people had come for 

reasons other than to listen intently to traditional Irish music, although 

they were likely to have come to be in the general vicinity of the music 

such that it acted as background music to their drinking and conversation 

with friends. In the session situation the musicians were autonomous, 

they were responsible neither to the session host nor to the audience, 

session musicians were at liberty to ignore the wishes of the audience 

and frequently did. Ideally session musicians would have liked some 

appreciation from their audience, particularly they requested quiet when 

a song or a slow air was being performed, but these occur infrequently, 

most tunes played were jigs and reels which made more noise than the song 

or slow air, and they were content with the attention of the part of the 

audience immediately around them. Audience participation was usually shown 

by applause after an act and by a degree of participation in the form of 

rhythmic foot tapping and the occasional 'shout' of approval. More intru

sive participation such as the clapping of hands and the cl inking, toget

her, or with an instrument, of beer bottles wias discouraged by the musi

cians and usual ly only emitedfrom the less committed section of the 

audience.

The 'session followers' or group of traditional music devotees were 

more conscious of the intricacies of relationships, which make up what 

for most was the hidden structure of the session. As well as being divi

ded on the basis of different instruments there wasalso a hierarchical 

division within the session: some musicians had more autonomous, had 

more control, in for example, choice of music played, than others. There 

was a leader, or leaders, the most highly evaluated musicians who took
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the lead in all forms of musical behaviour in the session including 

selecting the tunes and setting the tempo and rhythm of the playing.

It was the leaders who most frequently played solos.The 'filler' as 

the name implies filled out the sound, they were less technically 

competent and had a smaller repertoire than the leaders. The begin

ner also had a place in the session for musicians knew that it was 

part of the learning process, they maintained a very low profile how

ever. In a wider sense the session was a learning situation for all 

of the musicians for it is in this context that they heard, learned, 

swapped, and tried out new tunes. In general terms the depiction of 

‘folk culture' which emerges from the above discussion resembles other 

accounts of folk culture constructed on the basis of analysis of the 

folk revival (s) in the United States and in Britain 

(Dennisoff 1971, Marker 1980, Watson 1983, Frith 1978, Laing 1975); 

the rural idyll, the political element, and the many characteristics by 

which it distinguishes itself from popular or mass culture, the rejec

tion of commercialism, individualism, elitism in relation to judgments 

concerning high and 'common' culture and also the institutional frame

work of clubs and festivals.

Yet the different revivals in different places and times had 

their own specificity, for example the folk revival in the 1930s and 

'40s in the United States was actively political, singing situations 

were not confined to clubs or coffee bars 'public exposure was pre

dominantly in face-to-face situations such as meetings, rallies, and 

picket lines.' (Dennisoff 1971:431). In fact Dennisoff's article 

'Folk Music and the American Left' (1971) is specifically concerned 

with differentiating between the revivals of the '30s and the '60s. In the
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the next section I intend to draw together aspects of the folk revival in 

Belfast which distinguished it from the folk revival in general and 

to demonstrate how tensions and contradictions implicit in this 

specificity and within the ideology and practice of folk music culture 

in general which lay dormant in the relatively peaceful and non-sec

tarian climate of the late 1960s came to the surface during the process 

in which folk music and its performance became popularized, politici

zed, and partially appropriated by a section of the working-class in 

post-1969 conditions in Belfast and other parts of Northern Ireland.

THE SPECIFICITY OF THE FOLK REVIVAL IN BELFAST

The Strength and Autonomy of the Irish Instrumental 'Revival'

In England and the United States the 1 instrument'of the instrumen

tal revival was the guitar, distinguished only from the predominant 

instrument of popular culture by its acoustic as opposed to electric 

amplification. Guitar and less frequently concertina were played as 

accompaniment to singing, and occasionally banjo and other stringed 

instruments, it was the guitar which developed as the solo instrument 

of the revival. In the second generation of the revival a 'new breed 

of guitarists sprang up, one midway between "the three-chord specialists" 

and the pop-oriented guitarists such as Bert Weedon and Diz Disley'

(Woods 1979:71). Guitar playing techniques improved mainly through 

experimentation in tunings. The musicians were known as guitar pla

yers who also sang. In the purist form of folk culture they were not 

in fact defined as folk, but operated within the folk scene, and an 

acceptable version of 'folk guitar' developed - Martin Carthy setting 

the style and standard with his explorations into the possibilities of
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open tuning. Belfast's folk community included many such guitarists 

who were integrated into the folk club/singer culture but in talking 

of the instrumental revival in Ireland (and in Scotland) it was the 

national traditional music which was of paramount importance.

In the discussion above of the instrumental revival in Ireland,

I have suggested that the folk music revival stemmed from a very dif

ferent source than that of the folk song revival. While the latter 

had an international aspect the former was part of a national, Irish 

national movement. While the latter had an overt political aspect 

giving expression in song to the demands of new political movements, 

the former was apparently apolitical; some argued that it was not in 

fact a revival, since there had been no real loss of the tradition in 

Ireland, rather that it was simply a continuation of what already exis

ted. The function as accompaniment to Irish dance may have been lost, 

but the music had survived its loss of social context to find another, 

the session. As such no new statements were being made, political or 

otherv/ise. It was simply music, Irish music. I have also suggested 

that in many respects the folk club movement associated with the song 

revival was urban and modelled on the English folk club: it operated 

within a British structure of clubs festivals whereas the instrumental 

revival operated within the fleadh structure of a united Ireland and 

looked for inspiration to the Irish countryside. It would be mislead

ing to suggest that folk singers did not also avail of the fleadh cheol 

as a musical event, nor seek Irish songs, in its latter stages, some 

did. Among a certain influential section of the folk club community 

there was a growing interest in Ulster folk song.
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Finally, although there were many Catholic folk singers and many 

Protestant instrumental players, I have suggested that there was a ten

dency for Protestants to predominate within the folk club movement and 

for the clubs to be situated in what is apparently the 'neutral' city 

centre, within the instrumental revival the tendency was in the Catholic 

direction with important Belfast sessions occurring in Catholic areas. 

Catholic musicians predominating among the older traditional players. 

Cathal McConnell, traditional flute and tin whistle player, was trans

ported on a regular basis from, his home in Co. Fermanagh (see socio

economic description in chapter 2) to perform in the Ulster Folk Music 

Society and other 'clubs', but there were several traditional musicians 

resident in Belfast, Tommy Gunn the fiddler lived in the University 

area, Sean Maguire, fiddler, was resident in the Falls Road area as was 

the uillean pipe Sean McAloon. The folk revival brought them exposure, 

as guest artists in some of the clubs, but previously they had had con

tact with the older traditional music institutions, particularly the 

Cluan Ard on the Falls Road, Belfast's branch of the Gaelic League which 

was specifically concerned with the promotion of Irish music, song and 

dance.

Potentially the folk community could divide on the basis of 

national identity - English/Irish, Ulster/Irish, and of religion, 

Catholic/Protestant and the line of potential division ran between the 

folk song and the folk music revivals. They became relevant when folk 

music became 'popularized' and 'politicized'. In The English revival 

there developed an integration between singers and instrumental musi

cians, they were an integral part of the one revival, an essentially 

folk song revival, they accommodated one another. Musicians accompanied
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singers when required, and folk groups emerged combining equally strong 

instrumental and song elements in the new and accepted folk groups.

While some similar developments occurred in Ireland the fact of the 

relatively autonomous spheres, one in which song and the other in which 

instrumental music dominated produced tensions between singers and musi

cians., When musicians played in folk clubs they had to behave accord

ing to the norms of folk club behaviour, it was less to their liking than 

the session context. There was, for example, an audience who had to be 

pleased, even if no musical compromises were required, there were other 

behavioural expectations which were unfamiliar, such as introducing 

themselves and their music. In certain formal respects the folk club 

resembled the strictures of the concert situation and most traditional 

instrumental musicians preferred their sessions. But if the musicians 

so wished he could perform in the folk club context, either by formal 

invitation as guest artist or by preferring him or herself as a floor 

singer.

The singer in the context of the session was in a less favourable 

position. Any opportunity to participate was totally dependent on 

invitation by the session musicians even when invited the role of a 

singer in a session is limited and prescribed, fitting in with the 

requirements of the session musicians who may want a break, or perhaps 

it is recognized that the audience may enjoy some variation. The singer 

is normally confined to only one song in such breaks (Hamilton 1978:40). 

Another difficulty for the singer is that he or she has different require

ments of the audience. A successful song performance requires quiet, 

if not silence, whereas the dance tunes which predominate in session music 

and are played 'in concert1 compete to the satisfaction of the musicians.
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with a considerable noise level. Musicians required quietness from an 

audience only for the playing of a slow air, which was often played 

solo. This tension too became significant in the popularizing process 

involving the formation of 'mixed' groups comprising singers and musicians.

The Folk Revival and Politics

'Folk' Personnel

Distinguishing the second from the first folk revival in Britain 

Ian Watson writes:

The whole approach of the second folk song revival was radi
cally different, for it was inseparable from the labour 
movement. Its participants (a minority from the working- 
class itself, the rest intimate with it) recognized that the 
working-class was capable of active struggle, which expressed 
itself in artistic terms. Working on this assumption they 
began to search.
It is important to stress the political nature of the second 
revival ... (Watson 1983:34).

By comparison with the labour movement in England the labour movement in 

Northern Ireland was small and ineffective (see Chapter 2 ). Dave Marker 

has stressed the influence of the Communist Party in the folk revival in 

England:

Many of the key people, especially in the 1950s, were members 
of the Communist Party, of the Young Communist League, or of 
the various cultural organization sponsored or supported by 
the CPGB ... it is remarkable to note how the CP commitment to 
the revival has somehow been downgraded, or even forgotten.

(Marker 1980:149-150)

There was considerable CP involvement in the Belfast revival, but again 

the CP in Belfast and in Ireland in general is weak and underdeveloped 

(Milotte 1977). There was a folk club run by the CP and the

proportion of politically relevant songs in that club was greater than 

in some others. The left ward tendency of the IRA in the 1960s had
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involved them in some common pursits with the CP and there were some 

songs written and sung about Northern Ireland political issues, such 

as 'The Fishers of Lough Neagh1 (see above) and a song about increas

ing unemployment in the Belfast shipyard - 'The Islandmen' in the 

style of Ewan McColl. But I have suggested that in general the poli

tical songs tended to be about other people's politics rather than 

about Northern Irish or Irish issues.

Repertoire

There were also surprisingly few 'traditional' Belfast songs 

sung - in this category I would include street songs and workers' 

songs. There were a few such songs in circulation, the McPeake family 

had recorded some mill songs: 'You will easy know a doffer' and ‘The 

doffing Mistress' and some other children's street songs. David Ham

mond, performer of songs and producer in the BBC Northern Ireland Home 

Service also included such songs in his repertoire, he later produced 

a record of Belfast children's songs Under the Moon and Over the 

Stars. Very occasionally one heard some other street songs.

There were several reasons for the neglect of what was evidently 

a large body of potential singing material (for new songs were con

stantly in demand) some deriving from the micro level of folk song 

political ideology and some from the macro level of the Northern Ire

land political situation. The particular social composition of the 

Northern Ireland folk world allowed for the predominance of the eso

teric, academic tendency over the weaker political activist tendency. 

Within this tendency existed an elitism which would value the 'great 

ballads', such as those of the Childe collection, and even the rural
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folk song more than the industrial ballad or the more lowly street 

song. That industrial song existed in Northern Ireland has been amply 

demonstrated in Betty Messenger's (1975) study of industrial folklore 

in the linen industry.

On the other hand the particular nature of employment in Northern 

Ireland whereby co-religionists tended to predominate in any given 

industry or occupation, in conjunction with the extreme marginality of 

labour politics in the face of the Unionist class alliance, would 

seem to suggest a reduction at least,in a category of work songs which 

made up a large part of the workers song heritage in other parts 

of Britain, namely Union songs and generally anti-establishment songs.

In Northern Ireland conflict tended to be, on a sectarian basis, between 

workers rather than between workers and employers. Consequently a large 

part of the workers song repertoire consisted of sectarian songs. There was 

another abundant source of popular street song which with the exception 

of David Hammond's rendering of the relatively innocuous 'Sir Edward 

Carson had a cat' (see page 286 ) was assiduously avoided, namely the 

street songs of Belfast's sectarian history. The existence of a wealth 

of such songs is evident from their quotation, usually in the more popu

larly oriented histories and political commentaries on the subject of 

Belfast and Northern Ireland (Boyd 1969, McCann 1974, and Bell 1976).

(They occur less in sociological and anthropological studies with the 

exception of F. Burton's study of the Ardoyne area in 1970-72 in which 

he gives examples of both contemporary and historical street songs of 

the area. In the course of my own study I heard numerous,mainly child

ren's, 'sectarian' and other street songs.)

Rosemary Harris (1972) in a study of a Fermanagh border village in
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the 1950s noted the avoidance of controversial issues in religiously 

mixed company as an important mechanism for maintaining harmonious, 

peaceful relations among Northern Ireland's Catholics and Protestants. 

Implementation of this strategy of course depended on the easy recog

nition of the religious affiliation of any given company, the ability 

’to tell1 (Burton 1978:37). Burton defines 'telling' as 'the pattern 

of signs and cues by which religious ascription is arrived at in the 

everyday interactions of Protestants and Catholics'. He describes it 

as 'a necessary social skill for triggering the cognitive store of 

sectarianism ... which brings into play the typifications and stereo

types about the nature of "the other side".' It is based on 'the 

social significance attached to name, face and dress, area of resi

dence, school attended, linguistic and possibly phonetic use, colour 

and symbolism' (ibid:37). 'Telling* is 'the contemporary use of his

tory in the sectarian consciousness' (ibid:47). Its signs are histo

rical sediments that are used to reproduce 'ethnic' social relations. 

The sediment of history in everyday use makes ethnicity socially 

visible. The semiological cues that formulate the sectarian conscious

ness have created an ethnic social division out of history (ibid: 48, 

49).

Traditionally and in the contemporary period the social function 

of sectarian street songs tended to be aggressive. They publically 

proclaimed the politico/religious affi1itations of the group of 

singers (street songs were seldom sung by isolated individuals) for 

the purposes of provocation, eg. walking through 'territory' defined 

as belonging to the other group, or as part of riot situations. (See 

also Boyd 1969). Although during the early 1960s sectarianism in
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Northern Ireland may have been less visible than during other prior and 

subsequent periods it still existed, for many such songs had contempo

rary relevance and might offend, they were avoided for the most part.

Other 'party songs' which might not be categorized as ‘street 

songs', such as Orange songs and ballads,and rebel songs were also 

avoided, I suggest for similar reasons. The objections to some such 

songs were frequently located within the part of the folk critique of 

'popular song' which concentrated on the aesthetics of the song; 'maud

lin sentimentality', 'repetitious' internally and as a genre, 'musi

cally banale', 'chorus-prone'. Some 'party songs' seemed to pass the 

test, they might be categorized as 'folk songs' on musical grounds,on grounds of 

complexity of content,and historical distance. Those few accepted ten

ded to be unusual, not representative of 'party songs': on the Orange 

side,'The Quid Orange Flute', a humorous Orange song about a 'mixed 

marriage', 'The Orange Maid of Sligo' sung by Robin Morton and inclu

ded by him as the sole example of a political song in his Folk Songs 

Sung in Ulster. In the notes accompanying the song he writes:

'The Orange Maid of Sligo' is of particular interest in that 
it is not of the usual construction seen in Orange songs.
These tend to be a straightforward expression of their 
beliefs, or a story, well told, usually of an historical 
nature. This song is however an allegory, and as such is 
more often found among the songs of 'the other side'.

(Morton 1970:57)

On 'the other side' the eighteenth century ballad 'Henry Monroe', 

on the subject of a Northern Presbyterian United Irishman seemed 

to have appropriate credentials, and there were others, usually asso

ciated with particular individuals, who tended to sing them with some 

regard to the likely tolerance of the audience in any given situation.

The recordings and concert performances of various Southern Irish
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oriented singers (or 'ballad groups') such as The Clancy Brothers,

The Dubliners and of Dominic Behan, also popularized, among a con

siderable portion of the folk enthusiasts, including both Catholics 

and Protestants, a limited number of Irish patriotic songs and one of 

them, 'The Merry Ploughboy' - a jaunty chorus song about recruitment 

to the IRA in 1916, became a great success only looked down on by the 

extreme purists. The acceptance and popularity of this limited number 

of what might be termed ‘party songs'does notcontradict my general 

point, it does require some further explanation. The overall politi

cal character of those involved in the folk revival might be described 

as liberal. In the political climate of the early 1960s it seemed 

possible, to this small, mainly middle-class, or else left-wing group 

of people,that sectarianism could be transcended. In listening to 

and even in joining in with the songs of 'the other side1 they were 

expressing this transcendance. And in any case Republicanism had 

proved itself defunct in the 1956-62 campaign and liberal Protestants 

were much less involved in the Orange Order than ever before. Such 

songs, however constituted a very small proportion of the total reper

toire of 'folk songs' sung in Belfast during this period.

I have argued that by comparison with the revival in England, the 

folk song revival in Belfast was less overtly political, leading per

sonalities were less likely to be affiliated to politically left groups 

and songs sung were also less overtly political, seeming to avoid in 

particular Northern Ireland political issues. In my analysis of songs 

selected for performance,or not, I have tried to make apparent some of 

the underlying, covert political considerations in operation. My final 

example of the hidden politics of the folk revival in Belfast concerns
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what I have above referred to as the 'Ulster orientation' of 'an 

influential section' of the folk world.

The 'Ulster Orientation'

Ewan McColl » from his first folk club at the Princess Louise 

in High Holborn, 'decried the then British singer's habit of singing 

American (or Greek, or Israeli) songs, and insisted that an English

man should sing English songs, an American song, a Scottish song and 

so forth'. (Woods 1979:57). When this transformation occurred in 

Belfast, there was a tendency for singers to seek out Ulster songs as 

in Newcastle singers turned to Tyneside songs, and similarly in other 

regions of Britain. Ulster however is more than simply 'another 

region of Britain', physically it is a part of the island called Ire

land and historically it was part of the political entity of Ireland 

until 1921, Ulster is one of the five historic provinces of Ireland.

To concentrate on Ulster songs to the exclusion of other Irish songs, 

or in such a way as to distinguish them from other Irish songs was 

interpretable as a political act,irrespective of the various political 

motives attributable to such a pursuit.

In a sense part of what was happening in the folk revival was an 

attempt to construct a distinguishable Ulster 'folk' music identity in 

keeping with the 'new' olive branch policies of the O'Neill adminis

tration, and which was a part of a wider, newly emerging 'Ulster' folk 

identity. It was during the same period in 1958 that the Northern Ire

land government established the Ulster Folk Museum. Its origins and 

aims were stated in the first annual report of the Museum:
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The appearance at the end of the nineteenth century of 
Sweden's Nordiska Museet and the open air folk park at 
Skansen in Stockholm has inspired many comparable insti
tutions in Europe and elsewhere. The Ulster Folk Museum 
is no exception... Thus the primary function of the 
Ulster Folk Museum will be to study, preserve and record 
Ulster folklife. This is a sizeable task, especially if 
folklife is defined as covering the whole of human history 
of the community irrespective of class or creed.

(Emphasis mine. Ulster Folk Museum Annual Report, No. 1:5).

And Patricia Mulholland, a Belfast born founder of 'the Irish Ballet',

a composite of Irish dance steps and ballet dancing, attempted to

introduce the novel and abortive 'Ulster Dance' which consisted of a

combination of Irish dancing and Scottish dancing. It was hailed

with great local publicity.

Robin Morton in his Folksongs sung in Ulster seems to be 

asserting a separate Ulster folk culture distinguishable from what 

is thought of as typically Irish folk culture, yet maintaining 'Ulster 

folk culture' as a part of the more general 'Irish folk culture', it 

is the hitherto unrecognized Ulster contribution to Irish folk music. 

In the Forward he writes:

When people think of Irish folk music and song they seem 
unconsciously to direct their minds towards the West, the 
lands of the 'sean-nos'. Certainly they never think of 
this province, yet you have only to list some of the 
names of our singers and musicians to realize that the 
tradition is very much alive 'Up North'...( (Morton 1970).

This attitude is expressed even more overtly in the notes accompanying

the political 'Orange' song 'The Orange Maid of Sligo':

Some argue that Orangemen are not true Irishmen, and that 
their songs are of no importance. I strongly oppose 
this view. (Ibid: 57).

In defence of his view he invokes the Young Irelander, Charles Gavin 

Duffy (1816-1903), an Ulster Catholic and editor of The Nation until

1855, who in the preface of his collection of 'Nationalist' ballads



322

says of Orange songs, ‘they echo faithfully, the sentiments of a 

strong vehement, indomitable body of Irishmen.' Morton 

remarks that 'If only from this point of view, they are important; 

certainly no collection of Ulster songs can begin without them.'

(Ibid: 57). Yet while the ideal is there, to include 'party songs', 

specifically Orange songs, this is not what occurred.

In the cover notes of David Hammond's BBC record, U1ster's 

Flowery Vale, (on which there are no Orange ballads) sub-titled 

'Traditional songs and music of the North of Ireland' Ulster's dis

tinctive identity, yet firmly within the Irish context, is stressed:

Here for your interest and entertainment is a collection 
of music that has grown, abundantly as wild flowers, out 
of the fields, the rocks, the hills of this part of Ire
land we call Ulster ... It is old, admittedly not as old 
as time itself, but still it spans the centuries. Indeed 
it spans traditions of which perhaps, the Irish, the Scots 
and the English are the most significant. And like all 
traditions they are alive, this music is a fascinating 
mixture of ancient and modern merged together in a dis
tinctive unity.

The blurb concludes:

The words of the songs speak of the things we value, the 
melodies echo the subtle and changing moods of an Irish 
landscape ... In times past they meant everything to our 
ancestors and, in a strange way they still mean much to us.
They tell us and the world who we are. (Hammond 1968:

The sleeve cover also includes a brief note on the Ulster Folk Museum,

by its Director, George Thompson, and the sleeve design features a

painting of a sturdy, spaceous, well kept thatched 'cottage1. The

painting is based on a photograph of one of the Folk Museum's exhibits

(see Appendix B). It was a house of a weaver: a category

of colonist which distinguished the north from the south and which

laid the basis for the industrial development in the north. Ulster's
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identity is clearly distinguished from the hovels and mud cabins, 

albeit romanticized, which are thought to characterize the sean-nos 

singing Western seaboard. And with the distancing from west in 

musical, political and socio-economic terms, follows a distancing 

from the romantic nativism which views the west as the 'real1, the essential 

Ireland, and a dissociation from romantic nationalism of 'the Celtic 

Twilight' vein, or even of the rugged macho, yet sentimental, stage 

Irishman vein represented by groups like the Dubliners and the Clancy 

Brothers. Not only were the imitations of' Geordies'(such as Bob Daven

port) and 'Scots' (such as Ewan McColl) derided, but also the 'fake' 

southerner, the person who thought that to sing a folk song you needed 

to adopt a brogue. There was a new respect for the strong uncontami

nated Ulster dialects. Ulster had its own different kind of song and 

music and they derived from a very different historical process (see 

Chapter 2). They had culture, despite the extreme Irish Nationalist 

stereotyping of the Ulster Protestant, and it too was ‘Irish' culture.

From the mass of music which was happening during this period I have 

separated out one trend, but an influential one as is evidenced by it 

enduring products from that time. In doing so it stands out clearly as 

informed by a distinctive consciousness, yet at that time most people 

involved in the revival would not have understood it in these terms. It 

is my intention in the following section to draw out what were the potentially 

divisive tendencies in the folk revival as it occurred in Belfast.
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UNDERLYING TENSIONS AND CONTRADICTORY TENDENCIES IN THE 
BELFAST FOLK REVIVAL

Adherents of the second revival tend to be united in their general 

condemnation of the shortcomings of the first revival, particularly 

the work of Cecil Sharp, although there is variation in emphasis on the 

different components of the general critique. All agree that there was 

unwarranted discrimination of some kind in the selection procedure and 

in the process of song editing 'eliminating anything which might offend 

polite ears' (Marker 1980:148) and adding piano accompaniments for the 

pleasure of the same ears. The central issues are the limitations of 

his definition of folk song and his views on folk singers. His pre

occupation with rural areas and ageing singers led him to believe that 

folk song was dying with the peasantry whom he represented as passive 

vehicles of a self-dynamic oral tradition, rather than as its active 

subjects and creators. Writing on Sharp, Dave Marker relates his 

encounter with John England, a traditional singer who worked as a 

vicarage gardener.

From England's repertoire of a hundred songs. Sharp chose 
one, 'his only jewel'. This he labelled a 'folksong' and 
set about finding others like it, ignoring hundreds of 
songs which were actually current amongst working people 
in south-west England, even among his 'folksingers'. He 
proceeded by rejection: no songs from towns of any size, 
factory workers, or music halls. (Marker 1980:147).

Citing A.L. Lloyd (1967) Ian Watson writes:

The false conclusions that Sharp presented (such as the 
claim that folksong is unpolitical and seldom deals with 
the workplace) were based, as Lloyd had pointed out, on 
a bilateral censorship on class lines. Sharp censored 
consciously for the sake of 'decency' and unconsciously 
- either for 'aesthetic' reasons or because he failed to 
understand ambiguities. The singers 'censored' themsel
ves out of insecurity: either shyness in front of the 
unknown man from an alien class, with whom they could not 
possibly feel free to sing erotic, political or sociocriti- 
cal material... (Watson 1983:33).
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A 'sterilization' procedure was in operation, in which the working- 

class too conspired, in this process of bourgeois appropriation of 

elements of working-class culture.

I have suggested that in Belfast (and I would argue that in Bri

tain in general, though with a different weighting of forces) elements 

of this essentially 'class' debate recurred in the muted arguments 

between, and the differential behaviours of,the elitist/purist tendency 

and the more political and populist tendency. In my analysis of the 

type of song which was selected for performance, and more particularly, 

of the type of song omitted; political songs concerned with local 

issues, contemporary and historical work songs, street songs, sectarian 

songs and 'party songs', I suggested such elitism as partial explanation. 

The 'de-sectarianization' of 'Ulster folk life' might also be seen in 

class terms for 'in Northern Ireland sectarian division is a class phe

nomenon and vice versa. Class relations in Northern Ireland were only 

experienced as sectarian class relations.' (See O'Dowd et al 1980:25 

and also Chapter 2). The sterilization was conspired in by col

lectors and/or performers and traditional singers as well. Whether 

or not people act in a sectarian fashion, few people were prepared to admit 

that they are sectarian, it was known to be morally wrong. Many of the 

singers who provided songs for the second revival operated a self

censorship, and particularly in this area of Northern Ireland 'politics' 

for although they may have believed that there was nothing sectarian, 

or wrong with certain songs which they knew and cared for, they 

also knew that they might not be appreciated by the collector, not 

only of another class, but possibly of another politico/religious per

suasion. They might be offended, or not understand, and take them for 
gsectarian songs. And although Robin Morton felt that 'no collection of
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Ulster songs could begin without including such songs

it did, and certainly in performance they had a very low profile.

In many different ways the people involved in the folk revival 

believed that they had transcended sectarianism, some perhaps believ ed 

that it was declining. A section of these individuals and the politi

cal organizations to which some of them belonged became the backbone of 

the Northern Ireland Civil Rights Movement: the movement, which if 

successful, would put an end to sectarianism. On an early Civil Rights 

March organized by students of the Queen's University of Belfast, they 

were stopped by a police cordon before coming to a working-class Pro

testant area, Sandy Row. People from that area had gathered on the 

other side of the cordon and were expressing outrage at the student 

march, in jubilation at the police's act in defending their territory and 

protecting their susceptibilities they sang the most famous of all 

Orange Party songs 'The Sash'. The students, which were a religiously 

mixed group sat down, in classic civil rights march fashion, and, in a 

dignified manner, joined in the singing of 'The Sash', it appeared as an 

expression of tolerance and solidarity. Civil rights marches became 

marked by this musical 'Catholicism'. Bernadette Devlin in describing 

'The Long March' (1-4 January 1969) from Belfast to Derry writes:

On we trudged, singing Orange songs. Green songs, red, 
black, and white songs, and just general pub-crawling and 
rugby songs, to keep us marching, and the whole tone of 
the thing at this stage was very good humoured.

(Devlin 1969:126)

The first civil rights march however had not been a student-domina

ted Belfast march, but in the rural west, a three mile march was 

organized from Coalisland to Dungannon, on this occasion, the non-sec

tarian, non-political Civil Rights Association (CRA) located the
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commencement of its march in an area in which there were many Catholic 

working-class people. In the context of Northern Ireland popular 

political culture one of the most provocative aspects of the civil 

rights movement was its marching strategy, modelled on the civil rights 

moved in the United States. The Catholic rural areas west of the River 

Bann had traditionally been and continued to be the strongholds of the 

Nationalist Party and of the Ancient Order of Hibernians. Despite the 

influx of strangers to the area with their civil rights rosettes and 

banners, and the ban on sectarian or political symbols, the civil 

rights march took on the sound, if not the appearance,of a Hibernian 

parade.

The marchers were interspersed with various bands, playing 
Who fears to speak of '98, and Faith of our Fathers.'

(Ibid:91)

the latter explains Bernadette Devlin:

is a Catholic hymn which has been degraded by frequent 
playing at Nationalist gatherings, and is one song which 
I hate to hear at a political meeting because it betrays 
the old mentality that equals Irish and Catholic.

(Ibid:91)

The combination of Irish Nationalist song and Catholic hymn was typical 

of the repertoire of bands performing at AOH parades (see Chapter 4)

When at the end of the march the police cordoned off their entrance to 

Dungannon and eventually suggested a re-route through the Catholic area 

of the town,the non-violence civil rights response was civil resistance} 

to call an 'on the spot' meeting in front of the police cordon. The 

people involved were unfamiliar with the behaviour associated with non

violent civil resistance and the marchers became rowdy, they had 

come marching for their civil rights and they were now being denied them.
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Organizers of the march feared that the movement might be discredited

if disorder ensued. They decided on an early close to the meeting,

and Betty Sinclair, veteran Belfast Communist Party organizer and

Chairperson of the CRA suggested that before they left they should sing

the civil rights anthem,'We Shall Overcome',a song familiar to the folk

audiences of Belfast who had sung it many times over in sympathy for

someone else's struggle. This was not the case in County Tyrone:

Nobody had heard of civil rights before, never mind the 
civil rights anthem... Like Sir Malcolm Sargent at the 
Promenade Concerts, she (Betty Sinclair) raised her arms 
and started, 'We shall overcome...' and everybody else 
started, 'A nation once again'... (Ibid:93-4).

The singingof 'A Nation Once Again'(Thomas Davis, 1814-1848) is signi

ficant for although in her text, Bernadette Devlin does not differentiate 

this song from any other 'rebel' song, the song has a history of associa

tion not with Republicanism but with Nationalism and was in fact the 

anthem of the Nationalist party. It was played as such at AOH parades 

(see Chapter 4).

When the People's Democracy, the students' civil rights organiza

tion decided to fight the February 1969 elections most of the 

eight candidates who eventually ran had some connection with the folk 

world, as audience, singers, collectors or people involved in running 

folk clubs. A young Catholic singer/collector came within 220 votes of 

ousting a sitting Nationalist candidate. The situation was undoubtedly 

more difficult for liberal Protestants; a leading Protestant folk singer, 

collector and organizer, tempted by the idea of putting his name forward 

as a potential parliamentary candidate in the same instant confronted 

the reality of sectarianism in Northern Ireland. 'No', he said, 'I 

could never show my face in ... (mentioning his home town, a town with a
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large majority of Protestant inhabitants) again.'

While for a variety of reasons a large part of the folk world 

dismissed most 'party songs' as non-folksong (see page 315 ) many 

working-class people too categorized them as something other than folk, 

but for other reasons. Particularly for the older generation, they still 

had contemporary relevance. When the mother of a leading song writer of 

the left tendency saw the Dubliners singing 'Bold Robert Emmet' and 

'Roddy McCorley', on a BBC TV programme, 'Hootenanny' in the mid-sixties, 

she commented: 'There'll be a united Ireland yet, son'. One elderly 

Catholic musician who had been playing traditional music long before the 

revival and whose father had been playing traditional music in Belfast 

since early in the present century described the folk revival in 

Belfast in the 1960s as 'the Protestant revival'.

In the discussion above I have tried to give an account of the 

specificity of the folk revival as it manifested itself in Belfast in 

the mid-sixties. Two apparent factors differentiating the folk revival 

in Belfast from the rest of Britain were the existence in Ireland, includ

ing parts of the North,of a relatively living instrumental musical tradi

tion and the relatively insignificant role of left wing political 

organizations in the revival in Belfast. In fact the array of factors 

which emerge from some consideration of these apparent differences 

point to the basic structural characteristics of Northern Ireland 

society itself as developed in Chapter 2.

The marginality of labourist politics is significant not only at 

the level of organization of folk clubs and song content, but also in 

the very availability of source material itself. The influence of 

sectarianism as a category of ideological thought and a form of
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ideological social relations of pervasive importance in everyday life 

(see Burton 1978:37 and O'Dowd et al 1908:26) is evident in the denial, 

or at least avoidance of transmission, of a large body of contemporarily 

and histroically socially meaningful song, which because of sectarianism 

constituted a considerable, probably major proportion of Belfast's work 

songs and street songs. The same arguments apply to party songs which 

may not have been street songs as such. I have also noted an alterna

tive strategy which confronts rather than avoids sectarianism by accept

ing as 'folk song' a limited number of such songs. The singing of one 

another's 'party' songs in mixed groups is another aspect of the same 

confrontation strategy. All of this behaviour is of course informed by 

sectarian consciousness including the important ability 'to tell' when 

it is or is not appropriate to sing such songs.

The issue of ethnic identity and potentially of national identity 

is reflected in the differing national orientations of the folk club 

and traditional music structures and in the differing 'image of Ulster' 

and 'image of Celtic Ireland' potentially inherent in each. The tension 

which I have described between singer and instrumental musician too is 

a consequence of two different traditions, one 'English' and the other 

'Irish'. England's loss of traditional music and Ireland's continuous 

living tradition are related to uneven economic development characteristic 

of colonial situations (see Strauss 1951), the music survived in the pre

industrial conditions of much of Ireland during the period of rent capi

talism, and in the course of the struggle for independence became revived 

(at the end of the nineteenth century) encouraged and protected in the 

process of building a separate national identity (see Chapter 3). I have 

suggested that, in a less conscious fashion and on a smaller 

scale conditions in Northern Ireland in the late 1950s
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and early 1960s were such as to encourage an attempt to construct a 

a positive non-sectarian Ulster cultural identity ar|d distinctive 

'Irish' cultural identity for Ulster Protestants.

The issue of 'class', whether it is experienced as sectarian class 

relations or racial class relations or unmediated class relations, is 

common to all parts of Britain, Northern Ireland included. It is the 

problems which stem from 'class' considerations which the Belfast revi

val shared with the revival in general, although differing in degree, 

with which I shall now deal. A basic contradiction in folk music cul

ture is respect for the music produced by the folk of the past and dis- 

ain for popular music produced for 'the folk', i.e. the working-class of 

the present. Folk enthusiasts tend to be middle-class people, working- 

class pepple tend not to like folk music, nor its middle-class subculture. 

In the Northern Ireland context, not only popular music consumed by the 

working-class, but even the bulk of working-class oral musical tradition 

was rejected by the folk world, as,more or less,was the tradition of 

'party' songs. In the course of my analysis of the folk revival in Nor

thern Ireland I have referred to the relative dominance of the elitist 

tendency, while this perspective did not dominate the revival in Britain 

in general there is evidence that it existed and continues to exist. 

Writing in 1983 Ian Watson comments:

Coming from outside, I make no claims to put the house of 
the folk club movement in order, yet I know the revival 
well enough to be able to distinguish trends which I see 
as detrimental to the healthy conservation and promotion 
of an important part of our heritage. There is, first of 
all, the faction in the revival which sees the collection, 
performance and enjoyment of folk music more and more as an 
exoteric occupation, with its resultant purism, academicism 
and snobbery. (Watson 1983:3).

Even in Northern Ireland the radical element which operated with a broa

der definition of folk song, which recognized the class related
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constraints on behaviour as alienating to potential working-class 

support for the folk movement, and who as part of their recognition 

of the dynamic political function of folk song, involved themselves 

in writing songs addressing issues relevant to the Northern Ireland 

working-class, had to content with what, for some, was the aesthetic 

problem of ‘working-class taste.' Would their songs be acceptable to 

the working-class, and potentially would new contemporary working-class 

songs be acceptable to them?

Stemming from this basic class issue is another problem common to

the whole folk scene namely the issue of commercialism. Dave Marker

has described the process of commercialism in the British folk scene:

It became possible, in the later 1960s if not before, for a 
large group of 'folk' performers to make a comfortable living 
out of their singing and playing Many - particularly of the 
earliest converts - retained vestiges of the ideological con
nections with working-class industrial culture; but they 
found that, just as they began to move away from their class 
of origina, so did their audience, until the singers were 
effectively retaining a nostalgic and deformed version of 
industrial culture to members of the aspiring working-class 
and the petty bourgeoisie. For those who moved fully and 
openly into showbiz, such as Steele Eye Span, such criticism 
is inappropriate. (Marker 1980:156).

The process of commercialism is here associated with a de-politiciza- 

tion, in a sense the reverse occurred in the very different develop

ment of folk in Belfast.

The tensions and contradictions which I have discussed in this 

section were relatively unapparent in the early and mid-1960s folk 

scene in Belfast, the most open debate occurring around the issues of 

the definition and role of folk song and a more concrete tension 

between folk club and session. These issues and the others discussed 

were soon to emerge clearly with the onset of what has been called 

Northern Ireland's 'Troubles'. The new and rapidly changing political
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situation elicited an unprecedented increase in the number of locally 

produced songs. There was at the same time a revival of the old party 

songs, and the development of a new kind of club in some senses resembl

ing the folk club in which the singing of songs, many definable, within 

revivalist terms, as folk songs, and the playing of traditional music, 

became frequent,and was dominated by working-class people.

If the folk revival can be viewed as a bourgeois appropriation of 

elements of working-class culture, then the process which I describe, 

and which occurred during my period of field work in the early 1970s, 

might be viewed as a case of the reversal of this procedure. For 

heuristic purposes I have separated out three aspects of this process 

which in fact occurred more or less simultaneously. I refer to them 

as: 'popularization', 'political re-vitalization' and 'towards working- 

class appropriation'.
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CHAPTER 6 

NOTES

1. My use of the term 'contradiction1 is in accord with Gidden's 

definition (1976, p. 125). He distinguishes between 'conflict' 

and 'contradiction'. The former notion is closely tied to that 

of 'interest' which logically presupposes that of the ‘wants' 

which actors bring to interaction. Conflict in the sense of 

active struggle pursued in the context of clashes of interest, 

is a property of interaction. In my analysis the notion of 

'tensions' resembles Gidden's notion of 'conflict': the ten

sion in the relations between singers and instrumental musicians 

and between left wing activists and academic, romantic, and 

conservative folk enthusiasts.

Contradiction is a property of structure and stands in contin

gent relation to conflict. Contradiction can be conceptualized 

as the opposition between structural 'principles'. Such 

'principles' always entail an implicitly or explicitly acknow

ledged distribution of interests on the cord of social integra

tion. But the occurrence of conflict on the level of social 

integration does not necessarily produce system contradiction; 

and the existence of contradiction is not inevitably expressed 

as overt struggle.

2. A similar phenomenon is noted as having occurred in European folk 

music revivals. See Fred Woods, Folk Revival: the Rediscovery

of a National Music. (Poole, Blandford Press, 1979), p. 69.
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3. See Pete Hamill's introduction to The Irish Songbook: The Clancy 

Brothers and Tommy Makem. (New York: London, Sydney, Wise 

Publications 1969), p. V.

4. Ibid., p. V.

5. For examples see The Mercier Series of Old Irish Street Ballads, 

(Cork: The Mercier Press, 1969), The Guinness Book of Irish 

Ballads, Sing With Me Now, (Dublin: Guinness Group Sales Ltd nd), 

and Irish Ballads Books 1-3.

6. For a definition see chapter 3, p.

7. 'Zozimus' Moran (c. 1794-1846), a particularly 'colourful', blind 

street singer who sang or recited his own compositions, some of 

which survived in oral tradition and may still be heard in Dublin 

today; others are found in collections of broadsides. Rosmuc and 

Rinn are Ghaeltacht areas; two of the remaining Irish speaking 

areas which are located mainly along the western-southern seaboard.

8. Colin Hamilton, The Session: A Socio-Musical Phenomenon in Irish

Traditional Music, 1978, defines 'ballad group' as:

Groups of musical performers who originated in the 1960s 
and are found in smaller numbers today. Their music 
consists of songs of ballad form, the majority nationa
listic in sentiment. These are usually performed in a 
highly non-traditional manner, with a strongly rhythmic 
backing provided by such instruments as guitar, banjo and 
tin whistle. Their repertoire is on the whole, however, 
adapted from traditional material.

(Hamilton 1978: 51)

This term was not current among Belfast musicians, such groups were 

known simply as 'folk groups'. When it becomes necessary to distin

guish between types of ‘folk groups', the basic division is between 

'folk groups' as described above and folk groups of a less popular 

type which specialize in playing Irish traditional music, I make 

the distinction in the text.
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9. I am indebted to the work of Colin Hamilton on the session for 

the finer details of the internal structure of the session.

Colin Hamilton is an experienced session musician, a flute player.
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'THE TROUBLES' POLITICAL AND MUSICAL TRANSFORMATION

In this chapter I describe the impact of the troubles on social 

life and popular entertainment in Belfast. My concern is specifically 

with the effects in Catholic working-class areas. The changes did not 

simply take place within a political context or against a political 

background, many were in themselves 'political' changes. Because my 

particular area of study, entertainment, may be thought of as removed 

from the harsher realities of life, 'superstructural' it is necessary 

to locate the phenomena I describe in a wider context which gives some 

idea of the kind of everyday lives which people were living. I choose 

to provide a relatively lengthy 'politico-historical' introduction on 

the period 1968-72, derived from secondary sources, as partial fulfil

ment of this requirement. Politics in Northern Ireland during that 

period was not something 'out there' ordinary people lived and breathed 

politics, it was a constant everyday topic of conversation, not only 

among 'activists' and it was lived through, experienced as, politics; 

what was happening to people, what they were doing was reported in 

detail on local and often on the international media. A further dimen

sion to the description of the everyday lives of people is provided in 

the description of some aspects of the 'Troubles' on social life in 

Belfast. This account is based on 'ethnographic experience'. The deve

lopments in the entertainment world were part of this adaptation to the 

effects of the 'Troubles'; they were also a response to the events des

cribed in the politico-historical introduction.
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POLITICAL DEVELOPMENTS 1968-72

There occurred in the period between 1968-72 a fundamental restruc

turing of the politics of the Catholic population of Northern Ireland 

during which it emerged as a united militant force, albeit briefly. The 

vehicle for the unparalleled Catholic population mobilization was the 

civil rights movement, an entirely new force (Bew et al, 1979:165).

The Emergence of the Civil Rights Movement

The Civil Rights campaign which focused on religious discrimination, 

crystallized on the issues of discrimination in employment and the 

allocation of public housing, gerrymandering and franchise restrictions 

in the field of local government.

The dominant interpretations of the movement's emergence and wide

spread appeal lays emphasis on the emergence, in the sixties,as a con

sequence of post-war free education system, of a much larger Catholic 

middle-class which was less prepared to accept its second class citizen 

status and more prepared to demand, and play, a role in the state. The 

Civil Rights Movement was then the expression of this demand. While 

accepting, indeed demonstrating the increase in the Catholic middle- 

class (professional and managerial occupational class) between 1911 and 

1971 (Bew et al 1979) question the purely economic determination of the 

particular timing of the Civil Rights Movement's emergence and suggest a 

specific political trigger, the growing Catholic awareness of Protestant 

monopolization of recent expansion in the state sector of the economy and 

infrastructure. The promise of O'Neill's 'bridge-building' had not borne 

fruit, in fact some of the new economic policies worsened the minority's 

position (Farrell 1976:240-242). In January 1964 a group middle-class
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and professional Catholics established the Campaign for Social Justice 

and began to collect and distribute facts and figures about gerrymander

ing and discrimination.

Another relevant political factor was the return of a Labour 

government at Westminster. It had been during the period of the last 

Labour government (1945-51) that the large scale anti-partition cam

paign (1949) had occurred. Within the Labour party had emerged the 

Friends of Ireland group, in June 1965 a group of backbenchers, some of 

them veterans from that organization, set up the Campaign for Democracy 

in Ulster to call for a Westminster inquiry into affairs in Northern 

Ireland. And it was to Gerry Fitt, Republican Labour representative for 

West Belfast at Westminster (1966),that this Labour group looked, not to 

the now official Nationalist party opposition. The Nationalist party had 

in fact lost direction, and vacated its traditional role in the face of 

prevailing religious ecumenism and O'Neill's conciliatory gestures which 

it greeted with 'pathetic gratitude ' (Farrell 1976:240). Three of the 

nine Nationalist MPs, among them their President, Eddie McAteer, were 

defeated in the 1969 election by independents who had been prominent in 

the Civil Rights movement.

In comprehending the emergence and the breadth of appeal of the 

Civil Rights movement not only the increase in the Catholic middle- 

class, but also the concomitant increase in the unskilled section of 

the Catholic working-class must be taken into account (Bew et al 1979: 

167). An increase which occurred during a period (1911-1971) when else

where (including the Protestant working-class) this section of the 

working-class was diminishing as a proportion of the workforce. Paul 

Bew et al correctly stress the role of this category of Catholic in 

maintaining the impetus of the reform movement. 'This sector constituted
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an immense reservoir of opposition to Unionism and indifference to mode

ration, ( Ibid : 171). They also drew attention to the mass appeal of the 

particular forms of public protest devised by the Civil Rights movement. 

Modelled on the American Civil Rights movement, the Northern Ireland 

Civil Rights Association's (NICRA) campaign included public marches, sit-downs 

demonstrations and song. Given the traditional significance of marches as 

territorial boundary markers and given Unionist hegemony, facilitated 

by the populist policies of the Unionist party, regarding rights to 

march, 'their impact in Northern Ireland was at variance with their secu

lar inspiration' (Ibid:171).

The Emergence of the Social and Democratic Labour Party

The Nationalist party, with its roots in the rural areas and its 

leadership in the hands of the older generation, was taken unawares by 

the civil rights campaign, which was transformed by the disorders of 

1968-9 from a fairly commonplace contemporary youthful protest into the 

main focus of Catholic political activity in Northern Ireland. Other 

politicians, particularly those associated with anti-partitionist Labour, 

were not by-passed: for example Gerry Fitt, local councillor for Dock and 

later MR for West Belfast, involved himself convincingly in the aggres

sive, extra-parliamentary campaign for Catholic 'civil rights' in the 

years 1967-9. It was this reputation combined with the authority which 

he had gained by being an active Westminster MP, that enabled him to make 

the first serious effort since the inter-war period to reunite the Catho

lic pariiamentary representatives of Belfast with those in other parts of 

the province (Rumpf and Hepburn 1977:192). The unity in the Catholic 

population which emerged with the Civil Rights movement assumed
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instituional form with the appearance of the Social Democratic Labour 

party. It was led by those MPs who had been active in the Civil Rights 

movement and its emphasis was to be on questions of civil rights and 

social reform. The goal of a united Ireland was placed in the background. 

Unity was of course not total. Socialists were unimpressed and the SDLP 

found that in some districts it had to coexist with a new, localistically 

oriented current of Republicanism (Bew et al 1979:172). One of the main 

functions, or effects,of the SDLP in its earliest years is thought to 

have been to steer Catholic opinion as much as possible away from the 

IRA (Ibid:174).

The Emergence of the Provisional IRA

The failure of the Border campaign and of the support for a 'physi

cal force' solution was succeeded by a more politically oriented policy 

on the part of the IRA. An element of radical socialist republicanism 

was reintroduced and those who stayed in the movement became involved in 

such issues as poor housing conditions, and the ownership of ground rents 

in Dublin, strike breakers and the operation of certain foreign owned 

business concerns to the detriment of local interests. There remained 

also the traditional 'old guard' of the physical force movement, fearful 

for the end of abstentionism and suspicious of the new Dublin-based, 

atheistic Left. Many dropped out disillusioned. In line with the IRA's 

new policy of working within the system to bring it down they set up 

Republican clubs in an attempt to organize openly and legally for legal 

political action. In March 1967 the Special Powers Act was used to ban 

Republican clubs. Although quite separate in origin, the growing Civil 

Rights movement in the North was developing similar tactics on a much
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larger scale. The non-violent intentions on the IRA campaign were such 

that they sold their weapons to the Welsh Liberation Army.

When in August 1969 the Catholic areas of Belfast were attacked by Loya

lists, including the RUC and B Specials, there was virtually no IRA, only a 

few IRA men and a few weapons including one Thompson sub-machine gun.

The death toll for the night of 14-15 August 1969 was six, one Protes

tant and five Catholics, one of whom was a nine year old boy, Patrick 

Rooney. At the same time intimidation and the burning out of whole 

Catholic streets began. By September 1969, 1,820 families had fled 

their homes, 1,505 or 82.7 per cent were Catholics. In a report 

furnished to the Scarman Tribunal it was established that 5.3 per cent 

of all Catholic households in the city had been displaced compared with 

0.4 per cent pf Protestant families (Farrell 1976:262-3). The IRA had 

been incapable of fulfilling its traditional defensive role in the 

Catholic areas of Belfast, Derry and other towns.

The fundamentalists had been proved right. And on this issue they 

could ally with the northern Republicans who had previously been diverted 

into the new approach of the Civil Rights movement. At meetings of the 

IRA army council in December 1969 and at the Sinn Fein Ard Fheis, at which a 

yotewastaken to recognize the legitimacy of Leinster House, and Stormont; 

and the fundamentalists, finding themselves in a minority amongst the 

heavily organized Dublin contingents,staged a walk out and established 

two parallel bodies, the Provisional army council of the IRA and a 

Caretaker Executive of Sinn Fein. Both wings of the IRA, the Provisional 

IRA and the Official IRA set about a military defence strategy.

There was considerable speculation about Fianna Fail's complicity in 

the IRA split. As early as February 1969 a group of Fianna Fail TDs
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approached the IRA in Co. Derry with a proposition. They would supply 

money and arms for the defence of Catholics in the North. The move 

seemed to be prompted by considerations of party politics as well as 

some genuine strong feelings. In return for the funds the IRA was to 

drop its leftist policies, stop agitating against Fianna Fail in the 

South and action would have to be limited to the North. They wanted a 

new six county northern command to replace the existing nine county 

unit. During 1970 a number of ministers were dismissed and charged 

with importing arms. Jack Lynch, without great conviction, moved Irish 

army units up to the border as 'field stations' and called for United 

Nations intervention. As the level of IRA violence came to exceed that 

of Protestant mobs or British soldiers public opinion in the South 

quietened and by 1971 Mr. Lynch was able to take his first tentative 

steps towards effective action against the IRA.

Until well into 1970, although there were many Catholics eager for 

arms, neither wings of the IRA was particularly strong in number. 'They 

were quite incapable of harnessing or directing any spontaneous mass 

movement, they were in fact hard put to maintain order in the presence 

of rioting school boys' (Bowyer Bell 1979:374). In Belfast the Provi

sionals began with the dozen or so members of the northern command and 

expanded to several hundred volunteers by the end of the first year and 

over a thousand early in 1971. The Officials remained concentrated in 

the Markets, Lower Falls and one or two other places. Their growth was 

steady, but limited in contrast to the rapid spread of the Provisional 

units. The Provisional structure in Belfast was expanded into a Brigade 

for the first time in over a generation. The Upper Falls, Ballymurphy, 

and Andersonstown became the first battalion. Lower Falls and Clonard,
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second battalion, and North Belfast to the Markets along with East 

Belfast, the third battalion. For some time certain of these areas 

such as the isolated Short Strand across the River Lagan,or Ardoyne 

remained largely independent, many of the early Provisionals were self- 

elected. There were constant schismatic tendencies, particularly when 

the brigade grew to well over a thousand volunteers 'many recent con

verts to Republicanism and many with limited strategic vision (Ibid:

374). For the most part the brigade staff managed to hold the three 

battalions together. In February 1970 the first edition of An Phoblacht 

the organ of the Provisional IRA was published. Through the paper 'the 

aims, objectives, achievements and detailed policies of the Republican 

movement were published along with news of the vast reorganization pro

gramme which had been embarked on' (PIRA 1975:11).

The Involvement of the British Army and the Growth of 'The Provisionals'

The events of August 15 also brought the British army on to the 

streets of Northern Ireland. They came in the role of 'peace keepers' 

to restore law and order and were welcomed by most Catholics as protec

tors. Initially at least their intervention appeared impartial. CS gas 

was used against a Loyalist mob on September 5. With its troops on the 

streets the British government too had at last started to move on the 

question of reform. On September 12 the Cameron Commission, appointed 

by O'Neill, reported and confirmed and doccumented the existence of dis

crimination and gerrymandering against Catholics. It reported that 

there had been 'serious breaches of discipline and acts of illegal 

violence' by the RUC during the Civil Rights campaign and it described 

the B Specials as 'a partisan and paramilitary force recruited exclusively
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from Protestants'. On October 10 the Hunt Report was published recom

mending the disarming of the RUC, the disbandment of the B Specials, 

and the setting up of a new part-time military force. The RUC Inspec

tor General was to be replaced by Sir Arthur Young, a London police 

chief. This was 'the honeymoon' period for the British army and the 

Catholic population.

But British army 'peacekeeping' procedures soon exposed the lie

concerning their image of neutrality. The Loyalist marching season

was beginning. On Easter Tuesday, March 31 there was trouble when

an Orange parade went past the Catholic Clonard and Ballymurphy areas

on the Springfield Road. A Catholic crowd in Ballymurphy stoned the

parade - by then a set ritual - and the British army responded with

saracens (armoured cars) and CS gas. This was the first major clash

between Catholics and the British army. After four days of rioting

the army physically occupied the estate. The Catholics replied with

petrol bombs. 'The British army did not understand then and often

did not later the potential fall out of their response to disorder -

CS gas did more for the Proves than all the legends of heroes and all

the patriot graves' (Bowyer Bell 1979:376).

As was their wont the Unionist politicians and press, and 
their supporters and lackeys in both Ireland and England, 
laid the blame for the rioting on the IRA, but in fact, 
units of the IRA were kept at full stretch to try and end 
the rioting, which was mainly the work of youths venting 
their anger and frustrations brought on by generations of 
living in squalor and constant provocation. The memory of 
1969 was still fresh in their minds. (PIRA 1973:15).

The British army now appeared to be engaged in ensuring freedom of action

for Orange provocation.

Then on Saturday 27 June - the 'Little Twelfth' - Orange parades 

were due to pass Ardoyne, Clonard, Unity Flats and the isolated Catholic
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enclave of Short Strand in East Belfast. During rioting as the 

parades passed Ardoyne there was a gun battle and three Protestants 

were killed. Across the city in East Belfast there was an attack on 

St. Matthew's Catholic church in the Short Strand. The IRA defenders 

shot and killed four. Billy McKee, c/o of the Belfast brigade was 

wounded in the exchange of fire (Bowyer Bell 1979:376). An IRA auxi

liary, Henry Mcllhone, died in the battle.

When the 'peacekeeping' British army was asked by an MP to 
protect the church, they said they were too busy elsewhere.
Earlier in the day there had been trouble in the vicinity 
of the church, but at about 11 pm, under cover of snipers.
Loyalist groups set out in earnest to burn the church. The 
local unit of the IRA were ready and a battle continued 
until 5 am. (PIRA 1973:16).

To the Catholics the British army had first permitted the Orange parade 

that sparked the riots and then failed to defend the Catholics in the 

Short Strand. The action which the army did take in fact worsened the 

situation for they sealed the bridges leading to the West of the city. 

The 6,000 Catholics in the Short Strand were terrified, marooned amongst 

60,000 Protestant with their escape routes to the West cut off. This 

incident ensured the growth of the Provisional IRA; for if the British 

army could not defend the Catholics against Loyalist attack then they 

would obviously have to defend themselves.

A new Tory government had been elected in Britain and Reginald 

Maudling, possibly in response to Chichester-Clarke needed to appease 

Loyalist opinion and probably shocked by the gun battles, introduced a 

tougher line in pursuit of law and order in Northern Ireland. On July 

1 the Criminal Justice (Temporary Provisions) Bill was passed in Stor

mont bringing in mandatory six month minimum prison terms for rioting 

(Farrell 1976:273). On July 3 the British army and the RUC arrived in
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two landrovers to carry out a search of No. 24 Balkan Street in the 

Lower Falls and found some weapons - it was an Official IRA arms dump. 

There was an escalating confrontation in the maze of tiny streets. The 

events of the weekend were still upermost in people's minds. Reinforce

ments were called in, the Lower Falls was cordoned off, the area was 

saturated with CS gas and 'the Lower Falls curfew' was imposed. The
v

Official IRA,possibly eager to prove themselves as capable as the Pro

visionals had been in the Short Strand, decided to take on the British 

army in retaliation. A. heavy gun battle ensued with the army firing 

1,500 rounds and killing three civilians. Another civilian was crushed 

to death by an armoured car. No British soldiers or IRA were killed 

(Ibid:274). The army occupied the entire area and for thirty-six hours 

maintained the curfew. They conducted a house to house search (Ibid:

274).

In the British army searches, homes were entered at gunpoint, 
doors broken down, floors ripped up, fireplaces torn out, 
money stolen, religious objects broken, and men, women and 
children beaten, thumped and terrorized for thirty-six hours.

(PIRA 1973:17)

The haul was: 28 rifles, 2 carbines, 52 pistols, and 24 shot guns 'a 

paltry enough figure beside the 100,000 licensed guns in Northern Ire

land, 80 per cent of them in Protestant hands' (Farrell 1976:274;

Bowyer Bell 1979:377). In all 334 people were arrested (PIRA 1973:17)/ 

Other searches were carried out in Catholic areas: Ballymurphy, Ardoyne, 

Kashmir Road and Ballymacarret where telephone communications were cut 

off before the British army entered to isolate and search the area. In 

these operations the newly formed Ulster Defence Regiment were employed 

(Ibid:17). After these events the Lower Falls and much of Catholic Bel

fast were alienated. Recruitment to the IRA soared (Bowyer Bell 1979:337).
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SOME ASPECTS OF THE EFFECTS OF 'THE TROUBLES' ON SOCIAL 
LIFE IN BELFAST

Like other towns and cities Belfast, before 'the troubles' was 

city centre oriented with regard to services such as shops, recreation 

centres, dance halls, cinemas, etc., perhaps more so because of the 

relative paucity of local amenities in residential areas, particularly 

the working-class housing estates and flat complexes. The era of the 

supermarket situated outside the city centre had not yet occurred.

Visits to local cinemas, where they existed, had not the sense of occa

sion that a visit to the more expensive and plush down-town cinema 

evoked. Similarly, dances organized in local (frequently church) halls 

were mundane by comparison with the city centre dance halls. It was
ithe time of the 'Irish showband', and popular dance enthusiasts, of 

whom there were many, also travelled out from the city to provincial 

towns some distance from Belfast to follow their favourite bands. 

Cabaret was just developing and was essentially a city phenomenon.

There was a concentration, therefore, of entertainment venues in the city 

centre, with out of town dance halls also featuring prominently. One's 

immediate residential area catered for relatively few entertainment 

needs. The primary social amenity available outside of the home and 

within one's local area was the pub, which at that time provided com

paratively little diversion or entertainment other than sociable

conversation with friends while having a drink, and the television set.
2Even local bingo, which was often church organized and appealed pri

marily to women (as did drinking to men) was under threat from a trend 

which was attracting large numbers of people out to bingo games in 

venues outside Belfast, some of them a considerable distance away.
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Tour coaches were provided. In entertainment, as in other respects, 

the 1960s was a period of maximum integration of Catholics and Pro

testants .

The Decline of the City Centre

The period from 1969 onward brought about an enormous upheaval in 

the lives of ordinary Belfast people. The events of 1969 marked the 

beginning of a social and physical restructuring of the city. Boundaries, 

physical and symbolic emerged. People erected barricades around their 

areas patrolled by vigilantes, wall slogans proclaimed the demarcation 

lines, a 'peace line' was erected to separate the Catholic and Protes

tant parts of West Belfast. Cordons, check-points, ramps and army posts 

divided up the social and physical space. In public places and in all 

city centre premises one was subjected to searches of one's belongings 

and sometimes to personal searching on entry. The city centre itself 

was surrounded by great security gates which were erected at the entrance 

of every street leading to the city centre. Some of the smaller streets 

were permanently closed off as a means by which to enter the city, or at 

best they might be fitted with a one way turnstyle permitting exist only. 

The main gates were guarded, while open, by members of the security for

ces and services who conducted close searches of one's bags, etc. and of 

one's person. After 6 pm all but two of these gates were locked, making 

evening visits to the city even more tedious and troublesome than day-' 

time visits. No cars except those issued with a special pass for those 

with particular business needs, were permitted to travel through the 

city centre. Another perimeter was drawn outside the city centre 

security gates demarcating the 'control zone' within which vehicles
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left unattended were liable to be blown up by a controlled explosion 

carried out by the army.

The factor most responsible for the death of the city centre was 

the beginning of the Provisional IRA bombing campaign in 1971.

The objects of this campaign were mainly two-fold:

(1) to stretch the British army to the limits of its resources 
and to keep pressure off the nationalist areas;

(2) to weaken the economy by sabotage operation against govern
ment and commercial property with the British taxpayer 
picking up the bill for the damage done.

In April, 37 major explosions took place; May - 47 and June -
50 operations. (PIRA 1973:34).

It was a new IRA strategy which affected directly and indirectly the 

lives of ordinary people more than the traditional attacks on the RUC 

and British army. Increasingly, bombs were being placed in shops and 

pubs (Bowyer Bell 1979:379). On 12 July 1971 there were ten explosions 

in the centre of Belfast along the route of the Orange parade (Farrell 

1976:281). The car bomb, a weapon introduced by David O'Connell (Coogan 

1980 : 463) added a new dimension to the hazards facing shoppers and 

those coming into the town for evening entertainment. By August 1971 

over one hundred civilians had been injured by bombs. 'People were 

avoiding down town areas, fearful of the risks. No one came into the 

centre of Belfast unless it was necessary' (Bowyer Bell 1979:380).

The fear of becoming innocently caught up in sniping, gun-battles 

and riots all served to limit individual mobility. But even for those 

prepared to risk such possibilities the problem involved in travelling 

from one part of the city to another were daunting. Travel by car was 

liable to considerable hold ups due to roads being unexpectedly and 

temporarily closed down, and to frequent army road blocks at which one
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might be detained for hours while one's car and person were searched 

and one's identity checked. There was also the possibility that one's 

car might be high-jacked for a barricade or an 'operation'. Those 

walking experienced similar cfifficulties of 'random searches'. Pub

lic transport became extremely unreliable, with services frequently 

suspended due to riots and other incidents. Even on those routes less 

affected by the troubles, bus services were cut down so that from 

8 pm, the usual quarter hourly departures were reduced to half hourly 

departures and from 9 pm buses left the city centre once an hour. The 

last bus leaving the city centre to the various residential areas of 

the city left at 11 pm.

The 'Protestant backlash' to the bombing campaign and to the sub

sequent suspension of Stormont and imposition of direct rule (March 

1972) took the form of a sectarian assassination campaign in which no 

distinction was made between the IRA and Catholics as such (Probert 

1978:139). Already early in 1972 a number of Catholics had been shot, 

and after Stormont fell (1972) the assassinations continued: two 

Catholics in April (Farrell 1976:296). Talks between the British 

government and the IRA resulting ceasefire, 26 June 1972, brought 

about an acceleration in the number of sectarian killings. Between 

27 June and 9 July there were sixteen murders, including Protestants 

who were murdered by the IRA and by other Catholic groups who had 

begun to form. There were almost two hundred such murders. Frequently 

people were picked up off the street and driven away, or shot from pass

ing cars as they walked or stood in the street. It was unsafe to walk 

on the streets of Belfast.



Developments in Catholic Residential Local Areas:
the emergence of 'community'

The same factors which brought about the decline of the city centre 

contributed to the growth of local communities as social and service 

centres, although the latter was a more complex development. The 

events of 1969 precipitated a rigid drawing up of boundaries between 

the various working-class areas of Belfast on the basis of religion.

Those who were burned,or intimidated out of religiously mixed areas 

were joined by those who feared such an eventuality. People moved to 

whether they felt safe; to areas inhabited by people of their own 

religion. The emergence of religiously homogenous local areas made it 

possible for them to be sealed off, either barricaded by the inhabitants, 

or cordoned off by the security forces. This in effect was the sequence 

of events in Catholic areas between the declaration of 'Free Belfast1 

behind the barricades of 1969 to the establishment of 'occupied' Belfast 

after Operation Motorman on 31 July 1972 when the army moved in to take 

down the barricades.

In Catholic West Belfast the inhabitants woke up to find 
schools, halls, blocks of flats, and the North's main 
Gaelic football ground. Casement Park, occupied by the 
army and being fortified for a long stay. Eventually 
there were to be sixteen fortified army posts in the grea
ter Andersonstown area with a garrison of several hundred 
troops. The army also built four huge wild-west style 
forts with corrugated iron stockades. (Farrell 1976:299).

The experiences of this period of necessity^led to an increase in 

communal activity initially at community level. Manifestations of this 

new communal activity developed in response to specific needs and aspi

rations including local defence, relief work, subsistence maintenance, 

resistance organization, the provision of social amenities, the cele

bration and commemoration of new political consciousness and, 'communality'
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Vigilante groups were formed to guard the barricades so speedily

erected in August 1969. They consisted of local people including some
3

members of organizations such as the IRA or People's Democracy (PD).

Morale was high behind the barricades although the author of the song

'Free Belfast' presents a somewhat romanticized picture:

There's a ceilidhe every night beneath the moon's broad light 
Where the vigilantes can relax at last.
As the fiddles pump and play people dance their cares away 
Behind the barricades in Free Belfast. 4

The various West Belfast defence groups came together as the Central

Citizens' Defence Committee (CCDC). Its first chairman was a leading

Republican, Jim Sullivan, who was succeeded by a Catholic businessman

Tom Conaty. It was composed of Catholics of different political

affiliations. It brought together local politicians such as Paddy

Devlin MP and Paddy Kennedy MP and the local priest Father Padraig

Murphy. It was also involved in relief work and eventually split over

the issue of giving support to the families of IRA men on the run,

which some senior Catholic clergy and some businessmen opposed on the
5

grounds that it helped the IRA activities. It has been suggested that 

by the spring of 1971 the defence of Catholic communities had passed 

into the hands of the Provisionals (Probert 1978:136), however another 

organization, the League of Catholic Ex-Service men, was formed after 

the introduction of internment (August 1971) and was not restricted to 

ex-servicemen in the ordinary sense. It was described as a 'people's 

army' for the defence of Catholic areas. It claimed to have 8,000 

registered members in its various branches although its activities were 

mainly confined to Belfast (Flackes 1980:38). Internment also saw the 

revival of a traditional defensive warning system, the rattling of dust

bin lids as a warning that an enemy was approaching. In subsequent
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years the ritual rattling on bin lids at 3 am on 9 August became a 

main component in the commemoration of the anniversary of internment.

Relief work began with the setting up of field hospitals in local 

schools on the night of 14-15 August. The subsequent history of events 

produced more and more categories of people in need of relief, and 

organizations sprang up to meet the housing needs of refugees from 

other parts of the city, those of 'innocent victims', or 'innocent 

dependants', and later of internee's dependants, detainee's dependants, 

prisoner's dependants. Long standing organizations such as the Green 

Cross, a traditional Republican dependant's relief body, continued 

their work and spontaneous small scale committees emerged to meet the 

needs of specific individual families.

The Northern Ireland Civil Rights Association (NICRA) continued 

to organize protest meetings and rallies at local level. Internment 

precipitated a massive response of grief and anger. Civil resistance 

committees sprang up and street committees formed to protest by means 

of a rent and rates strike. There were 26,000 families involved 

(Farrell 1976:283). Much small scale organization was required in the 

administration of the protest so that people would save up the money 

to repay when the protest ended. On 17 October 1971 the Northern 

Resistance Movement (NRM) was set up at a conference in Omagh to co

ordinate the resistance committees and organize mass demonstrations.

It differed from NICRA because one of the central demands was the 

abolition of Stormont (ibid:285).

The deterioration of living conditions, particuarly the isolation 

of Catholic areas consequent on the circumstances outlined above, 

resulted in a rapid decline in services, public and private. Streets
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were no longer swept, nor refuse collected by Belfast City Council 

employees, shops etc. were unwilling or unable to deliver goods to 

private homes and local shops too found it difficult to function in 

such circumstances, many were burned out in riots. 'People's shops', 

'people's garages', local 'people's co-ops', such as the Whiterock co

op emerged, and the Falls Road black taxi service operating like pub

lic transport but better - cheaper fares, later hours, more frequent 

and catering to more individual needs - replaced the city bus service. 

Road sweeping rotas, refuse collecting and policing were organized 

at street committee level. In the early period of 'Free Belfast' 

there was a local radio. Radio Free Belfast, set up and run primarily 

by PD members.

Just as it was difficult to get services into the areas, people 

also found it difficult to leave their own local areas to seek 

social and cultural 'services'. New independent social clubs, and 

later publically funded community centres, were established locally 

which engaged in providing activities for all ages, they ran 'socials 

discos, concerts, bingo (non-profit making), old age pensioners nights, 

ladies nights, afternoon events for children. They also were involved 

in organizing night classes and discussion groups. Burnt out local 

pubs also had to be replaced often by 'shebeens' or illegal drinking 

places. This period also saw the beginnings of local area festivals 

and 'fleadhs'.
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Politics, Community and Entertainment

The question of entertainment is very directly raised in a dis

cussion of means of catering for the social and cultural needs of 

these isolated communities, but at many and complex levels links 

existed between the political situation, the development of community 

spirit and developments in the scope, nature and ethos of locally pro

vided entertainment. Local entertainment became more or less com

bined with politics.

Many of the newly formed organizations acquired premises with a 

view to providing entertainment and other facilities such as social 

clubs. Slowly the entertainments columns of the Irish News, the 

morning daily paper of the Catholic population of Northern Ireland, 

became filled with advertisements for entertainment events held in new 

local venues, the Andersonstown Social Club, later known as the PDF 

(Prisoner's Dependants Fund) and the Lower Falls Community Centre and 

Working Men's Club took a leading role in entertainment. The League 

of Ex-Servicemen or Catholic Ex-Servicemen's Association established 

several social clubs involved in entertainment, in the period 1972-3 

five CESA clubs became actively involved in the entertainment world 

(see example. Appendix 11 ).

Then there were the Republican clubs, with names evoking Republi

can martyrs past and present (see Appendix 2 ) and Sinn Fein cum- 

anns.'7 Newly formed clubs or cumanns often adopted the names of the 

new hero martyrs of the present 'troubles' or 'struggle', the 'Martin 

Forsyth', the 'Terry McDermott' Sinn Fein cummans (PIRA) or the 

'Curry-0'Hare' Republican Clubs (OIRA). Sometimes the name of a recently
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killed Republican might be adopted by an already existing club or 

cumann, or a new club adopt a past hero or vice versa thus linking 

the old and the new generation of Republican martyrs, for example,

An Cumann Robert Emmet/Francis Ligget (St. James District), or the 

Republican clubs O'Callaghan/Williams (Tom) (Divis Flats) or Liam 

Mellows/Joe McCann (The markets). The new names were usually selected 

because of associations which the dead person had with a given area.

There were also memorial halls in the local areas, in honour of the 

individuals killed, for example the James Saunders Memorial Hall 

(Ardoyne) or the Sean Martin Social Club (Beechfield Street).

Local hotels and bars, large and small, offered music and/or 

dance entertainment. And the long established local halls - the 

church halls and the premises of the Gaelic Athletic clubs - increased 

their activities in response to the new demands. Commercial ventures 

made profits, a proportion of which was likely to be donated to various 

causes including the IRA. Even in the commercial venues and those not 

directly linked to political organizations and the political struggle it
O

was not easy to ‘forget the troubles even if one wanted to. Frequently

fund-raising benefit concerts or socials were held in otherwise non-

aligned premises with the management either taking the market price for

the hire of the hall or not. The Gree'n briar for example, a commercial

golf centre with licensed restaurant which opened on the Glen Road in

1970 and became one of the biggest providers of entertainment in West

Belfast, would on occasion provide its amenities free of charge for 
9charity. There were also commemorations, such as the anniversary of 

internment, and celebrations - 'welcome home' dances and socials for 

released internees.
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Convivial gatherings of people enjoying a drink and some entertain

ment also attracted the collectors for charity, defence, relief and 

political organizations. In most cases an evening might be briefly 

interrupted by at least one collecting tin rattling around the room, 

and every bar counter had as a permanent fixture a collecting tin for 

one or other organization. Newsheets and newspapers were regularly 

brought around the clubs and pubs for sale; Republican News, An

Phoblacht, the United Irishman, The Volunteer, Unfree Citizen, Rushlight,
10Unity, The Worker, An Eochair, and many more occasional publications.

They all provided information, opinions, interpretations of the events 

one was living through and suggestions as to how one should act in such 

circumstances.

It was a period during which occurred a great increase in politi

cal consciousness, through direct experience of oppression, and an 

unprecedented effort on the part of political activists. It was common 

at this time for a short announcement or bulletin containing relevant 

information concerning internees or hunger strikers, IRA policy, etc., 

to be given by a member of Sinn Fein or Republican clubs in the course 

of local evening entertainments. It was in the same clubs that more 

direct political 'entertainment' might be staged such as eg. the Irish 

premiere of Pasolini's '12th December', presented by the People's Demo

cracy in an evening of revolutionary songs, films and discussion in the
11context of 'Ireland-Italy', 'The Common Struggle'.

Attendance at local events of direct political concern could also 

involve music and entertainment. Increasingly there were bands accom

panying commemoration marches. At rallies there were sometimes folk 

groups playing at some stage in the proceedings, usually at the
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beginning (see Figure 5). It was not unusual that such rallies

might culminate in a confrontation with the army. Raids or 

simply routine army checks were not infrequent either, in the places 

of entertainment.

THE NATURE OF THE NEW LOCAL ENTERTAINMENT

Cabaret was the dominant entertainment form to emerge in the new 

local club/pub scene. 'Socials' and sometimes 'concerts' tended to 

resemble cabaret to the extent that there were bar facilities available 

on the premises, usually in the same room as the entertainment. The 

scale, in terms of capacity and facilities offered,varied enormously.

As might be expected the new social clubs often seated a greater num

ber of people than the pubs; on the other hand they were not invariably 

more comfortable. The clubs had the advantage of being able to extend 

their licence to sell drink. Most entertainment events occurred 

between 8.00 to 8.30 pm and 11.00 to 11.30 pm when dancing was incor

porated into the night's entertainment - this was the case in some of 

the privately owned commercial venues such as the Greenan Lodge hotel, 

or the Green Briar Golf centre and the concert 'social' was often 

interpreted to imply dancing-bar facilities might be extended to 1.00 

to 1.30 am. In most cases the provision of entertainment involved 

charging the audience, cabaret venues operated with a cover charge paid 

on entry. The charge ranged from 15 pence to 25 pence depending on 

facilities and also the ideology of the management. The Lower Falls 

Community Centre eg. charged 15 pence admission with pensioners admit

ted free of charge. A commercial venture such as the Trocadero (Cro- 

mac Street bar which started to advertize cabaret
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Crescent Cabaret club (Beakens bar at corner of Falls Road and 

Springfield Road which started to advertize cabaret and folk Novem

ber 1971), and the Green Briar, described in a newspaper advertise

ment as 'Ireland's leading golf centre, 24 covered booths, licensed

restaurants, magnificent setting' opened on the Glen Road in 1970
12and commenced advertizing cabarets in September 1971. There was a

25 pence cover charge. 'The Crescent' reduced its cover charge to

20 pence on Monday and Tuesday, which were also their folk nights.

The Green Briar was most elaborate in its facilities, offering

such features as late night cabaret with dancing to the Jackson
13Combi to 1.30 am and a late restaurant. At the weekends they ran 

a 'buffet cabaret' admission £1 including refreshments, 50 pence 

without. Most often refreshments were not available, only a bar, 

however when organizations were holding benefits or socials in the 

halls and clubs it was not unusual for food of some kind to be ser

ved, for example when the Michael Davitt Gaelic Athletic Club (GAC) 

held a benefit dance in Clonard Hall (1 May 1975) they provided a 

cabaret and buffet. Cabaret in Corrigan Hall sometimes included, 

during the performer's break or breaks, the opportunity of buying a 

hamburger and/or a game of bingo.

The content of the entertainment presented in the clubs and 

pubs was very varied. Established commercial cabaret spots had their 

own resident dance bands, Shay Young and the Crecendos at the Crescent 

Cabaret club, Tony Morelli and the Professionals at the Green Briar, 

and at The Orchid cabaret in Castle Street, the Orchid Four. There 

were also guest bands, combos, country and western bands and every 

conceivable combination of singing teams smaller than a band;
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'show-group' size (not as big as a show band, but bigger than the ave

rage 'group', quartets, trios like The Star Sisters - 'three in har

mony', or 'two in harmony' such as ‘Olivia and Chris', or ‘Sheila and 

Gerry', and numerous individual singers of popular song. Familiar 

faces and voices were augmented by many 'amazing new discoveries', or 

by 'singing sensations' from other parts of Ireland or from other 

countries. Certain hosts/comperes tended to be associated with par

ticular venues, for example Bernie Small at the Orchid, Big Paddy 

Lenord at the Andersonstown Social Club, Bo Birch at the Trocadero 

and Green Briar, but there was considerable movement of comperes as well 

as singing and other musical acts around the 'cabaret circuit'. Cabaret 

artistes also included a wide range of 'variety' type acts; comedians 

including musical comedy acts like The Recordites who impersonated 

popular singers and mimed to their records. There were also magicians, 

hypnotists and mime artists.

Considerable reliance was placed on local talent and on forms of

self-entertainment. Talent competitions were frequent. The Orchid
14ran an 'Opportunity Knocks for a considerable period of time and 

the Talent Competition organized at the Crescent Cabaret in 1972 ran 

into twelve heats before the first quarter final. The evening of 

cabaret encompassed such competitions. Cabaret was also the context 

for light gambling events such as bingo and a phenomenon known as 'An 

Evening at the Races' for which purposes the organizers hired video 

films of horse races.
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The Rise of the Folk Group

Almost immediately the folk group began to make inroads into 

the new domian of entertainment. In 1970 there had been two main folk 

groups in Belfast: the Flying Column and The Freemen. And while they 

played in the local residential areas and outside Belfast to the extent 

that there was a demand, their residences were either in the city centre 

area or near it. The Freemen had a very regular weekend booking in the 

Heather Lounge, Lower Garfield Street, the Flying Column played in The 

Golden Jubilee, Cromac Street in the Catholic Markets area of the city. 

The Golden Jubilee was one of the few pubs which provided regular folk 

entertainment, the McPea ke s, a traditional musical family from the 

Springfield Road area were playing in the Golden Jubilee two nights a 

week during 1971. Another venue which sometimes featured 'folk' was 

the Moonshiner in Ann Street. Even up to 1971 there were few publicans 

who wanted music played in their premises, formally or informally: one 

musician recalled having been barred from a particular pub several 

times for playing his guitar there. He was a good musician. Subse

quently the same pub organized regular folk entertainment with a cover 

charge, as well as having a regular afternoon session. The demand for 

musical entertainment increased rapidly: advertisements appeared in the 

newspaper; 'Good folk groups wanted1. Trad., Popular, Progressive, and 

also C&W, and Pop groups. The demand for Irish folk groups was not 

confined to Belfast, requests appeared in the local press for folk 

groups to entertain in Canada, United States and Europe. The number of

groups performing in the Belfast area increased dramatically. And some
15of them too began to advertize themselves.

Most of the new venues were not folk clubs like those of the
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revival period, nor were they like the Moonshiner, nor the Golden 

Jubilee, they were the clubs and pubs in which cabaret predominated. 

Folk music as such, whether song or instrumental, continued to be a 

minority taste, although it was undergoing a period of popularization. 

Folk groups tended to be slotted into the primarily working-class 

entertainment scene. For example, tbey became employed as entertainers 

during a break at dances. Mainly they occurred in the cabaret context 

in which they were presented as another cabaret act, which appeared 

initially on the same bill as pop groups, pop singers and even a 

humorous mime act. More occasionally the reverse occurred, in a pro

gramme 'presenting the best in Irish traditional music1, the Recordi

tes, a musical comedy and impressionist act, were billed alongside The 

Flying Column and the Barleycorn, both folk groups.

Certain clubs and pubs concentrated more on folk music and folk 

groups, for example, the Andersonstown social club and The Old House 

bar, others on the variety acts associated with the cabaret circuit, 

such as the Lower Falls community centre. Many others in their weekly 

programme offered one or the other on different evenings; this was 

particularly the case with the commercial venues. The Crescent caba

ret club, for example, had a consistent programme of Monday and Tuesday 

nights as Folk nights and the rest, Thursday-Saturday nights,as caba

ret. The Green Briar started with a Wednesday and Thursday folk night 

with cabaret at the weekend and in the course of 1972 increased folk 

nights so that by May they were running five folk nights a week. The 

opening of the new Green Briar in 1973 saw a return to more cabaret 

with Sunday night devoted to folk and the introduction of a traditional 

folk night on a Tuesday. The Trocadero maintained a fairly constant
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one night a week for folk, the remainder for cabaret. Smaller clubs 

and pubs, less regular and less prolific in the provision of enter

tainment varied between folk and cabaret but certainly during the 

early to mid-seventies the proportion of folk groups employed in such 

venues increased.

There was a tendency for small-time groups to attach themselves 

to a particular club or pub, where they might perform free of charge 

or for free drink and eventually if they were successful a business 

arrangement might be reached between the group and the management or 

the group might move onto better bookings. Such events were seldom 

advertized, unless there was a fund raising social or benefit organi

zed occasionally in the venues concerned. They were for the immediate 

local community. One local folk group, for example, started playing in 

the bar in the Divis flats complex. The management provided two microphones 

and then let them borrow them for other venues. Eventually they were 

able to buy their own equipment. A member of Tara folk group described 

to me how they had become involved in playing in a Republican club in 

the lower Ormeau Road. He said that they had been regulars there for 

some time and 'had got this club on its feet', 'we built up the 

audience'. And although not a big club it had subsequently started to 

bring in other groups occasionally. I saw the Aran Colk (from Carrick- 

fergus) play there (12 April 1974), the Tara folk group continued to 

play there and on this occasion they were called on as the first 

'floor singers'. The Lower Falls community centre, although it remai

ned a club predominantly involved in promoting local cabaret acts 

established a relationship whereby they employed the Blackthorn in a 

Wednesday folk night for a six month period between 1972-3.
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Composition of a Folk Group

The folk groups which proliferated in the early 1970s were uniform 

in many respects. The norm was for the group to consist of four males 

including at least a singer, and instrumentalists to play instruments 

carrying the melody and the rhythm. I shall discuss instruments below. 

These minimal requirements permitted a minimum of two people to form a 

group and I have seen one group of this description with a singer/ 

guitarist and a tin whistle player. A group might occasionally include 

five musicians. On only two instances have I seen a woman perform in a 

folk group: one was Cathleen McGready, wife of Eamonn Largey, founder of 

the group in which they both played, the Flying Column. This group was 

one of the founding groups and of a different generation than many of 

the new groups to follow many of whom started in their teens or early 

twenties. In many respects it was not a typical or average group.

The folk group Folklore also had a girl singer, this group too was 

atypical with a strong 'pop' music orientation. As suggested above, 

this was not the case in the general cabaret scene where there were many 

female vocalists and some comediennes.

The essential, almost defining, musical instrument for the folk

group was the acoustic guitar. The tin whistle was almost equally
16indispensible. The bodhran was very commonly used for rhythmic 

accompaniment. Next in popularity after these three basics were the 

various banjos; tenor, five string and banjo mandolin. The mandolin 

was less common, it was used by the Wolfhound and Corrib Folk. By 1973 

the Wolfhound also had a fiddler, but as in the case of instruments 

which are difficult to learn to play, the fiddle was rare among the 

young musicians of the folk groups. The only time one might hear
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uillean pipes in a folk-group context was if Francie McPeake, of the 

McPeake family was involved as a group member, as he was> intermittently, 

in various groups during this period (for example, The Freemen, the 

Barleycorn and Hedgerow). Even if he was playing, he did not necessa

rily play the pipes. He was also proficient on the five string banjo 

and tin whistle. The Freemen and the Wolfhound used a double bass in 

their arrangements. The harmonica was occasionally employed, the 

Barleycorn made some use of it, played by their singer/song writer,

Pat McGuigan. The electric guitar was also featured in this group and 

in Blackthorn. Another wind instrument occasionally played by tin 

whistle players if they were able, was the flute. Musicians therefore 

often played more than one instrument and it was common for singers to 

play the guitar or banjo and perhaps mouth organ.

The form and general appearance of the folk groups would seem to

have derived from the folk groups of the British folk song revival;

the Ian Campbell Folk Group, The Corries (another Scottish folk group).

The Clancy Brothers and the Dubliners. The latter two groups although

generally thought of as Irish groups, did not in fact originate in

Ireland. The Clancy Brothers and Tommy Makem formed and established

themselves first in America, and have never in fact returned to

live in Ireland except for concerts and personal visits. Although the

Dubliners did live in Ireland, they formed the group while living in
17England during the period of the folk revival there. The emphasis 

in most of these original groups was on singing rather than on instru

mental performance. The proportion of instrumental music in the 

repertoires of the Irish groups was significantly greater, more so in 

the case of the Dubliners than the Clancy Brothers. Consequently
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there was a considerably greater range of instruments employed in the 

Irish groups and correspondingly more instrumental music in their pro

grammes. The Clancy Brothers, a three 'man' group, featured guitar, 

five string banjo, tin whistle and flute; the five musicians of the 

Dubliners played between them, guitar, tenor banjo, five string banjo, 

mandolin, fiddle, tin whistle and harmonica. By comparison the guitar 

and concertina or 'squeeze box' were the predominant instruments among 

English and Scottish groups. The Clancy Brothers and Dubliners had 

been performing in concert in various venues in Belfast intermittently 

since the early 1960s and while many of the younger musicians would 

not necessarily have attended such conerts, the appearance of the Dub

liners at the first 'Falls Road fleadh' in the summer of 1970 was 

considered by several as formative.

Some Variations Among Folk Groups

There was a very wide range of musical and entertainment ability 

among the folk groups which emerged during this period. It was reflec

ted, to a large extent, in the kinds of venues in which the groups 

played and the frequency of performance. The big employers of folk 

groups during the early 1970s were: the Moonshiner, which reappeared 

in 1973 under the new name, Pieces of Eight, the Golden Jubilee which 

declined mid 1972, the Heather Lounge, the Green Briar, the Crescent 

cabaret and the Andersonstown social club. The folk aspect of the 

commercial club/pub cabaret scene was dominated for almost the whole 

of this period 1971 to 1974 by two groups, the Freemen and the Wolfhound. 

In most cases they shared the folk proportion of the week in any given

venue.
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TABLE 14: Summary statement of Freemen & Wolfhound performances
Freemen Wolfhound

1971 Moonshiner Weds. & Thurs. Fris. & Sats
1972 Crescent Cabaret Tues. Mons.
1972 Green Briar Weds. Thurs.
1973 Heather Lounge Sats. Fris.
1973 Andersonstown Soc. Club Suns. Sats.

The Crescent, Heather Lounge and Andersonstown Social Club bookings 

continued into 1974. Also the Wolfhound were the most likely substi

tute for the Freemen when they were out of the country on tour. The 

Wolfhound's regular Friday engagement at the Heather Lounge grew out of 

their having replaced the Freemen during a break late in 1972. Prior 

to that time the Freemen had played on both Friday and Saturday nights 

in the Heather Lounge. (App. provides i 11 ustration of the Wolfhound's bookings 71-74) 

Filling in for a group when it was on tour was an important 

avenue of potential advancement for aspiring folk groups. The managers 

of the cabaret venues made use of the periods when groups were on tour 

as an opportunity to try out other groups. Among the groups which stood 

in for the Freemen during their tours of 1972-3, for example, were: the 

Wolfhound, the Bards, Batterin' Ram, Glenties Folk, Blackthorn, Folklore 

and Gladdach. It was more frequent, however, for the musician to improve 

his prospects by changing group, in fact by replacing a musician in a 

better group. There was fairly constant movement of personnel between 

groups. The Wolfhound in fact grew out of the Freemen when their lead 

singer left and established a new group. The reasons were various.

Apart from the obvious desire to get into a group with more bookings 

and earning power, musicians had preferences for the type of music that 

they liked to play, the type of venue,and the type of person with whom 

they liked to play. They talked of the tensions which arose in trying 

to organize themselves as groups. Rearrangements of group personnel was
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likely to occur before tours, since the length and frequency of tours 

did not always suit people's domestic responsibilities. Individual 

musicians then played in several groups in the course of their musical 

careers, sometimes in two at the same time when they may be filling in 

for a friend or aquaintance who for some reason was unable to fulfil 

his booking commitments.

Although individual musicians might not be able to take part in 

a specific tour, there were many willing to replace them. Tours were 

one of the attractions of becoming involved in the world of folk 

groups: they were part of the glamour and they combined making money 

with having a good holiday for one, sometimes two months. The Free

men, with frequently changing personnel, toured most often; they 

tou-red America and/or Canada twice a year during 1971 , 1972 and 1973. 

America and Canada were in fact the main importers of Irish folk 

groups at that time. The Wolfhound did a tour in 1972, the Barleycorn 

in 1971 and 1972,Blackthorn toured America in May 1973 and the Batterin' 

Ram in September of that year.

Another attraction and indication of success was the making of 

records. The Flying Column and the Freemen had made some LPs in the 

late 1960s. They were joined by other groups who either made complete 

LPs, or singles, or were featured with other artists on LPs. New 

groups which recorded in the early 1970s were: the Barleycorn, Black

thorn, the Wolfhound, Poteen, the Aran Folk, the Jolly Tinkermen, 

the Kinsfolk, Jackie O'Brien and the Pikemen. The Wolfhound were 

very prolific, they released two LPs and eight singles between 1971-5, 

mainly on one or other of the Tables of the local recording company 

Outlet. The money made through recording was not great since the
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company concerned operated on a fixed fee basis rather than making a 

royalties contract.

Overall there was, however, a considerable difference between the 

folk groups in terms of earning power and prestige. Acquiring informa

tion concerning this was complicated by various factors: firstly money 

earned as a musician was usually undeclared income as far as the tax 

office or social security offices were concerned; secondly, there was 

considerable variation in weekly earnings related tomoreor less 

irregular bookings; and thirdly, there was variation in what a group 

might earn for a night depending on the venue.

The following estimates on the Wolfhound's earnings in the period 

1973 to 1974 are derived from four informants, one who was a members of 

that group, two who were members of other folk groups, the last was a committee 

member of one of the clubs in wich the group played. Individual members 

of the Wolfhound earned between £50-£80 per week from performances in 

clubs and pubs. It was thought that they could ask between £60-£80 per 

night in Belfast that is, £15-£20 each. In Dublin the group could earn 

£100 per night. These figures derive from mid-1974, in January 1973

they had earned £30 as a group for a social in Corrigan Hall which was

considered to be quite good money by the management, it was recognized

that they were a group who were very highly thought of. The increase

in 1974 would seem to be a consequence of their increased popularity and 

also an overall increase in the amount of money that managers were pre

pared to pay for entertainment. A member of the Freemen estimated their 

earnings to be in a similar bracket to the Wolfound. Blackthorn, a four 

person group, could ask £40 for a night. A member of the Round Tower 

said he earned between £10-£12 per night. In a third category were groups
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which earned less than £10 per person per night. Tara Folk, a five 

piece group received about £25 a night and a member of Corrib Folk 

informed me that he earned up to £30 per week. In the very early, 

formative stages of a new group of limited musical ability, they 

might play in a local pub for 'free drink' and no cash.

Groups could also find bookings in venues outside Belfast in 

hotels, pubs and various social clubs including local Gaelic clubs 

and Catholic Ex-Servicemen's clubs. Among the venues most frquented 

by some of the Belfast groups were: Bellaghy Gaelic Athletic Associa

tion hall, the Royal Hotel Ballycastle, the Capitol bar Downpatrick 

and the Strand Hotel Omeath. Bellaghy GAA ran a regular Wednesday 

folk night featuring groups from different parts of the country.

Among the Belfast groups who played there were Batterin' Ram, Black

thorn, Corrib Folk and Folklore. Wednesday was also the folk night 

in the Royal Hotel Ballycastle in which the Barleycorn had a residency 

during 1971 and 1972, the Blackthorn also played there in the early 

stages of their career. Apart from the pleasure of the music the 

hotel also offered a late bar and 'free Irish stew1, a feature of even

ings sometimes known as 'Irish nights'. The folk night at Downpatrick 

Capitol bar was Saturday and at the Strand hotel it was Saturdays and 

Sundays. Eamonn Largey of the Flying Column was associated with the 

latter venue and it was held in some regard by musicians. Most Belfast 

groups did prefer to work within the city and there was a feeling that 

the city bookings were superior to those outside Belfast. A member of 

the Tara Folk, for example, explained to me that the reason why the 

Corrib Folk were able to make more money than they was because they did 

lots of 'country places' since they were not good enough to get bookings
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in Belfast. In fact Corrib Folk did play intermittently in the 

Capitol bar Downpatrick and in the Royal Hotel Ballycastle. At the 

other extreme the Wolfhound were gaining a degree of 'mainstream1 

popularity. They appeared on an Ulster Television programme in 1972 

and in 1973 they appeared at a venue commonly associated with the 

more 'serious' type of entertainment, the Ulster Museum. Later in the 

same year they also performed in the Belfast College of Art.

Folk Groups and Politics

In the minds of most people, the ‘folk group boom' was associa

ted with the troubles and more specifically with the emergence and 

growth of Republicanism. It was not just the consequence of the 

demand for entertainment described above but of the demand for a par

ticular content which only the folk groups provided. In their reper

toire folk groups included rebel songs, songs about Ireland's fight 

for independence and freedom in the past and about the troubled times 

through which people were living. The content of folk group perfor

mance and repertoire will be the subject of later chapters. In this 

section I wish to trace some of the other connections between the 

groups and the political situation. The names of groups, for example, 

evoke generally nationalistic and some specifically Republican asso

ciations.

Political Connotations of Folk Group Names

To the extent that there is a strong element of cultural nationalism 

in Ireland there were names as esoteric and/or ancient as 'Aisling' and 

'the Bards'. 'Aisling' is a term for one of the commonest types of
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Gaelic popular verse of the eighteenth century. It was essentially 

'vision poetry' in which the poet tells how he met a beautiful lady, 

whom he minutely describes, and she brings good news of the deliver

ance of Ireland from the English and the return of the Catholic 

Stuarts to the throne (Power 1967:18). The 'bard' was the Gaelic 

poet whose function it was to elaborate eulogies addressed to princes 

and kings (Greene 1969:23), it too might be considered political since 

it refers to aspects of the Golden Age of Irish society. Tara Folk 

too took their name from the seat of the high king of Ireland. With 

'the bards' this is especially so because of the role of poets, har

pers and pipers in the last struggle of Gaelic Ireland against the 

English culminating in the battle of Kinsale (1601) marking the end 

of Gaelic social structure and the disappearance of suitable patrons 

to support the bards (ibid:24). In 1603 a proclamation was issued by 

the Lord President of Munster for the extermination by martial law: 

'all manner of bards, harpers, etc.', and within ten days Queen Eliza

beth herself had ordered Lord Barrymore 'to hang the harpers wherever 

found'. All through the seventeenth century they were proscribed and 

banned, hunted and persecuted (O'Boyle 1976:10). The native Irish 

metres of Gaelic poetry were always associated with music (ibid:1, 

Chadwick 1972:121). While all such associations were unlikely to 

be held in the minds of many or any individual, they were there par

tially.

There was some dispute as to how the Wolfhound got their name. 

Some thought simply that they were called after a renowned Irish 

hound, the Irish Wolfhound, this was thought by others to be related 

to Republicanism because there was often a Wolfhound on the early
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Republican marches in Belfast. Others would have been conscious of 

the significance of the Wolfhound in the Cu Chulainn tales. Cu 

Chulainn was the chief hero of the warriors of the Ulidian cycle of 

Gaelic mythological tales. The name means 'Hound of Culann', and he 

is referred to as 'this Ulster Hound' (Murphy 1961:37). The stories 

of Cu Chulainn and other heroic figures of Irish mythology tend to 

be passed down in minimal form in oral tradition in Ireland as well 

as being taught at school. Short paper back books are easily 

available on the subject including ‘The Hound of Ulster' by the 

renowned writer of children's historical novels, Rosemary Sutcliffe. 

Alternatively there were people who thought that the Wolfhound had 

chosen that particular name because their tin whistle player was the 

owner of a Wolfhound.

'The Freemen' as a name was understood by some people descrip

tively and was taken to be related to Ireland's freedom. More than 

one might expect had some awareness of the historical allusion - Roman 

slaves who attained their freedom by purchase and other means - because 

of the reference to it in Thomas Davis' song 'A Nation ONce Again'.

When boyhood's fire was in my blood,
I read of ancient freemen,
For Greeks and Rome who bravely stood.
Three hundred men and three men.
And then I prayed I yet might see 
Our fetters rent in twain,
And Ireland, long a province, be 
A nation once again.

This song, deriving from the period of the Young Irelanders - the Repeal 

movement in the 1840s, was one of the most popular rebel songs during my 

period of fieldwork, and one of those in which the audience would join 

the group in singing. Regarding its exposure to the Belfast Catholic 

public over time it had the advantage of having been associated with the
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AOH and Joe Devlin, 'A Nation Once Again' and the Catholic hymn 

'Faith of our Fathers' were sung at all Hibernian public events and 

the former at least at all Nationalist public events.

The name of the Flying Column folk group is the one most directly 

relating to Republicanism and to the IRA. The Flying Column was a type 

of active service unit employed in the IRA guerilla war against the 

Black and Tans and other 'forces of the Crown' during the war of 

independence. Tom Barry, the most famous of the guerilla leaders is 

accredited with its invention. It made use of volunteers on the 

run: living off the country they laid ambushes and carried out actions 

and then disbanded merging into the civilian population. The category 

of person for whom such a reference would have had meaning was expanding 

throughout this period as a consequence of a new and growing interest 

in Republican ideology and history. The 'Batterin' Ram' refers to an 

earlier weapon. The remainder for the most part of the groups had 

names which made some reference to things Irish.

Political Aspects of Venues

The venues in which these groups played frequently had political 

associations, as had the functions held in them. Many groups were 

willing to play without payment at benefits and charity concerts and, 

as mentioned in section two above, folk groups played at rallies and 

meetings of a political nature. The Freemen in particular seemed com

mitted to this kind of work, which they fitted into their fairly well 

booked weekly schedule.

The Flying Column, too, took a very open committed political stance 

as a group. On 17 July 1971 they inserted an advertisement in the
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entertainments column of the Irish News disclaiming the rumour 

'circulating in the city that they had accepted an offer to tour 

Canada' stating that 'due to commitments which it is an honour to

fulfil, the concerts in respect of Frank Card and Billy McKee, and

many others, will be fulfilled.' Frank Card and Billy McKee were

leading members of the PIRA, McKee was c/o of the Belfast brigade,

who had been arrested and charged under the Explosive Substances Act 

in 15 April 1971. While in Crum!in Road the veteran Republican,

Billy McKee and three other Republican prisoners in A wing went on 

hunger strike for political status. On the thirty-fifth day of the 

strike McKee was moved to the Royal Victoria hospital in a very weak 

state. On the same day changes were announced concerning the prison 

which included the recognition of political prisoner status (McGuffin 

in 1973;148). At that time it was common practice to use the columns 

of the Irish News daily newspaper to communicate messages to those who 

were interned or imprisoned. Messages were both personal and public: 

including individual greetings - such as birthday and seasonal wishes, and 

more public statements such as support and solidarity to all internees, 

or to all those on hunger strike. The latter type of message was 

usually sent by political or politically related organizations - 

Oglaigh na h-Eireann (IRA), Sinn Fein cumanns. Republican clubs, local 

branches of CCDC or CRC, and by local areas - not only the organized 

street committees but also the people of the 'markets district', 'we the 

majority of the people of the New Lodge Road area' or 'we the people of 

Commedagh Drive, Benraw Road and Shanlieve Road support our neighbours 

Tony McGrogan and Sean Cooke on their hunger strike and call for the 

release of all political hostages.' On 7 April, 1972 such a general
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message appeared from the Flying Column Folk group - ‘God Bless the 

Republican lads suffering on HMS Maidstone'.

Folk Groups and Politics

The political aspects of the songs performed and recorded by the 

folk groups are dealt with in Chapter 9. I confine myself here to 

some-brief remarks on the question of individual group members and 

politics. The question of the individual involvement of members of 

folk groups in illegal politics is not easily accessible information. 

Certainly internment, detention and even imprisonment cannot be taken 

as evidence that the individuals concerned were involved in any ille

gal activity. Folk groups were undoubtedly affected by members being 

interned, but living through that period they seemed to be no more 

likely to be interned than any other working-class person livng in 

Catholic working-class areas. Paddy McGuigan a member of the Barley

corn folk group 'was interned for three months, apparently for the 

crime of writing 'The Men Behind the Wire' and ‘The Boys of the Old 

Brigade', both of which became 'the internees' anthem.' (Ibid:88). 

Considerable propaganda value accrued to the internment of this lead

ing song writer and singer. A member of the Freemen was interned: like 

Pat McGuigan, he wrote songs while in prison and sang them with the 

group when he was released, a member of Blackthorn went through the 

same experience, including the song writing. The Flying Column in fact 

disbanded due to the internment of some of its members; it was not 

reformed after the untimely death in 1973 of its founder and lead 

singer Eamonn Largey. Some of the musicians, including Eamonn's wife, 

Cathleen McCreedy continued to perform, although not as the Flying
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Column.

The description of the 'new entertainment' in this chapter is 

general. It will be elaborated in the following three cahpters, each 

concentrating on different aspects of the same process of change. Each 

chapter in itself reveals only a partial, therefore, in a sense, 

incorrect aspect of the process. The process of change lies in the 

coexistence of the popularization, politicization and a move in the 

direction of working-class cnntrol.
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CHAPTER 7 

NOTES

1. The Showband was a specifically Irish development in popular 

music. There was a strong 'country music' influence in their 

pop/rock style and repertoire. They performed in large dance 

halls, hotels and drew audiences from considerable distances.

They combined the role of dance band musician and pop star.

Peole went to dance and also to listen and 'swoon'. The troubles 

and the rise of 'disco' contributed to its decline.

2. Bingo, a popular game involving 'observation' and 'chance'. Cash 

and other przies were involved.

3. Peoples Democracy (PD): formed in Belfast in October 1968 as a 

leftist, student based civil rights organization and played a 

leading role in the early civil rights campaign. It also played 

a major part in organizing popular resistance in the Northern 

ghettos after the introduction of internment, and was the only 

leftist organization to give support to the Provisionals military 

campaign.

4. A verse from 'Free Belfast' featured on the LP Songs of Irish Civil 

Rights, Outlet, BOL 4008, 1970.

5. This brief sketch of the CCDC is derived from W.D. Flackes,

Northern Ireland: A Political Directory 1968-1979, (Dublin, Gill 

and MacMillan, 1980), p. 38 and Tim Pat Coogan, The IRA (London: 

Pall Mall Press, 1982), p. 446.

6. An entertainment event usually involving dancing and refreshments. 

It is normally organized,by or on behalf of,a specific group of 

people for the purpose of'getting together' rather than fund raising.
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7. Republican clubs were the local associations of the Official IRA, 

‘Sinn Fein Cumann-s1 were the Provisional IRA equivalent.

8. 'Forget the Troubles': the play on the words of the popular song 

was used in a notice advertising the re-opening of the lower 

Falls Community Centre and Working Mens Club. (Irish News,

September 1972, p. 4).

9. Irish News, May 1972 carried an advertisement for a 'charity 

cabaret for the Crawford family' at the Green Briar.

10. Newssheets and newspapers cited include the publications of 

political organizations including Sinn Fein (Kevin Street), Sinn 

Fein (Gardiner Place), the bulletin of the Republican Movement,

Long Kesh, the Communist party, the Socialist Workers party,

Peoples Democracy as well as more independent publications.

11. Advertised in the Irish News, 27th June 1972, p. 8.

12. Ibid., 12th January 1972.

13. Ibid., 18th January 1972.

14. Opportunity Knocks was the name of a popular television talent 

competition.

15. See Irish News advertisements, 1st January 1973, 20th October 

1971, and 19th May 1972.

16. 'Bodhran', a traditional framed drum which provides rhythmic accom

paniment to Irish traditional music.
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CHAPTER 8

POPULARIZATION

In this Chapter I describe a process of popularization whereby 

folk songs and rebel songs were incorporated into the domain of 'popu

lar music1. The chapter begins with a consideration of the introduc

tion of 'popular music style' promotions: the use and function of the 

'popular music' concept 'the group'* and the role of the record industry 

are examined. The performance of folk music and song within the domain 

of popular music required modifications which are considered under the 

headings of style and content, and includes a detailed analysis of 

an 'unpopular' performance (Case 8 ). The historical transformation of 

rebel and folk songs from the domain of ‘folk culture' to that of 'pop 

culture' occurred in microcosm in the evolution of folk music at 

Queen's University Belfast during this period. The case of 'Folk 

Music at Queen's' is analysed as an extended case.

The second part of the chapter is an analysis of the responses 

of musicians to the new demands placed on them and the dilemmas invol

ved in the process of 'popularization'. I suggest that 'role separa

tion', which enables 'the actor' to maintain, separately and distinctly, 

two different musical identities, was a response which operated in 

varying degrees. The problematic notion of 'the group', particularly 

for session musicians with a strong 'folk culture' is examined in the 

extended case of 'Na Leaids'. Other cases of related responses are also 

described.

Finally performance strategies whereby musicians met popular 

demand while at the same time retaining space for their preferred music.
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which was not always the same as that of the audience, are examined.

A favoured device was the bunching of the most popular songs at the 

end of the performance, many of which were rebel songs.

POPULARIZATION

In Chapter 7 I outlined the rise in popularity of folk music 

in the transformation of local entertainment which occurred in Belfast 

in the early 1970s. Here I wish to define 'popularization' more speci

fically in terms of the characterization of popular culture which 

emerged from the discussion of folk and popular culture above. In 

the previous chapter I suggested that folk music became popular 

because of its association with political songs, old rebel songs and 

new contemporary songs of resistance which appeared at this time.

Many of the new political songs were in the folk idiom and they were 

categorized as such by the record industry: on some sleeves guidance 

was given to the retailer - 'Treat as Folk'. In this first section I 

wish to describe the process whereby folk music, folk song, and rebel 

songs, traditionally transmitted through an oral tradition were incor

porated into the domain of popular culture, the antithesis of folk 

culture. Increasingly folk music could be heard in the performance 

situations characteristic of popular culture, the concert and the 

ubiquitous cabaret. At the same time traditional music too flourished 

in the ever increasing number of sessions, it was the folk club as 

described above which went into decline.
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POPULAR PROMOTION

In considering the influence of popular music culture, the area 

of promotion of music and performers demands attention. I shall also 

look at the new performance event to emerge as folk and the new and 

old political music became incorporated into the performance situations 

of popular music: cabaret and concert, and at the effects of this on 

the musicians involved. I begin by taking up the question of 'the group' 

raised above, for the formation of groups was necessary for: 'popular 

music style' promotion, performance, and for consumption by an audience 

attuned to'pop'music culture.

'The Group'

In order to benefit from the new commercial gains, to be made from 

music as a consequence of the new demand, musicians had to become part 

of a 'folk group' as defined in Chapter 7 . The concept of 'the group1 

not only derived from pop music culture but was characteristic of popu

lar culture. Applied in the context of folk culture it acted as a means 

of control; it divided the amorphous, flexible^transient folk music 

population into neat uniform replicable structures, easily comprehen

ded, easily recognizable, easily consumed. It dispensed with the need 

to know the names of instruments which the musicians played so that one 

could just refer to them as 'the group'. It also made it simple for one 

musician to replace another in a group when necessary (see Chapter 7 ). 

One could talk about traditional and popular folk music from a state of 

relative ignorance: instead of talking about the music as such one could 

talk about the group, 'I like Blackthorn', 'No, I prefer the Wolfhound'. 

It also aided the commercial entrepreneur in 'marketing' the 'commodity'
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when placing advertisements or designing IP sleeves, because the indi

vidual musicians could be neatly packaged into groups.

Even when musicians did not form themselves into groups they might 

still be represented as such by the entertainment entrepreneurs. One 

such case occurred in the course of the development of the new, and 

daring weekly 'traditional folk night1 introduced in The Green Briar on 

Tuesday, 30 January 1973. The first event of the series featured a 

combination of folk groups and individual instrumental players of tra

ditional music. The advertisement placed in the local press 

announced 'First Traditional Folk Night, featuring for the first time 

The Hape'ny Tin, The Wolfhound, also personal appearances of Tommy 

Gunn, Kevin Lamb, minstrels, fiddlers, will-bes and has-beens and all 

Folk Tramps invited.' There are elements of the session model present 

in the advertisement, although sessions are never advertised; firstly 

the mention of the individually named, formally unconnected musicians, 

including Tommy Gunn, an elderly traditional fiddler originally from 

Derrylin, Co. Fermanagh, who played in a very original traditional 

style and who also occasionally 'lilted' and danced. There was also 

the general invitation to musicians, the emphasis of the traditional 

instrument, the fiddle, and the specific and exclusive reference 

'folk tramps'. The advertisement for the second traditional folk 

night, again referred to four individual musicians by name and men

tioned the instruments they played: Tommy Gunn (fiddle), Tom Ginley 

(flute), Leo Ginley (fiddle) and Brendan Mcllduff (guitar). By the 

third advertisement this unwieldy combination of names and instruments 

had been packaged to accord more with popular music practice, they had 

become, at least for the purposes of advertising, a more corporate body.
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the name of which suggested 'a group1. The advertisement read 'Trad 

Folk with Tuesday Folk'. Significantly the name stems from the event, 

from the night on which these musicians were brought together. The 

advertisement continued as such unless there was some special attrac

tion, such as a renowned musician who did not normally attend the event 

in the Green Briar.

Advertising for the popular 'folk groups' which formed moved into 

the area of popular music presentation in many respects; superlatives 

were employed: they were described, for example as 'The Fabulous Wolf

hound'. Their regular weekly appearances were advertised with reference 

to their 'latest hits'; 'Royal Ballycastle Tonight, No. 1 Irish Charts, 

'The Men Behind the Wire', The Barleycorn ...' ‘The Wolfhound ..., 

at the Green Briar tonight featuring the Chart Toppers 'Over the Wall' 

and 'The Crumlin Kangaroos" (see Figure 5 ). The transition into a 

popular music culture was well exemplified in the sleeve notes to the

Barleycorn's LP 'Irish Rebel songs'. It described in very humorous
1

terms the internment on 'The Maidstone' of the group's singer, Pat 

McGuigan, who during his internment wrote and smuggled out the anti

internment song 'The Men Behind the Wire'.

They had been quartet, but with the bould Pat on his camping 
and cruising vacation, they were reduced to a trio. To let 
him know they harboured no, grudge over his failure to send 
them a 'wish you were here' picture postcard from Magilligan, 
the lads popped into a studio and recorded his song.

It went straight to no. 1 in the Irish charts, was featured 
on coast-to-coast network TV shows in America - and the 
Barleycorn were suddenly being mobbed, pulled, torn and 
screamed at wherever they appeared (a home away from home, 
in fact). (Derry Records, SDLB 514, 1979).
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BELLAGHY G.A.C.

First Marquee Carnival
To-night (Saturday)—

THE ROCKYS
(Entire proceeds in aid of Relief Fund)

To-morrow—Big Double Attraction

THE BARLEYCORN
(at No. 1 ogoin this week—The Men Behind The Wire)

The Chestnuts
(Latest sensation to join The Cotton Mill Boys Management)

Wednesday — All Ireland Club Victory Social 
Friday — The Indians

COUNTRY CAPERS, 
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TO-NIGHT (Saturday)

CAPES
COUNTY

also MISS TYRONE BEAUTY CONTEST

MOONSHINER BAR
92 UPPER ANN STREET
TO-NIGHT AND SATURDAY

Fabulous Mflfiosiiid

ROYAL - Ballycastle - TO-NIGHT
No. 1 Irish Charts—
“THE MEN BEHIND THE WIRE”

THE BAPdEYCeBH
—John, Liam, Brian

(Last Northern date before Southern tour) 
ALSO — SUPPORTING GROUP

THE CASTLE THREE
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GREEN BRIAR
GLEN ROAD FRIDAY

Great Irish night
Music by the

WOLFHOUND
RAY McAREAVEY

(The man with the nightingale voice)

gogey McCullough
(The greatest tin whistler this side of 
the Atlantic)

DANNY BURNS
(Ireland's greatest bass player)

BILLY TIERNEY
(Mr. Paisley himself)

ot the GREEN BRIAR to-night
featuring the Chart Toppers 

Over The Wall and The Crumlin Kangaroos
COVER CHARGE :: :: 25p
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Recordings and The Record Industry

Many of the groups became involved in those characteristic

attributes of the pop music world, recordings and related tours (see

Chapter 7 ). And like popular music practice but unlike folk music
o

recording practice, singles were produced as well as LPs (see 

Appendix C) con1:ent °f the singles, which was related to

record-worthy events such as internment, Bloody Sunday, prison escapes 

and deaths of Republicans etCj ensured that they were released fre

quently, the new one superceding the last in a sense resembling the 

built-in obsolescence of pop singles. There were several groups 

involved in producing singles, most groups concerned made only one or 

two singles with the biggest group, the Wolfhound producing eight 

between 1972-1975. Eventually LPs entirely superseded the production 

of singles. They tended to consist of the artists' single recordings 

combined with other rebel songs and some traditional instrumental music.

The boom in the production of 'Republican' records was accompanied 

by an increase in the number of local recording companies. The record

ing of the groups was, however, mainly in the hands of one of the big

gest local companies. Outlet Recording company. This company had 

specialized in recording local performers and material of local inte

rest: 'Orange and Green music', country and western, folk and sacred 

music. The average local record sold about 2,000 copies. The first 

singleiofthe troubles, 'The Men Behind the Wire' sold an exceptional 

100,000. There was a considerable increase in the sales of recordings 

of rebel songs with the onset of the troubles, but sales figures for 

Orange and other Loyalist recordings were unaffected. The demand for
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Republican oriented recordings was widespread and included England, 

Germany, France, Scandinavia, Canada and the United States. For the 

groups concerned, the returns on recordings were not large. Outlet's 

policy on payment was to contract a fixed fee rather than royalties, 

this minimized the risk for the recording company and excluded the per

former from any share in the profits. Stories concerning the business 

practices of the companies' directors abounded amongtfee musicians. It is 

told how when Eamonn Largey on behalf of The Flying Column received his 

£30 cheque for the IP recording Four Green Fields (one of the most 

popular recordings of the period) he brought it into Kelly's Cellars, 

a city centre bar frequented by musicians and folk enthusiasts, and, 

in the presence of many friends, ceremoniously returned it to the 

sender. Another story is told of the folk/blues guitarist who under 

the influence of alcohol, was taken to Outlet recording studios in the 

middle of the night and where he made an IP recording with the tradi

tional flute/whistle player, Tom McHale. The first time he found out 

about it was when he saw the LP. He received nothing for it; again it 

was a popular and significant record providing many 'would-be' tin 

whistle players with their first 'teacher'. One 'group' of singer/song 

writers who wrote and sang contemporary Irish protest songs went to a 

studio in England to record their first LP so as to spite the renowned 

impresario. Some musicians also told me of an occasion in the mid- 

sixties when folk music was becoming more popular. The owner offered 

them money to sleep outside his record shop all night so as to give 

the impression that there was a great demand for the tickets on sale 

in the shop for a Dominic Behan concert.
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The involvement of record companies, and in particular, Outlet, 

in the new folk/rebel boom undoubtedly played a considerable part in 

broadening the scope of transmission of such music, and also in defin

ing what this music should consist of. Their influence was essentially 

conservative. The market was local and small, and to ensure profit, 

each release had to be tightly budgeted. Few risks were taken: tried 

and proven formulae were preferred. In the case of ‘The Men Behind 

The Wire', the recording company was approached with an anti

internment song. It was produced by the Andersonstown Civil Resis

tance Committee, the song was not 'The Men Behind The Wire', the 

song the ACRC forwarded was considered unsuitable by the recording 

company and the representatives of the Resistance Committee were advi

sed to go to an established song writer, Pat McGuigan, writer of many 

songs such as the rebel songs 'Irish Soldier Laddy' and 'The Boys of 

the Old Brigade'. It was Pat McGuigan who eventually wrote the anti

interment song, 'The Men Behind The Wire', and his group. The Barley

corn, who recorded it.

Writing of pop songs from the 1920s to the early 1950s Simon 

Frith claims 'To be popular a song had to transcend all the differen

ces between listeners: it had to appeal to all ages, classes, races 

and regions, to both sexes, to all moods, cultures and values.' (Frith 

1978:187). by such criteria the songs under analysis appear not to be 

popular, yet there was a sense in which the same basic principle did 

apply.

Recordings, for example, while documenting various aspects of con

temporary history (see Tablel6 ) made no direct references to the divi

sions within nationalism^SDLP, and the two IRAs which during my period
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of fieldwork were engaged in bitter and violent feuding. By comparison 

'the feud' and territorial competition between the Official and Provi

sional IRA held a dominant place in the concerns of the street songs of 

the same period which were very localized, and made reference to parti

cular streets and individuals, and which, by my definition, were not 

'popular' songs. (See Appendix 6 )• In conversation about these

songs to a member of the Barleycorn folk group he explained that he 

felt such particularism detracted from the 'universal appeal' which 

he believed songs should have. Expressing a discernably market- 

oriented view point, he claimed that the role of songs written about 

the troubles was 'to interpret the situation to the outside world, 

particularly to the American audience.'

The LPs produced by Outlet tended to feature a combination of old 

and new songs, with the old favourite rebel songs predominating. Many 

well established and popular songs were duplicated on different 

records.Anothbr technique was to produce new records composed of com

binations of previously recorded material, eg. 18 Irish Rebel Songs - 

Most Requested', 14 Freedom Songs of Ireland , Best of Irish Rebel 

Songs , The Men Behind The Wire and other Irish rebel songs - all 

featuring 'various artists'. (See Appendix C).

In 1973 Outlet became involved in 'The Fiddler's Green Folk Group 

Festival' to be held in Rostrevor in August. In fact it was a competi

tion, and entries were confined to folk groups. A song writing compe

tition was also planned for the best unpublished Ulster folk song. The 

prize for the song competition winner was £100 and the composer of the 

song and the group which presented it were to be guaranteed a recording 

audition with the Outlet Recording Company. Cash prizes for the best
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Ulster folk groups were to be £200 for the winner and £100 for the 

runner-up, both groups were to be guaranteed a recording audition with 

the Outlet Recording Company. In fact the Festival did not take 

place, the planning of the event however gives some indication of the 

commercial interest of the recording company and its potential control 

over this new musical phenomena.

POPULAR PERFORMANCE

In Chapter 7 I described the growing popularity of folk groups 

and their incorporation into what I would characterize as popular 

entertainment, working the break at dances, doing a 'novelty' act in 

a concert or in cabaret. Eventually the groups were undertaking res

ponsibility for a complete night's entertainment, without other sup

porting acts and often without a compere. A similar development 

occurred in less frequent and less regular concert appearances. In 

this section I shall concentrate on the ubiquitous cabaret performance. 

The material presented is based on the observation of numerous such 

events. Although cabaret predominated, there were various other 

'performance' situations in which musicians played whether as a group 

or not. Differing contexts of performance influenced the musicians 

to behave in different ways including their choice of programme of 

music and song. Other performance situations included concerts and 

particularly sessions. These different performance situations provi

ded evidence of the continuing relevance of the distinction between 

folk and popular culture and made possible the isolation of behaviours 

specifically enacted in the differing contexts. In this section I 

intend to describe the kind of behaviour which was expected and more or
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less carried out by group members in the context of what I have charac

terized as a popular music performance situation - cabaret. Where 

necessary I compare it with other musical activities. This reveals how 

folk music and the newly included political songs of past and present 

struggles of the Irish people - rebel songs, became 'popularized', in 

performance.

Performance Style

In performance as well as in their presentation in promotions it 

was necessary for musicians to behave, in some respects, as entertainers 

involved in the popular music world rather than as folk musicians. In 

the context of cabaret they had to present themselves as cabaret 

artists. In the important personal area of dress, for example, there 

was pressure on groups to adopt some kind of standardized formal dress.

As folk music became more popular and gained independence and increased 

autonomy informal dress became more acceptable. (See APDench’x 4).

When groups began to take responsibility for a full evening's 

entertainment (instead of contributing to a varied programme of 

cabaret acts) it usually happened that one of their members took on a 

role resembling that of compere. They would introduce members of the 

group, and also each item in the programme. The role sometimes included 

an element of humour in the short intervals between the musical items.

In some instances the humour became quite developed and resembled a 

comedy routine, sometimes involving another member of the group in the 

role of 'stooge'. Individual musicians responded more or less positively 

to such requirements. The Wolfhound presented an easy relaxed inter

mingling of humour and music in a professional manner, and they usually
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succeeded in maintaining an acceptable level of good order among the 

audience. Other groups were less proficient in achieving a good 

relationship with their audience, either because they refused to deve

lop these quasi-cabaret strategies, or because they did it badly. It 

was evident that a few musicians revelled in their new musical roles.

Appendix five is a transcription of a performance given by the 

Freemen as the group was constituted in July 1974. It illustrates a 

rather extreme form of 'comedianship' on the part of one of the members 

The musician in question, an accordion player and singer, had been 

involved in the folk revival from the beginning and had always exuded 

a certain showmanship in his manner of performance and he brought this 

in varying degrees to whatever group he was involved in at any one time 

Most musicians, however, were less enthusiastic about this aspect of 

their roles and regarded themselves primarily as musicians. Often 

humour was used as a palliative, making more acceptable the 'new' folk 

music content of entertainment.

Case 7 : Republican Club, Lower Ormeau Road: The Aran Folk

P Devil Woman Aran Folk
R The West's Awake

BREAK followed by floor singers

R The Ashtown Road Tara Folk*
PF Does your hair hang low
R The Rifles of the IRA

R London's Derry 2 young men and guitar
P Fire and Rain
P All I have to do is dream 
P I saw her standing there
P Be bop a lu la
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P
P
P
P
P
P

P
?

?

R

P
P

R

R
P
P
P
P
P
P
P
P
R
R
R
R

Key:

Keep on Running)
Bye-bye Love ) medley 
Gloria )
Sweet little Sheila 
Rave On 
Woodstock

Tie a Yellow Ribbon 
I'm just roamin' around

My Little Lady 
Inglis's Bakery

Beautiful Sunday 
Sad Movies

games Larkin

2 young men and guitar

woman

man

young woman

young man

BREAK followed by 'the group', Aran Folk

On the One Road Aran Folk
He!pme make it through the night
Leaving on a jet plane
The night they drove old Dixey Down
Cotton Fields back home)
It takes a worried man )
I will if you will ) medley 
The Sloop John B )
Pick a bale of cotton )
The Broad Black Brimmer 
A Nation Once Again)
Boys of Wexford ) medley 
A Nation Once Again)

P = Pop 
F = Folk 
R = Rebel
* Tara Folk were regular performers in the club, on this 

occasion they were in the audience

Comments:

The performance is not complete. Recording of events commenced 
towards the conclusion of the first part of the group's performance. 
It is likely that given the full performance the contribution of the 
'floor singers' would still out-number that of the group. It would 
not substantially change the musical character of the event.
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Performance Content

The developments described above followed the essential charac

teristic of the popular music domain, that is, to meet the anticipated 

demands of as wide an audience as possible. I have suggested above 

that folk groups arose and folk music became increasingly popular 

because they became the chief purveyors of the newly popular rebel/ 

resistance songs. In order to comply with audience demand, groups had 

to include in their programmes a selection of rebel/resistance songs.

There was also a tendency to include some 'pop songs', old and/or new.

Folk songs, more or less popular, and traditional instrumental music 

made up the other components of the programmes. The proportion and 

distribution of the varying types of music were related to a combina

tion of factors including: the venue, the composition of the audience, 

the nature of location of the 'functionand the attitude and musical 

propensities of the groups concerned.

The major distinction between venues was that between social clubs 

and community centres and, on the other hand, commercial cabaret venues. 

The proportion of popular music played by comparison with folk was grea

ter in the former than the latter. This was directly related to the 

social composition of the audience. The main catchment area of the social 

clubs and community centres was the immediate working class locality in 

which they were situated. Young people and older people were more or 

less equally represented, with a possible majority of older men and 

women. They were not necessarily in couples, and groups of men and 

groups of women sat around tables. Often, however, whole households and 

more extended family groups including grandparents, attended. There were
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no young people (or few) under the age of eighteen, because for them 

it was illegal to drink alcohol in, or to be present in^a bar. It 

was the musical taste of the older generation, who had had little 

previous exposure to folk music, which tended to dominate the choice 

of music played in the clubs and community centres. At the same time 

the frequency with which folk music was heard in addition to its 

ideological connotations was having a considerable effect on popular 

taste among young and old. There was always some folk component, but 

pop songs, frequently rather old-fashioned pop songs, and rebel songs 

predominated in the local clubs in which folk groups played. Case 

provides an example of such a performance in a Republican club in the 

Lower Ormeau Road.

The commercial cabaret venues were less makeshift than the local 

clubs, at least initially. They were in bar lounges or in purpose- 

build rooms such as the bar area of the Greenbriar. Their seating 

capacity was not always greater than that of local clubs, although 

the Greenbriar was very large. It was, however, their intention to 

attract people from further afield than the immediate local area.

Some, such as the Heather Lounge, had no inhabited local catchment 

area as such, being situated in the north side of the city centre.

These establishments placed regular advertisements in the local news

papers and succeeded in attracting a more mobile category of people 

who were prepared to travel within the city for their entertainment.

In doing so they increased their overall business, ensuring maximum 

audiences for or five nights in a week. Such was less likely to be 

the case in the local social clubs although some of them, in particular 

the Andersonstown social club, offered a very full and competitive
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weekly programme of entertainment. The social composition of the 

audiences in the commercial cabaret venues was somewhat different 

from the clubs, with a larger percentage of young people. Their 

musical taste permitted the groups to increase the proportion of folk 

music in their programme. Rebel songs remained prominent with the 

proportion of pop music declining and also changing in type to a more 

modern popular music.

There was also a relationship between particular groups and 

particular venues, where they played regularly. This was usually 

the case with the well established fully or semi-professional groups 

such as the Wolfhound, Freemen or Blackthorn. Less established groups 

too formed relationships, usually more short-term, with particular 

venues; smaller, less commercial venues which were less able to pay 

large hiring fees, such as some of the smaller local clubs. Musicians 

in these groups aspired to join the 'better' established groups not 

solely for financial gain but also because it permitted them greater 

autonomy as folk musicians, allowing them to play more folk music and 

in the company of better musicians. For most social clubs and commu

nity centres it would have been too expensive to hire groups such as 

the Wolfhound on a regular basis, although as mentioned above the 

Andersonstown social club was an exception. By early 1973 they had 

the Wolfhound regularly on Saturday nights and extended this to Sunday 

also in 1974. (See Appendix 3 ). In such circumstances they might 

vary their programme only very slightly with regard to the amount and 

kind of pop music they played, their preference was for slightly 

country style pop such as Kris Kristofferson. It was the less estab

lished groups which varied more their repertoire in relation to the 

demands of the audience for pop music.
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The proportion of rebel songs included, since they might too be 

categorized in the 1970s as popular song, is relevant in so far as 

groups were required to respond to audience demand. (This issue will 

also be raised in the politicization chapter.) Some groups, who 

played in the Catholic areas and venues, did not include rebel songs 

in their repertoire. Good instrumental groups, who knew enough tunes 

to carry an evening's entertainment, eg. 'Na Leaids' would not be 

expected to include rebel songs in their programme. Most other groups, 

particularly those who featured songs 'ballad groups' were expected to, 

and in most instances did, provide for the demand.

I recorded one event when the group in question seemed unprepared 

to comply with audience demand. It occurred in QUB Union Folk, 22.10.74. 

(For discussion of development of folk music in QUB see( £ase 9 parts 

1-3 ). The group engaged to play for the evening was Crossbow.

Case 8: Crossbow at Queen's Union Folk

It was apparent that the group had not realized the nature 
of this Queen's University venue and had not anticipated that 
they might be requested to perform rebel songs. They only 
conceded very reluctantly to the demands towards the end of 
the programme. The situation would have been less fraught 
had they been competent as a group of musicians or entertainers. 
Their musical preference was the folk type pop song popular 
in the late 1960s. They included, for example, songs by Leonard 
Cohen, Kris Kristofferson, Ralph McTell and John Denver. They 
also did popular folk songs such as Deportees and Yarmouth Town, 
including a considerable proportion of Irish folk songs - 
'Cliffs of Dooneen', 'SIievenamon', 'The Wild Rover'. Despite 
their lack of musical talent it was apparent that they were 
very interested in song. On several occasions, as part of the 
introduction to the song they named the song writer - an 
unusual practice in the world of popular entertainment. And 
they also included several relatively unknown modern pop songs 
and folk songs.
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Audience discontent was initially in response to the musical 
and other inadequacies of the group as entertainers. The 
noise level increased at an alarming rate in the course of 
the first six items. The group tried a song which they said 
had been requested previously, Ralph McTell's 'The Streets 
of London'. This was followed by a contemporary ballad on 
the subject of the famine ships on which the starving and 
disease-ridden Irish emigrated to America at the time of the 
Great Famine (1846-8). The song was totally unfamiliar to 
the audience and was long and lyrical, called 'Green Valley'.
The audience was not particularly interested. The next 
strategy of the group, which they repeated intermittently 
until the end of the event, was to encourage the audience to 
join in the singing of the choruses and to clap in time with 
the music. They chose a familiar Clancy Brothers hit and the 
audience joined in and seemed somewhat involved for the first 
time in the evening. Having become enlivened, some members 
of the audience began to shout requests. There was some con
sensus on the quest for Sam Hall, an execution ballad of no 
special relevance to Ireland, popularized by Eamonn Largey 
and the Flying Column on their'Four Green Fields'album. The 
group however seemed intent on trying to follow a pre-arranged 
programme. They suggested that the audience sing along with 
their next song, but it had none of the stridency or zest of 
the requested song, it could not be clapped to, and it marked 
an abrupt and unwelcome change of mood - John Denver's 
'Annie's Song'. It was clear that they knew what the audience 
wanted, but they felt that they could make bargains. In 
introducing 'Annie's Song' they said:

'This first song is a quiet one, the second one is a loud one.'

In fact the second song 'Me and Bobby Magee'was not 'loud' 
or more precisely, the required kind of 'loud'. 'Sam Hall' 
has a marching rythm and can be clapped to. Although the two 
songs selected by the group were recent hit parade numbers 
and could be sung along with, they lacked this vital ingredient.

The same basic errors of communication with the audience charac
terized the second part of the performance. It was in the 
second half that the requests for rebel songs began. In res
ponse to the first call for the very popular contemporary rebel 
song 'Billy Reid', they compromised by singing another Irish 
ballad, the very lovely slow and apparently inappropriate 
ballad, 'Slievnamon' even despite the fact that it had been 
included by the Wolfhound's singer, Ray McAreavy, on one of 
his albums and by the Wolfe Tones. As the group proceeded 
through its programme the shouts of 'rubbish', and 'get off 
were part of a general discontent rather than at the group's 
lack of response to requests shouted from the audience, most 
of which were for rebel songs. After the fifth song of the 
second part, another traditional Irish song with a 'slow air' 
'The Snowy Breasted Pearl', and amidst shouts for 'Billy Reid' 
and 'The Broad Black Brimmer', the singer in the group remarked 
'sort of Republican sympathies in the audience?'
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The audience responded with a loud shout of ‘Yee!1

The compromise this time was more successful, they said'This is 
one youse won't all know, it's one called 'Highland Paddy'. 
Although not one of the classic popular rebel songs, 'Highland 
Paddy' might be described as a folk song about the Fenian period, 
it contained the lines:

Here the people shout for freedom
Rise in the morning with the Fenian men.

The lines resemble a dominant theme in popular rebel songs. In 
addition the song had been recorded by the popular southern Irish 
group, the Wolfe Tones. The audience clapped to the rhythm and 
some joined in the chorus. There was even more enthusiasm from 
the audience when the group announced that they were now going to 
sing the song requested most in the first half of the evening, 
'Sam Hall'. Again the audience joined in. But the next selec
tion again shifted tempo and mood, the Beatles hit number 'Hey 
Jude'. The audience was bored and called for the rebel song 
'Sean South'. Most groups followed the rule that irrespective 
of their own musical taste the last part of the programme should 
be given over to the performance of the music which the audience 
wished to hear. It was a basic feature of commercial popular 
musical performances. This group, however, seemed to be reluc
tant and slow to conform. Before the three final items (after 
'Hey Jude'jthe group asked what time it was. The question was 
not typical of the kind of behaviour expected on stage, and 
could be interpreted as a very overt and crude recognition of the 
need to conform with the norm. This interpretation is borne out 
by the subsequent three items, which although they were not pre
cisely what the audience was asking for, seemed as close to ful
filment of that demand as the group was prepared to go. They 
were all well known rousing songs with marching rhythms with 
which the audience could clap, stamp and sing accompaniment. In 
response to growing demands for rebel songs which included 'Sean 
South', and 'The Broad Black Brimmer' the group performed a 
rebel song, but again one of its choice rather than that of the 
audience. Significantly, although a popular rebel song it was 
distinguished by its age, it was written in the last century and 
was about 'the Manchester Martyrs'. (See Chapter 5 ).

Once again the audience's enthusiasm was aroused and rebel songs 
were called for again. From that point onwards the group suc
ceeded in maintaining the level of audience involvement until the 
end despite the fact that they played no more rebel songs. Some 
reasons for this were suggested in above. There was one other 
significant factor. The penultimate song was one of the most 
popular songs of the period which featured in tke^ repertoire of 
many of the local groups entitled 'The Big Strong Man'. It was 
a humorous song about the great attributes and feats of an 
individual named Silvest. Like 'Sam Hall' discussed in 
it seems to be one of those non-political songs which gained 
great popularity as a result of being recorded on one of the
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best selling albums of the early troubles. In this case it 
was the Wolfe Tones 'Rifles of the IRA1. The final song 'The 
Rattlin Bog', was not received with quite the same degree of 
enthusiasm, although conscious of the time, the audience was 
not prepared to lose the momentum it had gained during the 
previous two items.

The uniqueness of this performance in relation to the way in which 

rebel songs are introduced and distributed in the performance may be 

seen by comparison with other performances reproduced in the thesis.

POPULARIZATION: FROM FOLK CLUB TO FOLK-CABARET

An analysis of folk music in the University provides a unique 

example of the transformations which occurred in the folk music world 

during this period. The unique quality derived from the fact that the 

original folk club was a part of a wider institution which was involved, 

or could be potentially involved, in other kinds of entertainment, the 

status of folk music became an issue of debate. Whereas in the rest 

of the city the transformation from folk club to folk cabaret was marked 

by many changes including a shift in venue, from city centre to Catholic 

local area, in the University the changes occurred in situ. For this 

reason it provides an interesting case for analysis.

Case9 : Folk Music at Queen's University, Part 1

Queen's University Folk Music Society (FMS) was founded jn the 
early 1960s ' * ^ was a typical revival folk club
(see chapter 6 ). It met in the anatomy museum of the
University which was furnished as a lecture theatre with a 
slightly raised platform and long desks and benches which 
could seat six to ten people. The upper area of the room 
was surrounded by a narrow balcony the walls of which were 
lined with glass fronted cases containing anatomy specimens.
In daylight it was Victorian in appearance. The dimmed 
lighting at the meetings of the folk music society and the 
maintainance of a warm temperature helped to create a cosy 
intimate atmosphere for the appreciation of folk music.
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The musical range of material at Queen's was very wide and 
there was a large number of 'floor singers' among the student 
body. Intermittently singers and groups from further afield 
augmented local talent.

When in 1967 a new Student's Union building was built the folk 
club moved to new premises in that building. At the time of 
this transition various factors combined to contribute to a 
slight increase in 'professionalism' in the folk club. There 
was increased entrepreneurial activity. It coincided with 
the beginning of a high point in the popularity of traditional 
folk music. It coincided also with the new student involvement 
in politics, the Civil Rights movement and the left wing Univer
sity body within it, the People's Democracy. There was a con
sciousness of a connection between folk music and the American 
Civil Rights and anti-war movement. Although the FMS was 
strictly non-political, there was a degree of overlap between 
those students who filled the Student's Union McMordie Hall on 
the nights on which there were meetings of the People's Demo
cracy and of the folk society. (See Chapter 6)

Robin Morton, John Molden and others involved since the beginn
ing of the club continued to be involved. A group of young 
musicians emerged to form a fluid 'group' called 'The Winnowers'. 
Their musical interests reflected the developments in the folk 
music scene in the period of the revival in Belfast. Their 
instruments included those of the Irish tradition, and they were 
very competent musicians. However they maintained a balance 
between instrumental music and song. They made considerable 
use of the device of including, within a song, an Irish dance 
tune which seemed compatible. Their songs included Irish, Eng
lish, Scottish and American. They were keen, however to include 
new Irish song material and one of their singers, Fergus Woods, 
sang songs which he had collected himself in the Newry area of Co. 
Down. In 1972 they recorded an album for Topic, the top folk 
recording company, in London, which was not released because the 
group disbanded soon after. These musicians were among the resi
dent performers in the club.

In the new Union building the folk music society had no per
manent room, it had options on venues which meant that there 
was some discontinuity in location. It usually acquired one of 
several rooms on the first floor of the building. As in the 
anatomy museum seating was formal, and there was no bar in the 
room, although bar facilities were closer to hand in the Union 
building than in the former premises. Apart from the regular 
Thursday meetings they ran a second less formal event on a 
Saturday night which resembled a session. There were no formal 
bookings, although it was likely that the folk music enthusiasts 
from the club would be present to play and sing. Anyone was 
welcome to come and join in. There was a bar and no formal 
seating arrangements. This experiment lasted for only six 
months. More enduring was the involvement of the society in 
another new venture, the organization of large scale folk 
concerts.
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The folk music society was becoming one of the biggest societies 
in the Union with a membership of over eight hundred. Not the 
least of its attractions were the three or four 'big name' con
certs which they organized every year. The folk music society 
had continued to be quite 'purist' continuing in the ongoing 
debate about what was authentic folk. For the committee mem
bers of the society at this time, big names were in the world of 
traditional folk music, whereas the Dubliners were acceptable the 
Clancy Brothers were not, the Chieftains were invited, A.L.
Lloyd gave a concert and he also attracted a considerable 
audience for his talk on folk song on the following Saturday 
morning at 11.00 a.m. The KeenoftSisters from Connemara came, 
and it was important that Shirley Collins came from the authen
tic! folk traditional background. In 1969 the folk music society 
committee was asked to take responsibility for the organization 
of the folk elements in the prestigious three week long Queen's 
University festival. They organized several events including a 
very successful late night folk concert which started at midnight. 
Their involvement in festival folk organization increased in sub
sequent years. A member of the committee, the treasurer, in 
comparing this period with that of the mid-sixties in the anatomy 
museum felt that in the earlier period the group involved were 
primarily interested in performing themselves, rather than broa
dening the popular appeal of folk music. He felt that in the 
years during which he was involving they had succeeded in this.
He also mentioned that at the time he had often thought that there 
was great potential for commercial gain for anyone who was 
interested to try.

The executive of the Student's Union also saw the commercial 
implications of the popularity of folk music. In 1972 they 
established what was interpreted by the folk music society as 
a 'rival folk club' which met in 'the old bar area'. It was not, 
however, a folk club: there was no membership requirement, simply 
an entrance charge, and a bar operated throughout the event. The 
aim of selling beer was seen as a more important aim than the 
provision of good music by the committee members of the FMS who 
had changed venue to the comparatively inaccessible and unknown 
Music Room in the Union building. Many of their events suffered 
as a consequence and were unsuccessful. The developments were 
interpreted by the FMS members as a part of current Union policy 
which they thought to entail the monopolization, by the Union, of 
areas which independent University societies had proved to be 
successful. They cited the recent takeover of the Esoteric Music 
Society, once a free University club.

Against the FMS's protestations members of the Union executive 
argued that they were not supposed to be involved in commercial 
enterprises and that although it was permissible for them to pay 
money to invited guests from outside the University, it was not 
permissible to pay club members who performed. This was a prac
tice which had evolved over a considerable number of years and 
involved only relatively good musicians who would have been able
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to earn considerably more money in outside bookings. The FMS 
defended their position at a meeting of the Student's Repre
sentative Council and won their case. A compromise was later 
reached whereby the Union agreed to provide financial backing 
for the folk nights in the Old Bar and the FMS should provide 
the musicians.

It was in such compromise circumstances that the contradictions 
between folk culture and popular culture came to the surface, 
for the bar continued to operate throughout the musical event.
It was believed that the bar attracted the overflow from the 
main University bar and therefore brought in students more 
interested in drinking than in music. The audiences tended to 
be quite noisy and on these grounds some of the musicians 
approached by the society refused to play there. The presence 
of an audience also deterred potential student musicians from 
having a platform. The society tried several means to alleviate 
these problems. Mainly they were concerned to curtail the 
extent of drink being sold at least during the performance of 
music and song. This proved impossible. They also tried to 
make use of a partition which existed in the room so as to 
separate the bar area from the performance area, at least 
visibly. This too was contested. The final solution was com
plete separation of the two. The Union took back the management 
of the event which it had initiated, in which folk groups came 
to dominate, and the FMS left the Union building entirely, seek
ing refuge in a University department where there was a strong 
interest in ethnomusicology. They were allowed the use of a 
room there one evening a week.

In these more congenial circumstances it came to resemble the 
intimate folk club gatherings of the mid-sixties. In dealings 
with the Student's Union there continued to be friction. A 
b.-jg traditional concert which they organized, featuring Na Fili, 
was upset by an unscheduled change to a venue with inadequate 
sound facilities. The concert was unsuccessful. The new loca
tion for meetings too had problems attached primarily associated 
with access. It was less easy to find and attend than the Stu
dent's Union and departmental security required that the door of 
the building could not be left unattended, yet the room in which 
the events took place was on the top floor.

I shall take up again the case of folk music at Queen's University 

in the section dealing with politicizing of folk music.
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DEALING WITH THE CONTRADICTIONS BETWEEN 'FOLK' AND 'POP' CULTURE: 
MUSICIANS RESPONSE

The commercialization and popularization of folk music confronted
3

many musicians with a dilemma. Competent musicians could get work in 

one of the local ballad type groups or start one up themselves. Only 

very good musicians could think in terms of playing in a commercially 

successful folk group specializing in traditional instrumental music.

The idea of making money for doing what one liked to do, for doing 

what one was doing anyway as a hobby, was very attractive. But this 

was the dilemma, for although they would be involved in making music, 

the paramount consideration of audience demand in the field of popular 

music made questionable the extent to which they would be doing precisely 

what they liked, either musically or in terms of more general behaviour.

For some musicians the situation was relatively unproblematic.

Their musical discontent was about not being in a better group, which 

as well as making it more likely that they could price themselves into 

bookings which would allow them greater control of the kind of music 

they would play, also had the attractions of improved earning oppor

tunities, publicity and glamour. For some few musicians their evening 

performances on stage were their sole musical activity, while others 

might also attend sessions and participate, but not experience any 

contradiction between the two kinds of activity. There were many musi

cians however who did.

There were variations in the degree to which the tension was 

experienced, it was primarily related to the degree of adherence to 

'folk culture' on the part of the individual concerned. Therefore 

membership in good groups, even in the top folk groups which
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specialized in traditional instrumental music, did not solve the 

problem for people with a strong adherence to that particular 'world 

view'. It was manifest in various ways: in conversations about 

music, groups, etc., in performances themselves, and in other non

performance musical activities engaged in.

In the following analysis I am concerned to describe these 

tensions and to suggest means by which musicians coped with them.

I begin by presenting some detailed material on one 'group' playing 

during this period.

Role Separation: Session Musicians or Traditional Folk Group?

Case:10: 'Na Leaids'

Consideration of 'Na Leaids' provides a good illustration of 
the types of musicial activities in which good musicians might 
participate during this period and of their views and feelings 
about these more or less popularized events. The material 
brings out the characteristics of the folk/popular culture 
oppositions discussed in pages

'Na Leaids' was the only traditional music group of stature 
to emerge in Belfast during the time of my fieldwork. They 
came together as a group through meeting and playing with one 
another in various session locations including the Old House, 
Pat's Bar and Cross Keys. The group, consisted of Dave 
Woods (fiddler), Stephen Rodgers (flute and whistle), Michael 
McGuire (tenor/banjo), John Kennedy (guitar and whistle) and 
Brian Breen (five string banjo, whistle,' squeeze box'and later 
fiddle), and Pete Denver (bodhran). Apart from the regular 
venues listed above, two of which were in Belfast and the other 
near Antrim, fifteen miles north of Belfast, they travelled 
further afield - to fleadh cheols and other venues in rural 
areas to play with traditional musicians. They were individual 
musicians who were friends and therefore sometimes acompanied 
one another on these journeys.

Their musical and social backgrounds were quite varied and 
there was a considerable age difference between the oldest 
and younger members of the eventual group.
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Michael McGuire

Michael was a Catholic from the Springfield Road area of west 
Belfast. He had been involved in folk music for a considerable 
period in the world of sessions more than that of folk clubs.
He had been playing in Pat's Bar and the Old House since the 
mid 1960s. It was said that he had been encouraged to play by 
Philip Courtney (see page ), whom he met in the Cluan Ard. 
Although he had kept uphis session involvement, he had become 
involved, for a short period, in one of the local popular folk 
groups. The Round Tower. This had involved him in playing popu
lar music, including rebel songs.

David Woods and Stephen Rodgers

Dave was English and had been a student at Queen's University, 
Belfast. During the folk revival in the 1960 s he had become 
involved in a group with three other young men. They combined 
singing and instrumentals in their repertoire in the style of 
some of the English revivalist groups. They also included a 
considerable amount of harmony singing in the style of the well 
known revivalist singing group, The Watersons and The Young 
Tradition. Dave was a member of the Queen's Folk Music Society 
at the time when it held its meetings in the anatomy museum. It 
was while at Queen's that he took up the fiddle.

Stephen was a whistle and flute player and was a Northern Irish 
Protestant. He was a member of the same revivalist group as 
Dave.

John Kennedy and Brian Breen

Both John and Brian were considerably younger than the members 
mentioned above. They were both from the Andersonstown area 
of West Belfast and were undergraduates at Queen's University 
when the group was formed. Like Michael McGuire they had had 
experience of playing in one of the local popular folk groups. 
In their last year at secondary school they had been in the 
Red Branch.

Peter Denver

Pete was a bodhran player n.d.

This core group which made up 'Na Leaids' were intermittently 
augmented by some few other musicians and friends. From the 
beginning there was Philip Courtney (flute) (see page
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and later Peter Black, a young Dublin fiddler who was consi
dered to be a very good player - 'taught by the big men up in 
Dublin'. He joined the Queen's FMS when he came to Queen's 
University as a Ph.D. student in the early 1970s. He was 
a Southern Protestant and believed that Protestant culture 
was not sufficiently appreciated. He had suggested that the 
Sandy Row Flute Band (a band based in one of Belfast's oldest 
Loyalist areas and which would have been involved in 12th 
of July processions) should be invited to play at Queen's FMS.
Sean Flynn was a fluent Irish language speaker and a Catholic.
He occasionally joined the group as a singer and bodhran pla
yer. He usually included among his songs several in the 
Irish language.

These musicians in both musical life style and in their expressed 
opinions typified 'folk culture' as it was defined by session 
musicians. They were incorporated into a traditional music world 
which was nation wide and extended also to Britanny, since they 
had attended the pan-Celtic music festival in 1973. In Ireland 
they were part of an inconspicuous sub-culture of traditional 
musicians, in which formal organizations such as Colthas Cheol- 
tari Eireann played only a small and occasional facilitating role. 
The network of musicians operated informally and to a large 
extent independently of any formal structure. It had an impor
tant function of transmitting skills and tunes and styles, and 
above all it provided pleasurable musical experiences for the 
initiated.

Full consideration of the operation of this network and the sub
culture is beyond the scope of the present work. A few observa
tions are relevant in this chapter, however. In Chapter I 
discussed in general terms anti-commercialism as a basic charac
teristic of folk culture. Part of this discussion entailed con
sideration of the session and its economic aspects. The musicians 
who became involved in Na Leaids were adamant that they would not, 
(at that point in time), be interested in giving up their integrity 
as musicians to earn the money that the local folk groups were 
earning. During sessions in bars, it was expected that they 
would receive some free drink. Those who were most fond of 
drinking would comment that certain places were good because there 
was plenty of free drink. But this was only one of many require
ments for a good session pub (see page

During my fieldwork a new traditional evening was introduced in the 
Old House, it was a kind of overspill from the Saturday session, 
involving many of the same musicians;such as Na Leaids who were the 
backbone of the new development. They felt that it differed from 
the Saturday session in that they were more formally expected to 
appear, it remained like a session and might be thought of as 
resembling the 'paid session', described by Colin Hamilton in his 
M.A. thesis (1978), which occurred in a pub outside Cork. The 
musicians were in the process of discussing this new development 
and most thought that they should ask the publican for some money 
under these circumstances. They knew from experience that
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participation in this event only differed from the 'pure' 
session because of the degree of commitment to attend and 
would entail no further compromises in relation to their 
individual freedom.

When musicians travelled about the country to play in sessions 
they hoped for, and were frequently given, hospitality in 
return for their music. Tom McHale, for example, winner of 
the All Ireland flute championship in 1962, was from Roscommon 
and had come to Belfast in the early 1970s. He stayed for a 
considerable period of time and used to play in the sessions 
in and outside the city. Throughout this period he received 
hospitality, places to stay and food to eat. In regard to this 
issue Philip Courtney described to me what he called a per
fect weekend. He had left his home with £6 in his pocket and 
when he returned home he had the same amount. His needs had 
been catered for. He had spent some money, but when the musi
cians were leaving the bar in which they had been playing during 
the weekend, the owner put a few pounds into their hands. For 
this, Philip was grateful. He explained that had the man said 
'How much do you want for your weekend's entertainment?' he would 
not have known what to say, and he would have been annoyed at the 
question in itself.

The interest of such musicians in traditional music and the people 
who were its custodians was marked by dedication and respect.
When, for example, a fiddler from the Mark's Bar session in 
Dundalk (a town in the south, fifty miles from Belfast), had died, 
several of the Belfast musicians had gone down for the funeral.
Jigs and reels had been played over the grave. Their conversation 
was often concerned with music; the problems of mending instru
ments, the difficulty of notating Irish music, the names of tunes, 
the best position for a microphone if it was really necessary to 
record a session, etc. They wished to be accepted among the tra
ditional musicians (see reference to this in section on Philip 
Courtney, chapter 9 ) and they wished to tblend into their sur
rounding unobtrusively.

A characteristic incident was related by the fiddler, Dave Woods. 
Every time he played a certain tune in the session pub at Cross 
Keys he said that a particular fiddler would come up to him and 
compliement him on it. Dave did not know the name of the tune he 
played but the fiddler at Cross Keys did. It took Dave some time 
to interpret the other musicians's behaviour. He was very pleased 
when he did. The man wanted the tune. Dave wrote it down for him. 
He was happy to share it with another musician. He was involved 
in an important musicial activity, the transmission of music from 
musician to musician.

This incident contrasted sharply with another in which I partici
pated while attending a session in the Rossa in which these 
musicians were playing. It revealed that generosity in the
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transmission and sharing of tunes had limitations which in fact 
fell along the folk/popular dividing line. During the session 
the tune 'Fanny Power' was played, and when it was over I men
tioned to John Kennedy that I had recently heard the group 
Black thorn play it. I also related to him the joke which they 
had used to introduce it (see discussion of the function of 
jokes in introducing traditional music above). They
had dedicated it to 'Women's Lib'. John was outraged, not so 
much at the joking introduction, but at the fact that the group 
had played the tune at all. He felt that they had no right to 
play it since it was 'ours', (referring to those musicians who 
had been with them at the time they acquired the tune). 'We 
got that in Donegal', he said, and turned to spread the news 
among the other musicians. It was right that they should take 
a tune from Donegal, or that Dave should give a tune to an 
Antrim fiddler for these were part of an exchange system among 
traditional musicians. They were embedded in more diffuse 
social relationships. On the other hand, they resented a tune 
which they had acquired in this fashion being taken out of that 
exchange 'sphere' and into the commercial world of 'popular 
music', and the commercial folk groups.

In the light of the views of these musicians on commercialism 
the formation of the traditional music group, Na Leaids, was 
embarked on with caution. Their musical ability ensured that 
they could choose what they played and where they played. And 
since commercial success was not a prime motivation, they could 
also choose how frequently they played. They were a well res
pected group. When they appeared in the Ulster Hall as support
ing group to Planxty, a very popular traditional music group 
from the South, they were required to do an encore before the 
main group appeared on stage. They were careful that their 
'professional' career did not interfere with their lives as 
session musicians. There was an acute consciousness, both 
among themselves and among the other musicians with whom they 
played in sessions, of two distinct identities for each of the 
musicians involved. When they were playing professionally, as 
a group, then they were Na Leaids; when they were playing in 
session, even if every one of the group members were there and 
even if there were no other musicians, they were not Na Leaids, 
they each had their own individual identity. People who des
cribed these musicians, when playing in session, as Na Leaids 
were informed of their mistake.

This area of folk culture has been discussed in chapter 6 
I would add, in discussion of this example, that it would be 
insulting to the other musicians playing in the session, that 
it should be thought of as 'Na Leaids' session'. Session music 
was a result of collective activity. This point was brought 
home for example when a preference was expressed for the 
microphone to be placed centrally in the process of recording 
a session, rather than being concentrated on individual musi
cians at different times. Michael McGuire summed up very
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graphically a whole range of folk cultural tenets when he reacted 
to being recorded in this way by claiming that it had caused him 
to make errors in his playing and that it had felt like being 
raped. Not only then was the collective ethos upheld, but also 
the folk culture's espousal of naturalness and spontaneity. The 
recording was an unnatural means of transmission and the micro
phone an unwelcome intrusion of modern technology.

The group's preference for a good session rather than a concert 
is well illustrated in their participation in the various summer 
'fleadhs' and 'festivals' which began to be organized in different 
parts of the city during this period. They had been booked to 
appear in an evening concert organized for the Ballymurphy festi
val. Many other good musicians from different parts of Ireland 
and some from Brittany were also booked to play. Many other 
events were taking place as part of the festival and it was 
expected that there would be an informal session, advertized as 
a 'fleadh', in the Bull Ring (centre of the Ballymurphy estate) 
in the afternoon, before the concert. Another Catholic area of 
the city, Ardoyne, had scheduled its summer 'fleadh' to take 
place on the same weekend. On the Saturday night before the con
cert a session had 'started up' in a club in Flax Street in 
Ardoyne, it was an informal event, but certainly associated with 
the festival atmosphere, and with the fact that there were many 
visiting musicians, some of whom were due to play in the Bally
murphy concert the next evening. It was said to be a 'great ses
sion', and many local musicians including those who made up the 
group Na Leaids were there. These musicians were actually booked 
to play there early on the Sunday. And since they were enjoying 
the experience thoroughly they agreed to stay in Ardoyne until 
5.30 pm. In their terms it was preferable by far to remain 
where the session was good than to go to Ballymurphy and try to 
start up another session. It would ruin the atmosphere of the 
present session if they left and there was no guarantee that 
they would 'get a good session going'in Ballymurphy. None of 
them was looking forward to the concert. In Ballymurphy there 
was some bad feeling about the fact that their fleadh did not 
occur due to a lack of musicians. There was also growing concern 
about getting the musicians back in time for the concert. A mini 
bus was sent for them and they left Ardoyne sadly amidst effusive 
thanks from local people. They were taken for a quick meal and 
brought to the concert hall. On stage Na Leaids appeared tense 
and uncomfortable, although they became more relaxed when they 
appeared again in the second half of the concert.

Na Leaids, the name chosen by this group of musicians implies an 
attempt on their part to distance themselves from the commonly 
held notion of group. The names of most local groups had a 
clear external referrent, in many cases associated with Irish 
nationalism. Na Leaids translates as 'the boys' or 'the lads' 
which, like the session gathering allows for a certain indivi
dual anomimity. 'The lads' remain 'the lads' even if some of 
them are missing at one time or another. The name has the element 
of fluidity characteristic of the session. They had a low opinion
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of the local groups which were playing regularly in the clubs. 
Those who had had experience playing in such a group resented 
having had to play what they considered inferior music, among 
which was included many of the rebel songs which was 'the 
stock in trade' of many of the groups. Michael McGuire refer
red to them as 'Micky Mouse groups' using a common expression 
based on the analogy with 'Micky Mouse watches' meaning toy 
watches for children which superficially resembled adults' 
watches but which did not work. The difference between the 
Micky Mouse groups and 'real' groups was, in terms of music 
the same difference as pertained between Radio One and Radio 
Four. 'I'm a Radio Four man, my mother's Radio One!'. 4

The members of Na Leaids no longer experienced the tension of play

ing for money in an inferior group which precluded one from playing 

one's preferred music. Three of them had at one time had this exper

ience, at the time when my research was carried out there was some 

evidence of tension derivingfrom their decision to form the group Na 

Leaids for, as I have argued, it involved them in one of the more 

rarified contradictions of the folk culture/popular culture dichotomy. 

Michael, John and Brian had solved their initial and acute problem by 

leaving the 'Micky Mouse groups' in which they had been involved and 

forsaking for a period, any attempt at gaining financially from their 

music. The formation of Na Leaids was a very controlled venture into 

that area again. I would suggest that an important means of coping with 

the consequent dilemma was the maintenance of two identities, one as 

performers with some involvement in the commercial world, and the other 

as session musicians of the traditional folk culture, which had to be 

kept rigorously apart.
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Role Separation: The Folk Group Member in the Session

The same device was used to greater or lesser degrees by other 

musicians. In the above section mention was made of other musicians 

than those who made up Na Leaids who participated in sessions. When 

these musicians were present, as they often were, they tended to take 

a leading role in sessions in Belfast, but there were sessions of 

greater and lesser quality and within any one session there was a 

considerable range of ability. The introduction of new musicians to 

an apprenticeship was one of the musical functions of the session 

(see page 309 ). There were many musicians other than those discussed 

above partaking in sessions in Belfast. And many of them were at the 

same time members of local popular folk groups. Many of the local 

groups had representation in the sessions, Tara Folk, the Wild Geese, 

Corrib Folk, and the groups who were playing 'gigs' four and five 

nights a week were represented, the Wolfhound, Freemen and later Black

thorn, and the Batterin' Ram.

They were not intermittent attenders, in most cases they were 

regular members of sessions although in some cases they may have had 

more peripheral roles such as 'filler' or learner (see page 

The musicians involved tended to be predominantly whistle and/or flute 

players and bodhran players. There were not many of the local groups 

which featured the more difficult traditional instruments, fiddle and 

pipes. Extra whistles were relatively easily accommodated in sessions. 

On the other hand many sessions have been ruined by excessive bodhran 

players. The plethora of guitars at the time could not possibly have 

been utilized effectively in sessions given their numerical strength in 

relation to other instruments. Guitar players knew to be cautious in 

offering their musical skills in the session context.
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There were of course many other session musicians who were not 

involved in such groups and who either were not involved in any other 

kind of musical activity, or were involved in groups resembling that 

of Na Leaids, i.e. groups which confined themselves to folk music as 

opposed to popular music, whether folk, rebel of 'pop1. The range of 

tunes played in any session was likely to be wider than the entire 

instrumental repertoire of most of the local groups. For those who 

wished to play more traditional music than was permissible in the 

cabaret folk performances the opportunity was available in the ses

sions as it was for those groups who wished to improve and augment 

the amount of traditional instrumental music which they included in 

their performances. Its primary function for musicians who were mem

bers of local groups was relaxation and pleasure. They enjoyed not 

being on stage, and playing the kind of music they wished to.

In view of the negligible role of singers in sessions, it was 

unusual for a singer from one of the popular folk groups, or from any 

group, to perform as regular members of sessions. There was one such 

instance and it is of particular interest because it allows for com

parison to be made between the type of song sung in cabaret-folk and 

in the session context. A singer who performed first with the Wild 

Geese and later with Blackthorn also sang on a regular basis at the 

Saturday Old House session for a period of time. The groups in which 

he performed were among the better of the local popular folk groups. 

Like the others their repertoire included a considerable proportion of 

popular folk songs, and rebel songs. In the context of the session 

the number of songs sung by a singer was much less than in cabaret per

formance in which song dominated. There was however a notable change
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in the number and type of rebel songs which he sang in session by 

comparison with cabaret. The fact that the Old House session audience 

may have been more politically and religiously mixed than the audien

ces in the 'cabaret' pubs and clubs seems inadequate as an explanation 

for it did not prevent the singing of politically meaningful rebel 

songs, or songs of resistance. He frequently sang a song which he had 

written himself while interned in Long Kesh, 'The Ballad of Joe McCann'

(see song 5). The relevant factor underlying his decision seems to have been 

primarily stylistic with regard to music and lyrics. In sessions he 

tended to omit the very popular 'rebel rouser' songs which are usually 

played at a fast march rhythm, and sang, on those occasions when he 

included any 'rebel' songs, more lyrical types, like the ‘Ashtown Road'

(see song 1) which he sang to the air of the traditional song 'The

Snowy Breasted Pearl', or a slower than usual version of J.K. Casey's

song dating from the Fenian period, 'The Rising of the Moon'. His own 

song too was 'poetic' and lyrical. The tune was a slowed down and 

ornamented version of the normally march time tune of 'Who fears to 

speak of '98'. It might be argued that this type of song was appropriate 

to the session situation and the 'rebel rouser' to the cabaret context, 

and this is correct. But the significant difference in that the caba

ret performance may be regarded as 'work' whereas the session is a part 

of leisure, something undertaken absolutely freely. As such it might be 

taken that music which musicians made in this context was the kind of

music which they liked since there was no compunction on them to take

part in the session.

The preference which the singer in question was stating in his 

choice of songs in sessions was essentially aesthetic and musical, it was
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not political. On several occasions musicians complained about having 

to do so many rebel songs, although it must be added that many thoroughly 

enjoyed it. For those who did not the issue was not political, they were 

not objecting to the fact of rebel songs or their content. Usually it 

meant that they found it boring, as aspiring instrumental musicians, to 

have to provide uninteresting repetitive backing to this type of song.

And also that it was boring to have to do it with such monotonous 

regularity. Onemusician mentioned that it was during that part of the 

programme that he would slip off stage to have a pint or go to the toi

let. Other musicians phrased their complaints in more general terms such 

as the problems involved in trying to play much serious folk music.

For such musicians the session was a solace providing for some 

alternate, and for others an alternative musical activity and identity.

The whistle player and flautist in the Wolfhound was no happier than Na 

Leaids to be described, in the context of a session, as 'one of a group 

'the Wolfhound'. Although it is important to note too that some of the 

younger and more recent musicians did not experience this dilemma as such. 

For them it was a question of two different musical activities. Their 

main grievance would be that they might wish to play in a better group.

Role Separation: Traditional Musical Family or Popular Group

Case 11: The McPeakes

The McPeakes, a well known family of Belfast musicians, provide 
another example of the way in which musicians coped with the 
demands which accompanied the large scale popularization of folk 
music. As a musical family they spanned three generations. It 
centred around the grandfather, Francis I, who had studied pipes 
under the Galway master John Reilly, and had won prizes at the 
1908 Belfast Feis and the 1912 Oireachtas. He was also involved 
in playing accompaniment to ceilidhe dancing (see Chapter33 
He developed the unique facility of being able to sing and play 
at the same time and was encouraged to perform professionally by
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Carl Hardebeck,a leadingfigure in the revival of Irish music 
in Belfast in the early part of the twentieth century. The 
family group, composed of Francis and his sons, Francis 2 
and James, and grandchildren Kathleen, Francis 3 and Tommy, 
achieved considerable international success and won the 
International Eisteddfodau in 1958, 1960 and 1962.

The male members of the younger generation had become indepen
dently involved in a variety of the local popular folk groups. 
Francis 3 had been an original 'Freeman' and he later played 
in The Barleycorn and Hedgerow. Another member of the family 
joined a group called Barnbrack. I spoke to Francis McPeake 3 
in a club in the Lower Ormeau Road in which he was playing. His 
consciousness of my interest in music and knowledge of the 
family as musicians led him immediately into a discussion of 
the commercialization of the music and its deterioration in the 
process. He reflected somewhat bitterly on his family's past 
glories in 'representing Irish music all over the world' but, 
'we still live in the same wee street.' He felt that in order 
to make money from his music he had to debase it. 'Who would 
want to hear my pipes (uileann pipes) here? he surmised, look
ing around at the working-class local area audience. During 
another conversation with Francie and his sister Kathleen she 
remarked, 'We never played on the Falls Road' and Francie 
nodded in agreement. Yet I had seen the younger generation 
performing frequently in the Falls area. There was no decep
tion, it was true that The McPeakes had not played on the Falls 
Road. When they were members of other groups they were no 
longer The McPeakes. It was another instance of dual identity, 
the traditional prestigious folk group identity and the popular 
commercial folk group identity which had to be kept separate so 
that the latter could not sully the former.

Performance Strategies

In the course of performance musicians developed strategies 

for coping with the tensions involved in the participation in 'popu

lar' music. For whilst the session provided an opportuntiy to play 

one's preferred type of music in a preferred social context, musicians 

made an effort to include as much of this type of music as they could 

into their cabaret-folk performances. Other aspects, too, of folk as 

opposed to popular culture became accepted as the norm, such as infor

mal dress. Many of the ways in which this occurred have been touched 

on above. My aim here is to draw attention particularly to the types
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of music performed, as part of a means of dealing with the dilemma of 

the aspiring traditional musician playing in a popular context. And 

to suggest that in doing so they were contributing to a process which 

had the consequence of initiating and educating into an acceptance 

and appreciation of folk song and traditional music, a much larger 

section of the public than had ever occurred before.

Some of the factors relating to variations in performance content 

have been discussed above. Virtually all performances consisted of 

some combination of the following categories of music; pop music, popu

lar folk song, traditional folk song, popular rebel song, traditional 

song and traditional instrumental music. For most purposes traditional 

rebel songs may be viewed as a subcategory of traditional folk song. 

Groups tried to plan programmes which would achieve a compromise 

between their wishes and those of their audience. Humour was an impor

tant element in the programme. I have discussed in pages 392 to 393 

the practice of interspersing the musical items with some humorous 

interludes and suggested that humour was sometimes used as a pallia

tive which would make more acceptable the inclusion of music which was 

less familiar to the audience. An example of this was use of a joke 

in Blackthorn's introduction to the relatively unfamiliar traditional 

instrumental piece, 'Fanny Power' - they dedicated it to 'Women's 

Lib'. Such an introduction would be inappropriate in a folk culture 

context. Humorous songs, often falling into the popular folk cate

gory could serve a similar function within the programme as a whole. 

Another device which increased the proportion of instrumental music 

in a performance was the incorporation of an Irish dance tune into the 

middle of a song. More esoteric songs too were sometimes sandwiched
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between two more familiar songs. For example The Wolfhound performed 

the long, esoteric dialect, Childe ballad, 'Sir Patrick Spens1 in 

between the humorous 'rebel song of the '20s' - 'The Man from the 

Daily Mail', and the very popular 'Ireland Divided' on the subject 

of the Northerner, Joe McKelvey, executed in 1922.

Popular rebel songs too were manipulated similarly, functioning 

as popular song. In my analysis of the Crossbow programme (Case 8)

I assessed thei rperformance in terms of norms which I now try to make 

explicit. That performance demonstrates among other things an attempt 

by that group to use more or less unknown songs about Ireland's past 

history in this capacity. It proved unsuccessful. Indeed throughout 

the performance they made very inept use of the possibility of manipu

lating types of song as a means, in this instance, of actually controll

ing the audience. The Crossbow performance analysis also revealed in 

stark terms the convention of providing an audience with what it wanted 

to hear most at the end of the night. Commercially it was important 

that an audience left the premises feeling that they had enjoyed them

selves. Some musicians took some pleasure in the degree of enthusiasm 

which overcame the audience at this period in the night's programme. 

Others however found it boring and monotonous. The music played at the 

end of the night tended to be rousing music to which the audience could 

clap and stamp feet in accompaniment, as well as sing along. Rebel 

songs, and particularly the 'rebel rousers', that is popular rebel 

songs which could be accompanied by the kind of behaviour just des

cribed, were favoured by the groups and by the audiences.
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The 'rebel rousers'

In Table 201 present a list of songs which featured in the latter 

part of the programmes of eight of the most frequently heard folk groups

in Belfast during this period. The individual programmes of each group

selected for analysis were chosen for their representativeness and 

typicality among that group's programmes. The number of songs taken as 

constituting the last group of songs varies. I have not imposed an 

arbitrary uniform number on each programme. In the first instance there 

was considerable variation in the length of the different programmes so 

that the last ten songs might for some programmes mean the songs in the 

last quarter of the programme, while for others it might mean the last 

three quarters. The length of the group of songs making up the signi

ficant 'last group of songs' was relative to the length of the entire 

programme. A more important reason was that the musicians were quite 

conscious of them as a distinct part of the programme and able to inform

me when the last group of songs was starting, and in what they consisted.

They categorized them as 'the rebel songs' or 'the rebel rousers', 

although they included some that were neither rebel songs nor 'rousers',

- rebel or non-rebel. I therefore selected the significant groups of 

songs for analysis on the basis of this information. The relevant 

group of songs included the final group of songs which commenced with 

a rebel song which was followed by a significantly large number of other 

rebel songs. All songs in the performance sung after this identified 

first rebel song of the 'rebel rouser bunch' were included.

Of a total of 52 songs sung in this sample only 7 are non-rebel 

songs. They include 3 humorous popular folk songs: 'Does your hair 

hang low', 'A-Roving' and 'Cosher Bailey', all of which audiences could
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Table 15

Songs which were included in the final 'rebel rousing' part of the 
performances of eight popular groups.

Groups: The Wolfhound
The Freemen 
The Blackthorn 
The Wild Geese 
The Corrib Folk 
The Tara Folk 
The Aran Folk 
The Travellers

Songs:
5

5

2

7

2

2

2
3

3

PF A-Roving 
R Ashtown Road, The 
R Ballad of Billy Reid, The 
R The Belfast Brigade 
R Boulavogue
R Boys of the Old Brigade, The 
R Boys of Wexford, The 
R Broad Black Brimmer 

PF Cosher Bailey 
R Come out you Black and Tans 

PF Curragh of Kildare 
PF Does your hair hang low 

R Four Green fields 
R Free the People 
P Act Naturally 
R If I had a face like you 
R James Larkin 
R London's Derry 
R Magnificent Seven, The 
R Man from the Daily Mail, The 
R Man from Mullingar, The 
R Molly Maguires 
R Nation once again, A 
R One Road, The 
R Rifles of the IRA 
R Sean South

FI Sligo Maid and the High Reel 
R Take it Down from the Mast 
R Tom Williams (Brave)
P Ob-la-dee

Key: P = Pop
F = Folk
R = Rebel
I = Instrumental

The numbers in the left hand column refer to the number of times the 
adjacent song occurred within the final rebel rousing bunch of the 
eight groups listed above.
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and did join in with, and clap and stamp. 'The Curragh of Kildare1 

is a slow lyrical Irish love song popularized by Planxty and much 

duplicated by the groups locally. It was a song with a chorus in which 

audiences did join in. It was not suitable for stamping and clapping 

behaviour. 'Sligo Maid' and 'The High Reel', two traditional instru

mental reels did however lend themselves to such accompaniment by the 

audience at least in the folk-cabaret context. The two other songs of 

the seven are old pop songs, from the early 1960s. Their inclusion is 

situation specific. They were added on to the end of a 'Travellers' 

programme because dancing had spontaneously erupted at the end of the 

group's planned performance and they had considerately provided appro

priate musical accompaniment.

When account is taken of overlap in -different programmes, the 

remaining 45 rebel song items may be reduced to 23 songs. Certain 

songs are revealed as clear favourites, popular enough to occur in over 

half of the performances considered. 'The Broad Black Brimmer' occur

red in 7 out of 8 performances and was undoubtedly one of the most 

popular rebel songs of this time. 'The Belfast Brigade' too was very 

popular. Both thes songs have marching rhythm and fit very precisely 

the designation 'rebel rouser', 'The Ashtown Road' which like the 

latter occurred in 5 out of the 8 performances is perhaps a little 

surprising. It is not rousing, sung as it was in these cases, to the 

slow air 'The Snowy Breasted Pearl', it is a hero-martyr ballad (see 

page 209). it attained great popularity which, given that the hero 

involved, Martin Savage, had no connections that I know of, with the 

North (see chapter 5), I account for primarily in terms of the 

popularity of the song with the groups. It provided an attractive
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combination of traditional slow air with rebel song content. The 

slow air was also one that was relatively well known. Another hero- 

martyr ballad, 'Sean South of Garryowen' occurred 3 times. It had 

the more usual 'rebel rouser' marching rhythm. The 5 other songs 

which occurred more than once in the performances, 'Take it Down from 

the Mast', ‘A Nation Once Again', 'The Boys of the Old Brigade' and 

'Free the People' and 'The Rifles of the IRA', all share the same kind 

of marching rhythm in performance.

The practice of bunching a selection of rebel songs, playing them 

in quick succession may be seen as part of a tradition in the history 

of rebel music performance and not simply as a device of pop culture 

performance. When the tunes of rebel songs were used as accompaniment 

to certain dances with a marching rhythm ceilidhe bands often played 

at least two song tunes and often more in the course of the dance. The 

practice provided variety and fitted in with the jigs and reels played 

to accompany other dances for the structure of Irish traditional dance 

tunes as two-fold, each piece consists of two parts each of which is 

repeated once (1,1,2,2) and itwasalso usual for two different pieces 

to be played together making a total of four distinct musical elements. 

People dancing at ceilidhes used to sing the words of the songs, moving 

from one song into the other and learning the successions which the 

bands considered appropriate (see pages

Bands, brass bands, flute bands, accordian bands, etc., when play

ing at open air events such as AOH demonstrations or on the occasion 

of big Gaelic Athletic Association matches used also to play medleys of 

rebel songs to a marching rhythm. Medleys feature too on some record

ings, The Flying Column's influential record Four Green Fields (1971)
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contains what is described on the sleeve notes as 'a Sean South Medley1 

in which 'Sean South' is the dominant song and is interwoven with parts 

of 'The Boys of Wexford' and 'The Bold Fenian Men'. The Dubliners' 1973 

album Plain and Simple also features a medley of rebel songs: 'Wrap 

the Green Flag Round me Boys', 'The West's Awake' and 'A Nation Once 

Again', under the tract title 'Rebellion' and interestingly it occurs 

at the end of the second side, the end of the record.

The bunching of rebel songs at the end of a performance may be viewed 

as a kind of prolonged medley. Undoubtedly the pace of the music and of 

the performance as a whole accelerated at this point. If there were 

breaks between the songs they were limited, and often there was a run 

on effect so that the group did not stop at all between one song and the 

next. Certain songs tended to occur in this kind of combination, eg.

'A Nation Once Again' was often immediately followed, without a break 

by 'On the One Road'. Some groups did include a medley in their conclu

sion. The Aran Folk did a 'Nation Once Again' Medley which integrated 

part of 'The Boys of Wexford' into it, and Blackthorn often concluded 

with a long medley of 'God Save Ireland', 'A Nation Once Again', 'On the 

One Road' and 'The Belfast Brigade'. It was the most popular manner in 

which to end an evening's entertainment.

CONCLUSION

This chapter has been concerned with a particular aspect, popular

ization, of a more general process taking place during my fieldwork period.

This wider process included two other inter-related processes: a process 

of 'politicization' and a process of appropriation by the working-class.

The version of reality depicted in this chapter is therefore 'partial'.

A complete version which approximates more closely to realitywill emerge when the 

three processes identified above have been described.
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CHPATER 8 

NOTES

1. Between August 1971 and early 1972 The HMS Maidstone, moored

in Belfast Lough, was used to accommodate internees. Those wno 

remained in detention were then transferred to camps including 

Magilligan, from where Pat McGuigan was released on 24th February 

1972.

2. For a discussion of the perceived differences between IPs (serious) 

and singles (commercial) see Graham Vulliamy's chapter 'Music and 

the Mass Culture', in John Shepherd et al Whose Music? A Socio

logy of Musical Languages, (London: Latimer, New Dimensions

Ltd 1977), p. 186.

3. This dilemma is an aspect of the more general problem of ‘the arts' 

or 'creativity' in a capitalist society. Commercialism is seen as 

counterproductive. In the field of music Becker (1951) in his 

sociological analysis of dance band musicians, noted that the 

musicians made important distinctions between 'jazz' and commercial 

dance band music; Stebbin's (1969) has made use of Goffman's 

(1961) concept of ‘role distance' to illuminate the behaviour of 

jazz musicians in performance, when coping with requests for 'non

jazz' numbers, or when a poor singer from the audience joins the 

band for a few songs. Also in the domain of pop music, Vulliamy 

(1977) analyses the basis of the important distinction between 'rock 

music' and 'pop music'.

4. The musician is here expressing evaluation in terms of the British 

Broadcasting Corporation's (BBC) organization of radio channels 

which is arranged in such a way:
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'as to perpetuate the misleading assumptions underpinning 
the dichotomy between "serious" music and "popular" music. 
Whilst Radio 3 is reserved almost exclusively for "serious" 
music in the European tradition, both Radio 1 and 2 are 
dedicated to the lowest common denominator of "easy 
listening" and "popular" music taste, where internal diffe
rences between the supposedly homogeneous category of "pop" 
music go largely unrecognized.' (Vulliamy in Shepherd et 
al 1977: 196).

Radio 4, while not a music channel,was the serious cultural, cur

rent affairs channel of the BBC.
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CHAPTER 9

POLITICAL REVITALIZATION

In the previous chapter I dealt with Irish rebel songs in the con

text of the popularization of folk music in the early 1970s in Belfast. 

They were viewed as a subcategory within certain general types of music. 

At that time many of them could be incorporated under the general cate

gory popular music. When sub-divided into 'pop' music and popular folk 

music,rebel songs fell into the latter category. Some rebel songs too 

could be categorized as traditional folk song. While the style, content 

and other inherent qualities of the song were relevant to such classifi

cations, I suggested throughout that the immediate social situation of 

performance and the wider historical context have a bearing on how a 

song might be classified at particular times and in particular circum

stances. I have suggest that rebel songs were not 'popular' songs in 

the 1960 s; two esoteric groups. Republican and folk music enthusiasts, 

with some limited degree of overlap might have been paying some atten

tion, in rather different fashions, to songs called 'Irish rebel songs' 

but it was not until 1970 that they became known to a large number of 

people and available easily and on a very regular basis. I also sug

gested that rebel songs played a significantly generative role in the 

process of popularizing folk music in general. This role derived from 

the active political meaning which they acquired during 'the Troubles' 

from 1969 onwards.

Rebel songs, or Irish songs of rebellion, are political songs, 

their content is primarily about Ireland's national struggle against 

English domination; they are songs of Irish nationalism, which since 

the French revolution has had within it a strand of separatist

427
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Repuolicanism. In accordance with the significance which I attach to 

the social situation of production and reproduction of the songs I 

have suggested that the political significance of rebel songs varies 

from time to time and from one situation to another. In the early 

1970 s, in certain situations and places these songs became an integ

ral part of the resistance which involved many people in Catholic 

areas as a consequence of political events which had their immediate 

origins in the sectarian events of 1969. The new designation 'songs 

of resistance1 emerged during this period on some record sleeves, in 

the titles of some song books and in a calendar featuring songs of political 
import. (App. D). During times of resistance ^ the body of traditional 

song which may have lain dormant for many years is revived, given new 

life and meaning, and augmented. Many new songs are written. The early 

1970 s was such a period in Irish history.

In this chapter I describe the process of revival and revitaliza

tion whereby the dormant tradition of Irish political song, which had 

become so politically powerless as to qualify as 'folk song', even in 

Northern Ireland (see chapter 6 ), became active - politically mean

ingful. The songs were transformed from 'folk' to 'pop' (see chapter 

6) but their popularity derived from their political relevance. In 

the first and major part of the chapter I consider the role of song 

in the production and reproduction of Republican ideology, for Repub

licanism had not previously been strong in Belfast. A related develop

ment, given the pervasiveness of sectarianism, was that folk music 

became in a sense 'sectarianized'. In the latter part of the chapter 

I describe some of the consequences of this development which had been 

inherent in the contradictions of Northern Irish society, and had been 

in abeyance in the folk revival period (see chapters ).
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POLITICS AND RECORDS

In this section I show that rebel records were both popular and 

political and that the making of them, by the record companies and 

musicians, was a political act. In chapter 7 I suggested that the 

fact that folk group members were interned and imprisoned did not 

distinguish them as a more political occupational category than any 

other. The songs they sang did however distinguish as overtly poli

tical 'musicians'. They were expressing political views in song and 

perhaps in other ways too. Pat McGuigan was thought to be interned 

for his subversive song writing; Billy McBurney, owner of the local 

recording studio, Outlet, was also 'picked up' in the first intern

ment 'swoop'. Simon Frith's description of record companies as 

organizations which 'don't care what forms mass music takes as long 

as its sources can be organized and controlled to ensure profit'

(Frith 1978:187) seems inappropriate. The music in question, although 

'popular' was not 'mass' music: its audience was in fact strictly 

1imited.

Case 12 : 'The Men Behind the Wire: Pop Song or Political Song?

The new songs sung and recorded by the groups were not just 
'popular' songs. The anti-internment song 'The Men Behind 
the Wire' became a 'chart topper' in the hit parade of the 
Republic of Ireland, not in the country in which it was made 
or about which it was composed. The song caused serious 
embarrassment on Northern Ireland local television when, on 
a children's programme featuring selected children from 
Northern Ireland, one of them decided to present the song 
as her contribution to the programme. The child was hur
ried off camera and the 'party-piece' curtailed.

(Romper Room, Ulster Television Circa 1972)

In the Republic of Ireland also there was controversy involving 

its being played. The debate on this issue reveals clearly the
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contradiction implicit in the ambiguous co-occurrence of a song which

was both popular and political. On Tuesday 5th January 1972 the

accounting organization responsible for compiling the Radio Eireann

and Spotlight magazine charts revealed that 'The Men Behind the Wire1,

commissioned and realsed by the Andersonstown Central Civil Resistance

Committee and whose composer, Pat McGuigan, was currently detained

under the Special Powers Act aboard the prison ship 'The Maidstone',

was no. 2 in the Irish hit parade. It would require the sale of about

another 10,000 copies for the record to qualify for the no. 1 position

which was then occupied by the Irish ballad singer Larry Cunningham. It

was expected that the song would be played on the Radio Eireann top ten

programme the following day. This did not occur.

According to front page headlines in the Irish News and Belfast

Morning News on 7th January, 'Complaints flood in as RTE refuses to

play 'Men Behind the Wire'.' The response of the broadcasting company

raised the question of the compatibility of 'popular' and 'political1.

A spokesman for the company issued a prepared statement saying:

The appropriateness of any item or disc is judged in relation 
to the programme in which it is to feature. In this situa
tion the programme makers considered that it was inappropriate 
in this particular programme.

The spokesman added:

The programme is a pop programme and this is not a pop record.

It was also pointed out that 'The Men Behind the Wire' was included, 

along with appropriate film clips, in Radio Telefis Eireann's 'Seven 

Days' news programme shortly after Christmas.

The chairperson of the Andersonstown Central Civil Resistance 

Committee refused to accept this distinction arguing that 'The situa

tion is ludicrous. It appears that radio is under the control of the
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censors and that television is not.' He then proceeded to argue the

case on the pop music basis of democratic decision by choice.

It appears that if the public make a record a best seller and 
the programme makers decide that the public taste is question
able, they will not play the record. But the public want to 
hear the song. That's why they buy it.'

(Irish News and Belfast Morning News, 7 January 1972)

Describing the record he said that it was 'an historical and evocative

statement of what happened here last August 9th. Its a statement of

fact.'

The intervention of Belfast's leading record producer into the 

debate is interesting. His contribution attempts to locate the issue 

in a wider musical and wider, less relevant political area - the domi

nance of English culture in Ireland. In doing so he detracts from the 

uniqueness and immediacy of the issue.

This situation is nothing new for RTE. I have often complained 
in the past about their refusals to play some Irish material 
... They are prepared to play British material and refuse mate
rial produced in Ireland. Tonight, for instance, they included 
records by Cilia Black and Benny Hill in the top ten but left 
out 'The Men Behind the Wire'. (Ibid.)

He added that surveys had revealed that only 16 per cent of the music

broadcast each day by Radio Eireann was Irish material.

In the north of Ireland the song was being broadcast in another

fashion. The newspaper article from which this material is drawn

concludes:

The anti-internment song was acclaimed at last Sunday's 
Civil Rights rally in Belfast's Falls Park as the move
ment's new anthem. It was played at the beginning and end 
of the rally and 1,000 copies were sold during the afternoon.

(Ibid.)

The controversy waned when on Saturday 8th January the song was broad

cast on RTE on a programme commencing at 10.00 am. It ended when on 

Thursday 13th January it was played on the Radio Eireann top 10 chart
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programme.

The fund-raising and propaganda function of recorded songs was 

recognized, yet there were relatively few records commissioned and relea

sed by specific organizations as in the case of 'The Men Behind the Wire. 

Some few records were made to finance a particular cause. In such instan 

ces the usual recording companies were not approached, but 'a shebeen 

company' was set up, usually for a one-off production. The vast majority 

of songs and records produced during this period were not in any direct 

sense the product of political or military organizations. Yet they were 

pol i ti cal.

Records and Record Sleeves: From Folk Songs to Songs of Resistance

It was not unusual for recordings of rebel songs to be presented as 

songs of political interest. There was, however, considerable variation 

as to the kind of political interest intended. Among the selection of 

record sleeves illustrated in Appendix C no. 1 reproduces the sleeve 

cover of a Decca, Ace of Clubs IP released in 1963. The cover design is 

relatively sophisticated. The front cover photograph shows 'The remains 

of a car used as a barricade during the Easter week rising in Ireland,

May 1916'. I quote from the sleeve notes. The back sleeve photograph 

shows two 'Black and Tans, January 1921'. These two quotations are the 

only information or comment provided on the sleeve other than the neces

sary name of the record, names of the performers and songs and some other 

more technical information. It is a record of historic interest, the use 

of the black and white photographs from 1961 and 1921 serve to distance 

the events. While most of the songs on the record are about the period 

indicated by the photographic illustration, the war of independence and
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periods prior to that, one is of the civil war period and one, ‘Sean 

South of Garryowen1, was only six years old. However, the record may 

have been consumed after purchase, there is nothing in the sleeve 

notes or presentation of the record in general which suggests any 

militancy or even general espousal of a Nationalist cause. It appears 

objective.

The recordings of the Dublin based group, The Wolfe Tones, 

influenced the repertoires of local Belfast groups. There were, how

ever, criticisms levelled at this group focusing mainly on their 

preparedness to sing and make recordings, tours, and money out of the 

troubles in the north, while having no real involvement in or experience 

of it. Some musicians commented, for example, on the fact that they 

never came up to the north to give concerts, but remained safely in the 

south or on tour abroad. This was not strictly correct: they did make 

a few incursions into the north, mainly to rural areas. It was felt 

too by some that their record sleeve photographs were commercially 

exploitative of the political situation and the northern people. Yet 

their records sold well.

It was the Rifles of the IRA (Appendix C, no. 2) that criticisms 

mainlyapplied.lt makes a very interesting comparison with the authentic 

historical presentation of the record previously discussed. The Wolfe 

Tone’s record sleeve image is a very constructed and posed photograph 

entailing elements from the past and the present. It is in colour and 

the four human subjects are the group members. But they are 'dressed 

up1 in what is easily recognizable as IRA uniforms from the period of the 

war of independence. If anyone was in doubt as to the details of the IRA 

uniform there was a song, possibly one of the most popular songs of the
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period, which itemized it - see Song 20 'The Broad Black Brimmer'. In 

the photograph the uniform in which the folk group is dressed up com

plies with this general description; their broad brimmed hats are green, 

not black, and their 'trench coats' are not 'all tattered, stained and 

worn', but look quite new. The setting, too, recalls a traditional 

rural IRA area of operation. The troubles in the north marked the first 

large scale urban 'war zone' since the rising in Dublin 1916. On the 

other hand the graffiti splashed on the walls of the derelict farmhouse 

in the background has an urban evocation for Belfast people in the 1970s. 

Other than the photographic image, there is no overt reference to the 

IRA, Republicanism or Irish politics in general, except in the titles 

of some of the song tracks, less than 50 per cent of which are in fact 

'rebel songs'. The remainder are various categories of folk song, some 

Irish and others not. It is on this record that the very popular 

*5^1 vest' ) first appeared and also included was the popular anti-nuclear 

song 'The Sun is Burning'. The words of the songs are provided inside 

the sleeve on a separate sheet. There are also bibliographical notes on 

the members of the group. The existence of the 'old Irish songs' on the 

record is explained in the note on the group 'leader' and mandolin pla

yer Derek Warfield (Beardy):

... is something of an Irish historian. His Dublin home is 
packed with books and papers dating back to the Fenian Rising.
His interest in Irish history accounts for the number of old 
Irish songs that the group sings, including traditional 
Dublin street songs written on penny broadsheets in the 1800 s 
which Derek is always finding in the archives of the National 
Library.

So while the title and the sleeve photographs very definitely refer to 

the physical force aspect of Irish Republicanism, the inside notes claim 

the interest in 'old Irish songs' to be historical and academic rather 

than political.



435

In 1972 the Wolfe Tones brought outlet the People Sing (App. C, no.3). 

Again they made direct photographic reference to the politics of the 

contemporary situation. On the front cover portraits of the four mem

bers of the group were inset, as if in miniatures, against a background 

of a collage of very indistinct amateur photographs which were reprodu

ced in a pale sepia-type tint. Their meaning was explained in a small 

inconspicuous paragraph on the back cover sleeve:

The photographs on the cover of this long playing record were 
taken inside the Long Kesh Concentration Camp, Lisburn, Co.
Antrim, Northern Ireland, with a common camera which was 
smuggled into and out of the camp. We hereby wish to acknow
ledge all concerned for the use of these exclusive photographs.

The use of contemporary photographs and the use of the word 'concentra

tion' in describing Long Kesh 'internment' camp indicates a direct 

political stance. It is quite subdued. On this record just over 50 

per cent were rebel songs. The remainder were various folk songs and 

a contemporary, non-political song. The song 'James Connolly'(the Irish 

rebel) was preceded by a poem on the subject of Connolly's execution by 

a 'troubled' British soldier, one of his executioners.

Record Sleeves as History and Political Ideology

The increased role of sleeve notes referring to the songs led to a 

more overt exposure of political stance and opinion. Surprisingly this 

was not the case in ‘The Flying Column's sleeve notes to Four Green 

Fields (1971), one of the most powerful records of this period. The 

notes to the songs were informative, but suggested nothing of their con

temporary political relevance.
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The Flying Column are on the march again - not to war or to 
battle, but on a brief journey through the warring ages of 
Irish history...

This, their second IP, is an attempt to combine the old with 
the new, to achieve a blend of music, song, and poetry from 
the richness of the Irish cultural and folk tradition. The 
title song 'Four Green Fields' sung by Cathleen, depicts 
Ireland as an old woman, with the four provinces under her 
care. This representation of Ireland as a woman, whether 
old and grey or young and fair, is not uncommon among Irish 
poets and artists through the ages, and explains the inclu
sion of Padraic Pearse's short but emotive1Mise Eire^ spoken 
in Irish and English ...

The notes continued in this relatively objective and academic vein, dis

cussing each song in more or less detail. An indication of a specific 

political allegiance might be read into the comments on:

Two rousing songs, affording the group an opportunity to 
display their spirited style of singing, are 'The Song of 
the Dawn' and 'Legion of the Rearguard', dedicated by 
them to the memory of a respected friend, the late Jimmy
Steele, go ndeana Dia trocaire ar a anam. 3

Jimmy Steele was a renowned veteran Belfast Republican not only of the

1950's campaign but of the Civil War as well. He had disassociated

himself from the leftward and political tendency of the IRA in the

1960 s. His 1969 oration on the occasion of the return to Ireland of

the remains of Barnes and McCormack, (who had been hanged in England

for planting a bomb which killed five people in Coventry in 1939) was

influential in the emerging IRA split. He attacked the IRA's new look

and what he identified as 'alien influences' within the movement and

gave focus and respectability to the discontent in the North at Dublin's

apparent passivity in the face of mounting Protestant violence. (Ulster,

Sunday Times Insight Team, Penguin 1972:91-2).

Record sleeves as well as the songs themselves took on at this

period, a significant educational role. In Appendix C, nos 5 and 7 are

reproduced sleeve notes from the back of two popular IPs. James
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Connolly the Irish Rebel1 was recorded by a local singer who had been 

involved in the folk music revival since early in its local history.

The notes provided in relation to each song are well researched and 

dense with information. When read through as a whole they provided a 

comprehensive if brief statement of Republican history, the essence 

of which wasencapsulated with particular reference to the North, in the 

brief notes on the first song,

‘Ireland's Fight for Freedom': Even as far back as Elizabeth 
I reign, Essex, her General in Ireland^had to report back 
about theT:rror inspired by 'Wild O'Neill of Tyrone'. Since 
then Ulster had given many sons in the fight for National 
Freedom, the latest being Feargal O'Hanlon who was killed in 
action at Brookeborough on New Year's Day 1957.

The length of the struggle was established and although the next song

‘Ken of the West' was precisely about that part, opportunity was taken

in the notes to indicate the geographical extent of Irish rebellion:

'Men of the west': Every part of Ireland has contributed to 
the National struggle, from Rebel Cork to Presbyterian Down 
and Antrim . This song by William Rooney tells of the land- 
ing of the French...

Two important themes of Republican ideology were reiterated several 

times in the notes; not just the length of the struggle but its contin

uity and also respect for Republican dead and for their resting places. 

'Men of the West' contained the 'optimistic' message 'The spirit of 

old is still with us, that never would bend to the foe'. In 'Ashtown 

Road' , 'another day will dawn when Irishmen will arise' followed by 

a famed Republican epitaph 'Ireland Unfree Shall Never be at Peace'. 

'The Bold Fenian Men' notes reminded the reader that: 'like many 

similar movements which met with apparent failure, they kept the torch 

of freedom alive and handed it on to later generations.' There were 

several other such references. An interesting and novel statement of
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the sentiment occurred in the notes to the song 'Orange, White and 

Green':

This song tells of the stout resistance shown by a young 
Irish girl in refusing to remove the Sinn Fein colours 
she wore. The girl is unknown but many of her sex braved 
similar threats to the present day.

The concern for the commemoration of Republican dead was evident in 

several songs and related notes: 'Ashtown Road', 'Roger Casement',

'James Connolly', 'Soldiers of '22' and 'Memory of the Dead'.

The sleeve notes to Songs of the Irish Republic (App.C,no.7) were less 

detailed than those of the previous record discussed. They varied 

from quite straightforward factual notes such as those provided for 

the song 'Dermot O'Donovan Rossa', which provided historical informa

tion on the life of the subject of the song to short pithy and political 

comments.

'God Save Ireland for the Empire': Strains of 'Mother England 
loves us still'. 4 We forgive but could anyone forget?

'Gra'Mo Chroi': From the song we gather the author was dream
ing. This is in fact the dream of all Irishmen and only Irish 
men, taking heart from our historic heroes, can turn the 
dream into a reality.

'Erin Go Bragh': Although the 1916 campaign was a military 
failure, our heroes had some victories. Let us remember 
these.

'Show me the Man': What other song could so simply express the 
sentiments of every true Irishman.

Both these records made use of the flag as part of their cover design 

and both contained only rebel songs. (Appendix C, nos 4 and 6 ).

Irish songs of freedom, a three volume series,also employed the 

flag but in a more realist manner, featuring guns and ammunition. I 

reproduce front and back sleeves, the notes providing another example 

of written history through LP covers. (App.C,nos. 8&9). The information is brief 

andfactualJhe first song 'Erin's Flag', dedicated to the martyrs of
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the four provinces, again established the extent of the Irish resis

tance. The notes of 'Ireland's Fight For Freedom' again refer to 

the eight hundred years of Irish struggle. The traditional protective 

defensive role of the Belfast IRA is affirmed in the notes on the 

Belfast Brigade. In the notes on the two hero-martyr ballads, links 

are between Tom Williams (died, Belfast 1942), Kevin Barry (died 

Kilmainham 1920) and Henry Joy McCracken (died Belfast 1798). These 

links happen not to be made in the songs.

Locally produced records became increasingly political both in 

cover design and cover notes. In The Men Behind the Wire ,(App.C, no. 10 and 

no.llj, the sleeve notes consisted of an itemizing of the Special Powers 

Act and a reproduction of the internment order of 'Pat McGuigan, song 

writer' and composer of the song 'The Men Behind the Wire'. Smash Internment, 

(nos.!2&13) a recording produced from live tape recordings of a concert 

in Long Kesh which were smuggled out, also featured a summary of the 

Special Powers Act. Its political intent was quite apparent - ‘smash 

internment' without trial. All proceeds of the record were donated for 

relief work to the Tyrone Co-ordinating Relief Committee. The notes 

began

The Artistes are among the best in Ireland. Not only that but 
week after week they have given their services free in order to 
raise funds to help the dependants of those so unjustly 
imprisoned.

Most records were, however, commercial ventures. Ireland United Gaelic 

and Free presented as notes a copy of the 1916 proclamation by the 

Provisional Government of the Irish Republ ic. (App. C, nos. 14 and 15).

Like the Wolfe Tones, The Wolfhound, the top Belfast group always 

appeared on the sleeve photograph on their records. They appeared very 

much as themselves, whether casually as in Freedom's Sons or more 

formally dressed as they appeared in the Best of the Wolfhound•(App.C, 

nos. 16 and 18).
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In their presentation they were firmly located in Belfast whether 

among the rubble of its redevelopment or bombing, or outside the city's 

oldest pub, in which at least some of them were regular clients. More 

than any other group the Wolfhound were involved in recording new songs 

of the troubles. Because of their recordings they were strongly asso

ciated with Republicanism. The sleeve notes of their first IP, 'Freedom 

Sons' are reproduced in Appendix C, no. 17. They commence 'In War Torn 

Belfast in the North part of Ireland (in which this almbum was produced) 

these songs are part of everyday life" and concluded "This is an Album 

of the People by the People for the People. They were born into Slavery 

they were Freedom Sons.'

Singles: Documenting the Present

The release of the single record 'The Men Behind the Wire' marked 

the beginning of a succession of singles released over the next few 

years, many of which were brought out in relation to a specific con

temporary event. All of the rebel records were easily available. They 

were sold in local 'shops' which sprang up at this time to cater for a 

new market. They were usually run by specific political or community 

organizations and sold not only records but material such as: literature 

on Irish history, on other liberation movements and on current analyses 

of the northern situation. They kept left wing newspapers and pamphlets 

and sold also nationalist and socialist emblems, badges, posters and 

other ephemera. Some city centre commercial record shops also stocked 

these recordings, most did not. The records were also sold at rallies 

or sometimes in clubs and public houses. The release of 'The Men Behind 

the Wire' seemed to set up an expectancy that other topical songs would 

follow. The Irish News, 15 January 1972, as part of coverage of 'The
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Men Behind the Wire' controversy carried a headline 'MAYBE A MAIDSTONE 

SONG NOW'. It was a report on its composer Pat McGuigan, then interned 

on the prison ship Maidstone. In fact it was not until the following 

year that a single was released about the Maidstone. It was on the 

subject of an escape from the Maidstone. Below is a list of the sing

les which came out in the years 1971-1974 with a brief indication of 

their subject matter. (Table 16).

PERFORMANCE: A POLITICAL EVENT

(1) Content

In the section on records I have suggested that the sleeve notes, 

and by implication the songs themselves, functioned as a form of educa

tion in Irish history and in Republican ideology. The manner of consum

ing a record tends to be relatively private and is an experience very 

different from that of hearing a live performance in a crowded and noisy 

club. The meaning of the latter experience is complex and will not be 

fully analysed until the chapter on the process of working-class appro

priation below. In the present section I am concerned with the 

politicization process and will now consider aspects of performance 

which appear to be a part of that process. To the extent that what I 

say is concerned with song content and also the grouping of songs it is 

in a sense applicable to recordings of songs as well as live performances 

of songs, for this reason I did not discuss in detail song content in 

the previous section on records.

In the extended historical chapter I made a point of stressing the 

fact that, to the extent that any part of the north had a strong Repub

lican tradition, Belfast had not. I also suggested that its support for
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the Nationalist party was very much dependent on the personality vote 

won by the popular Belfast man Joe Devlin; it wan ed with his death and 

Belfast Catholics revealed their espousal of labourist politics which 

Devlin's were^incipiently, in any case. It is in the light of this 

relatively undeveloped Republican tradition which had reached a very 

low ebb in the early 1960 s (see chapter 6 ) that the role of song in 

the process of social and cultural production and reproduction of 

Republican ideology becomes significant. For while Irish history may 

have been taught at school, the historical context would not have forced 

analogy, thus making the history appear relevant, nor were the social 

circumstances of school lessons entirely amenable to successful trans

mission. For some people at least,the songs provided a history. I 

have heard people refer to songs as a way of talking about Irish history 

The songs however provided more than simply a history 'out there': 

they located contemporary events within that history, thus providing 

people with a way of understanding what was happening to them. When 

viewed as part of an historic process the individual experience became 

generalized. The popular Pat McGuigan song 'The Boys of the Old Brigade 

which looked back to 1916 contained the line 'Where are the lads who 

stood with me when history was made'. 1916 was such a time in Irish 

history, when ordinary people, 'lads' participated in the making of his

tory and there was a sense in which the early 1970 s was felt to be 

another such time by many people. The world's press was interested in 

what was happening in Northern Ireland and in the views and affairs of 

ordinary people. The radio and television news reports were listened to 

intently by the Northern Ireland population during this period; in bars 

the television was switched on, or the volume turned up when the news
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was broadcast, and a hush fell on the bar.

The Typical Performance: Producing and Reproducing Republican Ideology

Despite variations already referred to, it is possible to distinguish 

a typical performance which would be given by the folk groups when playing 

in Catholic areas of the city. The key to the typicality was the body of 

'rebel rousers' discussed at the end of the preceding chapter as popular 

songs. In this chapter, concerned with political revital ization_, I shall 

consider these songs again, this time as political phenomena, contributing 

to the process of production and reproduction of Irish Republican ideology. 

But first I shall consider the 'typical performance' more generally with 

particular reference to the distribution of rebel songs. The nature of the 

finale then was a common feature, consisting of a series of fast moving 

songs, with marching rhythms, most of which were rebel songs. As sugges

ted in the previous chapter, there was a considerable degree of predic

tability as to the specific rebel songs which would be included among 

this last group of songs.

The earlier part of the programme was more variable depending on the 

group and the venue, but it too conformed to some general norms of pro

gramming. Again as established in chapter 7 it consisted of some diffe

rent kinds of pop music and of folk music including a proportion of Irish 

traditional instrumental music. Some rebel songs were performed at the 

early part of the programme too. When played at this stage of the evening 

it was less likely that they would be bunched together although two 

might occur in succession. Contemporary political songs tended to be sung 

in the earlier part of the programme, and particularly if they were new 

contemporary songs.
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The repertoire of rebel songs sung by the groups in performance 

was not large. There was considerable overlap between groups in rela

tion to the songs they sang in the earlier part of the programme as 

well as in the latter (this even applied although to a lesser extent, 

to the non-rebel components of the performances). Even the fact that 

a group had recorded a song as a single did not totally preclude the 

other groups from including that song in their repertoire, although it 

discouraged them to some extent.

The range of rebel songs which were recorded on IPs was much wider 

than the range which occurred in performance. Included were a large 

number of old rebel songs which were inappropriate, either musically, 

or in the content and/or style of the lyrics, for the modern performance 

context of folk-cabaret. Making records required that the group found 

songs which they had not previously recorded and which had not been over

recorded by other artists. This was not the case with performance. The 

introduction of new material into the performance repertoire of groups 

was infrequent. In any one group's performance programme there was a 

high level of repetition from one performance to the next, even if they 

were playing a regular weekly booking in the same venue over a long 

period of time. When I asked some group members about this they saw no 

problem. They saw no need to introduce new material, they were provid

ing the audience with what they wanted. People therefore were exposed, 

as frequently as they went to the clubs and pubs, which for some was in 

excess of four nights a week and for many was at least two, to very much 

the same songs on each occasion.

My analysis of the last bunch of 'rebel rousers' in the preceding 

chapter showed what kind of rebel song tended to be performed at that 

late stage in the evening. Of the 23 only 6 were written since the
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1960s: 'The Boys of the Old Brigade', 'London's Derry', ‘Four Green 

Fields', 'Free the People, 'The Magnificent Seven', and 'The Ballad 

of Billy Reid'. Of the most popular ‘rebel rousers' only two, 'The 

Boys of the Old Brigade' and ‘Free the People' were relatively con

temporary. Three of the six recent songs: 'The Magnificent Seven', 

'London's Derry' and 'Billy Reid' made direct reference to contempo

rary events. For the most part however the songs which were included 

in the last set were well established rebel songs. Interestingly 

many people believed 'The Boys of the Old Brigade', written by Pat 

McGuigan, to be a much older song than it actually was.

As stated above, these were not the only rebel songs in the per

formances. However consideration of the rebel songs contents of per

formances would not seriously affect the popularity rating of the songs 

which have emerged in the sample as favourites, it would however increase 

the popularity rating of contemporary songs which tend, as mentioned 

above, to occur earlier in the programme. There was also an element 

of 'fashion' which affected the contemporary songs, new ones superseding 

the ones before in popularity as events commemorated overtook one 

another in time. This was particularly the case with escape songs which 

had brief periods of intense popularity. An escape from Mountjoy Jail 

in October 1973 was the subject of three separate single recordings.

The groups involved were the Wolfe Tones, the Wolfhound and the Freemen.

Below is a table listing the rebel songs most frequently heard in 

performance overall. I have asterisked those which were part of the 

'rebel rouser' sample and double asterisked the most popular according 

to the analysis of that sample. I have arranged them in chronological 

order, classified according to the campaigns and uprisings to which they
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referred, not according to the date of composition which in some 

instances was later. When however the period of reference is not 

directly stated in the song, account is taken of other relevant 

information such as the time of composition, so as to make as cor

rect a classification as possible. For example, 'Free the People1 

makes no specific reference to any period in history, yet its con

tent reveals it as a modern, post civil rights period song, and it 

was composed recently. For these reasons it is classified under 

the heading 'Songs of the 1969 Troubles'.

While songs ofrthe troubles**( 1969- ) predominate numerically,

the importance of songs about events that happened approximately 

180 years earlier is evident. The Easter Rising of 1916 and the 

War of Independence periods were also well represented. I have 

emphasized above that certain songs were more established than others 

and sung more frequently and regularly. If one considers the most 

popular 'rebel rousers' one can see that they span the period from 

1916 to the 1969 troubles and three very popular songs were concentra

ted on the War of Independence period. Undoubtedly these songs would 

have been sung more frequently, by groups and been better known by 

audiences than many of the more contemporary songs. This table is 

presented to indicate the range of historical period referred to in 

the songs. The fact that there were only two songs listed for the 

1940's campaign reveals nothing about the relative popularity of those 

songs. In fact the 1940 s campaign was kept very much alive in the 

performances of the 1970 s for these were two extremely popular songs, 

a fact not unrelated to their particular Northern and Belfast relevance. 

It was stated by the Wolfhound that 'Tom Williams' was their favourite
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TABLE 17: Rebel Songs Most Frequently Sung in Performance

1974 Ballad of Hugh Coney (1) 
Ballad of Hugh Coney (2)

Killed in escape attempt from Long 
Kesh

Bring Them Home Campaign for repatriation of
Dolours and Marion Price

The Ballad of Michael 
Gaughan

Died on hungerstrike in Parkhurst 
Prison

1973 The Flight from Mountjoy 
Provi Birdie
Up and Away

Escape from Moutnjoy Jail

Winchester '73 Trial of the London bombers

1972 Big Joe McCann
Ballad of Joe McCann

Fatal shooting of Joe McCann

*London's Derry Bloody Sunday

*The Magnificent Seven Escape from Maidstone Prison Ship

1971 Over The Wall
The Men Behind the Wire 
The Battle of Inglis

Escape from Crumlin Road Jail 
Anti-internment
Reaction to internment

*Ballad of Billy Reid IRA killed in action

Frankie Card and Billy 
McKee

Arrest and trial of two top IRA men

Freedom Walk Civil Rights

**Free The People

1957-1962 The Patriot Game 
**Sean South

Border campaign

1942 *Brave Tom Williams 
Ireland's Fight for 
Freedom

Northern campaign

1921-1924 **The Belfast Brigade Belfast riots

1921-1923 Ireland Divided Civil war
Soldiers of The Rear
guard

**Take it Down From The 
Mast
Wrap the Green Flag 
Around Me Boys



War of Independence
**The One Road 

1919-1921 * **Ashtown Road
*Come Out You Black and 

Tans
*The Man From Mullingar 

**The Rifles of the IRA 
Kevin Barry 
Johnson's Motor Car 

**The Board Black Brimmer 
*The Man from the Daily 
Mail

1916 James Connolly 
*James Larkin

Banna Strand
Freedom's Sons 

**The Boys of the Old 
Brigade

Easter Rising

1867 God Save Ireland
The Smashing of the Van

Fenian Rising

1848 **A Nation Once Again Young Ireland Movement

1803 Bold Robert Emmet Emmet's Rising

1798 *Boulavogue Rebel!ion
*The Boys of Wexford 

General Munroe 
Henry Joy
Kellythe Boy from Kil- 
lanne
The Rising of the Moon
Roddy McCorley
The Wind that Shakes
the Barley
The West's Awake
Follow me up to Carlow Elizabethan Wars

Key: * Very Popular
** Most Popular
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song and the frequency with which it was sung by other groups would 

suggest that others too liked it. 'Ireland's Fight for Freedom' too was 

a part of the Wolfhound repertoire as well as of several other groups.

It has also been recorded several times on IPs and Poteen featured it 

on the B side of their 1974 single 'The Ballad of Hugh Coney'. On the 

other hand the 1803 rising was not frequently sung about. 'Bold Robert 

Emmet' was not often sung. Emmet's rising was small lasting only a few 

hours, it might be seen as a 'post script' to the 1798, not really as a 

separate rising. On the other hand had he been a northerner it is quite 

likely that the 1803 rising may have figured more significantly in the 

songs of the 1970 s in Belfast.

All of these songs of course did not occur in every performance. 

Most performances did include some few contemporary songs and a larger 

number of older songs. The historical time span covered in most per

formances was about 170 years for most performances included at least 

one song from the 1798 Rebellion. A whistle and flute player who had 

played in three of the local groups described to me the minimum 

requirements necessary to start up a group. You needed to have learned 

about twenty tunes and it was essential that they included two slow 

airs, 'Roisin Dubh' and 'Boulavogue'. The latter is the tune to the 

1798 song about Father Murphy and the Wexford Rising. It occurred in 

many performances either with or without words. If the programme 

included 'Follow Me Up To Carlow' then the period covered was extended 

to 1580. Some other songs too made reference to Elizabethan time and 

earlier, to the Ireland of St. Patrick. At a minimum the songs sung 

would date back to 1916.

The transformation and incorporation of contemporary events into.
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for many, a comprehensible and satisfactory Republican ideological 

framework was occurring at many levels at this time. I have suggested 

that song played an important role in the process. Even apart from the 

specific content of new contemporary songs, their inclusion in perfor

mances such as I describe here defines them as associated with a parti

cular song tradition. They become understood as new additions^and the 

established songs of the final 'rebel rousing' bunch act as legitimizer. 

The performing of songs about what was happening to people in their 

everyday lives - about internment, or Bloody Sunday, or the death of 

son or neighbour's son, as Billy Reid, for example, might have been - 

within performances dominated by the finale of traditional rebel songs, 

imbued them with meaning?locating them not just in history but in a 

particular history of Irish rebellion, and Irish Republicanism. The 

issue of the transition from Civil Rights protest to constitutional 

protest is complex, but undoubtedly these performances and songs played 

a part in it. Internment was at once a Civil Rights and a Republican 

issue. The pop song composer, Phil Coulter (composer of the British 

Eurovision Song competition winner, 'Puppet on a String' and of 'The 

Town That I Loved So Well', which in a relatively unpolitical fashion, 

'Oh Lord what have they done?', laments the effects of the troubles on 

the author's home town, Derry) wrote a very general. Civil Rights 

influenced song ('We are the people and we shall overcome') called ‘Free 

the People'; it was taken up by some of the groups and included in per

formance, it ultimately was recorded by the Wolfhound on an LP in 1979. 

As a political song, its assimilation into this type of performance 

seemed also to bring about its assimilation into the Republican song 

tradition as it manifested itself in the early 1970 s. Particular
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evidence for my suggestion is the inclusion of this song among the 

final group of rebel songs by two different groups, the Wolfhound 

and Corrib Folk. In a performance of St. John's GAA hall on the White- 

rock Road, in 1974 the Wolfhound introduced the song in the following 

manner:

We want to dedicate this song to all the boys in the Crum!in 
Road Jail, Long Kesh concentration camp, and all our women 
in Armagh prison and of course all the kids in prisons in 
England. This is a song we like very much, probably the 
best anti-internment song ever written. It's called 'Free 
the People'.

I have suggested above that there were even some non-political songs, 

specifically 'Sam Hall' and 'Silvest', which seemed to undergo the 

same process. Criteria by which I assess this process is firstly the 

frequency of performance, secondly the group's behaviour when singing 

them and thirdly audience response to them. In the case of most of 

the contemporary songs however the assimilation had taken place in the 

process of writing, prior to the performance situation.

Continuity in the Song Tradition

The means by which new songs were composed in such a way as to 

make them appear as part of an existing tradition were various. I 

have devoted an entire chapter to a detailed examination of some 

aspects of this procedure in relation to one category of Irish rebel 

songs which I have called 'hero-martyr ballads' which commemorate a 

hero whose death has been a direct consequence of his participation 

in the Irish Nationalist struggle. It is a significant category for 

few performances would have less than two of this category of song 

included. In that chapter I isolated certain features, structural and 

thematic characteristic of that category of song. Certain types of
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lang uage, set phrases, images, etc. too tend to be employed, although 

this aspect is only touched on in the chapter.(See App. 1) Another device men

tioned which served to up-date the tradition, was the modernization of 

some older songs by leaving out less acceptable lines and inserting 

new ones, language too might be somewhat updated and often an aim or a 

result of modernization was that the length of a song was curtailed 

(see discussion of 'General Munroe' and 'Billy Byrne of Ballymanus').

The maintenance of the same themes over history and of the same 

general subject matter, hero-martyr ballads, escape songs, songs of 

battle, etc. contributed to the sense of an ongoing tradition of song 

and of history. There were constant references back to the past, not 

just in subject matter and in theme but in literary style and in con

tent. Literary, historical and musical echoes abound.

I have stressed that the 'pool' of rebel songs drawn on by the 

groups, in performance at least, was limited. There seemed also to 

be a limited number of tunes in circulation. Most songs were 'to the 

tune of some other song, and these were not always rebel songs, for 

example 'The Belfast Brigade' was to the tune of the American civil 

war song 'John Brown's Body', 'Henry Joy'was to the tune of the Irish 

folk song 'The Singing Bird', 'Provo Lullaby' was written to and 

based on Woody Guthrie's 'Hobo's Lullaby', 'The Magnificent Seven'

(Maidstone escape song) took the tune of the pop folk song 'Cosher 

Bailey'. But many songs did have the same tune as other rebel songs; 

'Ireland's Fight For Freedom' written in the 1940 s was to the same 

tune as J.K. O'Reilly's civil war song 'Wrap the Green Flag Round Me 

Boys', the song commemorating Bloody Sunday, 'London's Derry' was to 

the same tune as 'Come Out You Black and Tans', Kevin Barry and Terence
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MacSwineywere hanged on succeeding days (31st October and 1st November) 

in 1920 and songs in their honour 'Kevin Barry' and 'Shall My Soul Pass 

Through Ireland' share a tune. 'Sean South of Garryowen' (died 1957) 

wassung to the same tune as ‘Roddy McCorley' (died 1798). Margaret 

Power's 'Big Joe McCann' was to the tune of the older 'Galtymore Moun

tains' and the 'Ballad of Joe McCann' was sung to the tune of 'The Men 

of '98', only at a slower pace. And the contemporary 'Battle of Gar

rick Hill' and the civil war song 'Take it Down from the Mast' share a 

tune.

In some cases the words and the tune of the older song were used 

and in others a different tune was used but elements of older song 

content were employed in composing the new song. Appendix 1 provides 

some examples. Other means of tradition building which succeeded in 

further tightening up the tradition was the practice of referring to 

the titles of older songs within the text of the new. Examples of this 

include the 'Ballad of Hugh Coney' (2 ), V.3J.7&8 'But Victory shall 

be achieved by THE FELONS OF OUR LAND'. 'The Men Behind the Wire' con

tains two such references, V3.13&4, 'We will have them free to help us 

build A NATION ONCE AGAIN, and V3.15, 'On the people STEP TOGETHER'.

The chours if 'The Boys of the Old Brigade' contained the lines '0 

GRA MO CHROI I long to see ...' In Simpson's 'Ballad of Hugh Coney' 

the chorus contained the following line, 'Played his part in THE PATRIOT 

GAME'. And 'Free the People' referred to the civil rights song, 'We 

are the people and WE SHALL OVERCOME'. These examples are drawn only 

from contemporary songs; older songs also exhibited this characteristic.
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Construction of Historical Continuity

The actual content of the songs too makes constant reference

back to history as well as direct comparisons between present and

past. There are many such examples in the chapter on hero-martyr

ballads and the same techniques pertain in the wider body of song.

There are references back to past struggles; 'Who fears to speak of

■981 written in the 1830 s (Mulcahy 1982:46) remonstrates with those

who do; it provided the basis for 'Who fears to speak of Easter Week'

and 'Who fears to speak of Treaty week'. The original begins:

Who fears to speak of '98 
Who blushes at the name?
When cowards mock the patriots fate 
Who hangs his head in shame

This song was of course written when the constitutional Nationalist 

movement was in the ascendant (Catholic emancipation was granted in 

1829 and the repeal movement had not reached maturity) the violent 

means of the 1798 rising had little support. Most references back, 

however, were more positive, eg.

'Glory 0, Glory 0, to the bold Fenian men' 

from the chorus of 'The Bold Fenian Men'. Dominic Behan rather con

sciously and cynically used the device in his song about Feargal 

O'Hanlon, killed in 1957:

They told me how Connolly was shot in a chair 
His wounds from the fighting all bleeding and bare 
His fine body twisted all battered and lame 
They soon made me part of the patriot game.

There is a kind of song which makes such various reference to

the past that they provide a mini-history in themselves. 'Come to

the Bower', a recruiting song for the Irish in America popularized

by the Clancy Brothers and sung in performances in the 1970 s referred



458

back to the time of St. Patrick, the Danes and the Elizabethan period.

Will you come to the land of O'Neill and O'Donnell 
Of Lord Lucan of old and immortal O'Connell 
When Brian drove the Danes and St. Patrick the vermin 
And whose valleys remain still most beautiful and charming

You can visit Benburg and the storied Blackwater
Where Owen Roe met Munroe and his chieftains did slaughter...

(V 2 and 3)

'Gradh Mo Chroidhe, I long to see Old Ireland Free Once More' provided

a more orthodox Republican example. Here are some excerpts:

It's true we had brave Irishmen 
As everyone must own,
O'Neill, O'Donnell, Sarsfield true.
Lord Edward and Wolfe Tone,
And also Robert Emmet, who 
Till death did not give o'er

(V 2)

Now we can't forget the former years.
They've kept in memory still,
Or the Wexford men of '98 
Who fought on Vinegar Hill,
With Father Murphy by their side

(V 3)

Allen, O'Brien and Larkin died 
Their country is set free
• • •

(V 4)

And there are many more examples such as 'A Ballad of Brave Men'

(Songs of the Irish Republic: 63 ) and 'England's Gallows Tree' (ibid.: 

60). The song of this type most frequently sung during my period of 

fieldwork was 'Ireland's Fight for Freedom', written by a Belfast man 

in the 1940 s. Not only did it feature on several LPs (see above) 

it was also recorded as a single by Poteen ('B' side 'The Ballad of Hugh 

Coney'). The top group, the Wolfhound, included it in their repertoire. 

It wasparticularly popular because it was exclusively concerned with the
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contribution of the north of Ireland to the freedom struggle. Many

people in the audiences listening to performances including this song

would have had husbands, children, or other relatives or friends in

Belfast's prison, the Crumlin Road Jail (and in other centres), and

this song provides an explanation as to why they were there. The refrain:

And that's another reason why 
They keep our lads in Crumlin Jail

follows the statements affirming the preparedness of 'Northern Gaels' 

to fight to the end. There are two verses naming past heroes and up

dating them up to the period of its composition.

We gave to Ireland Owen Roe,
We gave them Shane O'Neill,
And Tone and Mitchell made a vow 
That England yet would yield 
Joe McKelvey did not die in vain.
He too drove horn a nail
And that's another reason why
They keep our lads in Crumlin Jail.

(V 3)

McCracken came from Belfast town,
McCorry from the Bann
And Brave Harry Munroe at Ballynahinch,
Fought for his native land
Tom Williams died on scaffold high.
His name shall never fail.
And that's another reason why 
They keep our lads in Crumlin Jail.

(V 4)

'Ireland Unfree Shall Never be at Peace' recorded as a single by the 

Freemen in 1974 was a contemporary equivalent of this type of song.
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IRELAND UNFREE SHALL NEVER BE AT PEACE

There's an uneasy breeze rustling the leaves
In the bushes of Tyrone
Mournful waves in Dublin Bay
Or lingering in restless Cobh
An overcast sky still echoes the cry
A cry that never can cease
Ireland unfree can never be at peace

When Brian slew the Dane and justice held her reign 
And Roisin never cried
The grass grew green that never has been seen
Since John Bull ........................................................... *
And the people are put down by the forces of the Crown 
And children are paid to keep the peace 
And Ireland unfree shall never be at peace

O'Donnell and O'Neill they held the battle field
And so passed on the chore
Pearse carried on from those that were gone
And we were ............................................................... *
But a half hearted game was never no man's aim
And still blows that restless breeze
And Ireland unfree shall never be at peace

Remember Brave South from Garryowen
In martry's blood he died
O'Hanlon at his side
He brave!ey gave his life
To keep the flame alive
But men may come and men may run
This is a cause that won't cease
And Ireland unfree shall never be at peace

Only when she's free, will Ireland ever be at peace.

* words unclear
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In the chapter on hero-martyr ballads attention too was drawn to

the way in which comparisons were made between present and past enemies.

Again this occurred more widely than in just that category of song.

In 'London's Derry' about the shooting by the British army of thirteen

civilians at a Civil Rights march in Derry, 30th January 1972, British

soldiers were directly compared with the hated auxiliary force of the

1920 s troubles in Ireland.

In the summer '69
With your smiling face you came
To show us all your pacifying tactics
But your true face soon came through
And your flag red, white and blue
Showed us all the Black and Tans were back in Ireland

(V 1)

'The Men Behind the Wire' makes a more ancient comparison:

Not for them a judge and jury 
Nor indeed a crime at all 
Being Irish means they're guilty 
So we're guilty one and all.
Round the world the truth will echo 
Cromwell's men are here again 
England's name again is sullied 
In the eyes of honest men

(V 2)

Continuity: The 'Great Men' of Irish Republican History

The entire performance may be viewed as a lesson in history and 

in politics in which the past makes comprehensible the present. Each 

performance attended reinforces and augments one's knowledge. The 

predominance of hero-martyr songs in the unfolding of the history pre

sents a 'great man' view of history, the 'great men' being those who 

fought and died for Ireland. And in other songs of battles and action, 

their lifetime exploits of named individual heroes, many of whom later
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BRIGADE

|j 1st BATTALION
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Cl
Cl
Cl

Lt. Tony Henderson 'A' Coy
Lt. Terence McDermott 'B’ Coy
Sec. Ldr. Martin Forsythe 'C' Coy
Lt. Joseph Cunningham 'E.' Coy

2nd BATTALION
Lt. Liam McFarland
Vol. Peter Blake 'C' Coy
Staff Capt. Tom McGolderick

April 1971 
Sept.'1971 
Oct. 1971 
Feb. 1972

Lt. Charles Hughes 
Vol. Seamus Simpson 
Vol. Danny O'Neill 
Vol. Albert Kavanagh 
Vol. Gerard Crossan 
Vol. Tony Lewis 
Vol. John Johnston 
Vol. Tom McCann 
Vol. Patrick Campbell

'D' Coy 
'C' Coy 
'C' Coy 
'A'Coy 
'C' Coy 
'C' Coy 
'C' Coy 
'C' Coy

Nov. 1969 
Oct. 1970 
Oct. 1970 
March 1971 
Aug. 1971 
Jan. 1972 
March 1972 
March 1972 
March 1972 
March 1972 
March 1972 
March 1972

3rd BATTALION
Vol. Michael Kane 'C' Coy
Lt. James Saunders 'F' Coy
Lt. Billy Reid 'C' Coy
Staff Capt. Patrick McAdorey 
Vol. Anthony Nolan 'D' Coy
Staff Capt. Gerard McDade 
Vol. Gerard Bell . 'B' Coy

i Lt. Gerard Steele 'B'Coy
Vol. Joseph Magee 'B' Coy
Vol. Robert Dorrian 'B' Coy

CUMANN NA mBAN
Dorothy Maguire

NA FIANNA EIREANN

Michael Sloan 
David McAuley 
Sean O'Riordan

The Dead Soldier
i

“Look! they Ciime, the triumphant army! 
Over yon hill see their weapons pee piny!" 
Still l spoke not but my wheel sent turning, 
I cloyed my eyes for my heart was weeping. 
My heart was weeping for a deail soldier.

Sept. 1970 
Feb. 1971 
April 1971 
Aug. 1971 
Dec. 1971 
Dec. 1971 
Feb. 1972 
Feb. 1972 
Feb. 1972 
Feb. 1972

Oct. 1971

Dec. 1971 
Feb. 1972 
March 1972

ll’/io is he who looks towards me?
“ "Lis no man but a gay flag flying,"
lied was his month and his white brow thoughtjul,
Blue his eyes-how my soul is crying,
My soul is crying for a dead soldier.

“Kneel ye down, lest your eyes should dare 
Kneel ye down and your beads' be saving. " 
“Lord, on their heads I'hv wrath deliver,'' 
This is the prayer that my lips .are praying. 
Mv heart is praying for a dead soldier.

tin

“Best cheer the path of the men victorious.
Lor he is tleatl anti his blatlc lies broken.
His march is far where no aid can lollow.
\nd Jor his people he left no token.

He left no token, the dead soldier.''

5
I'he way of the sword a man can fdlote.
See the young child with his gold hair gleaming. 
When falls the oak must the acorn perish ■
He lifts the blatlc and his eves are dreaming.
He dreams the tlream ol the th ud soltlier.
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became martyrs, were celebrated. The names of these 'great men' do 

not coincide exactly with those that appear in Irish history books, 

not even the Nationalist histories, for they omit those who sought 

to improve the conditions of the native Irish by constitutional means, 

such as Daniel O'Connell, Charles Stewart Parnell, Arthur Griffiths, 

or by means of social agitation such as Michael Davitt. It is a mili

tary history of risings, rebellions, wars and 'troublesrelated pri

marily through songs about the individuals who were prepared to fight 

and die for 'Ireland's freedom1. Although some of the hero-martyrs 

did achieve positions of status and authority within the Republican 

movement (for example the young Tom Williams was acting C/0 of Belfast 

C Company IRA and Joe McCann was a Staff Captain in the Official IRA) 

such status was not required, and when applicable, not stressed in the 

songs. Many of those most famed in song were not officers but volun

teers. Sean South and Feargal O'Hanlon were remembered in association 

with the Border campaign and specifically the Brookeborough raid whose 

leader was Sean Garland, who was not killed.

There is not only honour in death, but it is portrayed as con

tributing very positively?by example, to the continuance of the 

struggle (see hero-martyr chapter). The existence of the song and the 

internal message of the song serve to 'enshrine' the recently dead. It 

gave meaning to their death. They fought and died bravely for the 

same historic cause. And like the deaths of those who went before, 

the pantheon of hero-martyrs, their death is no defeat. Padraic Pearse 

defined patriotism as being in large part 'a memory of the heroic dead 

men and a striving to complete some task left unfinished by them'. The 

roll of honour is the device in the song which constitutes the
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enshrinement process:

And to the scroll of honours roll 
As round his grave we stand 
We proudly link the name today 
Of our own Joe McCann

(The Ballad of Joe McCann, V 3)

Frequently the names of past hero-martyrs are specified (see hero- 

martyr chapter), the names selected for mention in the song vary, 

there may be an attempt to link those from a particular locality; 

‘Ireland's fight for freedom' links over history the northern heroes. 

And a song written about Kevin Coen, a native of Riverstown, Co.

Sligo, who was killed in action in South Fermanagh in 1975 contains 

the verse:

He had gone to join the company 
Of Sligo's gallant dead.
The six men on Benbulben's slopes 
Who fought and nobly bled,
Sheeran, Breheny, Gorman, Savage 
Who bravely faced the foe 
Are there to greet the dauntless soul 
Of Rusheen's Kevin Coen

(Kevin Coen, V 3, Songs of Resistance, 1968-1975:36)

People involved in comparable forms of resistance might also be linked 

together. Within Republican ideology a hunger strike may be thought of 

as a death process, it is a prolonged means of dying for the cause. It 

has been used in order to bargain for some condition, but has usually 

been undertaken 'to the death'. The song 'Bring them Home' was part 

of the campaign to repatriate Republican prisoners in England, and is 

specifically about the Price sisters. Dolours and Marion, who were 

amongst the prisoners on hunger strike in England. The first line of 

verse one links them directly back to Terence MacSwiney (‘Shall my 

soul pass through old Ireland') who died on hunger strike in the same
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English prison in 1920:

In the jail that held MacSwiney, 
In the prison where he died 
Lie two daughters of old Erin 
And they fill my heart with pride

In the second verse they are described as if in the company of the 

dead patriots:

It was love of dear old Ireland 
Brought them to a prison hell 
But the ghosts of Pearse and Connolly 
Fill their lonely prison cell,
Clarke and Plunkett stand beside them 
McDonagh, MacDermott and Wolfe Tone 
All the voices of old Ireland 
Cry for us to bring them home

In most instances, though 'Kevin Coen' is an exception, it is to par

ticipants of 1916 and 1798 that links are made. 'Pearse and Tone', 

as important leaders in these respective risings, figure prominently, 

eg. 'Connolly Pearse and Tone' ('The Ballad of Hugh Coney'), 'Plunkett, 

Pearse and Tone' (Sean South). James Connolly and Joseph Mary Plunkett 

were, like Pearse, among the executed after the Easter rising. 1798 

is viewed as the birth of Irish Republicanism and 1916 marked the 

beginning of the war which was to gain independence for twenty-six coun

ties of Ireland. This is not to suggest that the Fenian Rising (1867) 

was less remembered or honoured. It was they who ‘kept the flame 

alive'. James Stephens, organizer and major motivating force behind 

the rising was acutely conscious of this need and writing in 1884 he 

reflected:

I came to the resolve 
trying, but should be 
wanted at all to keep 
my own existence that

that the attempt was not only worth 
tried in the very near future if we 
our flag flying; for I was sure as 
if another decade was allowed to pass

without an endeavour of some kind or another to shake off 
n unjust yoke, the Irish people would sink into lethargy 
from which it would be impossible for any patriot ... to 
arouse them... (Quoted in Kee 1976:10)
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The hero-martyrs, of the Fenian rising were the Manchester Martyrs, 

and in the contemporary song tradition they were remembered in the 

song 'God Save Ireland1 and 'The Smashing of the Van'. They were 

included in the heroes of 'Gradh Mo Chroidhe, I Long to See Old Ire

land Free Once More', quoted above, which might be termed an extended 

roll of honour. And the Fenian rising is looked back to as inspira

tion in songs such as 'Old Fenian Gun', 'Glory 0 to the Bold Fenian 

Men' and 'Sean Treacy". It is likely that in the abbreviated rebel 

songs of the 1970 s it was practically difficult to include in the 

short rolls of honour the names of more than tnree heroes.

Continuity: The Unnamed 'Generations'

Alongside the history of ‘great men' was a more 'mundane' yet 

powerful and even more continuous history of the diving volunteers. 

These songs are concerned with the transmission of the ideal of the 

cause 'from generation to generation' within the family, literally 

from father to son, and sometimes involve the mediation of the 

mother. In these songs the past is recreated in the course of ordi

nary conversation and behaviour. The setting in which the transmis

sion of information occurs is frequently domestic and the actors are 

related by intergenerational kinship. In 'Skibbereen' a boy questions 

his father asking why he left Ireland. The father tells of the famine, 

how he was burned out of his home by land lord and sheriff, of the 

death of the mother in these tragic circumstances, and of his parti

cipation in the 1848 rising. In the last verse the son affirms his 

intention of playing his part in the revenge.
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Oh, father the day will come when vengeance loud will call,
When Irish men with feelings stern will rally one and all.
I'll be the man to lead the van beneath the flag of Green 
When loud and high we'll raise a cry - Revenge for Skibbereen

In 'The Old Fenian Gun', the weapon hanging on the wall above 'the kit

chen fire' stimulates the son's curiosity. The father grudgingly permits 

the boy to place ‘it on his shoulder and march across the floor' in 

'boyish fun'. These songs provide information, if limited, about life 

as an IRA man. The father reminisces about his part in the Fenian 

rising; particular battles, the wound in his arms, his months 'on the 

run'. The idea that each rising, even if in itself unsuccessful, does 

contribute to the larger historical struggle is stated clearly in this 

song:

I hope the young lads growing now will hold the ground we won.
And not disgrace the cause in which I held that Fenian gun.

Again the song concludes with the affirmation and in this case confir

mation of support for the same cause.

And then I vowed within my heart; 'I'll be my father's son.
And if ever Ireland wants my aid I'll hold a Fenian gun.

That's years ago, I've grown a man and weathered many a gale.
The last long year I've spent inside a gloomy English jail.
I've done my part, and I'll do it still until the fight is won.
And when Ireland's free, she'll bless the men who held a Fenian 

gun.

Two of the most popular songs during my period of fieldwork were of

this type 'The Boys of the Old Brigade' and 'The Broad Black Brimmer1.

In the former a son's inquiry as to the reason for his father's sadness

on an Easter Sunday morning elicits memories from the father,

When being just a boy like you 
I joined the IRA.

He is remembering 1916, the comradeship, and above all those comrades 

who fought and died ‘that Ireland might be free'. The ‘broad black
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brimmer is a hat identifiable as part of the IRA uniform in the 1920 s, 

which in this song functioned, as did the ‘Fenian gun1 above, to trig

ger recollections. The child's desire to try on the uniform of his 

dead father releases in the mother a flow of associated memories; how 

she had met her husband to be when he had sought refuge in her 

'mother's homestead' while 'on the run' - he had worn the uniform then.

He wore it too when ‘Father MacKay bless the pair as one' in 'that 

little church below'. And at the 'marching out' after the Treaty '1921), 

and finally:

And when they bore his body down that rugged heather brae 
They placed the broad black brimmer on his breast.

The affirmation of continuity of the struggle occurred in the chorus

in which the parts of the uniform too are itemized, and the toils of

battle implied in the extent of their wear and tear:

It's just a broad black brimmer with ribbons frayed and torn 
By the careless whisk of manys a mountain breeze.
An old trench coat that's all battle-stained and worn 
And breeches almost threadbare at the knees,
A Sam Brown belt with the buckle big and strong 
And a holster that's been empty many a day,
But when men claim Ireland's freedom
The one's they'll choose to lead'em
'll wear the broad black brimmer of the IRA

The theme of continuity from father to son is expressed on a more general

level in the dominant notion of 'Ireland's song'. In 'Four Green Fields'

Ireland, personified as a 'poor old woman' says:

But my sons have sons as brave as were their fathers 
And my four green fields shall bloom once again, said she.

Commitment to the cause is portrayed as being transmitted biologically

as well as socially. In 'The Old Fenian Gun' occurs the line,

'Ah, well', he said ''tis in your breed like that Old Fenian 
gun!1
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Continuity: Ideology or Reality?

In discussing the IRA's achievement of continuity since 1916, Frank 

Burton in his study of 'Anro', a working-class Catholic community in 

Belfast, invokes the concept of 'political generation' as used by Karl 

Mannheim and others to explain the radicalism of particular age struc

tures in certain situations, '... it would be fair to comment that in 

the Six Counties all generations are political generations'. (Burton 

1978:69). This heritage, according to Burton, is maintained by various 

means including segregated schooling, particularly in the area of dif

ferent history syllabuses. As important, he suggests, are the shared 

narratives which recreate the past in ordinary conversations. As 

examples of what he means here he cites 'old Mrs. Johnson' who told him 

how as a young girl, she had seen a man abducted by the Black and Tans.

He was found dead later on that day. Burton comments that now Mrs. 

Johnson sees the British troops of today in the very same street as 

latterday Tans. Republican history is given vitality, he claims, by 

the continuity of the troubles which has ensured that each generation 

has lived through and has stored violent experiences. He points out 

that living memories stretch back to 1916, to the Black and Tans, the 

UVF resistance, the rioting 1930 s, the 1956-62 IRA campaign, and right 

through to the present troubles.

Burton is ia fact considering two different channels for the reproduc

tion of Republican ideology, firstly, through the teaching of history 

in segregated schools, and secondly through 'the shared narratives which 

recreate the past in ordinary conversation'. This latter means seems to 

me to resemble the type of transmission situation described above in the 

last category of songs discussed, although in the songs it is formalized.
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Burton in the same section makes reference to a Republican heritage 

which 'is passed on in some families with the same seriousness that 

characterizes the Northern Irish Protestant's Unionism'. I take no 

issue with Burton's ethnography here, there were such families, 

although in Belfast they were a very small minority, and the kind of 

experience related by 'Mrs. Johnson' was common and would have been 

told as stories, although not necessarily frequently, to the younger 

generation. Yet as I try to make clear in the history chapter in this 

thesis. Republicanism was not strong in Belfast before the present 

troubles. Burton's description suggests that the informal, domestic 

transmission of Republican tradition was operative in Catholic homes 

and/or in Catholic communities throughout the history of Northern Ire

land. In the light of this view the songs under discussion might be 

considered as 'models of reality whereas I would argue that at the 

beginning of the troubles such songs functioned as 'models for' reality 

(Geertz 1966), in a manner comparable to the 'idea' of 'the Donegal 

house ceili^he' in the 1930 s and 1940 s. Renderings of rebel songs 

other thua as 1 resistance', for example as 'folk',or nostalgaic Irish songs, 

would thus be classified as 'models of a past reality.

It is important to note that Burton's fieldwork was carried out at 

a time when the troubles and unprecedented growth in Republicanism which 

accompanied them,were well advanced. He carried out participation 

observation research between September 1972 and April 1973. The expe

rience of the troubles had created a very different Anro, and Belfast 

in general, it was these experiences which politicized and to a large 

extent 'Republicanized' the Northern Irish and particularly, at that 

time, the Belfast and the Derry,Catholics. It is my contention in this 

thesis that the songs and the situations in which they were sung played
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sary role. While Burton is not unaware of the role of music in the 

cultural reproduction of 'the sentiments of Republicanism' it is 

again presented as an evenly ongoing process within a distinct homo

geneous community over a period of at least fifty years.

But republicanism, like most nationalisms ... carries the 
trappings of a cultural heritage. Irish nationalism in 
the Six Counties features as a living tradition in the 
cultural activities of the minority population. Irish 
dancing, traditional and rebel music,, Irish sports and 
the teaching or Irish history represent the major ways 
in which the sentiments of Republicanism are culturally 
reproduced (Burton 1978:4)

It has been one of the aims of this thesis to draw attention to diver

sity within 'the Catholic community' and to its variations over time.

I have considered these problems primarily with reference to the music, 

song and also dance 'traditions' and placing some emphasis on the con

struction of 'tradition', as opposed to accepting tradition as it tends 

to present itself, as continuous and unchanging.

Many Belfast Catholics in the 196C s, and particularly the young 

people were not familiar with Republican history and ideology ... nor 

with the song tradition. They might know parts3or the whole of-j'Kevin 

Barry', 'Sean South' and the name and tune of 'Boulavogue'. The child

ren of young married people knew even less. This fact was well estab

lished with regard to school children during a period of fieldwork in 

which I made recordings of children's song repertoires at this time.

The few children who had been brought up in a Republican home environ

ment, had an extensive rebel song repertoire which they had augmented 

with the new contemporary songs. The vast majority of younger school 

children, even in 1973, had a relatively limited range of 'resistance' 

songs as I have been describing them in this work, and what they did
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know tended to be recent - especially well known were 'The Men Behind 

the Wire' and 'Four Green Fields'. Children also tended to have at 

least partial versions of the 'latest singles' coming out at that 

time, particularly the humorous ones such as 'The Magnificent Seven' 

an account of the escape from the prison ship Maidstone. So popular 

was this song among children that they parodied it excessively, to 

suit their own purposes which were not always in accord with the 

Republican tradition! (See Appendix 6 ). Their knowledge of the new 

songs and ignorance of the more traditional rebel songs suggested 

strongly to me that they had had no previous musical socialization in 

that song tradition. The dominant musical expression of these children 

was pop music and this was clearly revealed when they consistently made 

up from pop song tunes and pop song structures their own songs of the 

troubles (see Appendix 6 ). Children in the latter part of their 

secondary school education had a more extensive repertoire of rebel 

songs, but they were not songs which had always been known, they were 

in the process of learning them during my period of fieldwork. Within 

the schools there was much passing round of words of songs. These 

young people, aged 14-16 were old enough to attain access^if illegally, 

into some of the clubs and pubs. They talked enthusiastically about 

the groups and the songs which they heard. It was these experiences 

rather than the history lesson in school which was imbuing them with a 

sense of the past. Truancy among school children was a major problem 

during my fieldwork period. The young and exceptional twelve year old 

who had a song repertoire of both children's and adults' songs was a 

frequent truant. In fact the teachers in the school used to use the 

fact that I would be visiting the school as a means of enticing him
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to attend - and it worked.

A similar situation pertained among many teenagers and people in 

their twenties and thirties. Group members, as mentioned above had to 

go seeking new songs for their recordsymd even for performances many 

had to initially learn the words of rebel songs. A competition was 

organized in the Felon's Club some time prior to the troubles, the 

club was the main enduring stronghold of Republicanism in Belfast over 

a considerable period of time. The regulations for entry specified 

that the song had to be Republican in character. At that time several 

of the young entrants had to seek out appropriate material, it was not 

part of their repertoire, or early socialization.

Socialization into Republican ideology operated during this period 

at many levels. I am suggesting that the songs and the context in 

which they were heard were important in this process precisely because 

there was a void to be filled in people's knowledge. The experience of 

represssion has been a relatively constant factor in the lives of 

Northern Ireland Catholics, but it was not always associated with 

Republicanism, although for some this would have been the case. The 

main plank of Nationalist party and Hibernian thinking was the redress 

of this represssion and discrimination by constitutional means within 

the framework of the Northern Ireland state. In the history chapter 

which introduces this study I have attempted to reveal the heterogeneity 

of the Catholic population of Northern Ireland. There were very diffe

rent interests within this category. These were reflected within 

Republicanism itself in the ongoing tensions between its socialist and 

conservative traditions. Burton's study as I have said was conducted 

at a particular historical instance. It was perhaps a year or two too
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Catholic unity, this was the period of civil rights agitation, but 

the cracks in that short-lived unity would be less apparent from 

the vantage point of the relatively homogeneous working-class Catho

lic community in which he carried out his fieldwork. My main concern 

in this work however is with the issue of the extent and the contin

uity of Republican tradition in Belfast. It seems to me that there 

is a degree of exaggeration regarding this point in Burton's account 

of the history of Belfast, for example:

Internment and curfews were introduced during the war years 
when the IRA was adopting a traditional strategy of trying 
to make the most of England's adversities. Despite such 
IRA activity many Catholics had voluntarily enlisted into 
the British army. The comparatively recent, and in IRA 
terms unsuccessful. Republican border campaign of 1956-62, 
in which nineteen people died, had kept alive the vehemence 
of both Loyal ism and Republicanism in the Six Counties.

(Burton 1978;45)

The surprise registered at the support of many Catholics for the war 

effort and in particular the implication that IRA activities might have 

a formative effect on the behaviour of Northern Ireland Catholics stems 

from the error of interpreting the past in the light of present circum

stances. The IRA in Belfast in the 1940 s was small, secretive, and on 

the losing side of an ideological battle with the Catholic church (see 

chapter 3. ). The extent to which the Northern Ireland government 

was able to make populist Loyalist propoganda out of the unsuccessful 

border campaign is discussed in chapter 2 above. The campaign had 

very little effect of Belfast Catholics, even ardent Republicans felt 

defeated at the end of that campaign. If^as Burton suggests, it kept 

Republican vehemence alive (kept the flame burning) then the assertion 

is very much in the mould of the song tradition, or as Fenian leader
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James Stephens might have viewed it (see page 465 ). In a sense it 

might be argued that Burton's interpretation of these events reflects 

the power and success of the song tradition and other constructors of 

ideology at this time. The question of the relationship between the 

'constructed' continuity of the history of the Irish struggle over 

the past four hundred years and the historian's version of history 

over the same period is taken up in McCann (1983).

PERFORMANCE: A POLITICAL EVENT

(2) Style

In chapter 3 I described the ways in which folk music performances 

became 'popularized'. At the same time the performance itself became 

overtly political. I do not here refer to inclusions of such events 

as addresses from the IRA concerning issues of local interest (see 

chapter 7 ) but rather to the behaviour of the musicians. Many of the

groups gave political performance. An example of a non-political per

formance is that of the Wolfhound at the Art College, analysed below 

(see page 493 ). When groups were performing in the clubs and pubs of 

Catholic Belfast it was impossible to interpret their performances as 

'folk' performances with some 'historical Irish rebel songs' and some 

'interesting contemporary songs of the troubles' included. Most per

formances were delivered as politically committed performances, with 

variations in the degree of its overt expression.

Political commitment was evident in the manner of delivery of the 

song: the final 'rebel rousers' were often sung in a defiant pose, with 

clenched fists raised in the air. The introductions to songs, comments 

and asides between and within songs were often political statements.
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Songs were dedicated to the internees of the political prisoners,

and shouts of 'up the Republic', 'up the Proves', or the affectionate, 
5

'the wee RA' augmented the song lyrics at rhythmically appropriate 

intervals. An off-hand and humorous interaction with the audience may 

be pregnant with meaning as in the following interchange taken from a 

Blackthorn performance at a Union folk night. After having played the 

first rousing rebel song of the evening (not, incidently the first 

'rebel rouser') which was received with evident satisfaction judging 

by the audience's applause level, the singer shouteddown to the 
audience: 'Are youse all rebels?'.^ The audience responds with a 

hearty affirmative. 'I think youse are all "terrorists'" responds the 

singer. The audience laugh, it is a shared joke concerning the inter

nal and external perceptions of the armed struggle: those present knew 

that the IRA and their supporters were'rebels' despite the external, 

dominant media view that they were 1 terrorists'.^ The Wolfhound per

haps more than any other group interspersed their performance with 

political comment: as an example I provide a transcription of the lat

ter part of one of their performances.

Case 13:

Second part of a Wolfhound performance at St. Bohn's 6AA,
21. January 1973

R Frankie Card and Billy McKee
I The Whistling Gipsy
R The Man from the Daily Mail

'This, ladies and gentlemen, is a very beautiful tune, and a song 
you al1 know well.'

R The Ashtown Road
R Ireland's Fight for Freedom
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'Thank you very much, that's a very fine tune, and a fine song.
This next song is anti-Orange, anti-UVF, anti- those shower of 
bastards. It's called 'Whiskey in the Jar'. It tells you a 
story about a time when the Orangemen used to carry passes, and 
the boys (a) used to come around and hide around the hedges and 
knock all the Orangemen off and steal their passes so that they 
could go and pull a few jobs (b). Something similar to what's 
happening today. Aon, do, tri, cathair (c)"

R Whiskey in the Jar

'The next song is 'Ireland, Gaelic and Free'. We'll see that 
some day.'

R Ireland, Gaelic and Free
R The Broadl Black Brimmer

‘To all the boys in the Crumlin Road Jail, Long Kesh concentra
tion camp, and all the women in Armagh prison, and of course 
all the kids in prisons in England. This is a song we like very 
much, probably the best anti-internment song ever written. It's 
called 'Free the People'.

R Free the People

'We're going to dcj The Belfast Brigade' now. We'll mention all 
the battalions, the're all 'gooduns', specially the second, (d)

The Belfast Brigade+)
The One Road )
London's Derry

Key: R = Rebel
I = Instrumental
+ Both these songs were interspersed with the phrase 

'The wee RA'.

(a) ‘the boys' in Belfast, is a term of male solidarity among 
a group of men. More particularly, as seems to be the 
case in this usage, it refers to the IRA.

(b) 'a job' is the term for an IRA military action, a robbery 
ambush, etc.

(c) Translated from Irish it means 'One, two, three, four'.
The speaker is counting in the musicians, ready to commence.

(d) For clarification see p.
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Giving Life to Tradition in Performance

At the beginning of this chapter I suggested that the seventies 

marked the beginning of a reactivisation of the 'rebel song tradition' 

when it became part of a resistance movement; a fact reflected in the 

emergence of a parallel new term for rebel songs ; 'resistance songs'. 

The revitalization was registered in the sudden and rapid augmentation 

of the tradition in the form of new songs; old songs too were revived 

from collections, and memory. Records and song books became increas

ingly available, and venues where one could hear folk groups singing 

politically relevant resistance or rebel songs, multiplied. Another 

established feature of a ‘living tradition', was the degree of re

composition which was in evidence. Older songs were adapted to 

accommodate new circumstances, making them immediately relevant to 

the listener. Variations of older songs were created, primarily by 

means of substitution of locally meaningful proper names, places,
O

people, and organizations, in the original lyrics. The practice was 

widespread; the examples selected for analysis are songs most fre

quently subjected to the process, in fact they are among the most popu

lar songs of the period.

'Take it Down from the Mast' a song of IRA internecine strife 

dating from civil war period (1922-1923), is analyzed with regard to 

variations, particularly the insertion or substitution of names of 

different individuals into the text. (See Appendix 7 ). The analy

sis reveals that this song has a specific function within the cyclical 

and continuous history of Republicanism. It seems to be a song which is 

revived, not only in its original form, but in re-created forms, at 

times of overt ideological dissention within the Republican movement.
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specifically concerning the issue of the priority attributed to physi

cal force, or political strategies.

Place names too were changed to provide contemporary and/or local 

relevance. The song 'The One Road' expresses sentiments which are 

quite opposite to 'Take it Down from the Mast'. While recognizing that 

there have been differences in the past it calls for unity:

For aren't we all Irish anyhow 
Now it's time to get together now

In the chorus the phrase

North men,south men, comrades all 
Dublin, Galway, Cork and Donegal

is reduced from their all-Ireland reference to the Catholic areas of 

Belfast:

North men, south men, comrades all q
Falls Road, Ardoyne, the Markets and Barrack wally

The Wolfhound featured this one line substitution in their performance 

of the song, and some other groups too. Blackthorn managed to suggest 

a local relevance by changing just one name in Reader Kearney's ironic 

anti-imperialist song 'Whack Fol the Diddle*. In fact there are seve

ral other changes of a type very commonly made in older songs; these 

are the changes in language and style which make the song sound more 

familiar to the audience and singer of the 1970 s (see also chapter 

8 ). In the song the lines:
10From Beal an Atha Buidhe to Pieters Hill 

They made poor England weep her fill

becomes
11From Andytown to Peter's Hill 

Sure we made Britannia cry her fill

Another stylistic change is:

Oh won't Mother England be surprised
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becomes

Won't the bastards be surprised

The song most subject to variation during this period was 'The

Belfast Brigade', a song dating from the Belfast riots 1922. It

describes the role of the IRA's Belfast Brigade in defending the

Catholic areas of Belfast against the 'B' Specials. The song is sung

to the American civil war tune 'John Brown's Body' (The Battle Hymn

of the Republic) and the chorus is very closely based on the chorus 
12of that song. The change of place name follows the same pattern

as in 'On the One Road', a larger unit is replaced by a smaller one.

In this instance 'Belfast' is differentiated, and reduced to one of

its constituent Catholic areas. The relevant verse is:

The soldiers came from Holywood 
Equipped with English guns 
There were men by the thousand 
Ammunition by the ton.
But then they got to Belfast 
They were seriously delayed 
When they met the First Battalion 
Of the Belfast Brigade

The substitution occurs in line five. The areas and streets cited are 

normally those which have been locations for rioting and fighting. Some 

examples are:

But when they came to Ardoyne 

But when they came to Cromac Square 

But when they came to Seaforde Street 

Choice of location substituted depended on two main factors; the back

ground, home and family connections of the group members, particularly 

the singer, and/or the loyalties of the audience which in the clubs and 

in some of the pubs tended to be synonomous with the location of the

venue.
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The 'Belfast Brigade' too was differentiated into its different 

parts. Describing the state of the IRA in Belfast in 1970 Bowyer Bell 

writes:

No one then or later thought much about a mass Rising, although 
the Officials still had hopes for the masses. Until well into 
1970, the Proves remained thin on the ground - as did the Offi
cials for that matter. They were incapable of harnessing or 
directing any spontaneous mass movement, in fact, hard put to 
maintain order in the presence of rioting school boys. In 
time, the Provo structure in Belfast was sorted out and expanded 
into a real Brigade for the first time in over a generation. The 
Upper Falls, Ballymurphy, and Andersonstown became the First 
Battalion; Lower Falls and Clonard, Second Battalion; and North 
Belfast to the Markets, along with East Belfast, the Third 
Battalion. For some while certain of these areas such as the 
isolated Short Strand across the Lagan River or the Aroydne 
remained largely independent - many of the early Provos were 
self-selected. (Bowyer Bell 1983:374)

In the song 'The Belfast Brigade' the battalion number was subject to 

variation depending on a range of factors involving the loyalties of 

audience and group to locality, and to one or other wings of the IRA 

then operative in Belfast. In cases where a local area name had been 

substituted for 'Belfast', as described above, then the battalion num

ber mentioned would correlate with that area. In Case 11 the Wolfhound 

introduce the song by saying that they will mention all the battalions 

thus keeping everybody happy for 'the're all gooduns (good ones)'. They 

also let their own preference be known, 'they're all gooduns, especially 

the second.'

A particular political ideological stance might be indicated by 

means of substitution^such as when Blackthron sang 

A republic once again 

in place of Thomas Davis's renowned 

A nation once again.

There was general agreement among groups (and audiences) of the early
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1970 s about the insertion of a certain phrase into one particular 

song. I seldom heard 'The Broad Black Brimmer' sung without the 

insertion 'But not for long!' shouted after the line:

With a holster that's been empty manys the day 

Without the phrase the song, like 'Boulavogue' (see chapter 5 ),

might be understood as a comment from an 'inactive' period. It is 

a question of tense. As it stands the song implies that at some 

future time the fight will go on:

But when men claim Ireland's freedom
The ones they'll choose to lead them

In the singing of it in performance the point is made that that time 

is now for the holsters are no longer empty.

Both performers and audience were involved in an event which was
13simultaneously an entertainment event and a political event. As the 

entertainment progressed toward the overtly political final section 

audience involvement became more pronounced: they clapped, stamped 

their feet, joined in verse as well as chorus of songs, and shouted 

requests. When feelings were high the audience, or members thereof, 

would rise to their feet with fists clenched as they sang. The inser

tion of 'But not for long' was normally shouted by the audience and 

accompanied by the raised clenched fist salute.

FOLK MUSIC AT QUB: PART l

After the victory of the Union over the FMS whereby that society 

left the Union building for a smaller and inconvenient departmental 

location the two operations continued to run simultaneously. The folk 

music society, as suggested above, came to resemble, in some respects 

the original QUB FMS. The Union folk night came to resemble the kind of
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entertainment event which had developed in the local Catholic areas 

of the city.

'Folk' Song as Political Song

The folk groups who played at the new Union folk nights were the 

same groups as were playing in the local club and pub scene in Catho

lic areas. And more significantly they were performing the same 

repertoire, complete with rebel songs and accompanying behaviour. The 

Freeman performance transcribed in Appendix 5 is one of their QUB 

Union folk performances and resembles very closely a typical local 

area performance. One difference is that in the local areas they 

would have been more certain of the dominant political allegiance of

a given area or club with regard to the IRA split, and therefore would
14have chosen their repertoire accordingly. In fact the QUB student 

audience at the Union folk events was- 'mixed' as is evident in the 

following performance excerpt which reveals both the political nature 

of the event and the manner in which the group coped with the fact of 

mixed audience.

Case 14: Blackthorn at QUB Union Folk

At the commencement of the second half of the programme, 
after the break, the group sang 'Provo Lullaby'. The 
audience joined in. When the song was finished there were 
shouts of 'Up the Stickies' (Official IRA). The mood of 
the audience was bantering, not aggressive. The group 
responded to the implications by singing a song which 
commemorated a battle in which the two wings of the IRA 
were brought together under the leadership of Official 
Republican leader Joe McCann. The song text does not 
refer to this aspect of 'The Battle of Inglis' (bakery), 
presenting it rather as an Official IRA egnagement with 
the British army. Many people in the audience, however, 
would have been aware of the details of the event which 
had occcurred only three years earlier. For those who did 
not know of the details it was simply a 'stickle' song to 
'balance' the previous 'provi' song. The performance pro
ceeded in typical style.
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That the event in the Student's Union resembled the local club event 

in the Catholic areas at this time is evident not only in the behaviour 

of the groups, but also the audience. The Crossbow performance analyzed 

in chapter 8 as an example of a group which refused to respond to popu

lar taste in performance was a QUB Union folk event. Consideration of 

the requests shouted by the audience at that event indicated clearly 

their expectations and the fact that they coincided with the typical 

Catholic local area audience. They requested: 'Sam Hall', 'Billy Reid', 

'The Broad Black Brimmer' and 'Sean South'. In other respects too 

audience behaviour was indistinguishable from that of the club audien

ces: they carried out the same expected responses in particular songs 

and the end of the evening behaviour, characterized by excitement and 

participation^was similar.

There were of course obvious differences between the QUB Union 

folk events and those held in the local clubs in Catholic areas. Queen's

University was not in a Catholic area, it was situated in a 'neutral'
15area, the student audience was educated and included more middle-class

people, they were of a limited age range by comparison with some of the
1local area audiences, particularly the club audiences, and finally, 

although they were all resident in Belfast or nearby during term time, 

many of them came from other parts of Northern Ireland to which they 

returned during vacations, and on some week-ends. My observations of 

student behaviour at Union folk nights during this period suggested 

that the Union folk event was functioning as a substitute for the 

Catholic student's own local club which they perhaps attended during their 

visits home. This interpretation is suggested very strongly by behaviour 

surrounding the song 'The Belfast Brigade'. As soon, as requests for the
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the song were called for a chorus of alternative ‘brigades' were 

called for: 'The Bessbrook Brigade', 'The Omagh Brigade', 'The Newry 

Brigade', and irrespective of which brigade was sung about, some 

members of the audience substituted their own preference. On one 

occasion, the group. Blackthorn, shouted to the audience: 'Anybody 

here from Crossmagien?' There was an affirmative response from a 

considerable number. The group alternated 'Crossmaglen' and 'Belfast' 

in their delivery of the song.

Political Song Versus Folk Song

The non-political stance of the FMS was occasionally upset when 

political music of the 1970 s came into conflict with the expectations 

of a folk music audience. I do not refer here to the type of music 

being presented in the 'Union folk' nights, the groups playing that 

kind of music in commercial folk-cabaret style would not have been 

invited to play at meetings of the Folk Music Society. There were 

other kinds of less mainstream political song and it is this to which 

I refer in this instance. The songs were strongly political but some 

were complex and sophisticated and not always easily comprehended, 

above all they were unfamiliar. The music too was sometimes demanding 

in its unfamiliarity. The clashes stemmed primarily from the starkness 

of their political approval of the armed struggle. The FMS did not 

court such clashes, they happened accidently as a consequence of the 

overlap which occurred whereby good musicians, acceptable to folk club 

audiences^held a particular kind of political view which they expressed 

in song and which was not acceptable in the folk club situation.

The singer/musicians in question were recognized as good by many in
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the folk world. The cases which I here outline involve one main 

character. He was a well liked person and a well respected musician 

who had been in the folk scene in Belfast for many years. His musi

cal propensity lay with folk blues and he also played American ver

sions of the Childe Ballads. He was experimental in his guitar play

ing, his singing and his choice of material. He was not a purist,

Hoagey Carmichael numbers picked out on the guitar were not excluded. 

From the outset his repertoire had included political songs; Woody 

Guthrie from the 1930 s, workers' songs, songs of union organizers 

and anarchists, and songs of the Spanish civil war. The influence of 

Ewan McColl, Peggy Seeger and the Singer's club was discernible in 

the repertoire including songs of social protest and political songs 

such as the widely translated fighting song 'Ho Chi Ming' populari

zed by Ewan McColl. He also wrote songs on contemporary social and 

political issues.

In the early 1970 s this particular musician came to be associa

ted with some few other local singer/song writers. They formed them

selves into a loose and flexible group which played and sang together 

at times, on other occasions they performed as individuals or with 

perhaps one other of their number. The songs they wrote and sang were 

resistance songs of the troubles. They were concerned with the suffer

ing of the people at the hands of the security forces and about their 

resourcefulness in defending themselves against a professional army and 

police force, about bad living conditions, unemployment, high-rise 

flats, expensive public transport. Their songs were not in the tradi

tional rebel song mould, in fact they could be viewed as a response 

against the traditional resistance songs. They were not anti-Republican
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but there was a strong socialist concern with class and social issues, 

and a rejection of Catholic Nationalist and bourgeois individualist 

and elitist sentiments, not of armed struggle. Indeed because the 

support for armed struggle was expressed in a novel fashion, devoid 

of the familiar and dulled euphemisms of the rebel song tradition - 

compare:

With an old Thompson gun
He put the troops on the run

('Ballad of Billy Reid')

wi th

Power to the hand that held the gun
That shot Cecil Patterson down

('Cecil Patterson')^

they elicited strong responses from people who would have been able to 

accept a traditional style Republican song (and of course from those 

who would not). It was difficult to slot them into a pre-existing 

category of song such as, for example, folk song, which would ameliorate 

their sometimes stark, new message.

This brief introduction to a new body of songs and group of song 

writers suffices to illuminate the cases I present below. Fuller treat

ment of these phenomena is beyond the scope of the present thesis. They 

are not, in the words of one of the musicians concerned, 'exactly main

stream'. Some of their more humorous songs achieved some degree of 

popularity such as 'The Lid of My Granny's Bin' which was recorded as 

a single by Blackthorn. 'The Battle of Carrick Hill' was included in the 

repertoire of the Freeman during the time that a particular singer who 

sang the song was with the group ( See Appendix 5 ) and 'The Falls Road 

Taxi Man' was a favourite most often requested when they performed in



488

clubs or pubs. In most cases the only occasions on which their songs 

were heard publicly was when they themselves sang them and they did not 

perform frequently nor on a regular basis. They tended to be invited 

to perform at particular political benefits. They had a small group 

of devoted fans/friends who attended most of their performances. At 

different times throughout my period of fieldwork they also went to 

England to perform at Irish benefits and on those occasions they also 

played local English folk clubs - they kept in contact with and per

formed in Ewan McColl's Singer's Club in London also. In Belfast, 

if they were members of an audience at a folk venue they were sometimes 

asked to sing one or two songs. One of their number described them to 

me as 'primarily floor singers'.

The guitarist described above was occasionally invited to play by 

the University FMS. He had performed uncontroversially at the Fresher's 

free folk concert organized by the FMS to attract new members from the 

incoming first year students. On other occasions however he included 

the more controversial material and presented a strong political stance 

in the course of the performance.

Case 15 : A Meeting of QUB FMS

The account of the following incident is not based on direct 
observation, I was not present at the folk club meeting in 
question. The version of events which I had reported to me 
came from the then president of the society. The young man 
who had put up so valiant a fight about the commercialization 
of folk music in the Student's Union. It concerned a meet
ing of the society at which the guitarist in question played, 
accompanied by another guitarist who was a friend. The presi
dent of the society was appalled at what had taken place.
His main impression was that both performers were deliberately 
trying to antagonize the audience by suggesting that the stu
dent body was an elite and was not involved in what was really 
happening in Belfast. It seemed to him that they were
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uninterested in providing entertainment for the audience but 
wished only to express contempt for them. He also thought 
that they were including an inordinately large number of 
controversial songs, a fact which he attributed to there 
being a friend of the performers in the audience who was 
recording them. He suspected that theywere tailoring 
their performance to his requirements rather than to those 
of the audience in general.

Adverse audience reaction was strong. People booed and hissed 
and several walked out of the room in which the event was 
taking place. Eventually one of the Folk Music Society com
mittee members stood up and announced to the audience that 
anyone who felt that the songs were biased was welcome to 
come up to the stage and sing Orange songs or whatever they 
wished. No one responded to the invitation.

This intervention on behalf of the folk club may be interpreted 

as an attempt to diffuse the political impact of the songs by introduc

ing into the performance the notion of 'balance' which is thought to co

relate with 'objectivity', 'distance', 'non-involvement'. If it had 

been successful the songs might have been re-appropriated by 'folk' 

music and become songs 'out there1, about other people's struggles 

either in the past or at some physical distance, another 'world'.

Instead they were so immediately relevant as to strongly affect 

audience behaviour.

'Political Song' as 'Folk Song'

Case 16: A Joint Meeting of QUB and Queen's University English Society

Within a few weeks of this event, another venture of the FMS's 
did appear to come closer to the requisite 'objectivity' and 
'balance'. In conjunction with QUB English Society the FMS 
undertook to present an evening of serious entertainment - the 
subject was 'Songs and Literature of the Troubles'. On the 
part of the English Society members of staff as well as stu
dent's were involved in organizing and presenting various 
poems, and excerpts from short stories and novels written 
about 'the troubles'. They were mainly by local, Northern 
Irish writers, and a discernible theme was the problems of 
the non-aligned, the local people who are 'on neither side' 
in the Northern Ireland situation.
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There were some, but comparatively few songs which embraced 
this middle ground of the silent majority. 18 The Folk 
Music Society decided that their contribution would consist 
of a selection of songs from 'each side1. The members of 
the committee, all performers, initially divided the task 
between themselves, and then apparently in the name of 
authenticity, they invited the above mentioned guitarist to 
contribute his own material and also a members of the folk 
club who was said to be a Loyalist and who would sing Loya
list songs. At the last minute the Loyalist contributor 
renegued and there was some discussions among the folk 
society members involved as to whether, in the interest of 
'balance' they should increase the number of Loyalist songs 
to be contributed by the performing committee members. It 
was however an impractical suggestion. Those involved in 
the presentation of the Loyalist/Orange side were not yet 
word perfect on the songs which they had already prepared 
and in fact sang several of them from song books. They were 
both Catholics.

The religious composition of the FMS was mixed, as was the 
committee. All three of the members involved in this per
formance were Catholics. It seems likely that 'non-aligned' 
Protestants might find it even more unsavoury to sing 
'Loyalist' songs than 'non-aligned' Catholics. All three 
performers had been involved in the folk world since they 
were in their early teens. The contributor on the 'Green 
side' had indeed been socialized in that tradition, or 
rather in one of the several manifestations of what is taken 
to be that tradition. He had been brought up speaking Irish 
and knew some rebel songs which were outside the commerical, 
popular mainstream; songs familiar to sectors of the previous 
generation which did not fit, either musically, stylistically 
or in terms of content, with the new 'folk rebel' genre. Some 
of these he sang. For the contributors of the Orange/Loyalist 
songs the task had been very much an academic exercise and 
indeed^such it would have been had they been required to repre
sent 'their own side' for like many Catholics of their genera
tion they had not been brought up in an overtly Nationalist 
nor Republican tradition.

As the time for the performance approached tension mounted, 
particularly on the part of the members of the English Society 
concerning the failure to arrive of 'this folk singer from the 
Falls'. After many unsuccessful telephone calls it was 
decided that the president of the society should drive to the 
home of the musician and collect him if he could find him. The 
members of the Folk Music Society committee coped much better 
with the uncertainties of the situation than did the English 
Society members who were not used to the behaviour associated 
with 'folk music culture'.
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By the time he arrived he had missed the literary part of the 
evening and was in time only to hear the medley of Orange and 
Loyalist songs and rhymes delivered by the Folk Society com
mittee members. When he mounted the stage area he said 
quietly 'Some of you may think that these songs are biased 
and bigoted, that's because I am biased and bigoted'. The 
message was received in silence as were many of the songs.
Very few people clapped, mainly his permanent fans. But no 
one protested. One of his songs was 'The Ulster Poet's Lament' 
which I reproduce in full. This was the only occasion on 
which he ever sang it.

The Ulster Poet's Lament

I am an Ulster poet, of nature I have sung 
In tranquility I recollect the days when I was young 
My verses have been published by Faber and the rest 
The quality papers love my stuff and say that I'm the best.

But my muses they are restless, they threaten to depart 
Some upstart louts with guns and bombs upset the applecart 
For how can I write sonnets so lyrical and free.
When gunfire on the street at night sings of reality.

With metaphor and simile I describe my inner life,
I shut away the riots, the turmoil and the strife.
The Twelfth was once so picturesque, the tourists loved the drums 
But now the rebels talk of houses, jobs and slums.

As I sit in my study examining my soul
And pinning down in couplets my thoughts as they unroll
The world outside keeps breaking in with each bomb that explodes
And the debris and the spots of blood clutter up my odes.

And Death (that mystic concept) no longer seemed such fun 
When hooded men stopped my car and showed to me a gun.
And even our pleasant countryside, its air so clearn and fresh 
Is filled with vulgar ill-bred rogues in places like Long Kesh.

Republican or Loyalist, to me it's all the same 
0 why can't they be civilized, why can't they play the game?
For their dreadful noisy riots disrupt my quiet dreams 
And fill the clear night air 0 love with shouts and yells and 

screams.

I think that I must pack my bags and flee this sinking ship.
I must get to America before I lose my grip.
And I will say a special prayer that history will keep 
A special place apart for me upon the big scrap heap.
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In a sense the performer had succeeded in bringing into the 
evening the immediacy of meaning which had been lost from the 
'balanced' song section. The literary 'politics' involved 
were small scale and relatively non-violent. The event was 
felt to have been a success and in the University staff 
common room bar a member of staff in the English department 
and a poet, praised the quality of the songs.

VARIATION IN PERFORMANCE: 'FOLK' OR 'POLITICAL'

Apart from the unusual case of QUB Union folk night the rebel song 

element of the folk groups repertoire was strictly for consumption 

within strong Catholic areas of the city. Only in very exceptional 

circumstances would this norm be broken. Therefore when groups were 

invited to perform, unusually in a one-off concert booking, in other 

than strongly Catholic areas^which would be most likely to be the 

city centre, or one of the middle-class areas of the city, they 

presented a more traditional folk group image.

Case 17 presents two programmes by the Wolfhound, one which was 

given in a cabaret type situation in a GAA club in a Catholic area 

of the city, the other which was a concert programme given in Belfast 

Art College. Apart from the very evident difference in length of 

the programmes, thirty-one by comparison with twelve items, which rela

tes to the nature of the different events, the other most evident 

difference is the extent of traditional instrumental music in each 

performance. In the art college concert it accounts for over fifty 

per cent. In the St. John's GAA club performance, which is represen

tative of the majority of the group's performances, including their 

concert performances in Catholic areas, the percentage of instrumental 

music is less than twenty per cent. In the concert they are presenting 

themselves as a serious-minded traditional music folk group. The only
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Case 17: A Comparison of Two Wolfhound Performances

Concert, Belfast College of Art: 18th October 1973

I Planxty Irwjn and the Musical Priest 
R * Follow me Up to Carlow
I Blind Mary
F Carrick Fergus
I Se Beag Se Mor
P Sweet Georgia Brown
I Planxty and Lord Insaquin
0 The Bold Orange Heroes of Comber
PF Does Your Hair Hang Low
R* Henry Joy
I Carol in's Concerto
I Spalpeen's and Morrison's Reels

Folk Night, St. John's G.A.A.: 6th January 1973

R The Man from Mullingar
I Me and Bobby Magee
I Carol in's Concerto
F Santiana
F Liverpool Man
P Help me make it through the Night 
I Sligo Maid and the Vicars Knickers
F Tally Ho hark away Renard the Fox
R The West's Awake
R The Man from the Daily Mail
F Sir Patrick Spens
R Ireland Divided
F New York Girls
R Follow me Up to Carlow
F Carrick Fergus
I The masons Apron
I Fairport medley of 'Liege and Lief
R Over the Wall
F The Spanish Lady
R Our Lads in Crumlin Jail
I Soldier's Joy/The Fairport Slip Jig
F The Old Triangle
F The Hog Eye Man
R The Broad B.lack Brimmer
R The Ashtown Road
R The Boys of the Old Brigade
I Sligo Maid/The High Reel
R London's Derry
R The Belfast Brigade/We're on the One Road 
R Free the People
R Tom William's
KEY: P = Pop, F = Folk, R = Rebel, * Categorization is uncertain. In 

the text I suggest that although an early rebel song, 'Follow 
me Up to Carlow' may now be classed as folk.
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popular song included is the relatively sophisticated, jazz pop 

song ‘Sweet Georgia Brown1, by comparison with the big contemporary 

pop hits of Kris Kristofferson, ‘Me and Bobby Magee1 and 'Help me 

make it throgh the Night' which are included in the St. Paul's pro

gramme. Of the four other songs included in the art college programme 

only one is humorous, 'Does your hair hang low', and occurs towards the 

end of the programme by which time the group would have been able to 

establish the taste of its audience. By comparison the St. Paul's 

event begins with the very racy and humorous rebel related song 

popularized by the Dubliners, 'The Man from Mullingar'.

The other very apparent difference is the preponderance of rebel 

or resistance songs in the St. Paul's performance, of which they make 

up almost fifty per cent of the entire programme. It is worth consider

ing in some detail the remainder of the songs in the art college pro

gramme for in other circumstances I might have categorized two of them, 

'Follow me Up to Carlow' and 'Henry Joy' as rebel songs or resistance 

songs. In the context of the concert in question I would not catego

rize them as such, but rather as folk songs. They fall into that 

category of Irish Nationalist song which would have been acceptable even 

to the purist and/or Ulster folk song oriented adherents of the 1960s 

folk revival. While not passing the test of anonimity, 'Follow me Up 

to Carlow', written by P.J. McCall (1861-1919) has an authentic sound

ing folk tune and was recorded by the 'acceptable' folk group Planxty.

It was thought that their piper could be categorized as a traditional 

rather than a revival musician. The tune of Henry Joy was also accep

table as folk music. It was the tune of the Irish song 'The Singing 

Bird'. Both songs too qualified for designation as historical folk songs
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rather than contemporary relevant political songs because of their 

'antiquity'. 'Follow me Up to Carlow' is on the subject of the vic

tory of Feagh MacHugh over Lord Deputy Grey at Glenmalure in 1580 

and the subsequent march to attack Carlow, in the county of the same 

name. It is not a battle that figures prominently in Irish history 

books nor in popular oral history (although the continued singing 

of the song may well change that). 'Henry Joy' is in praise of the 

Belfast member of the United Irishmen who led the 'rebel' forces 

when they captured the town of Antrim from the British garrison in 

1798. He was courtmartialed and hanged in Cornmarket, Belfast,

17. July 1798. While Henry Joy McCracken figures prominently in the 

history of Irish Republicanism, particularly in the north, the song 

becomes more palatable to a non-Republican audience, not only because 

of its antiquity but also by the fact that Henry Joy was a Protestant 

Republican at a time when there was a strong liberal and Republican 

tradition among northern and particularly Belfast Protestants (see 

chapter 2 ). He was a member of one of the most notable commercial

families in the city. The inclusion of 'The Bold Orange Heroes of 

Comber', an Orange song reputable in the folk world (see chapter 2 

adds a definite stamp of 'balance' and<;non-sectarianism'>to the per

formance.

A further dimension to the equation lies in the fact that the 

tune of this particular Orange song is the same as that of the Repub

lican song of the War of Independence, 'Come Out You Black and Tans', 

which was itself updated in the song written on the subject of Bloody 

Sunday, 30’ June 1972 (first line 'Come out you British Huns...). This 

latter song was recorded as a single by the group in question, the
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Wolfhound, in the previous year. At this concert they performed none 

of their 'chart-toppers'.

Irish Traditional Music and Politics

In this cahpter I have concentrated thus far on the political 

role of song. Throughout the work I have, however, inferred that 

folk music in general became in some sense politicized. In this 

section I wish to discuss briefly the relationship between Irish tra

ditional music and politics. In doing so I locate traditional music 

within the more general concept of Celtic Culture. The regular inclu

sion of Irish traditional instrumental music in the programme of folk 

groups contributed to the increased popularity of Irish traditional 

music at this time, some of the people in the folk group's audience 

would 'graduate' to a deeper appreciation of Irish traditional music 

and seek to hear more; they would start to go to session pubs and to 

the few new Irish music oriented folk clubs such as those organized 

in the Old House in the Lower Falls. Others in the audience who pre

ferred the other aspects of the folk group repertoire did gain some new 

appreciation of Irish traditional music. Most people no longer dis

liked it. It is important to reiterate that exposure of traditional 

music on such a scale and to a predominantly working-class audience 

was new. Appreciation of traditional music had been the preserve of 

an esoteric elite.

This new appreciation of the music was a part of a more general, 

if relatively small-scale Celtic revival which included also an increa

sed interest in the Irish language and Irish history. An important 

impetus to this revival was the fact that internees, given educational
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recreational facilities, asked for courses in the above topics. Irish

became the secret language of the prisoners. This revival was then

quite overtly political. Although only a very few people started to

learn the language, the language took on a symbolic significance, new

born babies were given Irish names, a whole new range of names entered

the common pool and another new practice was that Irish spelling

replace the previously anglicized spelling. Street names were changed

to Irish names often commemorating people associated with the fight

for Irish freedom, this activity was illegal, in breach of the 1949

legislation. Isolated Irish words entered the English vocabulary
^ /

such as 'scoraiocht' meaning 'an evening pastime or party'. (0 Donaill, 

1977)

Such house parties became part of the ever present fund-raising 

activity, people paid a small entrance charge and light refreshments 

were provided; there was also usually some music and drinking. Local 

festivals now included 'fleadh cheol'.

An appreciation of Irish music was a part of this general new 

appreciation of things Irish. It was part of an expression of a new 

identity, for some music can become^and be used as^a symbol of group 

identity (Blacking 1980:35). Many of the new young people who became 

involved in folk music, as group members and/or aspiring traditional 

instrumentalists did so under the influence of this general cultural 

and political revival. They felt that participation in the music was 

a personal political statement about their Irish nationalistic identity. 

It is important that the national identity associated here with tradi

tional music is recognized as 'celtic' for it must be distinguished 

from the 1960 s revival of instrumental and other traditional music,



498

which, I argued in chapter 6 had a strong 'Ulster' identity asso

ciated with its dominant faction. The tolerance of the music of the 

'other tradition', which characterized another strand of the folk 

revival, had also gone: Celtic culture was Irish culture.

I have argued throughout the discussion of the post-1969 period 

that political organizations were not involved in powerful manipula

tive roles. Much of the musical development which I am describing 

was, in a sense, spontaneous and derived from the peoplej a point 

which shall be elaborated in some detail in the following chapter. 

Political organizations of course encouraged developments which they 

interpreted as beneficial to their cause. The Official Republican 

movement were in the process of developing a policy on 'culture'.

In a Repsol pamphlet (No. 2), 'Culture and Revolution in Ireland'

(Coin 0 Murcht/, 1971) the movement presents reflections on the question 

of culture and revolution culminating in a ‘Manifesto of the Cultural 

Revolution in Ireland'; excerpts from this work are reproduced in 

Appendix 9 . The ‘Falls Road Fleadh', the first fleadh cheol in 

Belfast, was in fact the brain child of the local Official Sinn Fein 

education officer, Desi O'Hagan.

Case 18: The Workers Fleadh: Political Music, Folk Music or Popular 
Music?

On 1st May 1970 the Republican clubs (Official Sinn Fein) 
organized a 'Worker's Fleadh' in the Falls Road area of 
Belfast. It was popularly known as the 'Falls Road 
Fleadh'. Its 'fleadh-like' characteristics were a concern 
for Irish traditional music which attracted musicians from 
outside Belfast. There were pub sessions, street sessions 
and concerts: the Dubliners and Ewan McColl and Peggy Seegar 
had been booked. On the other hand there were no competitions, 
at least of traditional music, a defining characteristic of
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Choltas fleadh cheol: there were non-musical competitions, 
including a bicycle race. Choltas Cheoltari Eireann took 
out a large advertisement in the Catholic Belfast morning 
newspaper disclaiming association with the event. 20

1Sectarianization1

In chapter 7 I indicated the effect of 'the troubles' on mobi

lity and social life in general. Musicians who played traditional 

music were also specifically affected by 'the troubles' because of 

the now politically relevant, increased association of their 'past 

time' or 'life's interest1 with Republicanism and Catholicism.

This factor, in combination with the practical difficulties involved 

in travelling, and the dangers involved in participation in mixed 

company, in being in the 'wrong' kind of area and in finding new 

venues to replace those which had been blown ^up closed down, 

severely curtailed the public life of many musicians. Some moved 

away from Northern Ireland, others tried to keep up their musical 

activities and others simply stayed at home.

Case 19: A Belfast Piper

A piper and fiddler originally from Rosslea in County 
Fermanagh who had been living in Belfast for some time.
He had recorded an album on the Topic label with the 
dulcimer player John Rea. He was a Catholic who lived 
in a predominantly Protestant neighbourhood.

Since the beginning of 'the troubles' he had not played 
much publicly, the situation made him very nervous.
One night on returning home from having played publicly 
he was stopped by British soldiers and searches. One 
Scottish soldier, having identified the uileann pipes, 
requested a tune. It would have been unwise for him to 
have complied with the request given the religious com
position of the area. The incident upset the musician 
very much and contributed to his decision to stay at home 
and terminate much of his musical activity.
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The situation was perhaps more difficult for Protestant musicians. 

Of the two major session pubs in the city, Pat's Bar continued to host 

religiously mixed sessions. The Old House in the Lower Falls area 

became associated with the Official IRA - 'a Stickie Bar1 - which 

deterred many Protestants. While retaining its reputation as a session 

bar other forms of more popular entertainment were introduced and the 

singing of rebel/resistance songs was commonplace. The most pres

tigious session to develop in Belfast during this period was on a 

Thursday night in the O'Donovan Rossa GAA club which was situated yet 

further into the heartland of Catholic West Belfast, close to one of 

the oldest IRA clubs in Belfast, the Felons club.

I present below a case study of one Protestant musician which 

reveals some of the effects on him as a musician, of the changes 

brought about by 'the troubles'.

Case 2o : Philip Courtney

Philip Courtney was a middle-aged Protestant musician, a flute 
and tin whistle player who delighted in Irish traditional 
music. He had been involved since the beginning of the folk 
revival in Belfast, attending the folk clubs and sessions which 
emerged at that time. He was also a regular attender at 
Cuman Cluan Ard, an organization for the promotion of Irish 
culture which considerably predated the 1960 s revival (see 
chapter 6

He had learned to play the flute from his father who had learned 
from his father, who had learned from his father, a flute player 
and a fiddler. Philip had brought up his own children in a 
musical environment, and most of them learned to play an instru
ment. There were often visiting musicians in their home and 
they in turn would visit and play in the homes of other musicians. 
From a young age they attended fleadh cheol. His oldest child 
became all Ireland champion flutre player in her age group. It 
angered him that 'the people from the museum' considered his 
children to be 'revivalists', not 'traditional musicians'. He 
said that his interest in traditional music had always caused 
him to be ostracised, to some extent, among Protestants. A 
problem augmented, he said, by the fact that he read The 
Irish Times which he considered a superior news paper.
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Philip was a regular, unobtrusive and valued player in many 
sessions, including the Pat's Bar and the Old House session. 
When a number of his close musical associates started to go 
to 'the Rossa' (O'Donovan Rossa GAA club), and built up a 
session there he did not partake.

I conclude this case study by relating an incident involving Philip 

Courtney and other musicians, some of whom were Catholics and others 

Protestant. The incident throws light on the dilemma of Protestant 

musicians who attempted to continue operating within the newly deve

loping folk music scene in the Catholic communities of Belfast.

Case 20: Philip Courtney (continued)

Phil ip was involved with the group of musicians who became known 
as 'Na Leaids' (see chapter 8 )• The case in question concerns 
a folk concert in which these musicians were to participate as 
part of the Ballymurphy festival in Catholic West Belfast. The 
religious composition of the fluctuating group 'Na Leaids' varied 
but usually up to half of the members were Protestant.

A recently formed local video-film group had decided to film 
various events in the festival. They had just finished filming 
a 'tug of war' contest and begun to make preparations for film
ing the concert. 'Na Leaids' were scheduled to appear first.
The potential problem became evident when one of the musicians 
approached me to express concern about the appearance of the 
film crew and to ask for further information. The musician 
knew at least one member of the film crew as a consequence of 
their common participation in social networks beyond the local 
community in question. I explained what I knew of the matter. 
Then one of the film crew approached the director of the film, 
and in my presence explained angrily that certain of the musi
cians were refusing to be filmed. It was apparent to me that 
the musicians 'causing the trouble' were some of the Protestant 
members of 'Na Leaids'.

Since I knew members of the film crew and members of the folk 
group I was requested by the former to intervene. It emerged 
that one of the Protestant members of the group was extremely 
anxious not to be filmed. His place of work was one hundred 
per cent Protestant and he feared that there should exist a 
visual record of him playing traditional Irish music 'in a 
place like Ballymurphy'. In the course of conversation it was 
revealed that another of their members who played the bodhran, 
never accompanied them when they were playing in venues in
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Catholic areas. When 'Na Leaids' did appear on stage three 
of their four non-Catholic members who were present, did not 
appear on stage, including Philip Courtney. So depleted were 
they that they had to augment their number with a bodhran 
player from the general company.

CONCLUSION

Some aspects of the political dimension of the new entertainment 

were considered in chapter 7. In this chapter I have concentrated on 

the relationship between music and politics in a process of 'politici

zation1 which, in relation to rebel songs in particular and also to 

Irish traditional music and even to aspects of folk music in general, 

may be conceived of as a 'political revitalization', as they were 

transformed from artefacts of 'folk culture' into songs and music 

vibrant with contemporary political meaning. The nature of the 

'politicization' in formal terms, in terms of ideology constructed 

through song, was republican. Given the contradictions in Northern 

Irish society and within the domain of folk music discussed in chapter 

6 another aspect of politicization was 'sectarian'. I have examined 

these processes by looking first at the record industry; the content 

of the records made and also the increasing politicization in their 

presentation has been examined in an analysis of the record sleeves.

In this chapter performance is partially analysed: specifically 

song content, so as to reveal the role of song in the production and 

reproduction of republican ideology including the republican 'past 

in the present'. The political nature of the style of the performers' 

delivery of songs in performance has also been considered. In this 

chapter the continuing case of Queen's Folk Music Society provides a 

condensed version of the process of politicization as it changed from 

folk club to a venue bearing striking resemblances to the social clubs
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described in this thesis, which were normally located in Catholic 

working-class areas. QUB Folk Music Society also provided ethnography 

exposing graphically the difference between folk club and local club 

in a very direct confrontation between highly politicized singer and 

a typical folk club audience. Finally the joint English Society/

Folk Music Society venture illuminates the 'folk culture' attitude to 

political music. It is still thought of and dealt with as a heritage 

for middle-class folk enthusiasts 'to plunder' for their own purposes, 

which, as in the 1960s, were to present 'a balanced', 'non-sectarian' 

evening of 'serious' entertainment. If the songs were identified with 

by the performers it was as 'folk songs of the common people' irrespec

tive of their 'politics'.

Politicization of folk song in the historic specificity of 

Northern Ireland included a sectarian dimension affecting the lives of 

individual musicians. Some aspects of this problem have been conside

red in the final section of this chapter.
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CHAPTER 9 

NOTES

1. The implication that 1969 was not the only time when rebel songs 

were resistance songs, a notion implicit too in the chapter title, 

refers to periods of previous struggle, which consideration of the 

song texts, as well as historical accounts, reveal as periods when 

the new songs were produced and updated. Each such period is 

historically specific and it is the historic specificity of the 

1969 period that is of concern to this thesis. My area of study 

does not extend to the 1961 or the 1798 risings. I have, however, 

argued that no IRA campaign since the formation of the Northern 

Ireland State has had comparable impact. Songs may have been 

produced about the border campaign but they never reached the size 

of audience that the songs of the 1970s reached. Yet for some 

people at that time (1957-62) they were resistance songs.

2. John Shepherd notes this point as a more general contradiction

'Considered purely quantitatively, some forms of "popular" music 
(eg., black modern jazz, some progressive rock) are distinctly 
unpopular.1

John Shepherd et al, Whose Music? A Sociology of Musical Lan

guage, London: Latimer New Dimensions Ltd., 1977.

3. Go Deana Dia Trocaire Ar a Anam, an Irish language expression 

meaning 'God Have Mercy On Him'.

4. 'Mother England loves us still' is a line from the Peadar Kearney 

song, 'Whack Fol The Diddle', reproduced in The Tri-Coloured 

Ribbon: Rebel Songs of Ireland (Dublin: Waltons Publications Ltd

1966).
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5. RA is an abbreviation for the IRA. This phrase occurs in 

Case

6. 'Youse' is the local dialectal form of the pronoun 'You1 

plural.

7. Comparable internal terms are 'Freedom Fighters' and 'People's 

Army'.

8. See Ruth Finnegan, Oral Poetry: Its Nature, Significance and 

Social Contest, (Cambridge: Cambridge University Press, 1977), 

p. 148.

9. 'Barrack Wall' refers to the New Lodge Road area in North 

Belfast, which is located near the site of the old Victoria 

Barracks. Parts of the barrack wall still remained.

10. Beal an Atha Buidhe, the Irish form of Yellowford. The 

Battle of Yellowford (1598). Sir Henry Bayenal marched with 

about 5,000 men to relieve the Blackwater Fort and was defeated 

and killed in an ambush, by the army led by O'Neill and O'Donnell. 

Pieter's Hill is where an engagement took place during the Boer 

War, (1899).

11. Peters Hill is located in the oldest Catholic part of Belfast 

near Smithfield and Carrick Hill. 'Andytown' is an abbreviated 

and commonly used form of 'Andersonstown', a Catholic area in 

East Belfast.

12. 'The First Cork Brigade', dating from the Civil War, is a five- 

verse song which may therefore be older than 'The Belfast Brigade' 

version. It is reproduced in James N. Healy (ed) Ballads from the 

Pubs of Ireland (Cork: The Mercier Press, 1965), p. 105.

13. The role of the audience will receive greater attention in the 

following chapter.
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14. There is not a significant difference between a performance in 

a 'Stickie' or a 'Provi1 club. That this should be the case is 

implicit in chapter 8 • However certain songs would be heard 

more in one or other type of club.

15. The 'university area1 is designated 'neutral' according to the 

British army map of Belfast Religious Areas (c. 1972), in which 

Catholic areas are coloured green, Protestant areas, orange and 

the rest yellow. The University area is shaded yellow.

16. By comparison with club performances, the non-rebel content 

of the performances contained slightly less pop music

and slightly more folk music.

17. Cecil Patterson was a Special Branch man, shot dead in Ardoyne 

during the early Troubles 1969-.

18. For example 'Soldier', a song about an incident involving an 

explosion in the Springfield Road RUC Station in 1973, in which a 

soldier was killed. The focus of the song is the young soldier 

who threw himself onto the bomb, presumably in an effort to pro

tect civilians at risk. The song elaborates on his last thoughts 

which include idyllic memories of home and puzzlement at what to 

him is the inexplicable, inhuman behaviour of the Northern Irish 

people.

19. 'Henry Joy1is a Belfast street ballad written about 1800. See

Bliain Na Bhfrancach Songs of 1798: The Year of the French, 

(Dublin: Duchas 1982), p. 27.

20. See Appendix 8.
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CHAPTER IQ

TOWARDS WORKING-CLASS APPROPRIATION

In the previous chapter the description of the process of 'poli- 

tization' augmented and modified the perspective on the new developments 

in entertainment in Catholic areas of Belfast which was presented in 

chapter on 'popularization'. In the present chapter another and final 

dimension of elaboration is added. Its main focus is 'the audience', 

the majority of whom were working-class people, and their relation to 

the musical phenomena under discussion. It is suggested that during 

the early 1970s they exercized a considerable degree of power in 

determining what they should hear. At many levels they had access to 

intervene in the process of production of entertainment and ideology.

THE RECORD INDUSTRY: ACCESSIBILITY

While Outlet, the main recording company involved in the produc

tion of rebel songs at this time, was a private, commercial company 

it was also operating in a political capacity (see chapter 9 ). It 

was a small, local and accessible company. It was situated in the heart 

of the oldest Catholic area of Belfast, Smithfield, and in and around 

Smithfield Square were situated the owner's business premises; office, 

recording studios and retail outlet - a record shop. It was an area 

of the city centre defined as 'Catholic'; there were still some fami

lies living in this inner city slum area. The second-hand market, 

Smithfield market, attracted considerable numbers of people to the 

area; the city bus station was also situated in the same area. It lay 

between the foot of the Falls Road and the Shankill Road, but was

507



508

defined as part of the former.

The bars in the area were patronized mainly by Catholics and 

were among the first bars to be blown up or burned out in the early 

stages of ‘the Troubles' (1969- ). Those that survived had among

their customers, many of the individuals concerned in the recording 

industry, for some of the 'shibeen1 companies too were situated in 

the same area. There were also several record shops in Smithfield 

market. Members of groups and some folk enthusiasts too frequented 

the local bars. Kelly's Cellars, Belfast's oldest pub (featured on 

the sleeve cover of The Best of the Wolfhound, Appendix C ), was 

located close by and was frequented by many involved in ‘folk music' 

as business and/or pleasure. Kelly's Cellars was not a session pub, 

but many of the people who drank in Kelly's Cellars also frequented 

session bars, Pat's Bar, the Old House and many others. Such bars 

(and clubs) were predominantly working-class and located in working- 

class areas.

Origins and Nature of Songs Recorded

While there were professional song writers in the sense that 

the transmission of song from composer to recording company involved 

a monetary transaction, many of the song writers were working-class 

local people*song writing did not support them. Many of them also 

were singers, or musicians in groups; Pat McGuigan wrote 'The Men 

Behind the Wire' and 'Bring Them Home' both recorded by his own 

group. Barleycorn; he also wrote 'The Boys of the Old Brigade' which 

the Wolfhound recorded. Barney McEl vogue was a prol ific local song wri

ter who had been writing contemporary songs since the folk revival of
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the 1960s. While he and some songwriter/musician/friends made some 

IPs featuring their own compositions only a few of their songs 

entered the mainstream popular audience via the local groups (see 

Chapter 9 ), one of them was recorded by Blackthorn, 'The Lid of

my Granny's bin'. Eamonn Largey of the Flying Column composed 

‘Provo Lullaby' recorded by the Wolfhound, and a member of the Free

men wrote their' Helicopter Song' which they recorded as 'The Flight 

from Mountjoy'.

It seems likely that Outlet's venture into the production of 

singles which commenced with 'The Men Behind the Wire' was in res

ponse to a very directly expressed public demand. After ‘every 

incident' the recording company was inundated with song lyrics and 

accompanying tapes. In the case of songs not written by 'professional 

song writers' the origins of songs are not easily traced. The song 

‘Over the Wall' subtitled 'The Crumlin Kangaroos' was recorded by the 

Wolfhound in 1972 and on the single the Wolfhound are also cited as 

author/composer. On the other hand several people told me of having 

heard the song for the first time at a concert given by the Flying 

Column. During the performance the song, written out on a sheet of 

paper was handed up to the stage from the audience and it was requested 

that Eamonn Largey should sing it, which he did.

'The Ballad of Billy Reid' recorded by the Freeman in 1973 is 

featured on the 'B' side of the 'Flight from Mountjoy' single. It is 

the 'A' side which marks a contemporary event, Billy Reid had died 

some time previously, 15 May 1971. During the course of my fieldwork 

I visited many schools in Belfast and recorded children singing, and 

saying rhymes. It was during a visit to St. Thomas's secondary school
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on the Whiterock Road in Catholic West Belfast that I first heard the 

words of 'The Ballad of Billy Reid', it was recited to me as a poem 

by a twelve year old boy, Thomas Reid, a nephew of Billy Reid. He told 

me that the poem had been left on the open coffin the night before the 

funeral when the body had been ‘laid out' for friends and neighbours 

to come and 'pay their respects'. The author/composer acknowledge

ment on the record is 'Lyons', a name which does not occur on other 

recordings.

There was not therefore any great social distance between recording 

companies, song writers, groups and audience. Neither was there any 

great divergence of interests. In a sense the recording company can 

be thought of as having put its services at the disposal of the local 

people. Their intervention, when they suggested that the ACRC scrap the 

anti-internment song that they devised and instead approach Pat McGuigan, 

a professional song writer who substituted 'The Men Behind the Wire', may 

then be interpreted as their offering useful professional advice on the 

best way for the organization to get its message across, rather than 

simply an economic decision concerning marketability and profits.

While undoubtedly the recording company was responding to market 

demand in other parts of the word (see chapter 8 ), particularly in their 

LP production, there is evidence that they were responding also to the 

small local market even when its needs differed from those of the former. 

Their release of a single featuring two songs about the revered Official 

Republican leader, Joe McCann, sung by a completely unknown middle aged, 

female singer, from the Markets area of the city, Margaret Power illus

trates my point; there were several reasons why Outlet's decision to 

produce this record might be considered economically 'risky'.
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Consideration of the case also illustrates an aspect of the role of 

working-class people in local entertainment.

Case/Zl; Margaret Power and 'the Joe McCann single'

The single was released in 1973. The 'A' side was 'Big Joe McCann' 
which is analysed, as a contemporary hero-martyr ballads in chapter 
5 . It tells of 'our hero's' death on 15 April 1972, at the hands 

of British soldiers with Special Branch compliance. It promises 
revenge for Joe McCann and that his name will always be remembered.
It was written by Margaret Power who also recorded it. The tuneis 
that of a rebel song of the 1920s 'Flag of Sinn Fein'.

The 'B' side, 'Battle of Inglis', commemorated a famous gun battle 
fought during the first internment swoops. Joe McCann with a small 
group of volunteers, took up positions in Inglis's bakery in Eliza 
Street from which they held off an assault by British soldiers. The 
action enabled the people to erect barricades in the Markets area and 
gave wanted men in the area an opportunity to escape. The name of 
the author/composer cited on the record is Logue. The song is very 
closely based on a Glasgow Irish street ballad 'The Smashing of the 
Van', (see Appendix 1).

As described above the subject matter appears as perfect material for 
the Republican song tradition, and for a commercial record, although 
it may be somewhat 'particularized' and 'localized' for, for example, 
the American market, it might seem acceptable. The problem, as far as 
the local market was concerned, was the IRA split. I have suggested 
that 'the split' did not figure prominently in the songs performed 
during this period, at least in any formal fashion. (1) The produc
tion of records which in any sense raised the issue of 'the split' in 
a way which could be interpreted as partisan would seem to be econo
mically unsound since it might limit the potential market.

The songs did not make any direct reference to the fact that Joe 
McCann was a member of the Official IRA (although some variants 
sung in the clubs did make this specific). (2) 1973 was the year in
which direct reference to the Provisionals began to be made in the 
records, (see table 16), it reflected not only their more active 
involvement in 'song worthy' political behaviour, but also the fact 
that the Provisionals had won the internecine in the sense that they 
were growing in popularity and numbers at a much faster rate than the 
OIRA. It was in relation to this latter fact that the market for the 
record may have been limited. The song in commemoration of PIRA man, 
Billy Reid, who died in 1971 was released in the same year as the Joe 
McCann single, but featured only as a 'B' side to the escape song 
'Flight from Mountjoy'. As in the Joe McCann song, the particular IRA 
allegiance of Billy Reid is unspecified.
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While there continued to be strong feeling concerning the IRA split, 
the intensity was not so great as to preclude some members of the PIRA 
turning out on the day of the funeral of Joe McCann in a separate 
parade. And as mentioned above., the 'Battle of Inglis's' was a 
joint action, although this fact is not acknowledged in this particu
lar song. It is here suggested that in some respects the subject mat
ter of these two songs: 'Big Joe McCann' and 'The Battle of Inglis' 
was not compatible with profit maximization.

The singer of the song, Margaret Power, was unusual, in the context 
of rebel records of the 1970s, for several reasons all of which might 
be thought deleterious to the commercial success of the record. All 
male folk groups ranging in age from teens to mid thirties dominated 
the record scene and played an important part in popularizing rebel 
songs. Margaret Power was a grandmother who sang in her local club in 
the Markets area of the city. She did not sing professionally, she 
sang, as other members of the audience might sing, as a 'floorsinger' 
(see case22 )• She was not commercially 'packaged' as a 'star', nor 
did she ever become one. She made no other records.

Her singing style and the style of the songswere also at variance with 
the norm in some respects. Her style was quite distinct from the folk 
group style of singing. It resembled more the singing style of tra
ditional singers, particularly the Scottish traditional singer Jeanie 
Richie. In fact her singing style was typical of many 'crooner' 
influenced people of her generation. It was a style common to many 
working class people who sang as floor singers in the clubs and fea
tured what Richard Hoggart describes as 'the big-dipper' effect 
(Hoggart 1960:123). While most rebel records of the period were cate
gorized as 'folk' by the recording companies, this single is designa
ted C/W which indicates 'country and western'.

The literary style of both songs is also remarkable. Not only is the 
subject matter extremely particular and local, but the language in which 
the songs are written is particular to Belfast working class people, 
such as the use of the possessive pronoun in:

'We'll always remember our Big Joe's name'
(Big Joe McCann)

the inclusion of the proposition 'for' in:

‘When all Special Branch men we vowed for to slay1
(Big Joe McCann)

the use of the grammatically incorrect tense in:

'Here's to the lads who done it'
(Battle of Inglis)

The pronounciation of 'Inglis's' is in Belfast style, pronounced 
'Englishes', and there is a Belfast colloquial phrase 'to show one's 
ignorance' used in the last line of 'The Battle of Inglis':
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'They murdered young Billy McKavanagh 
A lad just nineteen years 
But they only showed their ignorance 
To big Joe and his volunteers.'

A performance situation in which these songs were sung by Margaret 
Power is analyzed in the latter part of this chapter.

The Recording 'Artists'

Not only Margaret Power, but the folk group members too were 

accessible, they continued to be working class, local people. Although 

their promotion and publicity organized by the recording company con

tributed to making them more popular and better known, they did not 

become 'stars' in the true 'popular culture' meaning which stresses 

individuality, even within groups. Some group singers and musicians 

emerged a little as individual performers that audiences wished to 

hear, but it was 'the group' as opposed to the individual which gained 

success. Throughout this period, as mentioned above, it was common 

for group members to 'fill in' for one another involving them in play

ing in groups other than 'their own'. They were in a sense inter

changeable.

My understanding of this data is that the songs were more impor

tant than the performers. It is reflected in the kinds of records pro

duced for although there were many featuring a group there were also 

many records produced on which the performers were only specified in 

small print on the back sleeve. The important information on the 

front was that these were rebel songs, who sang them was less signifi

cant, they were frequently referred to as 'various artists'. Again 

this distinguishes these records from pop records where a song sung by 

others than the particular artist who is associated with it^is thought
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to be inferior. While not every stylistic interpretation of a song 

was equally acceptable, the range of acceptability was wider than in 

pop music, and most importantly, acceptability was not confined to 

one performer's version.

Recording Technology

Another factor which differentiated the rebel records from pop 

records was the relatively low level of technology and cost, involved 

in their production. Paul Willis cited as a crucial stage in the 

development of pop, the technological advances which resulted in a 

recorded version of a song becoming vastly superior to the 'live' 

version (Willis, n.d.:21). This was not so in the case of many of 

the rebel records produced in the early 1970s. The musicians in the 

group usually provided the only accompaniment, occasionally a few 

additional musicians might be used. Experienced groups like the 

Wolfhound and Blackthorn were able to take on the role of producer 

and director of their own records, and they did.

This material on the recording industry reveals a relatively 

unalienated process of musical production by comparison with the large 

scale commercial pop industry. It can be seen that the interests of 

Belfast's Catholic working class were instrumental in the production 

process at several levels. Another important point stemming from this 

material is that it was possible for the non-professional, the person 

who just felt like singing, to sound not unlike the recordings, parti

cularly if they had a little expert musical backing.



515

PERFORMANCE AND PERFORMANCE CONTEXT

In Chapter 6 I characterized different types of performance situa

tion pertaining to 'folk' or 'pop' culture. One of the variables to 

which significance was accorded was the relationship between audience 

and performer: the degree of distance maintained, opportunities for 

audience participation, the extent to which the performance was the 

sole or main focus of the evening's activity etc. In the following 

chapter I tried to show how folk groups had to become responsive to 

an audience previously unfamiliar with folk culture and more attuned 

to the commercial world of popular culture. The process involved was 

a dynamic one whereby the expectations and behaviour of both folk group 

and audience were transformed. Chapter 9 analysed the songs and their 

performance as political phenomena. It was demonstrated that the songs 

and performance were neither simply esoteric, nor simply entertainment, 

the events had meaning to many and it was a meaning beyond^and wider 

than the meanings normally contained in 'entertainment' events. Yet, 

it was suggested, the fact of the 'entertainment' situation and plea

surable, musical atmosphere contributed to the successful transmission 

of aspects of republican ideology. In this chapter I wish to further 

explore the atmosphere of the performance context taking more account 

of the audience as performers, and also of non-performance aspects of 

the evening.

In structuring the thesis I have found it useful to separate to 

some extent folk group behaviour and audience behaviour, I have for 

example presented programmes citing song titles, song titles and per

formers intervening comments, but only in the analysis of one performance 

has serious attention been paid to audience behaviour. A major aim in
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this chapter is to rectify the partial description presented to date.

In writing about oral poetry Ruth Finnegan observes:

The nature and reactions of the audience itself must also 
be remembered. It needs to be borne in mind that the 
recognized style and delivery may include formal or infor
mal participation by the audience. The act of performance 
as a whole can compromise not just the solo poet's declama
tion, but formal rejoinders from one or more of the audience 
(church liturgy is one obvious example, but there are 
others); there is also often a specified chorus part, or 
recognized patterns of interjections, clapping, or even 
dancing by the audience ... this participation by the 
audience forms a recognized aspect of the whole occasion 
of the performance... (Finnegan 1977:122)

Audience Participation

Relationship Between Audience and Venue

Performance will be analysed to reveal both the informal and for

mal aspects of audience participation. In this chapter however my 

interest is wider than audience participation in performance, which is 

a part of the broader question of power.

It is necessary therefore to return briefly to the question of 

venues discussed in chapter 7 . It must be remembered that in many 

instances venues had been built up from nothing, often situated in 

derelict buildings in the aftermath of the devastation of the early 

troubles (1969), a key target of which had been local pubs and clubs.

A club which took over the premises of a defunct dentist's surgery 

was called 'The Sore Tooth', another club situated in Percy Street 

near the peace line was called 'The Sitting Duck1, then were was 'The 

Sweety Bottle', 'The Cracked Cup', 'The Hole in the Wall', etc. As 

'shibeens' graduated into clubs providing a wide range of facilities 

the entertainment venues proliferated. The development of clubs: CESA,
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IRA, Republican Clubs, etc. is dealt with briefly in chapter 7 . The 

important point for the purposes of this chapter is that they were 

organized by local people. Social clubs and public membership, in 

most cases there was a reduced rate for entertainment and other 

facilities for members. It was in the interests of local inhabitants, 

given the difficulties involved in seeking and finding alternative 

entertainment, to become members of their local clubs. Many people 

did. As such they became involved in the decision making of the club. 

As active members they influence decisions relating to which groups 

would be booked, they had a say in how much they would be paid and 

other conditions of their employment. And perhaps most importantly 

they had a say in the general running of the club. It was their club 

and there was no outside interest to lay down laws of conduct. Within 

the limits acceptable to fellow members they could behave as they 

wished. Even if people were not members, orjas members did^not make 

use of their democratic rights in the sense of attending committee 

meetings, people always knew someone who did, who was involved at that 

level, and to whom they could appeal and discuss matters. The clubs 

became important centres for the organization of community action. 

There had been no comparable equivalent except perhaps the parish 

structure of the Catholic church.

Not all entertainment venues were social clubs, but most people 

attended clubs as well as more commercial premises; some differences 

between clubs and other kinds of venues were noted in chapter 7 . To 

some extent the behaviour characteristic of the social club setting 

was 'diffused' to other venues. It is important to remind the reader 

that although the main focus of the study of Belfast entertainment in
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the 1970s is on the situation in which rebel music was transmitted, 

cabaret as described in chapter 7 was a prominent form of entertain

ment in the local areas. I have suggested that elements of cabaret and 

folk were brought together in the popularizing of folk music at that 

time.

The Folk Culture Model

Of these two elements it seems to have been the folk element which 

encouraged the large degree of audience participation in performance. 

The folk culture model described in chapter 6 subscribed to an integra

tion of performer and audience to the point of dissolving the distinc

tion: the involvement of audiences in choruses, and the institution of 

the 'floor singer' space were formal devices which encouraged the 

integrative process. At a more general level of ideology it aspired 

to, or at least regarded positively, a greater integration between 

'music' and 'life' entailing a breaking down of the limiting barriers 

which define music as, for example, part of 'high culture' or as 'light 

entertainment', both to be persued in 'leisure' time and to carry mean

ings appropriate for leisure time contemplation. In a sense the deve

lopment of the folk-cabaret performance situation achieved many of 

these aims.

It was not of course in response to folk culture ideology that 

such developments occurred, although it had its part to play. It has 

been the aim of this thesis to suggest some of the complex underlying 

strands which contributed to the emergence of such a form of 'enter

tainment'. The growth of local social clubs, which aided the emergence 

of, and helped give expression to, the new power, and consciousness of
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power, among Catholic working-class people, played a significant role.

Audiences participated because they wanted to, and as floor 

singers they contributed the songs they wished to sing. They called 

for what they wanted to hear and expressed strong displeasure when 

their wishes were thwarted. I have suggested that the folk culture 

model played a part: the audience responded positively to the relaxed 

informality of the folk group presentation; they enjoyed 'singing along' 

in verse or in chorus. The floor singer part of the evening was also 

well subscribed. But the elitist aspect of folk culture was repugnant. 

People were in a position to take what appealed to them and reject the 

rest. It was a situation very different from the esoteric folk club of 

the 1960s in which the informal rules for behaviour, including musical 

behaviour were laid down by an elite group, and where clapping at the 

wrong time or singing an inappropriate song (defined by the elite as 

non-folk) could cause embarrassment to the uninitiated. And looking 

further back it was also very different from the 'floor singing' part 

of the ceilidhe where again the rules concerning what was permissible 

material were established by an external group whereby the potential 

floor singer had to search through his or her otherwise total reper

toire and select what would be considered appropriate.

Relationship Between Audience and Group: Formal and Informal 
Intervention

In chapters I documented the extent and the type of discrepancy 

which existed between the wishes of the audience and the folk group, 

concluding that the point at issue was one of musical taste rather than 

political ideology. The term 'negotiation' was suggested to me;by a
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local freelance sound engineer, to describe the process whereby the 

group and the audience came to terms concerning the content of the 

performance. The informant had had considerable experience in arrang

ing the sound systems for many different groups in many different 

venues, and his job made him particularly susceptible to the nuances 

of this relationship since volume was sometimes used by groups as a 

means of controlling audience behaviour. Over a period of time this 

negotiation, which was essentially about the balance arrived at on the 

folk-pop continuum (with rebel songs defined as !pop') brought about 

changes in both audiences and groups. It was part of the process 

whereby folk became popular, and there are examples of 'negotiation' 

throughout chapters (see, particularly the case of Crossbow, which 

was in general an unsuccessful negotiation for both parties). In 

essence the group attemptedto give the audience what it wantedto hear 

while at the same time allowing themselves some musical stimulation 

and pleasure, these two aims were^ot in necessary contradiction. When 

a dilemma did exist musicians developed means of coping with it which 

are discussed in chapter 8.

The audience's power to negotiate was expressed in their manner of 

receiving the group. There was a much wider range of commonly accepted 

responses than in most performance situations; as well as more usual 

responses such as clapping in accompaniment, and after a musical item, 

and stamping feet, also in both capacities, there was a range of verbal 

behaviour more usually associated with hecklers and crowds at outdoor 

political meetings or football matches. If the audience was dissatis

fied members might hiss and 'boo', and shout abusive remarks such as 

'Get off!' or 'Go home!' or 'Who let you out?'. An important element
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in the audience's negotiation technique was the request. In some 

cases a request from a member of the audience might mean that the per

son liked the kind of material which the group was doing and that they 

wished to hear a particular example of the same type. Frequently how

ever the meaning of a request was: we do not like the material you are 

performing and we wish you to change it to another type of which this 

request is an example. The audience's most powerful means of express

ing disapproval was simply to ignore the group. This caused maximum 

discomfort to the performers^who would recourse to calls for order, or 

in cockney rhyming slang 'A bit of Free State border', and minimum 

discomfort to the audience since the cabaret situation provided other 

attractive diversions, primarily alcohol and friendly company. In 

extreme cases members of the audience might start up their own musical 

entertainment consisting of communal singing of a type they preferred.

The audience's means of expressing approval, which was less 

necessary in 'negotiations' were somewhat less varied. Appreciative 

order during the performance was most welcomed by groups, as were 

enthusiastic bursts of applause at the end of an item, which if it 

was slow, perhaps a hero-martyr ballad or a slow air, might be accom

panied by an initial sharp and audible intake of breath before the 

thunder of applause. Applause was sometimes accompanied by a cheering 

sound. Expressions of approval might occur also in the course of a 

song, there was a particular whistle of approval and expressions such 

as 'Go on ye' or 'Nice one'. Positive responses accompanying the play

ing of traditional instrumental music have been described (see page 

308 ). The degree of negotiation necessary decreased when audience and 

group became familiar with one another and settled into an amenable 

relationship.
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As well as these more informal audience interventions in perfor

mance there were others more or less formally required. Audiences might 

be requested to join in the chorus of songs or to 'sing along'. Certain 

songs involved the audience to say specific spoken phrases or to make 

other noises. The example of 'The Broad Black Brimmer' is discussed 

above with reference to the 'up-dating' process which group members 

engaged in in performance. The audience too shouted 'But not for 

long!' (see page482), and if a particular group did not include the 

phrase in their rendering of the song, it was more than likely that 

some members of the audience would take the initiative. ‘Provo 

Lullaby' required the audience to participate in various ways. The 

recording of the song by the Wolfhound featured the sound of gunfire at 

the beginning and end of the song and also during the chorus:

Go to sleep my weary Provo 
Let the time go drifting by
Can't youhear the bullets hummin' (sound effects)
That's a Provo's lullaby

It was customary for the bullet sound to be reproduced by the audience 

by gently striking two beer bottles together thus producing a 'clink

ing' sound. In the same song the groups sometimes left a silent 

space for the audience to fill in in the following verse:

I know the Peelers they give you trouble 
They cause trouble everywhere 
Some day you'll die and go to heaven 
There'll be no black ____  there.

The missing word refers to the police and audiences usually filled in 

the line with the word 'bastards'.

The non-political popular song, 'Silvest' entailed even more 

audience participation. It was not 'required' for the sense of the 

song; the Wolfe Tones' recording does not feature the two part echo
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format, but it became popular among many audiences. The audience's 

lines must be said quickly as they are squeezed into the ongoing song

rhythm. Here are two examples from the song in performance:

Group : He was my brother Si 1 vest 
Audience: What has he got?
Group : A row of forty medals on his chest 
Audience: Big chest

and

Group : He had an arm like a leg 
Audience: A ladies' leg
Group : And a face that would sink a battle ship 
Audience: Big ship

And the song 'James Larkinwhich although not a rebel song in the tra

ditional sense, became well established in the song tradition of the
3early 1970s as a consequence of Official IRA socialism, elicited a

particular audience response among certain audiences. The song tells 

of the 1913 strike in Dublin led by the founder of the Irish Transport

Workers' Union, James Larkin*, James Connolly enters the narrative in

verse four and the song goes on to deal with the events of 1916. 

Connolly was one of those executed in the aftermath of the 1916 ris

ing, he was also the main theorist of the Official IRA's position. It

was common in some venues for Connolly's entry in the fourth verse to

be greeted with a short burst of applause and cheers.

Floor Singers

The floor singer section of the evening provided a considerable 

space for audience participation. It normally occurred in the middle 

of the evening when 'the group1 was taking a 'break'. The length of 

time allocated to performers from the audience varied and in the clubs 

was as muchrelated to the number of floor singers who offered their „
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services as it was to consideration of a pre-set group programme. 

Neither was there any rigid restriction of the number of songs sung 

by individual floor singers. The nature of the material offered by 

the amateur performers was unvetted and it also was very varied: not 

only songs but monologues too were performed at this stage in the 

evening, and the songs ranged widely in content and style. Pop music 

and rebel songs predominated, although sometimes the 'pop' songs and 

the rebel songs were old fashioned.

The social composition of those involved in floor singings was as 

varied as the varied repertoire might suggest. Unlike the groups who 

tended tobe single sex and within the younger age bracket, floor 

singers ranged from the youngest to the oldest members of the audience, 

and men and women seemed equally represented in this category.

It was not unusual in local area social clubs for the floor 

singers to play quite a predominant role in the total performance.

In such instances it is appropriate to conceive of the floor singer 

space as a part of the performance equivalent in status to that of 

the group. The performance then became a three part structure with 

two 'breaks', the group featured in part one and three, the floor 

singers in the middle, part two. An example of such a performance 

had occurred in the context of a discussion of the degree of pop music 

included in the performance (see Case 7 ) upon which I now elaborate.

Case 22:: Floor singers. Republic Club, Lower Ormeau Road

In this performance the floor singers contribution is greater 
than that of the groups. In fact the performance is incom
plete. I missed the beginning of the group's performance. Even 
had it been complete the floor singer section would still stand
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as a separate and comparable unit of performance. In 
this particular case eleven members of the audience sang 
as floor singers; some in combinations of two or three.
The first floor singers were three members of the folk 
group Tara Folk who had been in the audience. Their pre
sence there was not by chance. They were obviously well 
known and well liked, and were in fact regular performers, 
as a group on other evenings in the club. In conversation 
their whistle player described to me how they had been 
playing there for some time and had 'got this club on its 
feet1, and had 'built up the audience'. The next two 
'acts' involved two different pairs of young men singing 
to guitar accompaniment. It is possible that they were 
involved in a local pop group, or aspired to be. Each 
set did several songs. Subsequent singers were less 
'professional' in their presentation and sang fewer songs.
All of the floor singers appeared to be known to the 
audience, most of them were local people.

Pop songs predominated in the floor singers choice of 
music. There were five rebel songs out of the total of 
twenty-one songs. The pop music sung was typical of the 
songs which would have been heard commonly on the radio 
at that time. The songs sung by Tara Folk were typical 
'folk group' songs of the time: the very popular ‘Ashtown 
Road', sung to the traditional slow air, 'The Snowy Breas
ted Pearl', 'Does your Hair Hang Low', the pop folk song 
popularized by the Wolfhound, and the rebel rousing 'Rifles 
of the IRA'. Of the other rebel songs, 'London's Derry' 
which opened the performance of the next floor singer was 
a song which told of the shooting of thirteen civil rights 
marchers by the British army in Derry two years previously.

'Battle of Inglis' (see Case 24 ) was of more particular rele
vance to the audience in the club that night for the Lower 
Ormeau Road leads directly to the Markets area of the city 
where Joe McCann carried out most of his work before he died. 
Inglis bakery was a five minute walk from the club, which 
was an official Sinn Fein club. Joe McCann would have been 
known personally to many of the audience and many too would 
have been affected by the events described in the song. It 
was particularly noticeable that almost everyone in the hall 
joined in the singing of this song, in chorus and verse they 
were word perfect. Some people were substituting 'Officials' 
for 'rebels' in the lines:

'A band of Market rebels 
Undauntedly did stand'

and 'Stickie' for 'Irish' in the lines:

'And sure every man who played his part 
Was Irish through and through'.
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The last of the floor singer songs was 'James Larkin' (see 
above page^U) a song which again expressed something of 
the character of the club, for Larkin was a socialist and 
the club was 'Official'. There was applause to mark the 
entrance of James Connolly in verse four.

In general floor singers received good order and appreciation 

from the rest of the audience. There were several reasons involved, 

among them the fact that, as in the case above, the floor singers 

might be better informed as to the tastes and the interests of the 

particular audience than the group, which in the case above was not 

a local group, they originated in a small town north of Belfast. The 

local people too enjoyed seeing their friends and neighbours perform, 

even if they did it unprofessionally and perhaps 'made a fool of 

themselves1. There was a strong element of humour in the floor singer 

spot often involving deliberate clowning. There was an atmosphere of 

communal pride and protectiveness for the performers whether brash or 

shy, humorous or serious, competent or incompetent. For example, if 

someone forgot the words of a song in the middle of their performance 

the audience would carry it on, giving the words, until they recovered 

themselves. Indeed such performances often received greater applause 

than others more competent. It was as if the assembled body was 

applauding itself for its part, and for the communal solidarity it 

expressed.

On some occasions one or two of the group musicians stayed 

on stage to provide accompaniment to floor singers. They put some 

considerable effort into this difficult and not always enjoyable task. 

In such circumstances the group were far removed from the image of 

'recording star' promoted on record sleeves, and were very much at the
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service of the amateur performers. I attended a pub event in the 

Short Strand area of Belfast which seemed to illustrate the extremes 

of this tendency.

Case 23 : Floor Singers, Tom Kelly's in 'the Strand'

The musical event described here was observed on Monday 5 
August 1974. Such an event had been taking place in the 
pub on a Monday night for two years, featuring the same 
singer and a local audience. At this event there was no 
folk group, the commercial aspect, the paid musician was 
Paul Devlin a young and proficient guitarist whom I had 
met previously. When I arrived at about ten o'clock (for 
I had been informed that the event started late), the 
upstairs lounge in which the event took place was less than 
half full. I was informed by the singer that it did not 
begin to get crowded until eleven or twelve o'clock and 
could continue until any time between one and three o'clock.
He started to sing.

Paul Devlin's repertoire consisted primarily of pop music 
and popular folk which he played and sang with considerable 
proficiency. The people in the room chatted quietly as he 
sang, there was no applause, yet no hostility. The atmos
phere was generally convivial. Between songs the singer 
chatted in a fami1iar fashion to those around him. He con
tinued to sing in a manner seeming to suggest that he was 
amusing himself, he changed his singing style several times 
in the course of a single song, and seemed to try out dif
ferent guitar accompaniments. It was as if everyone was 
putting in time, quietly waiting. The singer made an occa
sional joke: 'Excuse the hoarseness, I was out shouting at 
soldiers last night', but there was no urgency. He con
tinued to play and sing the kind of song which he preferred, 
which I had heard him sing in completely informal, uncommer
cial, domestic gatherings. They were very much the popular 
music of contemporary youth: James Taylor, Bob Dylan, Neil 
Young, Joni Mitchell, Maria Muldour; and some folk songs:
'The Blacksmith' in the style of the progressive folk group 
Fairport Convention and the Irish traditional song 'The Lark 
in the Morning'. People were beginning to join in quietly 
and musically. It was strange to me to see people in their 
sixties and seventies competently singing current and somewhat 
progressive pop music and folk music. They had been learning 
for two years.

Paul Devlin had indicated that the evenina would 'liven up' 
when the floor singers started. And it was the case; the 
beginning of the floor singer section coincided with another
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change in atmosphere achieved by replacing the raw white 
overhead lighting by soft red side lights. The first to 
sing was an old man who was visiting relatives, he was from 
Monaghan and he had obviously visited in the area before 
for he was well known to the assembled company. He sang a 
few country and western popular songs in which the audience 
joined in. 4 He was followed by a young married man from 
the area who sang two songs, the first a contemporary pop 
song, the second a song which he had written himself on the 
subject of Bloody Sunday: it was called 'Derry's Black Sun
day' and was based on a Joan Baez anti-war song recorded on 
a popular album. The next floor singer was an elderly man 
from the New Lodge Road, again he was well known to most 
people in the bar, he was later described as 'a real charac
ter' which in Belfast is an expression of approval and means 
someone slightly, but acceptably eccentric. He sang some 
rather old popular songs, converting 'Roses are Blooming in 
Picardy' to 'Roses are Blooming in Donegal', and incorporat
ing a lot of yodalling into his performance. His rendering 
of the popular old Irish songs 'Rose of Killarney' and 'If 
your Irish come into the Parlour' was accompanied by spon
taneous dancing, several couples waltzed and 'jigged about'.
He concluded his selection of seven songs with the American 
'Battle Hymn of the Republicl (not the Irish), 'John Brown's 
Body'; by this time everyone in the audience was singing 
along. The next floor singer was a young girl from the 
audience who sang one pop song, a Perry Como number.

After four singers and thirteen songs the audience were 
shouting out the names of other singers, some people were 
shy and refused the requests. Paul Devlin, the professional 
musician, was encouraging certain individuals to come up and 
sing, he knew from previous experience who might want to 
sing. Throughout this short interlude the man from Monaghan 
who had sang first was making it clear that he wished to sing 
again. For his second selection he chose all rebel songs, 
everyone joined in the singing which became difficult after 
the first song; perhaps because he had too much to drink, he 
sang 'Sean South' and 'The Patriot Game' to the tune of 'The 
Rifles of the IRA'. This debacle was followed by a very com
petent performance from another young local man who was a mem
ber of a group which played regularly in the bar on another 
evening. He sang the popular rebel song 'Ashtown Road' and 
a humorous and less generally well known song 'Barney Hughes' 
which tells of the role of the products of Barney Hughes'
Bakery (Catholic West Belfast area) in repelling the attack 
on Catholic areas in August 1969:

5
'Our armoured division was led by McKee 
In charge of an old bakery van and an old JCB 
But if Rommel had seen him he'd have turned up and smiled 
Firing baps (6) by the dozen, cement by the pile.'

Barney Hughes, V 3
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It was written by a prolific Belfast song writer and it had 
been recorded on an album made in America. It had not been 
incorporated into the repertoire of the major groups tending 
rather to be sung by the author in his performances which 
were not so frequent or regular as the groups performances.
In Tom Kelly's bar many of the audience knew the song because 
a particular local group had decided to include it in its 
repertoire.

The 'character' from the New Lodge returned amidst much 
laughter, he sang, yodalled and danced through a selection 
of communal 'camp fire' or 'drinking' songs such as 'The 
Camptown Races' and ‘Nellie Dean'. In some of the songs he 
substituted local placenames for the originals. Another 
group member who was in the audience changed the style of 
song yet again; he sang three well known Irish folk songs.
He was unable to finish the last song 'Galway Shawl'. People 
called on the bar owner, Tom Kelly, to sing. His contribu
tion concluded the floor singing section of the performance.
He was quite young, in his early thirties and had had a univer
sity education; his musical taste, like that of the preceding 
singer, was folk song. He sang three.

Paul Devlin then returned to the microphone and sang a request, 
it was a repeat of a song which he had sung in the earlier part 
of the evening, the person making the request had missed it.
He then did a very long medley of old time pop music during 
which several people got up and danced. The evening concluded 
with 'The Wombles of Wimbledon Common'; there were no rebel 
songs in the latter section of the entertainment.

While the example of Paul Devlin playing in Kelly's bar is not 

typical of the kind of performance which have been the primary concern 

of this thesis, it reveals an important tendency which came to be felt 

not only in the social clubs but in other kinds of venues in which the 

folk groups appeared and in which the same kind of audience was strongly 

represented. The audience's role as floor singers was not peripheral, 

in many cases, such as Ivanhoe Street club performance described above, 

it was more important and central than the performance of the group.

As mentioned above, group musicians, including those playing in the 

biqqer and more commercial groups were sometimes required to provide 

musical backing for the floor singers, thus taking on the inconspicuous
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and peripheral role of accompanist. In the case just discussed the 

musician, Paul Devlin, spent the greater part of the evening providing 

accompaniment than he did performing 'his own act1.

Floor singers: An Alternative Model

The model which suggests itself as appropriate for the understand

ing of the essence of folk cabaret performance, most particularly 

those which took place in local area social clubs does not derive from 

the public domain of commercial entertainment, or even the more private 

domain of folk culture, but rather from the relatively private and 

domestic domain. It included elements of egalitarianisn/, spontaneity 

and hospitality which evoked the atmosphere of a working-class 'party1. 

Traditional working-class parties which brought together different 

generations of family and/or friends and neighbours tended to be limi

ted to occasions marking life crisis transitions. Births are less 

likely to occasion a full scale party than weddings and deaths, the 

term 'wake' not 'party' is applied in the case of death. Other occa

sions of physical parting such as a family or individual leaving the 

neighbourhood, or family, for whatever reason may also be marked by 

a party. The scale of such events vary: in recent times wedding 

receptions tend to be held in hotels which despite some curtailment 

of autonomy, do permit those involved the use of a separate hotel room 

for their own purposes. It is interesting that the local soda! clubs 

came to be used for wedding receptions.

But whether in hotel or in the home more important than the food 

or drink at the traditional working-class party is 'the crack', by 

which is meant the entertainment: the jokes and stories privately or
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publically told, and the songs sung. In this close knit circle people 

know of one another's entertainment talents from experience over many 

years of occasional parties. The term used for such performances was 

'a turn', people would 'do a turn'. Competence was not the sole cri

terion determining who did or did not partake. An egalitarian ethos 

pervaded whereby whoever wanted to perform, did so>and similarly if one wished 

to hear a particular person perform one was at liberty to make the 

request and they were at liberty to refuse, although a considerable 

amount of good humoured pressure might be brought to bear on those who 

renegued. The reasons why one might want to hear a person perform were 

also multiplex: perhaps containing great stores of past and present 

emotions. People were familiar with 'the turns' or 'party pieces' of 

most of those present; over time particular people became associated 

with particular songs or monologues. Such events emphasise the shared 

experience, the shared personal history of the group of people present, 

the performances affirmed it: they stimulated memories and emotions 

which were public (shared by the group) as well as private.

In the hotel wedding reception situation a group was sometimes 

hired to provide music, not so much as entertainment but to provide . 

accompaniment for dancing and also, although it would not be formally 

arranged, for the spontaneous 'turns' which were likely to occur. In 

earlier times a lone pianist might be hired, or a wedding guest with 

the requisite skill might perform the same function as the group. A 

major restriction in the case of hotel receptions was that the length 

of time during which the wedding party might occupy their allocated 

hotel function room was determined by the hotel management, the exhor- 

bitant price of alcohol was another relevant consideration.
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While such restrictions and considerations were relevant in all 

of the public venues in which folk-cabaret events took place, they 

were less relevant in the local social clubs which were, on the whole, 

more prepared to flout the law concerning the legal closing time (many 

of them were illegal drinking clubs in any case), and in which the 

price of drink was cheap. In the environment of the clubs people felt 

at home to behave as they wished.

I would suggest that the social clubs functioned as an extension 

of one's own home; the norms of behaviour were those appropriate to 

that sphere rather than to the more impersonal and commercial world 

of entertainment. In the small local social clubs it was impossible 

to enter unnoticed, or to remain totally anonyomous. For the most part 

everyone knew everyone else, therefore one's presence, as a stranger, 

was noticed. One was shown hospitality: people were friendly and per

haps went to some effort to find seats for the 'visitors'. In the 

bigger and more commercial venues there was a greater degree of imper

sonality and anonyomity, yet much of the behaviour characteristics of 

the clubs flowed over into these events too. There was a new confi

dence among people, not only in asserting their rights but also a 

feeling that outsiders would be interested to hear what they had to 

offer, and that it was unnecessary for them to present a different 

facade, they would be accepted as themselves. The behaviour of the 

audience differed in degree in the larger venues, not in kind. I 

shall therefore continue to illustrate my points with material drawn 

from local area social clubs in which took place the most advanced 

form of 'working-class appropriation' of 'entertainment'.

In all folk-cabaret performance there was a multi-faceted appeal,
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beyond simply the pleasure of listening to music, a characteristic 

which has been identified as part of the cabaret model in chapter 

6 . Apart from convivial company and alcoholic refreshment some 

clubs offered food, perhaps hamburgers might be sold in the break.

In some clubs it was customary for the breaks to be taken up with 

games of bingo which were very popular. Raffles too might feature.

In the course of the chapters below several other aspects, for example 

the political, have been mentioned.

Other less formal attractions might emerge spontaneously, part

icularly dancing. On many occasions unscheduled dancing ensued either 

during performances or after the formal conclusion of the evening's 

entertainment. And on other occasions, when the group had completed 

their performance the audience plight take over its own entertainment 

and a session of communal singing would follow until the management 

persuaded the people to leave. As illustration of some of the points 

I have been making concerning the behaviour of the audience, the 

working-class, in the clubs^and the communal spirit which was expres

sed in the club I shall describe aspects of a visit to a club in the 

Markets area of the city.

O
Case24 : The Mellows-McCann Club

The club was quite small and packed. The atmosphere was happy 
and friendly. As was common there was a lot of talking 
throughout the performance of the musicians. The group was 
Hedgerow, consisting of three musicians two of whom were mem
bers of the McPeake family. Their programme during the first 
part of the evening was primarily made up of pop music and 
popular folk songs. They were interspersing their singing with 
a lot of jokes. News reached the group that a woman in the 
audience was celebrating her birthday which was celebrated by 
the group leading the audience in the singing of 'Happy Birth
day'. It was the woman whose birthday was celebrated who even
tually started off the dancing later in the evening.
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The floor singer spot was opened by an elderly member of the 
audience who sang a David Bowie song and then a song called 
'The Monster Mash' which he presented very humorously. Mar
garet Power was in the audience, her daughter sang a popular 
blues song. She was followed by a young man with a guitar 
who sang a song about the American civil war and the rebel 
song 'Henry Joy'. The group was providing backing for those 
who did not accompany themselves.

Next Margaret Power was called on to sing. She sang 'Big 
Joe McCann'. The club in which the event was taking place 
had been named in memory of Joe McCann, the song was 
received in an atmosphere of strong emotion. During the 
second verse of the song, after a line in praise of McCann, 
a young man sitting beside me agreed the sentiments expressed 
saying 'You gotta believe it'. He went on to tell me how be
loved McCann had been. 'I loved that man' he said, and the 
memory evoked other recollections. He talked of other people 
he had seen killed.

During the break, when no one, neither group member nor floor 
singer, was on the stage, British army soldiers arrived and 
stood near the door. Various rebel songs were spontaneously 
begun in different parts of the room, but consensus was 
reached on the street song 'Go Home You Bums'. The military 
left and some women signalled that the singing should stop. 
Margaret Power expressed sorrow that they were Scottish sol
diers. She was a Scot by birth.

When the group took over the singing again they included more 
rebel songs in the performance as is usual. Dancing commenced 
towards the end of their performance. No one wanted the night 
to end. The group finished when the management made it clear 
that it was the end. But a group of women, including Margaret 
Power and her daughter continued the singing and those dancing 
also continued. The atmosphere was quite relaxed, there was 
no serious pressure to stop. They sang togther 'Inglis' Bakery' 
(the B side of Margaret Power's single), her daughter sang 
'Summer Time' and several other women sang. Since I appeared 
to be taking an interest they asked me if I would like to sing 
something. At last some officials of the club persuaded every
one to go home. Throughout the entire event a dog with a hat 
onits head had lain across the platform which served as a stage.

From this illustration it is clear that as in the case of the 

working-class party, songs triggered memories, but in the clubs they 

were both personal and collective memories which were on a wider scale 

than most parties since representatives of the whole community were
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involved. They were also political memories. Similarly there was 

a communal, almost relaxed response to the arrival of the British 

army, very different in nature from the response people might have 

in the more individualized and isolated condition of their own home.

TOWARDS A WORKING-CLASS APPROPRIATION OF TRADITIONAL IRISH MUSIC

The New Musicians

The effect of the politically based 'Celtic revival' described 

in chapter was to extend the appreciation of Irish traditional 

music to a much wider audience than had been the case previously.

To the essentially middle-class folk enthusiasts and the traditional 

custodians of Irish culture in Belfast, Cluan Ard and later the small 

branch of Comhaltas Ceoltoiri Eireann, was added a large working-class 

element. The specific nature of the appreciation of the music in 

Catholic working-class areas will be discussed below, at this point I 

am concerned to establish the fact of a new young working-class input 

into the recruitment of musicians of Irish traditional music. For many 

of them the simultaneous involvement in commercial folk groups was 

less problematic than for musicians recruited before 1970, they did 

not operate with the same rigid distinction between folk culture and 

popular culture. What was popular was not necessarily anathema. As 

mentioned in chapter 9 the basis of their interest in the music was 

political. Nationalic; from an original interest in Irish music 

many 'progressed' to an interest in 'folk music' in general. It was 

a reversal of the trend which had occurred in the folk revival of the 

1960s from 'folk music' to Irish traditional music. A young aspiring 

flute player, who wished not only to play well but also had an academic
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interest - he wished to do a study of different regional styles of 

playing - told me of his experiences playing with one of the local 

folk groups, one of his favourite moments was during the singing of 

'Provo Lullaby', when the audience clinked together their beer bottles 

in imitation of the sound of gun fire.

The New Audience

I have suggested that the appreciation of traditional music 

became widespread in Catholic local areas. This is reflected in the 

increased role of traditional music in entertainment, not only its 

partial role in the folk-cabaret events, but also in the emergence of 

more sessions and in the fleadh cheol which became incorporated into 

the new local festivals. The nature of the appreciation was varied, 

in a sense my interest is in the lowest common denominator, that is, 

a level of appreciation shared by all. It is important to remember 

that Irish traditional music had not been popular on a wide scale 

before this time. Most working-class people would not have sought out 

session pubs to drink in, even less so would they have frequented folk 

clubs. In fact many people thought of it as old fashioned; the songs 

were thought of as; derogatorily^old 'come all yes'^and the music^as 

'diddle-di-di' music'.

The general level of appreciation rose to the level which I have 

described above as pertaining among the larger portion of an audience 

in a session pub (see chapter 6 )• It entailed a relatively passive 

attitude to the music. It was appreciated as a part of a wider social 

experience including conversation and drinking. In the session context 

there was no requirement to applaud, to appear more interested in the
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details of the music than was actually the case. The music was like 

background music, but, about which one had positive feelings. This 

attitude was evident at the local ‘fleadh cheol's1. People were less 

prepared to sit in reverential silence while listening to traditional 

music. At an event organized in St. John's GAA hall an uillean piper, 

who was a local man, left the stage in the middle of his performance.

The audience were making it very evident that they were not going to 

sit silently listening to what was one of the more unfamiliar and 

unusual of traditional Irish instruments. The response of the audience 

was not intended to be abusive, they were behaving as they normally 

did during the performance of folk groups. They were talking, but 

they were not shouting abuse. The behaviour would have been more 

appropriate if there had been a group of musicians on stage, but in the 

case of a solo artist it was inappropriate^from the musician's perspec

tive at least. The organizers of the event had made valiant efforts to 

persuade the audience to behave in a more orderly, quiet, 'concert

like' manner, and the audience had tried, but without success. Folk 

music was acceptable as an integral part of social life, not as a rei

fied art form.

I conclude this section with a description of a concert which 

was organized as part of the Ballymurphy 'fleadh' 1974. It demonstra

tes the novelty of a 'folk concert' in a working-class area. And again 

raises the issue of the distinction between 'popular' and 'folk' culture. 

I would suggest that the combination of elements from each produced a 

new synthesis- 'working-class culture'.
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Case 25: Traditional Folk Concert, 'Ballymurphy fleadh'

The concern was an ambitious venture featuring highly 
esteemed musicians from all over Ireland, and some Breton 
musicians also. The presenter was Michael 0 Domhnaill, a 
member of the West of Ireland group, Skara Brae, the per
formers included his sister Mairead, from the same group,
Peter Browne, the Dublin uillean piper. Matt Miloy, a 
famed flute player from Monaghan, Finbar Boyle, a singer 
from Dundalk, Tony McMahon, a county Clare melodian player 
based in Dublin, and the Breton musicians. There were also 
some local musicians, Na Leaids and two female vocalists.

The audience consisted primarily of Ballymurphy people; 
and there was the usual small complement of interested and/ 
or committed people from other parts of the town and country. 
The Ballymurphy audience was composed predominantly of 
women and children including some babies. There was an 
atmosphere of anticipation, a folk concert was an unusual 
event in the lives of these people. There was also a gene
ral excitement: the entire fleadh (festival) event had brought 
people out to events in the streets and local halls, and the 
sun was shining.

It was evident that the organizers were intent that the people 
should experience 'celtic' music at its best. Michael 
0 Domhnaill introduced each performer in a very expert and 
informative manner. He introduced the artists first in Irish, 
then in English. It was as if he knew that the audience had 
very little basic information about Irish music, yet he was 
not patronizing. He began by giving the name of each performer 
and where they came from. He then said something about what 
they were doing currently, and any other interesting informa
tion, including where he had first heard them, for example:

'I would like to introduce Peter Browne, a piper from Dublin.
I first heard him play in 'Slatterys' (bar) in Dublin. He is 
a young piper who learned his craft from Willy Clancy and 
Seamus Ennis, in fact the set of pipes he is playing were 
given to him by Seamus Ennis. So will you give him a very 
warm welcome.'

or

'Finbar Boyle from Dundalk is a resident singer at 'Slatterys', 
he's got some very fine old ballads, he's a collector of songs 
himself. I know that the first song he's going to sing, he 
got from a Belfast girl. Its called "P Stands for Paddy".'
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The audience enjoyed the opening musicians Na Leaids. Some 

children started to clap to the music, there was a call from within 

the audience for quiet, and a 'shush' noise from several parts of the 

hall. A few people continued clapping and there was considerable 

sound from the foot tapping. Peter Browne the piper followed. This 

performance proved a more difficult test for the audience. Although 

an excellent piper, he had no performance techniques which would have 

enabled him to reconcile the audience to the strangeness of the music.

In fact he said nothing to introduce either himself or the music.

There was some unrest among the audience, hushed conversations were 

being carried on. Some middle aged married women sitting near to me 

trying to discover how the instrument worked, they wondered why the 

young man was moving his arm in and out. Despite the fact of wander

ing audience attention, they gave him an exceedingly warm round of 

applause at the end of his performance. The same pattern ensued in 

the reception of several of the musicians.

Tony McMahon, the melodian player brought an entirely new dimen

sion to the event. His approach was one derived from 'popular culture' 

more than from 'folk'. His first request was that a tambourine player 

from among the Breton musicians join him on the stage. In his absence 

a bodhran player was requested. In the confusion both tambourine pla

yer and bodhran player joined him. He played in a very extrovert 

fashion involving a lot of body movement which is atypical in the per

formance of Irish traditional music. He seemed to derive great excite

ment from the percussion accompaniment and eventually requested any 

other bodhran players in the hall to come up and join them. The audience 

loved the apparent wildness; they knew that now they were free to clap
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and they made a tremendous clapping, stamping sound interspersed with 

the loud shouts of excitement characteristic of Irish music^from the 

performer. When they first heard it the audience was startled. Then 

laughed. Then it became a game resembling in structure the pantomime 

clown's 'Oh yes he is1 and the audience's response 'Oh no he isn't'. 

Everytime Tony McMahon whooped, the audience whooped in response, 

trying to outdo him in loudness. Everyone was happy. The performer 

stamped both feet on the ground and threw his head back laughing. The 

audience cheered and applauded. He maintained a constant communica

tion with the audience and between tunes he began to make jokes 

directly with the audience, looking at a particular women he said

'Missus (Mrs) are you laughing at me?' He introduced 'The March of 
9

the 0 Neill' as a great Ulster musical work. And although many of 

the audience had not previously known the music, he made people feel 

that it was theirs, and that he was grateful for being allowed to play 

it. He dedicated it to all the young people in the audience saying 

that he had been watching them during his few days visit, and had been 

impressed by their interest in Irish music.

The ambiguity involved in presenting folk music in this particu

lar type of concert format was highlighted by the dilemma of one of 

the female singers from Belfast. In fact her presence, as a singer 

with a trained voice, in a folk event was indicative of the ambiguity. 

She was introduced as a local singer who was studying music in Dublin. 

While her contribution may be designated 'folk' they were all songs
i i

which had been adapted for parlour presentation: 'My Lagan love',

'Carrickfergus' and "She Moves Through the Fair'. The dilemma to which 

I refer however concerned not her style of singing so much as her style
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of dress; both where of course related. At the beginning of the concert 

she had been dressed in formal, classical concert style, dress including 

a long skirt with a side split to the knee. By the time shemadeher 

appearance on stage she had changed into trousers and a blouse. Although 

it was a 'concert', of a 'variety' type, it was a folk event; formality 

in dress was inappropriate. Of the other two women performers, Mairead 

0 Domhnaill was wearing trousers, and Angela Feeny, another local 

singer, was dressed in denim jeans.

Na Leaids second appearance was much more relaxed. The banjo 

mandolin player made a few jokes between the 'sets'; or pairs of tunes. 

Michael McGuire introduced each set, giving the names of both tunes.

He announced two reels 'Over the Hill' and ‘A Pint of Beer'. A women 

beside me started to laugh, she turned to her friend and announced 'This 

one is called 'Over the Hill with a Pint of Beer'.'

After the concert I had a conversation with some student folk 

enthusiasts with some interest in what was happening in the Catholic 

local areas at that time. Despite their commitment to working-class 

politics they maintained their 'folk culture' when assessing the event. 

All were very disappointed in Tony McMahon who they had believed was a 

'serious' musician. They disliked particularly his treatment of 

'O'Neill's March' and 'the bum notes' he played. They thought that 

generally the concert had been too long, they would have preferred one 

main group or artist and only a few other performers instead of the 

long list of artists involved. Their wishes conformed to the format 

in which folk music is normally presented in concert.
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FOLK MUSIC AT QUEEN'S: PART 3

To conclude this chapter I take up again the case of folk music 

at QUB. In this instance the University is being used by an outside 

group, the Worker's Fleadh and the audience is not composed of stu

dents, but primarily of working-class people. In a sense the fact of 

the University venue is peripheral in itself. Its location in a 

middle-class area, some distance from the working-class Falls Road 

area is significant. The example draws attention to the preparedness 

of working-class people to be interested in folk music while at the 

same time revealing their taste for the local and political variant of 

pop - folk which is the main subject matter of the thesis. It might 

be viewed as a temporary working-class appropriation of the Student's 

Union building.

Case 26 : 'Worker's' Appropriation of the Student's Union Building

Part of theValls Road, or'Worker's Fleadh organized by 
Official Sinn Fein starting on 1 May 1970,.was a folk con
cert. Some local left wing folk enthusiast had been given 
the task of organizing it. They had been able to procure 
the services of Ewan McColl and Peggy Seeger, and the use 
of one of the halls in the Student's Union building for a 
venue. The Flying Column, a local popular folk group were 
booked as the supporting act. Tickets were sold only on 
the Falls Road and it was necessary to provide a little map 
showing how to get to the University from the Falls area 
since many people from the Falls Road would have had no 
previous reason to know that part of Belfast.

Plans were upset when at the last moment McColl and Seeger 
cancelled their visit. The organizers approached the 
McPeake Family to appear. They had another engagement on 
that night. They were however persuaded to give priority 
to the fleadh concert. At the door of the Union one of 
the organizers waited with one thousand pounds ready to 
refund people who were disappointed at the last minute 
change in the programme whereby the 'big name stars' of 
the folk world were no longer going to perform. No one 
asked for a refund. It was no great disappointment: 'Who
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are Ewan McColl and Peggy Seeger anyway?' people remarked,
'We came to hear the Flying Column!'. The concert programme 
was once again hastily rearranged placing the Flying Column 
at the top of the bill.

At the time of the concert the Flying Column's Four Green 
Fields album had not yet been released, they were however a 
very well known local group. (Eamonn Largey came from a very 
old Catholic part of the city, situated near Smithfield, at 
the foot of the Falls Road). Their first album had just 
come out Folk Music Time in Ireland; all but four of the tracks 
were rebel songs including: 'Henry Joy', 'Tom Williams', 'James 
Connolly', 'The Banna Strand', and 'Whiskey on the Jar'.

CONCLUSION

I have tried to demonstrate in this chapter, some of the areas 

in which it was possible for working-class people to intervene in 

the process of production and reproduction of the 'political' enter

tainment which emerged in Belfast in the 1970s. I have also described 

a revival of interest in Celtic culture which, by comparison with the 

Celtic revival of the late nineteenth century (which continued to have 

effect during the first half of the twentieth century (see chapter 3 ) 

received its impetus from below, from the Catholic working-class, who, 

for historical reasons, desired to possess an Irish culture at that 

particular time.
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CHAPTER 10 

NOTES

1. By informal reference to the split I mean reference to it by means

of the process of substitution used to introduce contemporary 

reference (see chapter 9 ). For example in 'Take it Down from 

the Mast Irish Traitors' (Appendix 7' ) the song becomes either

Provisional or Official depending on the names 'substituted' into 

the text. The practice was engaged in by both groups and audiences, 

or members thereof. In 'The Battle of Inglis' people sometimes 

substituted 'officials' for 'rebels' in the line:

A band of Market rebels 

and 'stickie' for 'Irish' in the lines:

And sure every man that played his part
Was Irish through and through

As mentioned previuosly, the street song repertoire, of which 

children were the main custodians, contains a large number of 

songs relating to 'the split'.

2. See note 1.

3. Another song which entered the tradition by the same route was the 

American 'Ballad of Joe Hill'. Another 'martyred' union organizer. 

It is significant that this song provided the basis for yet another 

of the Joe McCann ballads.

4. Country and Western music is extremely popular in Ireland, north 

and south, among Catholics and Protestants, particularly among 

older people.

5. Billy McKee was one of the old Belfast leaders of the IRA who came 

to the fore with the birth of the Provisionals. He became 0C of 

the Belfast brigade of the PIRA.
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6. 'A bap' is a small loaf of bread.

7. By egalitarianism I mean relative egalitarianism, that is, by com

parison with the hierarchical differentiation between audience and 

management in commerical entertainment venues. I do not imply 

that internal equality pertains within domestic units: husband/ 

wife, parent/child relations are unequal. Women were also dis

criminated against in the clubs some of which, for example, had 

'men only' bars and snooker rooms.

8. The Mellows-McCann Republican club was named in commemoration of 

Liam Mellows, one of the four anti-Treaty IRA Republican execu

tive executed by the Free State government on the night of 8th 

December 1922, and Joe McCann, a local IRA leader who was shot 

dead by the British army on 15th April 1972.

9. The O'Neill: the unqualified surname always connoted the Chief. 

They were a chiefly Ulster clan. Hugh O'Neill (1550-1616) was 

‘The Great O'Neill', 2nd Earl of Tyrone.
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CONCLUSION

I shall first make some remarks concerning the major argument of 

the thesis, that is, the transformation from folk music to what might 

be termed 'people's music'. I shall, however, extend the discussion 

to take in, not only the folk revival of the 1960 s, but also the ear- 

1ier gaelic revival.

While the tunes of rebel songs were played at Hibernian parades^ 

they were not categorized as 'folk music' or 'folk song’ in that con

text. Hibernians were not in the vanguard of the gaelic revival, they 

did not espouse separatism, cultural or political. Discussion of the 

AOH raises the issue of Irish and/or Catholic access to 'public 

space' and leads to a discussion of the problems of 'tribal' and more 

especially 'community' in 'the two communities' as applied in the 

sociological analyis of 'the Northern Ireland situation'. I conclude 

with a discussion of Evans-Pritchard!s( 1961) question posed in the 

introduction: why in some societies, in this instance Northern Irish 

society, are historical traditions so rich?

FROM FOLK SONG TO PEOPLE'S SONG

Communality, and Social Control

I have suggested that there was a certain irony in the develop

ments in the area of folk music described above. The more radical 

folk enthusiasts aspired to a state whereby people would reject the 

'worst' aspects of mass culture which entailed them passively accept

ing music defined as appropriate for them by outside commercial

546
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interests, and begin again, as in earlier times, to produce their own 

music which would reflect their working-class lives and interests.

Another strand within folk culture was less ambitious and less radical, 

aspiring firstly to salvage, revive and make respectable the 'music of 

the common people', particularly of days gone by, and secondly to pro

duce an appropriate performance situation which would express respect 

for such music and for the singing styles which emerged under the 

influence of the remaining traditional singers, and which differed 

dramatically from popular singing styles.

The Folk Club

Undoubtedly the folk club achieved a fellowship, if only, or pri

marily, 'in song'. The joy of communal singing of beloved songs was an 

exhilarating experience. The basis of the commonality engendered was a 

shared enthusiasm for a body of particular old songs, and for its per- 

mance in a normally small scale, non-alienating, face to face situation 

devoid of certain conventions espoused in the world of popular music.

I have described the folk club as an interest group, this was the basis 

of 'fellowship' in these urban folk clubs and not, for example, locality. 

To the extent that the folk club acted as a group in any context outside 

of the folk club, it was likely to be as an extension of the interest in 

folk music and not of any other aspect of life. Folk clubs organized by 

political and other 'interest' groups had a broader basis of 'interest' 

and 'communality'; yet despite the apparent connection between folk 

song and left wing politics such clubs tended to exhibit a social divi

sion between the more politically and the more musically oriented mem- 

» bers. The clubs were also attended by'apoliticaT musicians and folk

enthusiasts.
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Folk Club and Ceilidhe Compared

The more radical folk enthusiasts, in company with session 

musicians, but for different reasons, objected to the 'artificially 

constructed1 folk club event. They objected both to the aimed for 

end product on the grounds that it was formal, rigid, and purist in 

content, and to the means by which this end was achieved, which were 

authoritarian and elitist. In a sense they are comments which might 

equally apply to the ceilidhe event described in chapter three. The 

ceilidhe event was comparable with the folk club event to the extent 

that an attempt was made to restore, to recreate in the present com

munal musical situations which were believed to have existed in past 

rural and lower class communities, the former an English event, the 

latter Irish. Both events were constructed from above, by an elite 

group who defined behaviour, musical and otherwise, as appropriate 

or inappropriate. In chapter three I have tried to reveal the ten

sions between the kinds of control exerted from above which operated 

within the ceilidhe situation, and the preferences and responses of 

the predominantly working-class youths who attended ceilidhes, and 

who eventually opted for 'English dancing'.

The ceilidhe had not, of course, the international dimensions of 

of the folk club. Its political significance within the context of 

Irish nationalism limited its recruitment area, and although I have 

stressed that people met strangers as well as friends in the Belfast 

ceilidhes the point was made in contradistinction to the idea of the 

rural house ceilidhe; by comparison with the much less numerous folk 

clubs the local organizational structure of the cei1idhe^which was in 

large part parish based, provided a locality, and a related class and
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religious basis to the communality of the event. Yet while many of 

those attending the local ceilidhes were resident in the locality, 

many other members of the same locality were not present at ceilidhes, 

namely those young people who chose instead to attend English dances, 

and almost the entire older generation of the community. While the 

ceilidhe attracted a proportion of the working-class, the folk club 

attracted scarcely any working-class people.

Folk-Cabaret

By comparison with the folk club and the ceilidhe, the folk- 

cabaret which emerged in Catholic local areas in the early 1970 s 

imposed relatively few controls on the behaviour, musical and other

wise on its predominantly working-class participants. The event emer

ged more or less spontaneously: it was not constructed on a model of 

some earlier time. I have suggested some diverse partial derivations; 

elements of the cabaret event of popular culture, elements of the folk 

club event, and particularly I suggested an alternative model to these 

public entertainment events, that of the 'traditional' working-class 

party which may be observed at its most developed in the private 

entertainment event characteristic of working-class wedding receptions.

Also by comparison with the ceilidhe and the folk club event, 

there was a strong community and class base to the folk-cabaret. I 

have tried above to give some impression of the feeling of community 

solidarity and strength which was evident in these folk-cabarets.

The commonality, I suggest, was not, as Burton (1978) states a 

function of Belfast Catholic working-class communities as such, but 

rather was historically specific, stemming from shared experiences 'as
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communities' (for example the events of 1969, the Falls Road curfew 

and other 'blanket' and 'saturation' activities of the British army 

which implied that each individual home in a street or an area was 

equally suspect). I have attempted to give an outline of the growth 

of community consciousness and solidarity in chapter 7 . The power 

of the people to construct the entertainment event as they wished it 

to be was most evident in the local area social clubs which were 

also an outgrowth of 'the troubles'.

In certain respects the musico-political phenomenon which deve

loped as 'folk-cabaret' may be seen to fulfil some of the aspirations 

of the folk revivalists of the 1960 s and of the gaelic revivalists 

of the 1930 s and 1940 s in Belfast. The 1970 s saw the emergence of 

the ideal; a lower class community making communal music about events 

of communal concern, and with a strong gaelic music input. The 

ceilidhe type ideal was further realized in the fact that whole fami

lies were in attendance (with the exception of children under eighteen), 

and to suit the folk enthusiasts' ideal, concern for 'professional 

standards' was minimal on the part of the floor singers. Yet one 

might expect to receive from many of the revivalists, gaelic or folk, 

a negative response to the event: missing was the middle-class and/or 

church element of control to determine social and musical behaviour. 

Could this music be termed genuine 'folk music', gaelic or any other 

kind, and was this behaviour appropriate for lovers of folk song, or 

for morally superior Gaels, was it not in fact mass culture, popular 

music, English and American music? As a musical and social event it 

was distinguished by its autonomy. The people of the audience had a 

significant voice in the nature of the event.
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Unlike the gaelic revival, there were no movements spear-heading 

the cultural change; weighing up the possibilities, taking into account 

'current conditions' in estimating the likelihood of the achievement of 

an ideal. The musical development described above, which entailed a 

small-scale gaelic revival, grew out of socio-political conditions per

taining in the post-1969 period, but which had their roots, musical, 

political, economic and social, in earlier history. A result of this 

development was an expansion in appreciation of Irish traditional music 

in Belfast on a scale unprecedented since the time when it was in fact 

'the music of the people'. The appreciation extended to English lan

guage folk song in general. Irish traditional music had a contemporary 

political meaning, as had the rebel songs of resistance, and other 

resistance songs from outside the Irish rebel tradition such as 'James 

Larkin', 'Joe Hill' and 'Sam Hall'. In a sense they had stopped being 

'folk song1 and 'folk music' for they had been 're-appropriated' by the 

working-class for their own ends, as had the folk song genre - a living 

oral tradition had emerged.

Discrepancy Between Song Content and Context

It has been argued in the thesis that a new sense of community and 

an increased political consciousness developed in response to the 

cataclysmic events of 1969 and the ensuing period, and that there was 

a complexity of relationships, which I have tried to explicate, between 

that development and the event which I have described as folk-cabaret. 

Political consciousness was apparent not solely in the political content 

of the songs sung, but more tellingly, in the act of singing, 

individually and collectively, and also autonomously in the act of sharing
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meaningful music. I have noted a discrepancy between song content 

and performance context, including the wider context, beyond the 

entertainment venue.

The new songs did not in fact relate in any direct sense to 

the reality of the resistance struggle being waged more or less con

sciously by members of the audiences in their day to day existence 

during that period. There was nothing in the content of the new 

songs, to register the significant changes which had occurred in 

Republicanism in its transition from an esoteric small scale fringe 

movement to a mass movement. The popular hero remained the isolated 

individual gunman and not the ('unheroic') 'stone-throwing', 'bin- 

lid-rattling' populace who were also engaged in passive resistance 

techniques such as rent and rate strikes, and in organizing multi- 

various activities at community level and beyond (see chapter 7).

Songs linked recent dead heroes to the pantheon of Republican 

hero-martyrs and undoubtedly provided people with a means of under

standing their experiences and their place in an historical process, 

they did not however express overtly the new solidarity and communal 

consciousness which had emerged. It is for this reason that the last 

chapter is entitled 'Towards working-class appropriation' for it seems 

likely that were there to be complete working-class appropriation, 

which would of necessity include the Protestant working-class, then 

the song content would also undergo radical change.
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Music, Entertainment, Play and Politics

The new political consciousness and its expression in collective 

communal action was however expressed in the folk-cabaret situation.

It was transformed into musical activity: people sang with one another, 

supported one another through 'bad patches' (in the singing), and 

expressed commiserations, sorrow, triumph and love through perhaps the 

only possible medium for such collective and public expression in 

Western society. Only to the accompaniment of music is it entirely 

acceptable for people to throw their arms around the shoulders of 

their neighbours and sway rhytmically from side to side, or for people 

to weep openly, or for an old woman to snatch up from his seat a young 

man and holding him closely twirl him around the floor. For this 

couple to be joined by the rest of the assembled company in a long 

undulating and girating line, all holding one another around the waist 

from behind is difficult to imagine in western society, without music.

Yet with music, such behaviour occurred regularly in the clubs and 

pubs of Belfast.

Song provided a means for people to express shared values and

meanings which if left to individual verbal expression might never

have found expression and consensus^and at the same time they allowed

for a degree of variation and creativity. Music provided an important

means of collective response, as opposition, for example, when the

military arrived in the Mellows-McCann club. It is worth mentioning

here, although as a topic it has not been dealt with in any detail in

the present study, that the song 'Go Home You Bums' sung at the British

soldiers in Case may be considered as a different category of song
1

from 'rebel song'. It is a street song, more usually sung out of doors
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and used in enemy confrontation situations; street songs tend to be 

musically and semanticly less complex than rebel songs. The street 

songs are used in certain external relations; rebel songs are concerned 

with internal relations and fulfil various functions such as education, 

morale-raising and expression of solidarity. Street songs are agi

tational and oppositional.

Another relevant aspect of the medium, of reproduction of ideology 

in the clubs was the fact that the social situation was categorized as 

one of entertainment and not as political for the distinction between
?

the two categories is fairly rigidly held in dominant western culture. 

While the more purist traditional folk musicians and singers may have 

held to a definition of their musical activities as 'not entertainment1, 

most of the popular folk groups accepted that their major role on stage 

was to entertain.

The fact that Republican ideology was transmitted, reproduced 

within a pleasurable context was, I believe, significant, and more so 

because of the extent to which the entertainment was 'self-produced1.

I would suggest that in such circumstances the notion of 'play' 

becomes relevant. Since Huizina's (1955) Homo Ludens, considerable 

scholarly attention has been given to the creative and imaginative 

properties and potential of 'play'. Hearn (1975), in his account of 

changes in social protest activity which occurred in England between 

1750 and 1850, associates the transition from cyclical to linear time 

accompanying industrialization with 'the suppression of imagination' 

in the form of traditional working-class recreation, characterized by, 

among other things, the element of play.
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The social cohesiveness of working-class communities and 
the spontaneity of the protest activities they gave rise 
to were undermined as performance and emotions were aliena
ted from one another, packaged discretely in work and 
life containers. In these circumstances, adult play became 
formalized and methodical; innovative, spontaneous, joyful, 
and non-instrumental play was confined to childhood.

(Hearn 1975:216)

Hearn suggests that before play was formalized and confined to parti

cular times and well-defined places, before it was restricted to 

children and portrayed as a trivial, if not irresponsible, activity, 

it was essential to the protest which issued forth from working-class 

communities. His description of the characteristics of their 'cere

mony' and'merrymaking'bears a resemblance to the events which occurred 

regularly in the course of my fieldwork, in working-class clubs and 

pubs.

Spontaneity, innovation, flexibility, and a defiance of 
conventional proprieties all marked the worker's protest.

(Ibid. :216)

I have indicated in the thesis that the folk-cabaret context was 

only one of many means by which Republican ideology was reproduced in 

the 1970 s, for example the same basic ideas and sentiments were evi

dent in the Republican press, at rallies, funeral ovations and the 

annual Easter commemerations. What most distinguished the folk- 

cabaret from other means of transmission was the element of 'play' 

related to its entertainment context. The solemnity of the other con

texts was totally absent from folk cabaret. In chapter 9 I made a 

related point when I compared the efficacy of song performance^and 

school text books and lessons^as transmitters of history. The play 

element in the entertainment context added an attractive dimension to 

the experience. It is for this reason that I have argued throughout



556

for the special significance of the rebel song in the folk-cabaret 

situation as an effective means of producing and reproducing Repub

lican ideology and history as well as 'communality'. Hearn's asso

ciation of 'play', 'protest' and 'memory' is also interesting.

Although the situation was defined as entertainment the notion 

espoused by RTE on 'The Men Behind the Wire' controversy, that there 

were situations in which political songs were more or less appropriate, 

and that the domain of entertainment was one of the inappropriate 

situations, was not held as such in my fieldwork situation. Hearn 

(1975) suggests that the effect of the nineteenth century attack on 

working-class 'play' was to produce a leisure time which was depoli- 

ticized time' (ibid.:216). While rallies and marches were 'instru

mental' political activities, folk-cabaret was for entertainment, for 

enjoyment and relaxation, in that sense it was 'non-instrumental', 

playful and 'politicized time'.

In looking at song content and performance an attempt has been 

made to reveal the complexity of communication in the situations I 

observed and partook in. Not only was Republican ideology transmit

ted, through song and other means, but at the same time a community 

solidarity, separable from Republicanism as such, and born of the com

munity's recent experiences, was expressed. I have suggested that it 

was the 'musical' aspect located within democratic entertainment which 

permitted the free expression of shared feelings about one another and 

as well as about more abstract shared political values.

According to Bloch (1974) 'songs sung by groups of people in uni

son ... are particularly extreme examples of lack of individual crea

tivity' (ibid.:76). The communication achieved in local working-class
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clubs in Belfast was the antithesis of 'individual'; in a sense the 

individual was absent, including the individual political orator, who 

dominates Bloch's ethnography. The folk group members cannot be inter

preted as fulfilling such a role; I have argued that despite the 'popu

larity' of folk groups, the musicians did not constitute an 'elite', 

also I have demonstrated the extent of audience control over the groups, 

the only 'traditional authority' present in folk-cabaret was in the 

songs themselves. To return to Eric Hobsbawm's point discussed in the 

introduction, it seems to be the case that 'history', the idea of 

tradition expressed in the songs, played a part in facilitating the 

expression of collective or group sentiments, but, I stress, not solely 

those sentiments expressed in the song texts. The communication was 

collective and diffuse, to succeed it was necessary for sentiments to 

be vague and generalized, so as to preclude the emergence of indivi

dual differences. As Burrow quoted in the introduction concluded:

What gives history its continuing power is not falsehood, 
nor for that matter truth, but the sense of continuing 
identity, expressed in re-enactments by ritual and riot.
The enemy of such myths is not truth but individualism, 
the dissolving of the sense of collective identities and 
temporal continuities. (Quoted in Peel 1984:131)

THE HI BERN IANS*. TRADITIONAL AUTHORITY AND PUBLIC SPACE

The Hibernian marches were the most apparently ritualistic of all 

the contexts described. There too, despite, the popular nature of the 

march, people as such, had relatively little power to initiate change.

In the 1950 s the vast majority of people who attended Hibernian para

des were not active members of the organization. It would have been 

difficult for people to change its meaning if they so wished. The route, 

the speakers, the speeches, the banners, the marching bands were all
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beyond their influence. The element of 'traditional authority' was 

strong.

There was, however, in the case of the AOH parades a 'tradi

tional authority' more powerful than that depicted in the banners, 

music and speeches. The close resemblance between the 'form' of 

Hibernian and Orange Order parades suggests an implicit, but power

ful appeal for ‘the right to walk' by virtue of the same authority; 

that is, as citizens of Northern Ireland who had 'walked' before and 

like the Orange Order had the right to continue this public exhibi

tion. The Hibernians and the Nationalist party accepted the legitimacy 

of the Northern Ireland state despite their utopian aspiration for a 

United Ireland. The similarity of the ritual was expressive of assi

milation, cultural as well as political. It is interesting that Gaels 

associated the AOH and the Nationalist party with 'English dances' and 

with 'English culture'. The ceilidhe by comparison represented a 

'ritual of separation', although only culturally; an expression 

of separate ethnic identity which most Belfast Catholics rejected as 

such. The organizing of ceilidhes in the city centre and other 'pub

lic', that is, not specifically Catholic areas, above all the 'Ulster 

Hall ceilidhes' suggests too an assimilative intention. It may be 

interpreted as a statement of 'the right to ceilidhe dance' in Northern 

Irish public space.

1969 saw the development of what the Unionist administration 

claimed to fear most, the emergence of 'no-go' areas. The fact that 

the security forces for a time were excluded.and later,could enter 

these areas only with extreme caution was undoubtedly related to the 

flowering of a 'subversive' culture in Catholic local areas. No-go
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areas were conceived of by the Protestant population as 'small pokcets 

of the Republic in the north' (see page ^-01). Catholics named them 

'Free' Belfast, 'Free' Derry, and for a short time the People's Demo

cracy operated an independent radio station. Radio Free Belfast. While 

these areas may have been free briefly from 'the law' in Northern Ire

land they were not in any sense protected by the law, army or any other 

institution of the Irish Republic. They were not 'states' within a 

state. The question arises as to whether Catholics had finally gained 

the right to cultural expression in 'public space', or whether they had 

simply consolidated their 'private space'. After Operation Motorman 

the barricades erected by local people were replaced by security force 

barriers which instead of keeping 'the enemy' out, operated to keep 

'the enemy' in, contained in the local areas. In Belfast, every parade 

or march emanating from a Catholic area, whether Civil Rights, Republi

can or other organization, was forcibly prevented from entering the 

city centre.

The songs of that period, I have suggested, had function internal 

to the group: they were not songs of confrontation, they did not 

address, either directly as did the AOH, or indirectly, as did the 

ceilidhe, the 'Protestant community'. They had nothing to say to them. 

The fact that rebel songs were not sung in public places, outside 

Catholic local areas, such as the Wolfhound's performance at the Art 

College, was as much a function of their inappropriateness in terms of 

their having nothing to say in that context, as 0f the possible 

legal consequences. The point I wish to make is that they were not 

used in the game of negotiating public or private space, they did not 

serve the purpose of 'coat-trailing', street songs mentioned above^
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fulfilled this function. Whereas the Queen's University of Belfast 

might be thought of as highly public space, I have argued that the old 

bar area took on the role of local social club, or Republican club for 

the many Catholic students who were living away from home, in a sense 

it was transformed into 'private apace' on those occasions. Unlike the 

AOH event and the ceilidhe event they were no longer asking to be 

assimilated as equals different only in religion, or as equals diffe

rent only in culture. If such musical activity as AOH parades, and 

the ceilidhe can be interpreted as rituals of 'resistance', requiring 

reform in the system, hence legitimizing it, then the songs of the 

1970 s were part of a ritual of 'revolution' (Gluckman 1965:137) for 

their message was an unequivocal rejection of the system and a demand 

for its overthrow.

HISTORY, RITUAL AND THE PROBLEM OF COMMUNITY

As suggested in chapter 1, I agree with Giddens and Bourdieu on 

the need to introduce a temporality into social scientific analysis, 

whether or not a study is concerned with social change.

The concept of reproduction has no more special connection
to the study of social stability than it has towards that
of social change. (Giddens 1976:128)

Bourdieu's concept of 'habitus', 'history turned into nature' (Bour

dieu 1977:78), that is^denied as such, draws attention to the 'uncon

scious' role of the past in all social practice. For the purposes 

of the present study an advantage of concepts such as 'habitus', 

'reproduction' and the ‘duality of structure1 is that they call into 

question approaches which 'regard reproduction as a mechanical outcome' 

(ibid.:121).
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Genesis amnesia is also encouraged (if not entailed) by 
the objectivist apprehension, which, grasping the product 
of history as an opus operantum, a fait accompli, can only 
invoke the mysteries of pre-established harmony or the 
prodigies of conscious orchestration to account for what, 
apprehended in pure synchrony, appears as objective meaning 
... in the internal coherence of works of institutions such 
as myths, rites or bodies of law ... (Bourdieu 1977:79)

In the above description and analysis of the transition from 

folk song towards pepple's song more than simply musical change is 

registered, the process is one of the 'becoming of the Catholic com

munity' and also the beginning of its disintegration, if one defines 

'community' to imply effective social unity. According to Bew et al 

(1979), Catholic unity reached its high point under the leadership 

of the Catholic middle-class in late 1968 and early 1969. The'com-
I

munity of 1970-1974 described in the main part of this work was not 

of 'the Catholic community' but of working-class Catholic communities, 

consisting of a segment of the working-class.

It has been a central aim of this work to raise questions concern

ing the notion of the 'Catholic community' and of course, 'tribe' and 

in a sense to de-construct it. For 'Catholic' is not a homogeneous 

social category, nor is 'Protestant', although in terms of the defini

tion of 'community' which implies effective social unity, it was more 

homogeneous (see chapter 2) and therefore more appropriately catego

rized 'community'.

It requires a considerable effort to make the point against 
the prevailing orthodoxy that the problem cannot be under
stood at the level of 'the Protestant community' on the one 
hand and 'the Catholic community' on the other. It must be 
insisted that the problem of the 'two communities' is the 
problem of the reproduction of two class alliances.

(Bew et al 1979:212)
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Bloch's (1977) observation on the anthropological tendency to exag

gerate the exotic (tribal!) character of other cultures, concentrating 

only on the picture of the world apparent in ritual communication, 

seems particularly relevant to social scientific studies of Northern 

Ireland society and is not confined to anthropologists. The Protestant 

and Catholic blocs undoubtedly present themselves through ritual as the 

prime units of social structure and consequently of study. By means of 

ritual, the continuity evoked by the traditional authority of 'past in 

the present', the Orange Order and the Ancient Order of Hibernians as 

supposed representatives of the two religious communities give an 

impression of 'balanced opposition', 'two moieties', one the mirror 

image of the other, dating from time in memorium. The Hibernians 

although constantly demanding treatment as full citizens, at the same 

time viewed themselves as the structural equivalent of the Orange Order. 

In chapter 4 I have tried to present an alternative interpretation of 

the Hibernian Organization, that is alternative to its own presentation 

of self and also to the dominant interpretation of it in social scienti

fic writings and in media, which, I suggest, is based on an acceptance 

at face value of a view of Northern Irish society which regards the most 

highly ritualized elements as the most highly relevant, and which tends 

also to accept the 'mythology' of those organizations to the extent 

that they accept historical continuity of the organizations and by 

extension the 'communities' which they represent; because Catholics and 

Protestants paraded and rioted throughout the nineteenth century, it is 

accepted that there has been no change in the nature of 'sectarianism' 

or in the meaning of the categories 'Catholic' and 'Protestant' which 

take on an immutable, ahistorical significance. 'Catholic' and



Protestant1 practice is thus treated as a mechanical reaction 

directly determined by antecedent and entirely reducible to the
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mechanical functioning of 1"pre-established assemblies", "models" 

of "roles".' (Bourdieu 1977:73). Viewed in this fashion the repro

duction of such groups is unproblematic; Catholics do as Catholics 

always have done.

The contextualizing of 'rebel song' in different historical 

periods has, I hope, brought to light differences and therefore 

changes in the nature of the so-called 'Catholic community' over 

time. The meaning of the category 'Catholic' is as arbitrary as any 

other sociological category^including sex and age. At every point of 

its meaning must be constructed anew. I hope to have shown by the 

ethnographic material here presented, the extent of heterogeneity 

among Catholics. The ceilidhe of the 1930 s and 1940 s revealed a 

division, not solely among Catholic Gaels and Protestant West Britons, 

but among Catholic Gaels and Catholic West Britons. The Hibernians 

material particularly, draws attention to the changing nature of 

sectarianism and the meaning of 'Catholic' and 'Protestant', over time; 

and in the period of the analysis of the AOH the 1950 s highlights the 

important rural/urban, east/west division which marked a political 

Nationalist/labourist voting pattern differentiating Belfast Catholics 

from rural Catholics in the West. The well assimilated middle-class 

Catholic community is apparent in the 1960 s period of the folk revival, 

leading to the Civil Rights period and the emergence of 'Catholics' as 

a community. Working-class Catholic communities come to the fore in 

the post 1969 period as Republicanism emerges as a mass movement and 

rebel songs and Irish traditional music take on an immediate political 

significance.
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The 'Catholic community' thus revealed is characterized by an 

array of different ‘histories' or 'pasts in the present'. A nativis- 

tic and primitivistic vision characterizes the Gaelic Revival, the AOH 

bears a religious and politically constitutional history, and folk- 

cabaret reproduces a Republican history. The 'past in the present' 

of the folk revival, to the extent that it was relevant to the Catho

lic community, expressed a sympathy with and admiration for a past 

that was ostensibly neither Catholic nor Protestant, Irish nor Eng

lish, but rather a past of the 'common people'. Where rebel songs 

featured they did so as historical artefacts in which many Protestants, 

in company with Catholics could in a spirit of tolerance accept, even 

relish that heritage. I have suggested that a deeper analysis reveals 

in this tendency an attempt to contribute to the construction of a 

united Ulster identity which suited the prevailing notion of tolerance

in the O'Neill period, and to'appropriate for Protestants an Irish identity.

Burton (1978) constructs a concept of the 'social consciousness 

of Catholicism', of Catholic ideology, consisting of three inter

related parts; the radical Gemeinschaft, stressing the community 

character of its social organization, the sectarian consciousness, and 

Republicanism. It is an interesting notion but again suggests homoge

neity and continuity over time. The historical approach taken in this 

thesis would suggest that at different periods, in different historical 

circumstances one or other of the aspects of this consciousness is domi

nant. Burton's concept does not include the 'nativistic' consciousness 

of Irish Nationalism, north and south, which is manifested most directly 

in the chapter on the Belfast ceilidhe.
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Why Are Historical Traditions So Rich Among the Northern Irish People

The prevalence of the past in the present is not then, a 'tribal' 

or even 'traditional' characteristic as such. It may be used in various 

ways for various purposes and important factors are the nature of the 

interest in the past, what is wished to be done with it, and the tech

nique available for knowing and representing it. I would, however, 

contend that in Northern Ireland the concern for the past is greater and 

more complex than in many other Western societies; and that Northern 

Ireland has more, to use Bloch's (1977) expression of 'its social 

theory expressed in the language of ritual'. In Bloch's work one finds 

correlated social structure, ritual, past in the present, political 

oratory, song and dance. He enquires why some societies have more social 

structure than others (1977:288). An obviously related question is: in 

what type of political system is formalization a more or less important 

part of the political process (1974:61). One is brought back to Evans- 

Pritchard's (1961) question 'Why among some peoples are historical tradi

tions rich and among others poor? And also Feeley-Harnik's question con

cerning the power of history to classify relations on the ground (1978: 

405). Peel (1984) suggests that 'the question invites the explication 

of a political culture, since not all societies seem equally prone to 

make their self-production depend on 'making history'? (Ibid.:112)

The most commonly given answer and it is also Bloch's, is that an inte

rest in history is associated with some degree of institutionalized 

social hierarchy and political centralization. Bloch argues that 

exteme formalization of language with its accompanying exercise of 

power is characteristic of traditional authority as defined by Weber. 

(Bloch 1974:60).
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In attempting to combat the notion of 'tribal' analogy as 

appropriate for elucidation of the 'Northern Ireland problem', I have 

insisted that the exclusion of the state from such an approach is of 

central significance. When the role of the state is taken into 

account, as I have tried to do throughout, but most notably in chapter 

4, the different nature of the relationship between 'the Protestant com

munity' and the state and the 'Catholic community' and the state becomes 

apparent. The 'past in the present' reproduced by the Orange Order in 

its parades was not simply that of a tribal segment, it was official 

government policy, as is manifest in the patronage and participation of 

all high ranking Unionist ministers. This relationship was the essence 

of the Protestant class alliance. Paul Arthur (1980) suggests that to 

maintain Unionist power, gerrymandering was not necessary (ibid.:48). 

This comment reveals a failure to appreciate the functional signifi

cance of the patriarchical and personal nature of Unionist populist 

government, and its basis. The rituals of triumphalism such as Orange 

parades were but another dimension of popular Protestant practices such 

as workplace exclusivism. Such practices were the '.icing on the cake1, 

of the class alliance for the Protestant working-class. It was neces

sary for the government to continually 'court' its Protestant suppor

ters; the equation of 'public space' with 'Protestant space' was part 

of this endeavour, as was the defining as illegal^ aspects-of Irish/ 

Catholic culture v/hen they took place in public space, such as rebel 

songs. It was also in the interests of the government not to diffuse 

the idea of 'the enemy within', and of the 'subversive' and 'disloyal' 

Catholic community which refused to assimilate. I am suggesting that 

the idea of 'two communities' suited the Unionist government. As Craig,
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first Prime Minister of the state asserted, in the debate concerning

the abolition of proportional representation:

What I want to get in this House, and what I believe we will 
get very much better under the old-fashioned plain and simple 
system, are men who are for the Union on the one hand, or who 
are against it and want to go into a Dublin parliament on the 
other. (Quoted in Farrell 1976:111)

In their work Bew et al demonstrate clearly the key role of the

state in perpetuating the Protestant class bloc. They write:

Its crucial role as a force for cohesion and hegemony did 
not mean that the dominance of the ruling class could be 
imposed without some form of mediation. Rather its function 
was to epitomize and give a specific articulation to the con
tradictions within society in such a way as to ensure 'class 
peace'. Thus, for example, the ideology of triumphal sectarian 
exclusivism associated with the expulsions of 1920 was no bour
geois tactical device but a result of the endorsement and 
hegemonisation by the bourgeoisie of relatively independent 
sectarian traditions. Throughout its subsequent history the 
state's endorsement of sectarian activities remained an 

important element in the reproduction of the class bloc. The 
back-tracking on education, the passing of the Public Order 
Act and the Flags and Emblems legislation were all post war 
examples. (Bew et al 1979:131)

The authors provide examples of the increasingly frivolous and unres

trained populist practices of Craig and his successor Andrews. Craig 

frequently 'perambulated the province on the most extraordinary tours' 

(ibid.:93), in the process of visiting almost every unionist local 

authority which waited for him with a list of projects and complaints 

for his attention. Almost invariably his response was favourable. They 

cite an example from Portstewart where a case was made for classifying
3the road to the golf links as first class.

In the light of this analysis, the validity of which was demonstra

ted in chapter 4, the error of the 'two tribes'/communities model with 

regard to the neutral role of the government as well as denial of the 

significant role of the state is revealed. It is not as stated in
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chapter 1, the role of social scientists to reproduce dominant ideology 

and present it as social scientific analysis. While I do not suggest 

that the Northern Ireland government fitted precisely Weber's 'tradi

tional authority' model of legitimacy upon which a relationship of 

domination may rest, neither does it accord perfectly with the rational-

legal model. There was a strong element of paternalism and personalism
4in the government of Northern Ireland. 'Traditional authority' in 

Unionist rhetoric and Orange parades, the Apprentice Boy parades, the 

mock battle of the Boyne at Scarva^was regularly and frequently on 

display.

Another related factor in this discussion of the nature of the 

Northern Ireland state, is that the Northern Irish government ministers 

and MPs had considerably more time than other pariiamentarians, to 

become involved in such ritual activities and local level patronage in 

general because of a very low workload. Very little legislation was 

debated at Stormont, they followed a 'step by step' policy which amounted 

to their simply copying most United Kingdom legislation. Neither did 

they have the power to make decisions in the vital areas of foreign 

policy or finance; while the formal status of the Ministry of Finance 

was equivalent to the treasury, its real control of other departments 

fell short of its British equivalent (ibid.:78). On the other hand 

the administrative powers possessed by local government 'opened up the 

prospects of a new type of regime, for Ireland, one deeply responsive to 

local pressure' (ibid.:79).

The government was in fact very much the architect or at least 

patron of local Protestant/Unionist ritual communication, aiding it also 

by means of government legislation. A version of 'social structure'
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that was espoused by the government, was constructed through ritual. 

Bloch remarks that the 'amount of social structure type communica

tion' varies with the amount of hierarchy, 'the amount of social struc

ture, of the past in the present, of ritual communication is correlated 

with the amount of institutionalized hierarchy' (Bloch 1977:289). The 

unequal relation between Northern Ireland's Catholic and Protestant 

population would seem to accord with Bloch's model. In the light of 

this analysis of the role of the Northern Ireland state in the ritual 

construction of a 'two communities' model of Northern Ireland society^ 

much of the other interest in past in the present discussed in this 

work falls into place.
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NOTES

1. See for examples appendix 6.

2. See for example 'The Men Behind the Wire' controversy. Case

3. It would be misleading to suggest that the Unionist state was an 

undifferentiated entity. The analysis of Bew et al reveals a 

conflict between two identifiable groups, the populists and the 

anti-populists, the former sought to generalize to the state as 

a whole the relationship between Protestant classes epitomized 

in the 'B' Specials. This relationship was characterized by a 

combination of sectarian and 'democratic' practices and by a 

high consumption of public funds. The latter group opposed this 

tendency and strove instead to press the state along via Britannica 

of a pre-Keynesian kind. In their analysis Bew et al argue that 

the restraining influence of the anti-populist camp on the extremes 

of populism in fact made an important contribution to the reproduc

tion of the Unionist class alliance.

4. Bew et al in their analysis of the Northern Ireland Civil Service 

comment that while it has been most frequently cited by Unionist 

apologists as a bastion of bureaucratic practices, corresponding 

to liberal democracy, in fact, it and its composition were the 

centre of a struggle over the attenuation of such criteria.They cite 

evidence for example, of Orange Order surveillance of Catholic Civil 

Servants and even of Civil Servants married to Catholics. They note 

that prominent and respectable Unionists 'were the messenger boys 

for the Order in these matters' (Bew et al 1979:77). See also P.J. 

Buckland 'The Factory of Grievances': devolved Government in Northern

Ireland 1921-39,fPubl in. Gill and Macmillan, 1979.')
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Examples of the way in which continuity was achieved in the 
hero-martyr ballad tradition by means of 'borrowings' from 
earlier songs.

In the examples provided below the degree of borrowing varies 
greatly: 'The Battle of Inglis' is very closely based on the 
earlier 'Smashing of the Van', in other cases I have noted 
'literary echoes' of just one or two lines. In the former 
case I reproduce the two related songs in total, in the other 
cases I shall provide a full text of the contemporary song 
and then draw attention to the lines where they appear to echo 
earlier songs.

Example 1 'Battle of Inglis compare 'The Smashing of the Van' 

Example 2 'The Ballad of Joe McCann'

Example 3 'Big Joe McCann'

Example 4 'Ballad of Hugh Coney' (W) 

Example 5 'Ballad of Hugh Coney' (S) 

Example 6 'Ballad of Billy Reid'



572

Example 1

'Battle of Inglis' and 'The Smashing of the Van'

BATTLE OF INGLIS

It was in the month of August, in nineteen seventy one
When the news ran through old Ireland that a daring deed was done
A band of market rebels, undauntedly did stand
They assembled on Inglishes bakery and they challenged the British command.

CHORUS

Here's to the lads who done it, to Ireland's cause were true
And sure every man who played his part was Irish through and through
Here's to the lads who done it, with rifles in their hands
They assembed on Inglishes bakery and their leader was Big Joe McCann.

Those cowardly British soldiers, were quickly on the scene 
They arrested every person who was connected with Sinn Fein 
They murdered young Billy McKavanagh, a lad just nineteen years 
But they only showed their ignorance to Big Joe and his volunteers.

Chorus repeated twice.
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(Street ballad of the Glasgow Irish)

'Twas on the 4th of May boys, in 1921, 
That the news ran thru auld Scotland 
That a daring deed was done,
Done by a band of heroes 
To release an Irishman,
They assembled in the High Street,
And they smashed the prison van.

Here's to the boys who done it!
Their hearts were staunch and true 
Every man who played his part that day, 
Was Irish through and through.
Side by side they stood there 
Revolvers in their hands,
Did that gallant band of rebels.
When they smashed the prison van.

Our clever Glasgow polis 
Were soon upon the scene.
They arrested every Irishman 
Connected with Sinn Fein.
They arrested Father McGrory,
An R.C. clergyman,
Which serves to show their ignorance 
At the smashing of the van.

CHORUS

When the fight was over 
The boys they did retreat.
Stinton said, "Down Rottenrow!"
McDonald said, "Down High Street!"
Ross said, "Down the Drygate!"
That was the way they ran.
But they only proved three liars 
At the smashing of the van.

CHORUS

Now the trial is over 
The Crown case it did fail 
Although Stinton did his level best 
To put them all in jai1.
Defended by those councillors,
McKay and Sandeman
Sure the jury said "NOT GUILTY!"
To the smashers of the van.

CHORUS

CHORUS
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THE BALLAD OF JOE McCANN

A sultry sun had ushered in, another April day

(1) (Yet another Irish Volunteer had went the martyr's way

We have his name, we'll sing his fame 'till from this life we're gone

(2) (O' Irishmen remember well, staff Captain Joe McCann

(3) (T'was in a market street he died, unarmed and all alone

(4) (His people saw him lying there, his body cold as stone,

And to the scroll of honours roll, as 'round his grave we stand,

We proudly link the name today of our own Joe McCann.

(5) (So Irishmen remember then, and lift your heads with pride,

(For that same cause for which he died, still calls to you and I.

(March forth as men, prepared again to make as brave a stand.

(Our job's well done, when our freedom's won, then revenge for 
Joe McCann.

Literary echoes from earlier songs:

(1) Kevin Barry (c. 1920)

Another martyr for old Ireland (v.5,l.I)

(2) Sean Sabhat (c. 1957 - a different version from that analysed in text). 

And Irish men remember well Sean Sabhat of Garryowen (v.I,1.4)

(3) Sean Tracy (c. 1920)

In a crowded Dublin street Sean died (v.5,l.I)

(4) Sean South of Garryowen (c. 1957)

Two men were cold as stone (v.3,1.6)

(5) Solders of '22

Lift up your hearts, 0 brave young men
And march the way they trod
The cause still calls that called to them
And the task will only be through
When freedom comes to the kind that we love
By the soldiers of '22. (v.3)
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Come out you Black and Tans (c. 1920)
Come out you Black and Tans, come out and fight me like a man 
Show your wife how you won medals down in Flanders (Chorus 1-2)

(2) Ashtown Road (c. 1919)
Oh son of Erin Brave 
Farewell to thee (v.6,1. 3-4)
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Skibereen (c. 1848)
When loud and high we'll raise the cry - Revenge for Skibereen (v.7,1.4)

Who Fears to Speak of Easter Week (c. 1916)
Oh Irish men remember then
And raise your heads with pride (v.I. 1.5.6)

Note: The pervasive notions of 'the cause' and 'the call' have been 
discussed at greater length in the text above.
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BIG JOE McCANN

On the fifteenth of April, we'll remember that day 
When British soldiers, our hero did slay 
At the markets, where we loved him, his body was slain 
But we'll always remember our Big Joe's name.

On the fifteenth of April when all soldiers ran
(1) (They murdered our hero called Joseph McCann
(2) (But we will never forget that day

(When all Special Branch men we vowed for to slay.

The boys in Long Kesh and Magilligan too 
Armagh and Crumlin, they all loved you 
On the day that they heard that our hero had died 
They dropped their heads and all of them cried.

Dear is his memory, sweet is his name
Deep in our hearts he will always remain
And the boys won't forget him, no matter how long

(3) (If they follow his footsteps they'll never go wrong.

(All Irish people listen to me
(4) (Wherever you are or wherever you'd be 

(Just stop and think of a brave Irish man -

(5) (And we'll always salute you, brave Joseph McCann.

Literary echoes from earlier songs:

(1) General Munroe (updated version of ballad of 1798)

They murdered our hero brave General Munroe (v.6,1.2)

(2) Tom Wi11 jams (c. 1942)

And we never shall forget
Those who planned your brutal murder
We vowed we'd make them all regret (v.4,1. 2-4)

(3) The Rising of the Moon (c. 1865)

Who would follow in their footsteps at the rising of the moon, (v.5,1.4)

(4) General Munroe (updated version of ballad of 1798)

All ye good men who listen, just think of the fate 
Of the brave men who died in the year '98 (v.8,1. 1-2)

(5) Tom William (c. 1942)

Brave Tom Williams we salute you (v.4;l.I)
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BALLAD OF HUGH CONEY- 
HE DIED TO BE A FREE MAN (2)

It was on a cold October night 
An Irish rebel died 
He died to be a free man,
A freedom which was denied.
He was Hugh Coney
From the County of Tyrone,
And his name will go alongside 
Of Connolly, Pearse and Tone.

A shot rang out without warning 
From the forces of the Crown,
Their orders were to shoot on sight 
All internees that they found.
But, alas, Hugh Coney fell,
He suffered the fateful blow.
His Long Kesh chains were broken 
Which Faulkner had bestowed.

(Come out you cowardly Britishers, 
(Ye shot an un-armed man.
(You did it up in Derry,

' ^ (At Long Kesh you've done it again. 
(Just like your forefathers,
(Who were the Black and Tans.
But victory shall be achieved 
By the felons of our land.

That dreadful night is over,
Hugh Coney sleeps in peace.
You had to die to get away 
From the tyrant Merlyn Rees.
For in the hell-hole of Long Kesh 
You heard your country's groan,

(2) (So fare thee well, my brave one. 
From the County of Tryone.

By the Wolfhound

Literary echoes from earlier songs:

(1) London's Derry (c. 1972)
Come out you British huns
Come out and fight without your guns
Show us how you won your medals up in Derry (Chorus 1. 1-3) 

Showed us all the Black and Tans were back in Ireland (v.1,1.6)
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Example 5

BALLAD OF HUGH CONEY (1)

'Twas a Wednesday morn, in the early hour 
Men tried to escape from the Long Kesh hell hole, 
With them was a man from an East Tyrone town 
A man who was young yet so brave.

He fought for Ireland, he died for Ireland 
(1) (Played his part in the patriot game.

Gave his life for Ireland, gave his soul for Ireland 
Hugh Coney we'll remember your name.

No warning was called to that young man at all, 
Just a coward's bullet rang out in the dark 
Then he was dragged away by those murdering dogs 
His life's blood flowed away

CHORUS

(2) Now his spirit lives on in our fighting race 
The sorrow of death fills our hearts with pain 
And when the fighting's done for our native land 
We'll remember Hugh's name and how he died.

CHORUS TWICE

Literary echoes from earlier songs:

The Patriot Game (c. 1957)

(1) To play up my part in the patriot game (v.3,1.4)

The Men of Barry's Column (c.1920)

(2) The spirit of this fighting race (v.4,1.2)

CHORUS
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Example 6

THE BALLAD OF BILLY REID

Oh, the radio said there was another shot dead 
And he died with a gun in his hand,
But they didn't say why Billy Reid had to die 
For he died to free Ireland.

CHORUS

I'll sing you a song of a terrible wrong 
When the flags they all flew at half mast,

(1) (And a man, he lay dead, he'd been riddled with lead. 
And he died on the streets of Belfast.

It happened one day when the bold I.R.A.
Went out to fight for their land,
With an old Thompson gun, put the troops on the run 
And return to their homes was their plan.

While.returning the guns Billy met British huns, 
And when the fight had begun
His position was dire when his gun wouldn't fire 
So he died with that old Thompson gun.

Although he lay dead, he was kicked in the head,
By the hair they dragged him around.
But they still fear him yet, and we can never forget 
How brave Billy Reid stood his ground.

If you think he was right, come and join in the fight 
And held to free Belfast.

(For the blood that he shed, and although he lies dead, 
(2) (In our hearts his memory will last.

Literary echoes from earlier songs:

(1) Sean Sabhat (c. 1957 - a different version from that analysed in text)

But when his riddled body ......... (v.2,1.3)

(2) The Smashing of the Van (c. 1967)

Although they are dead their memory still lives in the hearts of Irishmen
(v.7,1.4)
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Examples of Irish News Advertisements 

on behalf of Republican Clubs and Sinn

Fein Cumanns.

Source: Irish News, 7 June 1972. 

Source: Irish News, 9 August 1972.
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Irish News, 9 August 1972.

FR. MURPHY CUMANN 
(Sinn Fein) Derrybeg, Newry
We, the members of the above Cumann, send 
greetings to all our men in concentration camps 
in North and South; also the men and women 

in British and Irish Jails.^

DERRYBEG STILL STANDS BEHIND THE 
MEN AND WOMEN BEHIND THE BARS

The Fergal O'HanSon 
Sinn Fein Cumann

(NEW LODGE ROAD) 
express their wholehearted solidarity 
with the men still held hostage in Long 
Kesh Concentration Camp. We demand 
their release and the release of all our 

political prisoners.

THE SEAN O CARROLL SINN FEIN CUMANN 
(UPPER ANDERSONSTOWN)

salute the ‘‘men beind the wire” on the 1st 
Anniversary of Internment — and demand 

their release.

THE CATHAL BRUGHA SINN FEIN CUMANN 
(LOWER ANDERSONSTOWN)

remember the men in Long Kesh on the 1st 
Anniversary of Internment and pledge their 

support in the fight to get them out.

I

I
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Irish News ^7 June 1972-

SMASH
INTERNMENT

Brigade Staff and Volunteers (Provisional) 
1st Battalion, Bogside; 2nd Battalion, 
Creggan; 3rd Battalion, Waterside.

Bogside Company Cumann na mBann, 
Creggan Company Cumann na mBann

Bogside Company na Fianna Eireann, 
Creggan Company na Fianna Eireann

Eamonn Rafferty Sinn Fein Cumann,
Patrick Pearse Sinn Fein Cumann
McCool, Coyle, Carlin Sinn Fein Cumann;
Colm Keenan/Eugene McGiilen Sinn Fein 

Cumann,
Kevin Barry Sinn Fein Cumann,
John Starrs Sinn Fein Cumann.

i



APPENDIX 3
APPEARANCES OF THE WOLFHOUND FOLK GROUP 1971-1974



1971 APPENDIX 3
BOOKINGS AND APPEARANCES OF WOLFHOUND FOLK GROUP 1971-1974 584

MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

JANUARY

-F3RUARY

MARCH

APRIL

1

2

3

4

5

6

7

8

9

10

n
12

13

MAY

JUNE

14

15

16

17

18

19

20

21

22

23

24

JULY

25

26

27

28

29

30

AUGUST 31

32

33 MOONSHINER MOONSHINER
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MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

34

SEPT. 35

OCT.

NOV.

DEC.

36

37
GREENBRIAR

38

39 MOONSHINER MOONSHINER

40

41

42
ULSTER T.V.
APPEARANCE GREENBRIAR MOONSHINER

43

44

45 TROCADERO

46

47

48
CRESCENT
CABARET

49 TROCADERO •

50 II

51 II

52 GREENBRIAR II

53
II
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liOMTrl !EE-C SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

JANUARY

FEBRUARY

1 MOONSHINER MOONSHINER MOONSHINER

O MOONSHINER GREENBRIAR MOONSHINER MOONSHINER

3

A

5 GREENBRIAR MOONSHINER

MARCH

APRIL

MAY

6
CRESCENT
CABARET

■7 MOONSHINER MOONSHINER

8 CRESCENT
CABARET

9
GREENBRIAR

10 DOWNPATRICK* GREENBRIAR MOONSHINER MOONSHINER

11
CRESCENT
CABARET

12 II

13 II

14 II CESA
SOUTH LINK

15 II DUBLIN
LIBERTY HALL*

MOONSHINER MOONSHINER

16 II

17
II

GREENBRIAR GREENBRIAR

18
II

JUNE

19
II GREENBRIAR LISBURN*

20 COALISLAND* MOONSHINER MOONSHINER

21
CRESCENT
CABARET

GREENBRIAR

22
II CRESCENT

CABARET
MOONSHINER MOONSHINER

23 GREENBRIAR II GREENBRIAR

24 GREENBRIAR II CRESCENT
CABARET

ST. KEVIN’S 
HALL

MOONSHINER MOONSHINER

JULY

25 II CRESC. CAB. GREENBRIAR

26
IMPERIAL HOT
GREENBRIAR

AUGUST

27 GREENBRIAR IMPERIAL HOT GREENBRIAR

28 GREENBRIAR GREENBRIAR GREENBRIAR GREENBRIAR

29 GREENBRIAR

30 GREENBRIAR MOONSHINER MOONSHINER

31 GREENBRIAR CRESC.CAB. GREENBRIAR GREENBRIAR

32 GREENBRIAR CRESC.CAB. CABIN CLUB GREENBRIAR GREENBRIAR

33 TOUR OF UNITED STATES
OF AMERICA

* Outside Belfast Venues.
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MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

SEPT.

OCT.

NOV.

DEC.

34

35 TOUR OF UNITED ST A T E S 0 F A M E RICA

36

37 GREENBRIAR

38 CRESC. CAB.

39 GREENBRIAR II GREENBRIAR

40
DONEGAL
CELTIC SOC. 

CLUB

Tusrnrmre
cc

41 •1 GREENBRIAR

42 II GREENBRIAR ST. PAUL'S 
HALL

43 II HEATHER
CLUB

44 II HEATHER
CLUB

HEATHER
CLUB

45

46 CRESC. CAB. HEATHER
CLUB

HEATHER
CLUB

47 II

48 II

49

50

51

52 NEW GREEN 
BRIAR FOLK 

NIGHT

53
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MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

JAN

FEB

MARCH

APRIL

MAY

JUNE

JULY

AUG.

1
CRESCENT
CABARET

ST. JOHN'S 
GAA

2 GREENBRIAR II

3 II II

4 ST. JOHN'S 
GAA.
GREENBRIAR

II TROCADERO

5 II II NEW
GREENBRIAR

II GREENBRIAR

6 II II II
ANDERSONSTN
SOCIAL CLUB

7 II ANDERSONSTN 
snriAi ci hr

8 II 11 TROCADERO
ANDERSONSTN
SOCIAL CLUB

9 II

10 II ANDERSONSTN 
SOCIAL CLUB

11 II II

12 II

13 ANDERSONSTN, 
SOCIAL CLUB

ANDERSONSTN 
SOCIAL CLUB

14 II HEATHER
LOUNGE

II

15 II TROCADERO II ----------------------n--------------------

16 II

17 II
ANDERSONSTN
SOCIAL CLUB

18 ANDERSONSTN
SOCIAL CLUB

II ANDERSONSTN.
SOCIAL CLUB

'HEATHER
LOUNGE II

II

20
ANDERSONSTN. 
SOCIAL CLUB

II II

21 II II II II

22 II II II II

23 II II II II

24 STRAND HOT. 
OMAGH*

II II

25 II II ANDERSONSTN 
SOCIAL CLUB

26 II II II

27 II TROCADERO II II

28 ANDERSONSTN.
SOCIAL CLUB

II ANDERSONSTN
SOCIAL CLUB

29 II II HEATHER
LOUNGE

II

30 II II II II

31 II II II II

32 II II II II

II II ll

^ uutsiae ueirast venues
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MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

SEPT.

34 CRESCENT
CABARET

HEATHER
LOUNGE

II

35 II II II

OCT.

NOV.

DEC.

36 Andersonstn.
SOCIAL CLUB

II II

37 II II II

38 II II II

39 II II HEATHER
LOUNGE

II

40 -
II II II

41 II HEATHER
LOUNGE

42 II

ULSTER 
MUSEUM CON. 
ANDERSONSTN. 
SOCIAL CLUB

43 II II

44 ANDERSONSTOWN SOCIAL
CLUB

45 ANDERSONSTN. 
SOCIAL CLUB.

II

46 II ANDERSONSTN 
SOCIAL CLUB

47 ANDERSONSTN. 
SOCIAL CLUB

II

48 II

49 II

50 II PIECES OF 
EIGHT

51 II 'GRFE'NSRIAIV HEATHER- - - - -
LOUNGE

52
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MONTH WEEK SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

JAN. 1 ANDERSONST. 
SOCIAL CLUB GREENBRIAR HEATHER

LOUNGE
ANDERSONSTN. 
SOCIAL CLUB

2 II II II II

3 II CRESCENT
CABARET

II II

4 II II II
HEATHER L.

n

FEB. 5 II II II II ii

6 II II II II n

7 II II II ii

8 II GREENBRIAR II ii

MARCH 9 ANDERSONST. 
SOCIAL CLUB

CRESCENT
CABARET

II n

10 II II II n

11 CRESCENT
CABARET

ANDERSONSTN
SOCIAL CLUB

ii

12 II II II ii

13 II II II n

APRIL 14 II CORRIGAN
HALL

II ii

15 II II ii

16 II HEATHER
LOUNGE

17 II ANDERSONSTN.
SOCIAL CLUB.

MAY, 18 II PIECES OF
EIGHT

PIECES OF
EIGHT

HEATHER'
LOUNGE II

19 II II II

20 II II

21 II

JUNg 22 CRESCENT
CABARET

23 II ANDERSONSTN. 
SOCIAL CLUB.

24 ANDERSONST. 
SOCIAL CLUB

II II

25 II II II

26 II

JULY 27
28
29
30

AUG. 31
32 CRESCENT

CABARET
ANDERSONSTN 
SOCIAL CLUB.

33 II ANDersonstn
SOCIAL CLUB
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MONTH WEE11 SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY

SEPT.

OCT.

NOV.

DEC.

1975
JAN.

34 CRESCENT
CABARET

ANDERSONSTN.
SOCIAL CLUB

35 II
OLD GREEN

BRIAR II

36 II II II

37 II II II

38 II

39 CRESCENT
CABARET

POUND LONEY 
SOCIAL CLUE

ANDERSONSTN. 
SOCIAL CLUB

40 II II II II

41 II II

42 ANDERSONSTN 
SOCIAL CLUB II COALISLAND* OLD GREEN 

BRIAR
II

43 II ANDERSONSTN 
SOCIAL CLUE

44 II ANDERSONSTN SOCIAL CLUB
OLD GREEN 
BRIAR

ANDERSONSTN. 
SOCIAL CLUB

45 II COOKSTOWN
I.N.F.* II II

46 II II

47 OLD GREEN 
BRIAR COALISLAND* II II

48 II GREENBRIAR II II

49 II II

50 OLD GREEN 
BRIAR II II

51 OLD GREEN 
BRIAR

CRESCENT
CABARET II ANDERSONSTN. 

SOCIAL CLUB 
AND OLD GREEI

RRTflR
52 II OLD GREEN

BRIAR

1 ANDERSONSTN. 
SOCIAL CLUB

♦Outside Belfast Venues
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Irish News Photographs of V/olfhound, illustratin 
the transformation from 'cabaret' to 'folk' styl
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APPENDIX 5

THE FREEMEN IN CONCERN AT THE UNION FOLK CLUB 
QUEEN'S UNIVERSITY OF BELFAST

5 June 1974

(including group and audience repartee)

Key

F = Folk 
P = Pop 
R = Rebel 
I = Instrumental
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The Freemen, Union Folk, Queen's University Belfast: 5 June 1974

Transcription of performance including song titles with musical categori
zation; remarks between musical items including jokes, introductions, etc., 
and audience behaviour.

1. PF I'm Barney Hare fro the Co. Clare

'Thank you. So good evening ladies and gentlemen and others, 
boys and girls, and chairs, coloured light bulbs and holy 
pictures.' We're going to do a song here tonight never done 
before, recorded last Saturday, I think, yes, it's on the 
Guinness label (a reference to the well known Irish brewery) 
and it's called Ireland Unfree Shall Never be at Peace.

2. R Ireland Unfree Shall Never be at Peace

Applause

'Thank you. We'll change the idiom a bit here now. 'Let this 
tin whistle player at you. He's been dying to get at you all 
night, especially the girl in the middle of the floor showing 
her panties. He's bashful (reference to the exaggerated 
'bashful' behaviour portrayed by the whistle player). About 
two dozen knees went together there. He's going to sing a 
song this time called The Beggarman. We've planted a tune 
into this song called The Nine Points of Roguery.'

3. FI The Beggarman and the Nine Points of Roguery

Applause

'Thank you. Now a wee traditional piece this time, mainly 
done on the whistle. It's called Fanny Power.'

5. FI Fanny Power

Applause

6. P 'We're going to do a Kris Kristofferson number. This one's
called Sunday Morning Sidewalk.

Sunday Morning Widewalk 

Applause

'Thank you. We're doing a Scottish song tonight, this one 
dates back to the 1745 rebellion, and they gather the clans 
with the sound of the pipes, the pibroch. This is called 
Sound the Pibroch.'
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As the group returns to the stage there are requests being shouted up 
by the audience: The Foggy Dew, ‘Do you know Joe Hill (song about exe
cuted American Union organizer which was quite well known)?

From the stage: 'Do you know the Albert clock?

From the audience: Shouts of 'Up the Stickies (Official IRA) response 
to provisional song.

13. R Provo Lullaby

Based on Woody Guthrie's Hobo Lullaby. The line in the 
original 'There'll be no policemen there' is sung in the 
recording and in this performance leaving a gap into which 
the audiences inserted terms of abuse.

Lots of 'banter' among the audience.

14. R The Battle of Inglis' Bakery

(This song may be viewed as a response to the lact senti
ment expressed by the audience. It celebrates a gun 
battle which took place at the time of the introduction of 
internment (August 10, 1971) involving the British army 
and local men defending the Markets area of the city 
which was a renowned Official IRA stronghold. Joe McCann, 
a popular official leader played a prominent part.

Applause

F From audience requests for The Curragh of Kildare

From the stage, pretending that he does not understand, 'The 
Curley of Kildare'? I'd like to sing you a song now 
which was made famous by Englebert Humperdinct when he sat 
on a razor blade. It's called There goes my everything. A 
very good chorus on this song, it goes

Does your hair hang low, can you tie it in a bow?
Can you tie it in a knot, can you tie it in a bow 
Can you throw it over your shoulder like a continental 
soldier?
Does your hair hang low?

So that's the chorus, So let's hear you.'

There is a great deal of humorous interchanges going on among 
the audience as they sing along with the chorus.

From the stage: 'Are you sure this is Queen's University we're 
playing in? Are you sure it's not a home for the dumb?'

In fact the audience is participating very fully and there is 
much audience entertainment going on throughout this song.
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15. PF Does Your Hair Hang Low

The singer runs straight into a completely different type of 
song which he sings unaccompanied, it is traditional folk 
singing style, another member of the group sings harmony.

16. F The Hog-Eye Man

Applause and whistles. Calls from the audience for Billy Reid 
(cRS).

'Do you know Raglan Road?1

From the stage; 'I know Raglan Street'. (Reference to a 
street on the Lower Falls Road). Audience is very excited, 
the request for Billy Reid which the group has recorded as a 
single is paramount.

17. R Billy Reid

A song in memory of a young West Belfast IRA volunteer 
killed in action while an IRA active service unit carried 
out an ambush on British troops.

Applause (thunderous)

The singer runs straight into the next song.

18. R Sean South of Garry Owen

A song in memory of Sean South of Limerick, who was killed 
while taking part in a raid on Brookeborough barracks,
January 1, 1957, during the IRA Border campaign.

Many members of the audience are joining in the singing at 
this stage and there are numerous requests, among them calls 
for 'Carrick Hill' a ballad recorded by the lead singer on an 
LP made with other musicians.

From the stage: 'This is a song now about a battle that 
happened in Carrick Hill, it mentions a few friends, local 
characters that knock about Belfast. It may be it mentions 
some of yourselves. It mentions a lot of alcoholics.

19. R The Battle of Carrick Hill

The story of a 'battle' between Catholics and Protestants 
which occurred when a parade of the Junior Orangemen were 
passing the Catholic Unity Flats on August 2, 1969.

Applause

Singer runs into the next song which shares the same tune 
and provided the tune for the newer song above.
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20. R

21. R

22. R

23. R

Take it Down from the Mast

Only one verse is sung of this bitter song of the Irish 
civil war. It is used as a conclusion to the previous song.

Applause

The audience calls for Boys of the Old Brigade. There are 
shouts for the ‘Whiterock Brigade' (referring to a Catholic 
area of the city between the Falls Road and Ballymurphy).
The audience are very excited.

Boys of the Old Brigade

A father recollects for his son his recruitment to the IRA 
and participation in the events of 1916.

Final chorus repeated twice.

Thunderous applause

From the stage a quick 'Thank You' and very quickly into 
the next song.

The Broad Black Brimmer

Similar theme to the last song. Inspired by the playful 
dressing up of a child in his dead father's IRA uniform, 
a mother reflects on their past life together.

The level of audience excitement is high as is the noise 
level. They have been joining in consistently since the 
rebel songs began. Stamping and clapping when they do 
and when they don't know the words. There is a loud call 
from the audience for The Bold Orange Heroes of Comber, 
an Orange song. It goes unheeded.

From the stage: 'The clock has beaten us'.

From the audience who want more music: 'Sure you're the 
free menl' There are requests for the Foggy Dew.

Ireland Unfree Will Never Be at Peace

Same as no. 2. A modern rebel song rehearsing traditional 
sentimeats of the long historic struggle. It could be 
viewed as an elaborated roll of honour (see Hero-Martyr 
chapter). It is provided with an atmospheric setting 
referring to the natural environment. Audience calls for 
more.

From stage: 'Good night, God bless.

Requests are being shouted.
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24. R The Belfast Brigade

Song dating from the 1922 riots in Belfast and concerning 
the part played by the IRA Belfast Brigade. The group 
sing '1st Battalion1 and substitute 'Seaforde Street1 for 
Belfast.

Applause.



APPENDIX 6 (a)

Transcription of The Magnificent Seven and 

variants produced by children.

Note: In the last variant the personal name 
substituted is not that of a political 
figure but of a school-mate.
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Brian Faulkner says one day 
That internment's here to stay 
And with a stroke of his noble hand 
To the Maidstone sent our lads.

Did you ever see did you ever see
Did you ever see such a funny man before.

(St. Gabriel's Secondary School. 30 January 1973)

BRIAN FAULKER SAID ONE DAY

Brian Faulkner said one day 
That internment's here to stay 
And with a touch of the Orange pen 
To the Maidstone sent our men

Did you ever see did you ever see
Did you ever see such a funny thing before.

(St. Augustan's Secondary School. 19 February 1973)

MARTIN MEEHAN SAID ONE DAY

Martin Meehan said one day 
That he'd join the I.R.A.
And with a stroke of his rebel hand 
He tried to free our land.

Did you ever see did you ever see
Did you ever see such a funny thing before.

(St. Gabriel's Secondary School. 30 January 1973).

JOE CAHILL SAID ONE DAY

Joe Cahill said one day 
That the Provis are gonna stay 
Will you join their cumann na mban 
Throw the Stickies out of our land.

Did you ever see did you ever see 
Did you ever see up the Provis.

(St. Thomas's Secondary School. 11 June 1973).



JIMMY DORAN SAID ONE DAY

Jimmy Doran said one day 
Come and join the I.R.A.
And with a stroke of his sissy hand 
He went and joined the Cumann na mban.

Did you ever see did you ever see
Did you ever see such a funny thing before

(Holy Cross Primary School. 28 June 1973)



APPENDIX 6 (b)

Variants on street song

"WE ARE THE IRA PROVISIONALS/OFFICALS" 

collected in schools during fieldwork: 

illustrating the importance of the PIRA/OIRA 

feud in this category of song.



WE ARE THE IRA OFFICIALS
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We are the IRA officials
We are the stickies of the Lodge - of Turf Lodge 
With our rifles and our gun 
We will make the Provies run 
And show the UDA what we can do.

(St. Theresa's Boys Secondary School. 4 April 1973)

WE ARE THE IRA PROVISIONALS

We are the IRA provisionals 
We are the provies of Turf Lodge 
Woth our rifles and our gun 
We will make the stickies run 
And show the UDA what we can do.

(St. Theresa's Secondary School. 4 April 1973).

WE ARE THE IRA PROVISIONALS

We are the IRA Provisionals
We are the Provies from the Strand
With our rifles and our guns
We will make the Stickies run
We're the IRA Provisionals from the Strand.

Oh then Erin get thee ready
The fight for freedom must go on
We're the gallant IRA
We're the Provies of today
We're the IRA Provisionals from the Strand.

(St. Augustan's Secondary School. 29 January 1973)

WE ARE THE STICKIES FROM THE MARKET

We are the stickies from the market 
We are the proves from the Strand 
With our rifles and our guns 
We will make the UDA run

(Secondary Source, given to me bt a Ballymurphy Social worker)



APPENDIX 7

Take it Down from the Mast: Variants.
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Take it Down from the Mast: Variants

INTRODUCTORY REMARKS

"Take it Down from the Mast" is a song of IRA internecine 
strife. It dates from the bitter period of civil war 
(1922-1923) which followed the signing of the Anglo-Irish 
treaty (1921) at the end of the war of independence. The 
IRA split into 'pro' and 'anti-treaty ’ factions. "Take it 
Down from the Mast" is a song of the anti-Treaty faction 
decrying the "traitorous" and "cowardly" behaviour of their 
former comrades in arms, and asserting their preparedness to 
fight on "until England's tyrannies cease". It contests the 
right of Free Staters, those who accepted the treaty 
involving dominion status for the South, and partition, to 
fly the flag of the Republic.
Unlike most other songs heard during my fieldwork period, 
"Take it Down from the Mast" was not published in the 
plethora of non-political, collections of Irish songs, 
including Irish rebel songs, which were available burins' 
the 1970s but which were published before the present 
troubles, usually in the south of Ireland. Among song books 
which I collected from Belfast shops in the course of my 
fieldwork the song is reproduced only in song books of the 
troubles. This fact I interpret as supporting my thesis 
that songs only became 'political' with the commencement 
of the troubles. It seems evident that the content of this 
song was considered too divisive, and painful a memory to 
be included in a nostalgic perusal of Ireland's past glories 
and tribulations. It can also be argued that this song of 
all rebel songs, continued to have political meaning in the 
South since the Treaty was the issue upon which the modern 
political parties, Fianna Fail and Fine Gael, were formed, 
and it continues to be the basis of voting patterns (see 
Bax 1976). It was of course, the ideal song for revival 
in the period of the IRA split in the 1970s, and it is this 
that is reflected in Variant 2 reproduced below.
Variant 3 is reproduced from a contemporary song book.
It was not heard in performance and is included because it 
is an intervening up-dated version which contains the verse 
which provided the structural model for the up-dated verse 
in the contemporary variant No. 2. Its content too refers 
to yet another IRA split in the 1930s.
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"TAKE IT DOWN FROM THE MAST" Variant 1

CHORUS
Take it down from the Mast, Irish Traitors 
It's the Flag we Republicans Claim,
It can never belong to Free Staters,
For you've brought on it nothing but shame.
Why not leave it to those who are willing. 
To uphold it in War and in Peace,
To the men who intend to do killing.
Until England's tyrannies cease.
CHORUS
You have murdered our brave Liam and Rory, 
You've slaughtered young Richard and Joe, 
Your hands with their blood is still gory. 
Fulfilling the work of the foe.
CHORUS
Why not leave it to those who are willing. 
To uphold it in War and in Peace,
To the men who intend to be killing,
Until England's tyrannies cease.

Source: Irish Songs of Resistance, vol. I, no date 
Contents indicate that the book was published in 
or after 1971.
This variant is the one most commonly sung and may 
be regarded as 'the original' insofar as it contains 
no additions which 'up-date' it. In view of the 
nature of the material, however, I prefer to use 
the term 'variant' for all examples.

Notes: The proper names in verse two refer to
Lian Mellows, Rory O'Connor, Richard Barrett and 
Joe McKelvey, members of the anti-Treaty 
Republican executive who were executed by the Free 
State government on the -night of 8 December 1922.



606

"TAKE IT DOWN FROM THE MAST" Variant 2

CHORUS

Take it down from the mast, Irish traitors.
It's the flag we Republicans claim,
It can never belong to Free Staters
For you've brought on it nothing but shame

You have murdered our brave Liam and Rory 
With your hangman from over the sea 
Ay, you cowards, you quislings, you murderers 
To England you still bend the knee

CHORUS

And you have murdered our brave Charlie 
By a hangman from over the sea 
Ay you cowards, you quislings, you murderers 
To England you still bend the knee

CHORUS

For we stand with wee Billy McMillan 
With Cathal Goulding and Sullivan bold 
And we’ll break down the Fianna Fail connection 
And we'll take back the army he sold.

CHORUS

Oh then leave it to those who are willing 
To uphold it in war or in peace 
To the men who intend to defend us 
Until England's tyrannies cease.

CHORUS

"One more time"

CHORUS

Source: Transcribed from performance, The Wildgeese,
St. John's GAA, Jan, 1973)

Notes:V.1.see notes to variant 1.

Other proper names mentioned in this variant are 
Charlie Kerins, Billy McMillan, Cathal Goulding and 
Jim Sullivan.
V.2. Charlie .Kerins was from Tralee. He was deputy 
Commander and chief in the early 1940s. His role in 
the Northern campaign was to deliver both war 
materials and men to the North. He was arrested in 
Dublin and tired before a military tribunal, found
guilty and sentenced to hang. On 1 December 1944 an 
'imported English hangman carried out the sentence.
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"TAKE IT DOWN FROM THE MAST" Variant 3

CHORUS
Take it down from the mast, Irish traitors. 
It's the flag we Republicans claim.
It can never belong to Free Staters
For you've brought on it nothing but shame.
You have murdered our brave Liam and Rory 
You've slaughtered young Richard and Joe 
Your hands with their blood are all gory 
Fulfilling the work of the foe.
We stand with Sean and with Fergal 
With McGrath and Russell so bold.
We'll break down the English connection 
And bring back the nation you've sold.
So leave it to those who are willing 
To uphold it in war and in peace,
The men who intend to defend it 
Till England's tyrannies cease.

Source: Irish Songs of Resistance 1968-1975, no date

Notes: V.l. see notes to Variant 1.
V.2. The proper names in this verse refer to: Sean South, 
Feargal O'Hanlon, Sean Russell and Patrick McGrath.
Sean South and Feargal O'Hanlon were young IRA volunteers 
who died in action in the Brookborough raid (1957) during 
the border campaign (see chapter 5).
Russell and McGrath were of an older generation of 
Republicans and differed from the young 'martyrs' South 
and O'Hanlon in that they were central figures in the 
IRA power structure. The biography of Sean Russell involves 
consideration of yet another split in Republican history.
In the period after the cival war there was no clear 
programme for future action. De Valera hoped to abolish 
"the oath" thereby allowing Republicans to enter parliament, 
which he himself eventually did, thus giving up his right 
to 'Republican status'. There was also a leftist tendency 
which developed to culminate in the Republican Congress 
(1934). The aspirations of Peadar O'Donnell and others was 
to rebuild the IRA and convert it to the idea that different 
tactics and strategy were required. They envisaged a new 
Republican political organization which woule actively link 
national aims with the social problems of the people, thus 
challenging the established State government.
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V.3. Billy McMillan had been leader of the Belfast IRA 
since 1964 when he replaced Billy McKee a charasmatic 
figure and hard-liner in the physical force camp.
When the IRA split in 1969 McMillan became the Belfast 
leader of the Official IRA, an office he held at the 
time this song was recorded and heard during fieldwork.
He was later shot dead (28 April 1975) in the course of 
the feud which ensued after the Irish National Liberation 
Army (INLA) broke away from the Official IRA.
Cathal Goulding was a southerner who had a traditional 
republican upbringing: he was involved in his first arms 
raid (1937) at the age of 15. In 1953 he was sentenced 
to eight years in prison in England for his part in an 
arms raid on Felsted Public School OTC Depot, Essex.
His period in prison is viewed by some as a turning point 
in his attitude to the role of the IRA. On his release 
he became Chief of Staff and from that time was prominantiy 
associated with the move away from violence and the 
national question and towards concentration on social issues 
and political education. After the split with the 
Provisionals he remained Chief of Staff in the Official 
IRA.
Jim Sullivan was a Republican leader in the Lower Falls 
a,rea of Belfast. He became chairperson of the Central 
Citizens Defence Committee (CCDC), a co-ordinating body 
for the local defense committee set up in the Catholic 
areas of Belfast after the attack by Loyalists and the 
’B' Specials in August 1969. When the Provisional split 
Sullivan remained with the Official IRA.
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A third, alternative was the militarism of the die-hard 
Republicans, a prime example of whom was Sean Russell.
Their policy was to continue the gun war against the 
British or their 'agents' as soon as possible. They 
were contemptuous of politicians. Russell for a long 
time held the position of IRA Quarter Master General.
He saw the IRA as purely military, with no mission 
beyond preparing for a rising. After the 'dump arms' 
order Russell, as Director of Munitions, dedicated his 
life to accumulating and storing sufficient weapons for 
the IRA, to urging for more thorough training, and to 
preparing the volunteers to fight. Russell steadfastly 
opposed the leftward political movement within the IRA: 
he chaired the courtmartial which expelled Reader 
O'Donnell and vociferously opposed Sean McBride's concern 
with politics in his work with Cumann Poblachta na h Eireann. 
McBride, who was then Commander-in-Chief, had Russell 
courtmartialed in 1936. His route back to power and to 
the position of Chief-of-Staff in 1938 was via his 
continued calls for 'action', especially his proposal for 
a campaign of bombing in England. While not supported 
by the Army Council, they had nothing to offer,McBride's 
political alternatives having petered out. The army 
was dispersing through inactivity, lack of initiative and 
the factuality of De Valera's newly formed Republic.
He did, however, have support from the IRA in the North.
The English Campaign (April 1938 - September 1939) was 
vigorously suppressed by the government, anxious to 
implement their neutral stance in the war (1939 - 1945). 
Russell died on a return journey from Germany where he 
had been engaged in collaboration in anti-British 
activities. He was buried at sea.
Patrick McGrath and Russell had been comrades in arms 
during the War of Independence. McGrath also had a 
commendable record in the 1916 rising but had become 
inactive after the War of Independence. In Russell's 
search for new men, when he took command in 1938, he 
requested and received McGrath's help. He became a 
General Head Quarter's staff member. He was arrested 
in a house raid, and a military courtmartial sentenced 
McGrath, and his comrades,Hunt and Harte, to death.
Hunt's sentench was commuted; McGrath and Harte were 
executed in Mountjoy Jail, 6 September 1940.
Comment:
Another interesting variation between these three 
variants occurs in the verse which concludes with the 
line "Until or Till) England's tyrannies cease".
In Variants 2 and 3, the third line is:
"To the men who intend to defend us"
whereas in Variant 1, it is:
"To the men who intend to be killing".
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I have suggested above that this particular song is 
associated with splits in the IRA which in a general 
sense are characterized by an opposition between the 
more political left wing policies and the more physical 
force, non-political policies. In a sense the differen 
emphases in the lines above could be interpreted as 
reflecting the same dichotomy.

t
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Choltas Cheoltari Eireann's Disclaimer of the 
Workers Fleadh 1970
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Comhaltos Ceoltoiri 
Eireann

ComhairleGhuige Ufadh
THE

" FLEADH CMEOIL “
proposed for on area of the 
Fells is in no way connected 
with Comhaltos Ceoltoire

Eireann.
When Com haltot decides to 
oraanlte o Fleadh in Belfast it 
will be under the direct control 
of the Belfast Branch of C.C.E

MARTIN McCABE, 
Secretary,
Ulster Council C C E

Source: Belfast Telegraph, 25 April 1970
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CULTURE AND REVOLUTION 
IN IRELAND

R E A M H R A

This paper was prepared for a series of educational 
conferences organised by the leadership of the Republican 
Movement. It does not pretend to be a final, definitive 
statement of the relation between culture and revolution.
It is, however, an attempt to initiate discussion on this 
subject which has so largely been ignored by revolutionary 
thinkers in Ireland.

The natural response of most workers to the word 
'culture' is to retreat in horror. The successful indoc
trination of the educational murder machine has resulted 
in a cultural atrophy, that is most clearly seen in the 
decline of Irish culture:- the Irish language, the Irish 
traditional music and songs in English and Irish, the songs 
of Dublin or of Belfast. The cultural Question is a very 
imnediate one in Ireland, for the basis of nationality is 
culture: a national culture is the common response of a 
nati on.

pletely dispossessed of the historic wealth and lands of 
our people. The subsequent destruction of the last vest
iges of an independent aristocratic Gaelic culture left 
only the common people in possession of the Gaelic her
itage of 2,000 years. Thus was bom what Donall 0 
Corcara called the hidden Ireland, or what today might 
be called the condemned Ireland, condemned to die by 
neglect and hostility.

We do not seek to recover the past, as T have already 
said. But we do seek to recover the best of our tradit
ions moulded to the present needs of our people, to develop 
a culture that will reflect the values mid aspirations of 
the common people. Since our political and economic pro
gramme is based on the Reconquest of Ireland by its people, 
so shall our cultural programme be based.
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Gaelic culture is clearly the most important strand of 
Irish culture: the music, poetry, songs, dances, stories - 
an inherited culture of 2,000 years - are all connected and 
still influence the lives of the people. But perhaps the 
great success of British Imperialism has been the extent to 
which the protagonists of various aspects of Gaelic culture 
fail to see the connection of the part to the whole, let 
alone the connection of culture and economics and politics.

As Ireland became anglicised, and the Gaelic language, 
the instrument of the native culture, went into decline, 
a culture in English was born amongst the people, a culture 
that continued the spirit of the old in the newly acquired 
language, even though truncated because of its being cut 
off from the Living language of the Irish people over 2,000 
years. Songs Like 'The Bould Tenant Farmer', 'The Rocks 
of Bawn', and the many rebel songs were all a development 
of the people's voice. Romanticism - the belief in tLie 
recovery of an unrecoverable past ~ certainly Liad its in 
fluence, but in general the songs of the people were a 
description of tLieir problems.

Great Irish writers in EnglisLi like Belian and Yeats 
reveal their indebtedness to tLie whole of Irish culture and 
the Gaelic tradition, whether it be romanticised and ideal
ised, as by Yeats; or urbanised and revitalised as by 
Behan. But the anglicisation of Ireland resulted in cul
tural atrophy, that is now reaching its logical climax in 
the mass media indoctrination of television and radio.

Section Six of this paper will deal in more detail 
with the questions of language and culture, and the revival 
of Gaelic culture. Our point here is to examine the com
ponents of native Irish culture. TLie largest influence 
has been Gaelic, but we cannot afford to ignore the culture 
in EnglisLi, both Hibernian (not in the AOH sense) and 
Orange. We must recognise and point out to the mass of 
the people, that the people's culture, in Dublin and Belfast 
is in decline; that the main formers of cultural attit
udes today, the mass media, studiously ignore tlie folk 
culture of Ireland.

The rootless, colourless universality of 'pop', pushed 
by the mass media and entwined in the decadence of drug and 
sex abuse, is the way Imperialism obscures tLie reality of 
Life. All the world has become a giant strip-show in 
whicL) human values - no exploitation bift peace - are lost; 
and we are all affected by it to some extent, and must be'-’; 
until the world imperialist system is broken and defeated.
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WOMEN CF AlNiDERSONSTOWN

In CCiMiMEDAGH DRIVE (Green)
3 p.m.

3

SUNiDAY, 16th APRIL

SHOW SOLIDARITY WITH FIGHT 
FOR FREEDOM !
END INTERNMENT !
SMASH INJUSTICE !
BRITISH TROOPS OUT!
Top Folk Groups and Bands in AMewianca

DOWNPATRICK C.R.A. :

ANTI-INTERNMENT R1LLV
in Car Park, Downpatrick 

on Sunday, 16th April, 1972 at 3 p.m.
Speakers Include BERNADETTE DEVLIN, FRANK 
McMANUS, KEVIN BOYLE, RORY McSHANE,. SEAN 

HOLLYWOOD and JAMES O’KANE.

Pre-Rally Entertainment by 
FREEMEN at 2.30 p.m.

Source: Irish News and-Belfast Morning
News. 15 April 1972.



APPENDIX 11
Local Entertainments Advertisements 
Andersonstown News.



*

************-*************

X X

LU LU

c*. —' -j “ -j >cn y) (/) 5 h >

***********************

615

An
de

rs
on

st
ow

n N
ew

s 
13

 Ma
rc

h 19
74

.



APPENDIX 12

Selection of Songs



Song
No.

1
2
3

4

5
6
7
8
9

10
11
12
13

14

15
16
17
18

11
20
21
22
23

24

6l6

CONTENTS

Ashtown Road

The Ballad of Billy Reid

The Ballad of Hugh Coney (1)

The Ballad of Hugh Coney (2)

The Ballad of Hugh McCann
The Ballad of Michael Gaughan

Banna Strand

The Battle of Garrick Hill

The Battle of Inglis ' Bakery

Belfast Brigade

Billy Byrne of Ballymanus

The Bold Fenian Men

Bold Robert Emmett

Boulavogue

The Boy From Tralee

The Boys of The Old Brigade

The Boys of Wexford

Brave Tom Williams

Bring Them Home

Broad Black Brimmer

Captain Dooley and The Boyne

The Falls Road Taxi Man

The Felons of Our Land

The Flight from Mountjoy
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No.

25
26
27

28

29
30

31
32

33

34

35
36

37

38

39
40

41
42

43

44

45
46

47

48

49
50

51
52
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The Foggy Dew 

Follow Me Up To Carlow 

Four Green Fields 

Free Belfast 

Freedom's Sons 

General Munroe (l)

General Munroe (2)

God Save Ireland

Gradh Mo Croidhe, I Long To See Ireland Free
Once More

The Helicopter Song

Henry Joy

Ireland Divided

Ireland's Fight for Freedom

James Connolly

James Larkin

Joe Hill

Joe McCann

Kelly of Killanne

Kevin Barry

A Lamentation on Allen, Larkin and O'Brien

The Lid of My Granny's Bin

London's Derry

The Magnificent Seven

The Memory of The Dead

Men Behind The Wire

Michael Boylan 

A Nation Once Again

O'Donovan Rossa's Farewell to Dublin



53
54
55
56
57
58
59
60
61
62
63
64
65
66
67
68

69
70
71
72
73
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The Old Fenian Gun
On the One Road
Over the Wall
The Patriot Game
Provie Birdie
Provo Lullaby
The Rifles of the IRA
The Rising of the Moon
Roddy McCorley
Sean South of Garryowen
Sean Treacy
Shall My Soul Pass Thro' Old Ireland
Show Me The Man
Skibbereen
The Smashing of The Van 
Take It Down From The Mast 
The West's Awake 
Whack Foil the Diddle 
Winchester '73
The Wind That Shakes The Barley 
Wrap The Green Flag Round Me, Boys
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Song 1

ASHTOVVN ROAD

'Twas a cold December day 
A lorry ploughed its way 
'Midst bullets splash and play 
On Ashtown Road,

In that car a living tool 
Of England's hated rule 
There was begun a duel 
On Ashtown Road.

Young Savage, unafraid,
With gun and hand grenade 
Attacked them undismayed,
On Ashtown Road.

But a bullet laid him low 
From a rifle of the foe,
That's another debt we owe 
For Ashtown Road.

But another day shall dawn 
Like that cold December morn 
When a martyr's name was born 
On Ashtown Road.

We laid him in a grave 
Where the willows sadly wave, 
Oh', son of Erin brave,
Farewell to thee.
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Song 2

THE BALLAD OF BILLY REID

Chorus:

Oh, the radio said there was another shot dead 
And he died with a gun in his hand.
But they didn’t say why Billy Reid had to die 
For he died to free Ireland.

I'll sing you a song of a terrible wrong 
When the flags they all flew at half mast,
And a man, he lay dead, he’d been riddled with lead. 
And he died on the streets of Belfast.

It happened one day when the bold I.R.A.
Went out to fight for their land,
With an old Thompson gun. put the troops on the run 
And return to their homes was their plan.

While returning the guns, Billy met British huns. 
And when the fight had begun 
His position was dire when his gun wouldn’t fire 
So he died with that old Thompson gun.

Although he lay dead, he was kicked in the head, 
By the hair they dragged him around,
But they still fear him yet, and we can never forget 
How brave Billy Reid stood his ground.

If you think he was right, come and join in the fight 
And help to free Belfast.
For the blood that he shed, and although he lies dead, 
In our hearts his memory will last.
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Song 3

BALLAD OF HUGH CONEY (J_) 

(Pat Simpson)

'Twas a Wednesday morn, in the early hour 
Men tried to escape from the Long Kesh Hell hole, 
With them was a man from an East Tyrone town 
A man who was young yet so brave.

CHORUS

He fought for Ireland, he died for Ireland 
Played his part in the patriot game.
Gave his life for Ireland, gave his soul for Ireland 
Hugh Coney we'll remember your name.

No warning was called to that young man at all.
Just a coward's bullet rang out in the dark 
Then he was dragged away by those murdering dogs 
His life's blood flowed away.

CHORUS

Now his spirit lives on in our fighting race 
The sorrow of death fills our hearts with pain 
And when the fighting's done for our native land 
We'll remember Hugh's name and how he died.

CHORUS TWICE
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Song 4

BALLAD OF HUGH CONEY__

HE DIED TO BE A FREE MAN (2)

It was on a cold October night 
An Irish rebel died.
He died to be a free man,
A freedom which was denied.
He was Hugh Coney 
From the County of Tyrone,
And his name will go alongside 
Of Connolly, Pearse and Tone.

A shot rang out without warning 
From the forces of the Crown,
Their orders were to shoot on sight 
Ail internees that they found.
But, alas, Hugh Coney fell.
He suffered the fateful blow,
His Long Kesh chains were broken 
Which Faulkner had bestowed.

Come out you cowardly Britishers,
Ye shot an un-armed man.
You did it up in Derry;
At Long Kesh you've done it again.
Just like your forefathers,
Who were the Black and Tans.
But victory shall be achieved 
By the felons_of our land.

That dreadful night is over,
Hugh Coney sleeps in peace.
You had to die to get away 
From the tyrant Merlyn Rees.
For in the hell-hole of Long Kesh 
You heard your country’s groan.
So fare thee well, my brave one,
From the County of Tyrone.

By the Wolfhound



623

Song 5

THE BALLAD OF JOE McCANN

A sultry sun had ushered in, another April day
Yet another Irish Volunteer had went the martyr's way
We have his name, we'll sing his fame 'till from this life we're gone
O' Irishmen remember well, staff Captain Joe McCann.

T'was in a market street he died, unarmed and all alone 
His people saw him lying there, his body cold as stone,
And to the scroll of honours roll, as ‘round his grave we stand. 
We proudly link the name today of our own Joe McCann.

So Irishmen remember then, and lift your heads with pride.
For that same cause for which he died, still calls to you and I.
March forth as men, prepared again to make as brave a stand.
Our job's well done, when our freedom's won, then revenge for

Joe McCann.



624

Song 6

THE BALLAD OF MICHAEL GAUGHAN 

Chorus:
Take me home to Mayo across the Irish sea 
Home to dear old Mayo where once I ran so free 
Take me home to Mayo and let my body lie 
Home at last in Mayo beneath an Irish sky.

My name is Michael Gaughan 
From Ballina I came 
I saw my people suffering 
And swore to break their chains.

I raised the flag in England 
Prepared to fight or die 
Far away from Mayo 
Beneath an Irish sky

My body cold and hungry 
In Parkhurst jail I lie 
For loving of my country 
On hunger-strike I die.
I have just one last longing 
I pray you'll not deny 
Bury me in Mayo 
Beneath an Irish sky.
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BANNA STRAND.

'Twas on Good Friday morning,
All in the month of May,
A German Ship was signalling,
Beyond out in the Bay,
We had twenty thousand rifles 
All ready for to land,
But no answering signal did come 
From the lonely Banna Strand.

"No signal answers from the shore", 
Sir Roger sadly said,
"No comrades here to meet me,
Alas, they must be dead,
But I must do my duty 
And at once I mean to land",
So in a small boat rowed ashore 
On the lovely Banna Strand.

Now the R.I.C. were hunting 
For Sir Roger high and low,
They found him in McKenna's fort; 
Said they: "You are our foe",
Said he: "I'm Roger Casement,
I came to rny native land,
I moan to free my countrymen 
On the lonely Banna Strand.

They took Sir Roger prisoner.
And sailed for London town ,
And in the Tower they laid him,
A traitor to the Crown;
Said he "I am no traitor",
But his trial he had to stand,
For bringing German rifles 
To tiie lonely Banna Strand.

'Twas in an English prison 
That they led him to his death,
"I'm dying for my country"
He said with his last breath.
They buried him in British soil 
Far from his native land,
And the wild waves sing his requiem 
On the lonely Banna Strand.

They took Sir Roger home again 
In the year of'65,
And with his comrades of '16 
In peace and tranquil lies,
His last fond wish, it is fulfilled 
For to lie in his native land.
And the waves will roll in peace again 
On the lonely Banna Strand.
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THE BATTLE OF GARRICK HILL

Up in Tennant Street the Orangemen assembled 
Their guns made a terrible din 
They came down Peter's Hill in their thousands 
Determined to cross Garrick Hill.

Annie largey was the first one to see them 
On her bugle she gave a loud blast 
From the houses the people came tumbling 
Swearing that no orangeman would get past.

Father Bradley ran out of St. Patricks 
Gave three chimes on the old chapel bell 
And the wine victims of Millfield assembled 
Swearing to give all Orangemen hell.

Josie Meegan, that hero fought so bravely 
He's a man we never can thank 
He came out of the scrap yard like Rommel 
Showering shell from an old German tank.

But at last poor Buxy Brummond was surrounded 
Out numbered by forty to one 
His hatchet with blood was all blunted 
And the ammunition was done.

But then down from Turf Lodge reservation 
Sure the Garrick Hill arabs did come 
Bogy Bradley was there with his father 
And most of them carried a gun.

Sure Tommy Murray he saddled his old piebald 
Diddler McCann sure he stole a van 
And Hunter O'Donnell came on horseback 
And the rest of the troops they just ran.

Oh the dawn it was breaking on Belfast 
Garrick Hill was all covered in red 
Lenny Deekan was hiring out hand carts 
For the Orangemen to take home their dead.
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Song 9

THE BATTLE OF INGLIS' BAKERY

It was in the month of August
In nineteen seventy one
When the news had run through old Ireland
A daring deed was done
A band of market rebels
Undauntedly did stand
They assembled on Inglis' bakery
And they challenged the British command

Chorus:
Here's to the lads who done it
To Ireland's cause were true
And sure every man who played his part
Was Irish through and through
Here's to the lads who done it
With rifles in their hands
They assembled on Inglis' bakery
And their leader was Joe McCann

Those cowardly British soldiers
Were quickly on the scene
They arrested every person
Who was connected with Sinn Fein
They murdered young Billy McCavanagh
A lad just nineteen years
But they only showed their ignorance
To big Joe and his Volunteers

Chorus: (twice)
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Song 10

BELFAST BRIGADE

Chorus:

Glory, glory to old Ireland 
Glory, glory to this island 
Glory to the memory of the men 
Who fought and died,
'No surrender' is the war cry 
Of the Belfast Brigade

Craigavon sent the Specials out 
To shoot the people down,
He thought the I.R.A. were dead 
In dear old Belfast town,
But he got a rude awakening 
With rifle and grenade 
When he met the First Battalion 
Of the Belfast Brigade.

The soldiers came from Holywood 
Equipped with English guns 
There were men by the thousand 
Ammunition by the ton,
But when they got to Belfast 
They were seriously delayed 
By the fighting First Battalion 
Of the Belfast Brigade.

We have no ammunition
And no armoured cars to show
But we're ready to defend ourselves
No matter where we go
We’re out for our Republic
And to hell with your Free State
'No surrender’ is the war cry
Of the Belfast Brigade.

Come all you gallant Irishmen 
And join the I.R.A.
We'll strike a blow for freedom 
When it comes a certain day,
You know your country's history 
And the sacrifice it made,
Come join the First Battalion 
Of the Belfast Brigade.



BILLY BYRNE OF BALLYMANUS

Come all ye brave United Men, I pray you lend an ear,
And listen to these verses I now will let you hear,
Concerning Billy Byrne, a man of great renown,
Who was tried and hanged at Wicklow town, a traitor to the Crown.

It was in the year of ninety-eight, we got reason to complain, 
We lost our brave commander, Billy Byrne was his name;
He was taken to Dublin city and brought to Wicklow Jail,
And though we wished to free him, for him they’d take no bail.

When he was taken prisoner the lot against him swore 
That he a Captain’s title upon Mount Pleasant bore,
Before the King’s grand army his men he did review 
And with a piece of cannon marched on for Carrigue.

And when the trial was started the informers they came in 
There was Dixon, Doyle and Davis and likewise Bid Doolin 
They thought it little scruple his precious blood to spill 
Who never robbed nor murdered nor to any man did ill.

It would melt your heart with pity how these traitors did explain 
That Byrne worked the cannon on Arklow’s bloody plain, 
They swore he worked the cannon and headed the pikemen, 
And near the town of Gorey killed three loyal Orangemen. .

They swore he had ten thousand men all ready at his command, 
All ready for to back the French as soon as they would land, 
They swore he was committed to support the United cause,
The Judge he cried out: “Guilty”, to be hanged by coercion laws.

One of those prosecutors, I often heard him tell,
It was at his father’s table he was often treated well,
And in his brother’s kitchen where many did he see,
The Byrnes were well rewarded for their civility.

My curse light on you Dixon, I ne’er will curse your soul,
It was at the Bench at Wicklow you swore without control,
The making of a false oath you thought it little sin,
To deprive the County Wicklow of the (lower of all its men.

Where are you, Matthew Davis, or why don’t you come on,
To prosecute the prisoner who now lies in Rathdrum ?
The devil has him fast chained repenting for his sins,
In lakes of fire and brimstone and sulphur to the chin.

When the devil saw him coming he sang a merry song,
Saying, “Welcome Matthew Davis, what kept you out so long 
Where is that traitor, Dixon, to the Crown so loyal and true ?
I have a warm corner for him and, of course, Bid Doolin, too.”

Success to Billy Byrne ! may his name forever shine,
Through Wicklow, Wexford and Kildare and all along the line. 
May the Lord have mercy on his soul and all such souls as he, 
Who stood upright for Ireland’s cause and died for liberty.
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THE BOLD FENIAN MEN.

See who comes over the red blossomed heather,
Their green banners kissing the pure mountain air,
Heads erect, eyes front, stepping proudly together,
Sure freedom sits throned on each proud spirit there,
Down the hill twining,
Their blessed steel shining,
Like rivers of beauty that flow from each glen,
From mountain and valley 
'Tis Liberty's rally -
Out and make way for the Bold Fenian Men'.
Our prayers and our tears they have scoffed and derided, 
They've shut out God's sunlight from spirit and mind 
Our foes were united and we were divided,
We met and they scattered our ranks to the wind 
But once more returning,
Within our veins burning
The fires that illuminated dark Aherlow glen 
We raise the old cry anew,
Slogan of Conn and Hugh,
Out and make way for the bold Fenian Men.

We've men from the Nore, from the Suir and the Shannon, 
Let the tyrant come forth, we'll bring force against force 
Our pen is the sword and our voice is the cannon,
Rifle for rifle and horse against horse 
We've made the false Saxon yield 
Many a red battlefield
God on our side, we will triumph again- 
Pay them back woe for woe,
Give them back blow for blow
Out and make way for the bold Fenian Men'.

Side by side for the cause have our forefathers battled, 
When our hills never echoed the tread of a slave,
In many a field where the leaden hail rattled,
Through the red gap of glory they marched to their grave, 
And those who inherit 
Tneir name and their spirit,
Will march 'neath the banners of liberty then:
All who love foreign law - 
Native or Sassanach -
Must out and make way for the bold Fenian Men.'
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BOLD ROBERT EMMET

( THE LAST MOMENTS OF ROBERT EMMET )

The struggle is over, the boys are defeated.
Old Ireland is surrounded with sadness and gloom; 

We y(ere Ivcrayed and shamefully treated.
And I Robert Emmet, awaiting my doom.

Hung, drawn and quartered, that was my sentence, 
But soon I will show them no coward am I,

Mv crime wac the love of the land I was bom in,
A nero I lived and a hero I'll die.

Choms;
Bold Robert Emmet, the darling of Erin,

Bold Robert Emmet will die with a smile;
Farewell! companions both loyal and daring,

I will lay down my life for the Emerald Isle.

The barque lay at anchor awaiting to bring me 
Over the billows to the land of the free;

But I must see my sweetheart for I know she will cheer me. 
And with her I will sail over the sea.

But I was arrested and cast into prison.
Tried as a traitor, a rebel or spy;

But no one dare call me a knave or a coward —
A hero I lived and a hero I will die.

Hark! the bell’s tolling, I well know its meaning,
My poor heart tells me it is my death knell;

In come the clergy, the warder is leading,
I have no friends here to bid me farewell.

Goodbye, old Ireland, parents and sweetheart.
Companions in arms to forget you must try;

I am proud of the honour, it was only my duty —
A hero I lived and a hero I will die.
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BOOLAYOGUE
(Boulavogue)

At Boolavogue as the sun was setting
O’er the bright May meadows of Sheimalier.

A rebel hand set the heather blazing
And brought the neighbours from far and near.

Then Father Murphy, from old Kilcormack,
Spurred up the rocks with a warning cry: ■

“Arm! Arm! he cried, “for I’ve come to lead you 
For Ireland’s freedom we live and die.”

He led us on ’gainst the coming soldiers.
And cowardly Yeomen we put to flight 

’Twas at the Barrow the boys of Wexford
Showed Bookeys regiment how men could fight.

Look out for hirelings. King George of England, 
Search every kingdom where breathes a slave. 

For Father Murphy from the County Wexford 
Sweeps o’er the land like a mighty wave.

We took Camolin and Enniscorthy,
And Wexford storming drove out our foes;

’Twas at Sliabh Coillte our pikes were reeking 
With the crimson stream of the beaten Yeos.

At Tubberneering and Ballyellis
Full many a Hessian lay in his gore

Ah, Father Murphy, had aid come over,
The green flag floated from shore to shore!

At Vinegar Hill, o’er the pleasant Slaney,
Our heroes vainly stood back to back.

And the Yeos. at Tullow took Father Murphy 
And burned his body upon the rack.

God grant you glory, brave Father Murphy,
And open heaven to all your men;

The cause that called you may call to-morrow 
In another fight for the green again.
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THE BOY FROM TRALEE

Emmet and Barry and the Manchester Martyrs 
A comrade have met in the bright halls above.
Another young life has been laid down for Ireland, 
Another true heart full of faith and of love.
With Barnes and MacCormaic he will live in our memory 
And inspire us to fight on ’till Ireland is free;
A friend to the faithful, a foe to the traitors —

Young Cathal O Ceirin,
The Boy from Tralee.

He spoke like a soldier, he stood like a true man.
When the cravens condemned him to death and to shame. 
He followed the path of a long line of heroes.
And Ireland forever shall honour his name.
On a First Friday morning in the month of December 
The hangman from England came over the sea.
And the traitors to Ireland wreaked vengeance and hatred 

On Cathal O Ceirin,
The Boy from Tralee.

God rest him to-night in the brightness of Heaven! 
God strengthen each true man to walk where he led,
To raise up the standard of Justice and Freedom,
And win for the living the wave of the Dead 1 
When the rule of the traitor is ended forever.
And the power of their masters, from sea unto sea.
We’ll praise the brave soldier of Poblacht na hEireann — 

Young Cathal O Ceirin,
The Boy from Tralee.
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THE BOYS OF THE OLD BRIGADE 

Chorus:

Where are the lads who stood with me 
When history was made?
0 gra mo chroi I long to see 
The boys of the Old Brigade.

O, father, why are you so sad?
On this bright Easter morn 
When Irishmen are proud and glad 
Of the land where they were born?
O, son, I see in memory’s view 
A far-off distant day 
When being just a boy like you 
I joined the IRA.

From hill and farm the call to arms 
Was heard by one and all,
And from the glen came brave young men 
To answer Ireland's call.
'Twas long ago we faced the foe 
The Old Brigade and me,
And by my side they fought and died 
That Ireland might be free.

And now, my boy, I've told you why 
On Easter morn I sigh 
When I recall my comrades all 
From dark old days gone by.
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THE BOYS OF WEXFORD

In cojoes the captain’s daughter, the captain of the Yeos.,
Saying: “Brave United Irishmen, we’ll ne’er again be foes.
A thousand pounds I’ll bring if you will fly from home with me,
And dress myself in man’s attire and fight for liberty.”

Chorus:

We are the boys of Wexford, who fought with heart and hand 
To burst in twain the galling chain and free our native land.

“I want no gold, my maiden fair, to fly from home with thee;
Your shining eyes will be my prize — more dear than gold to me.
I want no gold to nerve my arm to do a true man’s part —
To free my native land I’d gladly give the red drops of my heart.”

Chorus:

And when we left our cabins, boys, we left with right good will 
To see our friends and neighbours that were at Vinegar Hill!
A young man from our Irish ranks a canon he let go;
He slapt it into Lord Mountjby — a tyrant he laid low!

Chorus:

W'e bravely fought and conquered at Ross and Wexford town;
Three Bullet Gate for years to come will speak for our renown; 
Through Walpole’s horse and Walpole’s foot on Tubberneering’s day. 
Depending on the long, bright pike, we cut our gory way.

Chorus:

And Oulart’s name shall be their shame, whose steel we ne’er did fear, 
For every man could do his part like Forth and Shelmalier!
And if for want of leaders, we lost at Vinegar Hill,
We’re ready for another fight, and love our country still!

Chorus:
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BRAVE TOM WILLIAMS.

Time goes by and years roll onward. 
Still a memory I shall keep 
Of a night in Belfast prison; 
Unashamedly, I saw men weep.

For the time was fast approaching,
A lad lay sentenced for to die,
And on the second of September 
He goes to meet his God on high.

Now the cruel blow has fallen,
For Ireland he has given all,
He, who in the flower of manhood 
Proudly answered to her call.

Brave Tom Williams we salute you,
And never shall forget
Those who planned your brutal murder,
We vow we'll make them all regret.

Here's a word you Irish soldiers;
If on this path you chance to stray,
Keep in memory of that morn
When Ireland's cross was proudly borne
By a lad who lies within a prison grave.
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BRING THEM HOME

A Ballad about the Price Sisters when they were on 
hunger strike in Brixton Prison.

Chorus:
Hear it ring, on the air 
It's the voice of my country so fair 
Can't you feel, can’t you see 
Irishmen will set them free.

In the jail that held MacSwiney, 
in the prison where he died 

Lie two daughters of old Erin,
and they fill my heart with pride,

For we know that England wishes 
that we’d let them die alone 

But the voices of old Ireland
cry for us to bring them home.

It was the love of dear old Irelano 
brought them to a prison hell 

But the ghosts of Pearse and Connolly 
fill their lonely prison cell.

Clarke and Plunkett stand beside them,
MacDonagh, MacDermott and Wolfe Tone 

All the voices of old Ireland
cry for us to bring them home.

And so I pray you, men of Ireland, 
don't betray our daughters true 

Proudly stand behind our heroes, 
lest they die for me and you.

Although the tyrants would deny us, 
we can break their hearts of stone 

And all of Ireland will be singing
when we bring our daughters home.
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BROAD BLACK BRIMMER

Chorus:

It’s just a broad black brimmer with ribbons frayed and torn 
By the careless whisk of many a mountain breeze,
An old trench coat that’s so battle-stained and worn 
And breeches almost threadbare at the knees,
A Sam-Browne belt with the buckle big and strong 
And a holster that’s been empty many a day,
But when men claim Ireland’s freedom
The ones they'll choose to lead ’em
’ll wear the broad black brimmer of the I.R.A.

There’s a uniform that's hanging in what’s known as 
father’s room

A uniform so simple in its style.
It has no braid of gold or silk, no hat with feathered plumes 
But me mother has preserved it all the while 
One day she made me try it on, the wish of mine for years 
'In memory of your father, Sean’, she said,
And when I put the Sam-Browne on she was smiling 

through her tears
As she placed the broad black brimmer on my head.

It was the uniform was worn by my father long ago 
When he reached my mother’s homestead on the run,
It was the uniform my father wore in that little church 

below
When old Father MacKay blessed the pair as one,
And after Truce and Treaty and the parting of the ways 
He wore It when he marched out with the rest.
And when they bore his body down that rugged heather 

brae
They placed the broad black brimmer on his breast.
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CAPTAIN DOORLEY AND THE BOYNE

Come all you true born Irishmen that love your liberty,
I hope you’ll pay attention and listen unto me.
For I being young and innocent I lived in Lallymore,
Until I became a captain over the United corps.

My father was a farmer, a man of wealth and fame,
He reared me up quite tender, till a captain I became,
I headed these defenders from every neighbouring town,
It’s well known from here to Dublin, and all the country round.

I being scarce eighteen years of age, in the summer of the year.
When the United men being on parade they met me and my dear,
She being as nice a girl as e’er the sun shone on,
They robbed her of John Doorley, and deprived me of my own.

It’s off to Naas they marched me, where we had about fifty-two,
To take out thirty stands of arms all from an Orange crew,
We boldly rode up to the door and broke it with a sledge.
And we lodged the ball in Hamilton, [in Packingham the edge.]

Through Timahoe next day we did go, with nine hundred men and more. 
We battered all their cavalry, upwards of five score.
We spared neither front nor rear, their forces we left quite weak.
After fourteen rounds from every man the elements did shake.

Prosperous town we then did take, [Kilcock and famed Maynooth,
When horse and foot came dashing on with their bold undaunted youths;] 
We set fire to the town and to rout put them all.
In search of Colonel Saunders, and we can’t find him at aH.

Towards the town we did encamp, some time we waited there,
And Spark House we broke upon that very day;
We mowed them down like reapers, all on Killcullen green.
Where Captain Eskrine and his troops lay bleeding on the plain.

Then homewards we returned, with honours and great fame,
To my surprise the army met me on the way.
Both horse and foot came thundering down, the bullets [they] did sound. 
We’re in search of Captain Doorley, of sweet Rathangan town.

When I heard them coming on me, in ambush down I lay,
I wounded Major Wilson that night on Dunney Bay,
These heretics [I put to flight] without the least delay,
With powder and ball, you ne’er did see such a day.

The Yeomen they pursued me, they chased me to the Boyne,
To my shoulders in the water, and that was my design.
Four hours I lay bleeding and my Nancy at my side.
And I made them well remember Captain Doorley and the Boyne.

It was in Kildare I was bred and bom, that place called Lallymore,
I’m sure to be recommended in ancient history.
If I had men that would stand round me to the last degree,
I never would be taken, till I set old Ireland free.
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THE FALLS ROAD TAXI MAN

As I walked out oy Belfast town and round by Castle Street 
A-seeking transportation a young man I did meet.
He said his name was Cosgrove, some called him Desperate Dan 
For he risked his life ten times a day as the Falls Road taxi-man.

I put two bob into his hand and climbed into the car 
That was all he charged us for travelling near and far.
With fourteen other passengers we made a noble band
As we all set out from Sawyers with the Falls Road taxi-man.

On board an expectant mother she had not long to wait 
We hit the ramp at Hastings St. I knew it was too late.
The Driver he was smiling wth a baby in his hand
'We delivered another rebel1, said the Falls Road taxi-man.

But when we got to Divis St. he said, 'Now close the door'.
You twelve apostles in the back you'd better get on the floor,
There's an armoured car across the road. I'm afraid we'll have to ram 
With my bumper stole from Eastwoods, said the Falls Road taxi-man.

When we got to the Whiterock Rd. on the floor we all did lie.
The tracer bullets from the tanks were lighting up the sky 
Above thedin a man called out, 0 please stop if you can 
You'll have to use your parachute, said the Falls Road taxi-man.

When we got to Kennedy Way the night was growing dark.
We dropped another passenger just outside Casement Park.
There was a riot going on, we upset the soldier's plan.
We've just run over the major, said the Falls Road taxi-man.

We reached our destination just west of Lenadoon.
We knew that we would all be safe in god's own country soon
Where the pigs did never venture and where the paras run
We all shook hands and said farewell to the Falls Road taxi-man.
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THE FELONS OF OUR LAND

Fill up once more, we’ll drink a toast 
To comrades far away;

No nation upon earth can boast 
Of braver hearts than they.

And though they sleep in dungeons deep. 
Or flee, outlawed and banned,

We love them yet, we can’t forget 
The felons of our land.

In boyhood’s bloom and manhood’s pride 
Foredoomed by alien laws.

Some on the scaffold proudly died 
For holy Ireland’s cause.

And, brothers say. shall we to-day 
Unmoved, like cowards stand.

While traitors shame and foes defame 
The felons of our land.

' Some in the convict’s dreary cell 
Have found a living tomb;

And some unseen, unfriended fell 
Within the dungeon gloom.

Yet, what care we, although it be 
Trod by a ruffian band —

God bless the clay where rest to-day 
The felons of our land.

Let cowards mock and tyrants frown. 
Ah, little do we care!

A felon’s cap is the noblest crown 
An Irish head can wear.

And every Gael in Inisfail
Who scorns the serf’s vile brand. 

From Lee to Boyne, would gladly join 
The felons of our land.
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THE FLIGHT FROM MOUNTJOY

'Twas a Halloween evening in the yard of Mountjoy jail 
A copter is descended, well the warders all grew pale 
Three of our great leaders quickly jumped aboard 
Soon they were airborn and all the boys roared.

CHORUS

Glory, glory to the Proves, glory glory to the Proves 
The British and Irish governments are feeling very sore 
For there's been manys a rising, but none like this before.

Now we are all delighted, Seamus Twomey is free 
Along with Kevin Mai Ion and his good friend bold Joe B.
They're back to guide the Proves in their road to victory 
So they can lick the British and set old Ireland free

CHORUS

We really did surprise them by taking to the air 
The Provos have an air force the screws did declare 
It only took a second for this great deed to be done 
As Twomey and his comrades headed towards the sun.

CHORUS

Can anybody tell me when the next flight is due
Or when did the Provos get their air force crew
So look up Irish prisoners, be you man, woman or boy
Yours could be the next, it'll not be the first from Mountjoy.
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THE FOGGY DEW.

As down the glen, one Easter morn,
To a City fair rode I,
There armed lines of marching men,
In squadrons passed me by;
No pipes did hum nor battle drum 
Did sound its dread tattoo,
But the Angelus bell o'er the Liffey swell 
Rang out in the Foggy Dew.

Right proudly high over Dublin town,
They hung out the flag of war,
'Twas better to die 'neath an Irish sky 
Than at Suvla or Sudelbar;
And from the plains of royal Meath 
Strong men came hurrying through 
While Britannia's sons with their great guns 
Sailed in by the Foggy Dew.

The night fell black but the rifles crack 
Made perfidious Albion reel 
'Mid leaden rain seven tongues of flame 
Did burn o'er the lines of steel.
By each shining blade a prayer was said 
That to Ireland her sons might be true 
And when morning broke still the war flag shook 
Its folds in the Foggy Dew.

But the bravest fell and the sullen bell 
Rang mournfully and clear 
For those who died that Easter tide 
In the springing of the year.
And the world did gaze with deep amaze 
On those fearless men but few,
Who bore the fight that freedom's light,
Might shine thro' the Foggy Dew.

'Twas England bade our wild geese go 
That small nations might be free 
But their lonely graves are by Suvla's waves 
And the fringe of the grey North sea.
O', had they died by Pearse's side 
Or fought with Valera too
Their place we'd keep where the Fenians sleep 
'Neath the hills of the Foggy Dew.

Back to the glen I rode again,
And my heart with grief was sore,
For I parted then with valient men 
I never would see more;
But to and fro in my dreams I go,
And I kneel and pray for you.
For slavery fled, Oi rebel dead 
When you fell in the Foggy Dew.
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FOLLOW ME UP TO CARLOW

Lift, Mac Cahir Oge, your face,
Brooding o’er the old disgrace,
That black Fitzwilliam stormed your place 
And drove you to the fem!
Grey said victory was sure—
Soon the Firebrand he’d secure;
Until he met at Glenmalure,
Feagh Mac Hugh O’Byrne!

Chorus:
Curse and swear, Lord Kildare!
Feagh will do what Feagh will dare— 
Now, Fitzwilliam, have a care— 
Fallen is your star, low!
Up with halbert, out with sword!
On we go; for by the Lord!
Feagh Mac Hugh has given his word— 
Follow me up to Carlow!

See the swords of Glen Imayle 
Flashing o’er the English Pale!
See all the children of the Gael 
Beneath O’Byrne’s banners!
Rooster of a fighting stock.
Would you let a Saxon cock 
Crow out upon an Irish rock ?
Fly up and teach him manners!

Chorus

From Tassagart to Clonmore,
Flows a stream of Saxon gore!
Och, great is Rory Oge O’More 
At sending loons to Hades!
White is sick and Lane is fled!
Now for black Fitzwilliam’s head— 
We’ll send it over dripping red 
To Liza and her ladies!

Chorus
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FOUR GREEN FIELDS

What did I have?" said the fine old woman.
What did I have?" this proud old woman did say 
I had four green fields, each one was a jewel.

But strangers came and tried to take them from me 
I had fine strong sons, they fought to save my jewels; 
They fought and died, and that was my grief" said she

Long time ago ' said the fine old woman 
Long time ago" this proud old woman did say 

"There was war and death, plundering and pillage 
My children starved, by mountain, valley and sea 
And their wailing cries, they shook the very heavens 
My four green fields ran red with their blood," said she

What have I now?" said the fine old woman 
What have I now?" this proud old woman did say 

"I have four green fields, one of them's in bondage 
In strangers' hand that tried to take it from me 
But my sons have sons as brave as were their father;
My fourth green field shall bloom once again" said she.
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FREE BELFAST

(Air: 'Neath the bright silvery Light of the Moon)

Here’s a song that’s going round
About events in Belfast town
The toast of all the famous music halls,
On that well-known thoroughfare
A Republic was declared
When the barricades went up along the Falls.

Now the people’s police, it's true 
Are patrolling two by two,
The finest bunch of boys you’ll ever meet,
From each radio there blasts 
Out the news to Free Belfast,
There's a customs post at the top of Leeson Street.

From a secret hideaway
You can hear the music play
And news delivered daily on the hour,
"For the boys in Albert Street 
Here's a record soft and sweet,
And Wee Rosie also sends this to her Flower”.

There’s a ceili every night 
Beneath the moon's broad light 
Where the vigilantes can relax at last,
As the fiddles pump away 
People dance their cares away 
Behind the barricades in Free Belfast.

Now the people they have shown 
They can run things on their own 
The streets are swept and crime is dying fast,
All for one, and one for ail
Is the democratic call
Behind the barricades in Free Belfast.
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FREEDOM'S SONS

At Easter time nineteen sixteen 
When flowers bloomed and leaves were green 
There dawned a day when freedom's cry 
Called out brave men to fight and die

Chorus:
They were the men with a vision, the men with a cause 
The men who defied their oppressor's laws 
The men who traded their chains for guns 
Born into slavery, they were freedom's sons

In Dublin town they fought and died 
With Pearse, MacDermott and MacBride 
"Ourselves alone," their battle cry 
And freedom sang to the Easter sky

Chorus:

A poet's dream had sparked the flame 
A raging fire it soon became 
And from that fire of destiny 
There rose a nation, proud and free

Chorus:

Six counties are in bondage still 
They died brave men, was this their will?
Until they're free and oppressions cease 
Only then brave men can rest in peace

Chorus:
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GENERAL MUNROE (1)
My name is George Campbell at the age of eighteen 
I joined the United Men to strive for the green 
And many a battle I did undergo 
With that hero commander, brave General Munroe.

Have you heard of the Battle of Ballinahinch 
Where the people oppressed rose up in defence?
When Munroe left the mountains his men took the field.
And they fought for twelve hours and never did yield.

Munroe being tired and in want of a sleep.
Gave a woman ten guineas his secret to keep.
But when she got the money the devil tempted her so 
That she sent for the soldiers and surrendered Munroe.

The army they came and surrounded the place.
And they took him to Lisburn and lodged him in jail.
And his father and mother in passing that way 
Heard the very last words that their dear son did sav!

“Oh, I die for my country as I fought for her cause.
And I don’t fear your soldiers nor yet heed your laws.
And let every true man who hates Ireland’s foe 
Fight bravely for freedom like Henry Munroe.”

And ’twas early one morning when the sun was still low. 
They murdered our hero brave General Munroe,
And high o er the Courthouse stuck his head on a spear.
For to make the United men tremble and fear.

Then up came Munroe’s sister, she was all dressed in green. 
With a sword by her side that was well-sharped and keen. 
Giving three hearty cheers, away she did go 
Saying, “I’ll have revenge for my brother Munroe.”

All ye good men who listen, just think of the fate 
Of the brave men who died in the year Ninety Eight.
For poor old Ireland would be free long ago 
If her sons were all rebels like Henry Munroe.
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GENERAL MUNROE (2)

Come all you good people, and listen with woe,
’Til I sing a few verses concerning Munroe:
May liberty to Erin thro’ this nation down flow,
And the tyrant did suffer for the death of Munroe.

Were you at the battle of Ballynahinch,
When the country arose to stand their defence.
And the army all gathered to prove their overthrow, 
When commanded by that hero called General Munroe.

My name is George Clayton, and my age is nineteen,
In many a skirmish and battle I’ve been,
And many a great hardship I did undergo.
When commanded by that hero called General Munroe.

Long life to Lord Moira, and long may he reign,
We fought the last battle within his demesne;
May liberty and freedom thro’ this nation flow,
And the tyrants did suffer for General Munroe.

Munroe took the mountains, his men cook the field. 
They swore that to tyrants they never would yield;
We fought them four hours, and beat them to and fro, 
When commanded by that hero called General Munroe.

Munroe being weary, and wanting to sleep,
He gave a woman ten guineas his secrets to keep;
When she got the money the devil tempted her so.
That she sent for the army who surrounded Munroe.

The army did come and surrounded them all.
He thought to escape but he could not at all;
They marched him to Lisburn without more delay,
And put his head on a spear that very same day.

If you had seen the cavalry when they came there,
Their horses did caper and prance in the rear;
The traitor being with them, as you may all know,
’Twas out of a hay-stack they hauled poor Munroe.

Then in came his sister well clothed in green,
With a sword by her side, both sharp, long, and keen;
Three cheers she did give them, and away she did go.
Saying, I’ll [have] revenge for my brother Munroe.

Now he being taken, and brought to the tree,
Said, farewell to my comrades, wherever they be;
There’s nothing doth grieve me but parting you so —
May the Lord have mercy on brave General Munroe.

VARIANTS: On a broadside kept in the N.L.I., the first and last stanzas are:

My name is George Campbell, at the age of sixteen 
I fought for old Erin her rights to maintain,
And many a battle I did undergo,
Commanded by that hero called General Munro.

Here's a health to each hero, who for freedom will stand. 
May their souls rest in peace who died for our land; 
Remember the martyrs who were slain by the foe.
Brave Emmet, Fitzgerald, and General Munro.
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GOD SAVE IRELAND

High upon the gallows tree 
Swung the noble-hearted Three,

By the vengeful tyrant stricken in their bloom;
But they met him face to face,
With the courage of their race.

And they went with souls undaunted to their doom.
«'God save Ireland!® said the heroes; 
oGod save Ireland!® said they all:
•Whether on the scaffold high 
Or the battle-field we die.

Oh, what matter, when for Erin dear we fall!®

Girt around with cruel foes,
Still their spirit proudly rose,

For they thought of hearts that loved them, far and near; 
Of the millions true and brave 
O’er the ocean’s swelling wave,

And the friends in holy Ireland ever dear.
•God save Ireland! said they proudly;

Climbed they up the rugged stair,
Rung their voices out in prayer,

Then with England’s fatal cord around them cast, 
Close beneath the gallows tree,
Kissed like brothers lovingly,

True to home and faith and freedom to the last. 
•God save Ireland! prayed they loudly;

Never till the latest day 
Shall the memory pass away 

Of the gallant lives thus given for our land;
But on the cause must go.
Amidst joy, or weal, or woe.

Till we’ve made our isle a nation free and grand. 
•God save Ireland! say we proudly;
•/God save Ireland! say we all:
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GRADH MO CHROIDHE, \ LONG TO SEE 
OLD IRELAND FREE ONE MORE.

Last night I had a happy dream,
Though restless where I be 
I thought again brave Irishmen,
Had set old Ireland free,
And how excited I became,
When I heard the cannon's roar-,
O gradh mo chroidhe, I long to see 
Old Ireland free once more,

It's true we had brave Irishmen 
As everyone must own,
O'Neill, O'Donnell, Sarsfield true,
Lord Edward and Wolfe Tone,
And also Robert Emmett, who 
Till death did not give o'er 
O gradh mo chroidhe, I long to see 
Old Ireland free once more,

Now, we can't forget the former years, 
They've kept in memory still,
Or the VVexford men of '98 
Who fought on Vinegar Hill,
With Father Murphy by their side 
And the green flag waving o'er,
O gradh mo croidhe, I long to see 
Old Ireland free once more.

Allen, O'Brien and Larkin died 
Their country to set free,
And some day yet brave Irishmen 
Will make the Saxon flee.
Both day and night they'll always fight, 
Until death they'll ne'er give o'er 
O gradh mo chroidhe, I long to see 
Old Ireland free once more.
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THE HELICOPTER SONG 

Chorus:
It's up like a bird and over the city,
'Three men are missing', I heard a warder cry
'Sure it must have been a bird
That (lew into the prison
Or one of these new ministers’, says
The warder in the Joy.

Early one evening when the Branchmen they were sleeping
A little helicopter flew across the sky
Down in the yard where some prisoners were walking,
'Get ready for inspection’, said the warder in the Joy.

Down in the yard through ^he pushing and the shoving
Three of the prisoners they climbed upon the bird
And up and away they went into the great skies
'I think there's someone escaping', said the warder in the Joy.

Over in the Dail they were drinking gin and brandy 
The Minister for Justice was soaking up the sun 
When came this little message that some prisoners had escaped 

them,
'I think it’s three of the Provos', said the warder in the Joy.

Search every hole, search every nook and cranny
Let no man rest until these men are found
For this cannot happen to a law and order government,
'I think you’ll never find them', says the warder in the Joy.
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HENRY JOY.

An Ulsterman I am proud to be,
From the Antrim Glens I come,
Although I labour by the sea,
I have followed flag and drum.
I have heard the martial tramp of men;
I've seen them fight and die,
Ah', lads I well remember when 
I followed Henry Joy.

I pulled my boat in from the sea,
I hid my sails away.
I hung my nets upon a tree 
And scanned the moonlit bay.
The boys were out, the redcoats too,
I bade my wife good-bye,
And there beneath the greenwood glade 
I followed Henry Joy.

Ah, lads, for Ireland's cause we fought 
For home and sire we bled.
Though aur arms we^e few, our hearts beat true 
.rtna five to one lay aeaci.
And many a lassie missed her lad 
And mother mourned her boy,
For youth was strong in the dashing throng 
That followed Henry Joy.

In Belfast town they built a tree 
And the redcoats mustered there,
I watched him come as the roll of the drum 
Sounded on the barrack square.
He kissed his sister, went aloft 
Then waved a last good-bye 
Ahl lads he died, I turned and cried 
They have murdered Henry Joy.
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IRELAND DIVIDED.

Ireland divided never shall be free,
Ireland divided calls to you and me, 
lo hoar her call would fill your eyes with tears, 
Hear her calling, calling for volunteers.

Ireland divided never shall be free,
Ireland divided calls to you and me,
'Twas for the call that Joe McKelvey died,
Died as a martyr, dead but shall never die.

God Bless old Ireland every night I pray.
Keep her safe till that uncertain day.
When her true sons can tell the wide world o'er, 
Freedom for Ireland'. A Republic for evermore'.
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IRELAND'S FIGHT FOR FREEDOM.

In Ireland's fight for freedom, boys,
The Nortli has played her part,
And though her day has yet to come,
We never yet must part,
We'll keep the fight until the end.
We know we cannot fail.

Chorus:

And there's the reason why today,
They keep our lads in Crumlin Jail,
So join the fight, you volunteers,
It cannot be denied.
That jail won't break their spirits down 
They'd just as soon have died.
For England knows and England hates, 
And that's another reason why,
They keep our lads in Crumlin Jail.

We give to Ireland Owen Roe,
We give them Shane O'Neill,
And Tone and Mitchell made a vow,
That England still would yield, 
McKelvey did not die in vain,
He was a Northern Gael.

Chorus:

McCracken came from Belfast town, 
McCorry from the Bann,
And brave Harry Munro at Ballynahinch, 
But, for his native land,
Tom Williams died on scaffold high.
His name shall never fail.

Chorus:
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JAMES CONNOLLY

Many years have rolled by, since the Irish rebellion
When the guns of Britannia they loudly did speak
When the bold I.R.A. battled shoulder to shoulder
While the blood from their bodies, flowed down Sackville Street

The Four Courts of Dublin the English bombarded 
Our spirit of freedom they tried hard to quell 
But amid all the din came a voice "No Surrender"
Twas the voice of James Connolly the Irish rebel

A great crowd had gathered outside of Kilmainham 
With heads all uncovered, they knelt on the ground 
For inside that grim building, lay a true Irish soldier 
His life for his country, about to lay down

He went to his death like a true son of Ireland
The firing party he bravely did face
Then the orders rang out "Present arms" and "Fire"
James Connolly fell into a ready-made grave

The black flag they hoisted, the cruel deed was over 
Gone was the man who loved Ireland so well 
There was many a sad heart in Dublin that morning 
When they murdered James Connolly, the Irish rebel

God's curse on you, England 
You cruel hearted monster
Your deeds they would shame all the devils in hell 
There are no flowers blooming but the shamrock is growing 
On the grave of James Connolly, the Irish rebel.
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JAMES LARKIN

In Dublin city in nineteen thirteen 
The boss was rich and the poor were slaves 
The women working and the children starving 
Along came Larkin like a mighty wave

The workmen cringed when the bossman told us 
Seventy hours was our weekly chore 
We asked for little and less was granted 
'Less getting little we asked for more

The month of August the bossman told us 
No Union man for him could work 
We stood by Larkin and told the bossman 
We'd fight or die, but we would not shirk

Eight months we fought and eight months we starved 
We stood by Larkin through thick and thin 
But foodless homes and the cry of children 
It broke our hearts and we could not win

Then Larkin left us, we seemed defeated 
The night was black for the working man 
Along came Connolly with new hope and council 
His motto was that we’d rise again

In nineteen sixteen in Dublin city 
The English soldiers, they burnt our town 
They shot our leaders, they shelled our buildings 
The harp was buried beneath the crown

They shot MacDermott and Pearse and Plunkett 
The shot MacDonagh and Clarke the brave 
From bleak Kilmainham they took their bodies 
To Arbour Hill to a quick lime grave

But last of all of the seven leaders 
I'll sing the praise of James Connolly 
The voice of justice, the voice of freedom 
He gave his life that men might be free



658

Song 40

JOE HILL

I dreamed I saw Joe Hill last night
Alive as you and me
Says I, but Joe you're ten years dead
I never died, said he
I never died, said he

In Salt Lake City, Joe, says I
Him standing by my bed
They framed you on a murder charge
Says Joe, but I ain't dead
Says Joe, but I ain't dead

The copper bosses killed you, Joe 
They shot you, Joe, says I 
Takes more than guns to kill a man 
Says Joe, I didn't die 
Says Joe, I didn't die

Joe Hill ain't dead, he says to me 
Joe Hill ain't never dead 
Where working men come out on strike 
Joe Hill is at their side 
Joe Hill is at their side

And standing there as large as life 
And smiling with his eyes 
Says Joe, what they forgot to kill 
Went on to organise 
Went on to organise

In Santiago, up to Maine 
In every mine and mill 
Where workers strike and organise 
It's there you'll find Joe Hill 
It's there you'll find Joe Hill
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(BIG) JOE McCANN

On the fifteenth of April, we'll remember that day 
When British soldiers, our hero did slay 
At the markets, where we loved him, his body was slain 
But we'll always remember our Big Joe's name.

On the fifteenth of April when all soldiers ran 
They murdered our hero called Joseph McCann 
But we will never forget that day 
Wheh all Special Branch men we vowed for to slay.

The boys in Long Kesh and Magilligan too 
Armagh and Crumlin, they all loved you 
On the day that they heard that our hero had died 
They all dropped their heads and all of them cried.

Dear is his memory, sweet is his name
Deep in our hearts he will always remain
And the boys won't forget him, no matter how long
If they follow his footsteps they'll never go wrong.

All Irish people listen to me
Wherever you are or where ever you'd be
Just stop and think of a brave Irish man
And we'll always salute you, brave Joseph McCann.
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KELLY OF KILLANNE

"WHAT'S the news? What's the news? O my bold Shelmalier 
With your long-barrelled gun of the sea?

Say what wind from the sun blows his messenger here,
With a hymn of the dawn for the free?"

"Goodly news, goodly news, do I bring Youth of Forth 
Goodly news shall you hear, Bargy man'.

For the boys march at morn from the South to the North.
Led by Kelly, the Boy from Killanne'. "

"Tell me who is that giant with the gold curling hair - 
He who rides at the head of your band?

Seven feet is his height, with some inches to spare.
And he looks like a king in command'."

"Ah, my lads, that's the pride of the bold Shelmaliers, 
'Mong our greatest of heroes, a man'. -

Fling your beavers aloft and give three ringing cheers 
For John Kelly, the Boy from Killanne'."

Enniscorthy's in flames, and old Wexford is won,
And the Barrow to-morrow we cross'.

On a hill o'er the town we have planted a gun 
That will batter the gateway of Ross'.

All the Forth men and Bargy men marched o'er the heath. 
With brave Harvey to lead on the van;

But the foremost of all in the grim Gap of Death 
Will be Kelly, the Boy from Killanne'.

But the gold sun of freedom grew darkened at Ross,
And it set by the Slaney's red waves;

And poor Wexford, stript naked, hung high on a cross, 
And her heart pierced by traitors and slaves!

Glory O'. Glory O', to her brave sons who died,
For the cause of long down-trodden man'.

Glory O', to Mount Leinster's own darling and pride - 
Dauntless Kelly, the Boy from Killanne'.
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KEVIN BARRY

In Mountjoy Jail, one Monday morning 
High upon the gallows tree,
Kevin Barry gave his young life 
For the cause of liberty.
But a lad of eighteen Summers,
Yet no one can deny.
As he walked to death that morning. 
He proudly held his head on high.

“Why not shoot me like a soldier 
Do not hang me like a dog.
For I fought to free old Ireland,
On that bright September morn.
All round that little bakery.
Where we fought them hand to hand. 
Why not shoot me like a soldier 
For I fought to free Ireland.”

Just before he faced the hangman 
In his dreary prison cell,
British soldiers tortured Barry 
Just because he would not tell 
The names of his brave companions. 
And other things they wished to know. 
“Turn informer or we’ll kill you!” 
Kevin Barry answered: “No!”

Calmly standing to attention 
While he bade his last farewell 
To his broken-hearted mother.
Whose sad grief no one can tell.
For the cause he proudly cherished 
That sad parting had to be;
Then to death walked, softly smiling. 
That old Ireland might be free.

Another martyr for old Ireland, 
Another murder for the crown.
Whose brutal laws may kill the Irish, 
But can’t keep their spirit down.
Lads like Barry are no cowards.
From the foe they will not fly;
Lads like Barry will free Ireland 
For her sake they’ll live and die.
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A LAMENTATION ON ALLEN, LARKIN, AND O’BRIEN

Good people all both great and small that hears my case bewail,
This day now determinates our fate before Manchester Gaol.
For the foul deed of murder we are condemned to die.
And pay the penalty of that crime upon the gallows high.

John Allen, Gould, and Larkin, to Ireland did belong,
Their friends all did wish them well and saw thev did no wrong.
For the shooting of Constable Sergeant drett our lives were took away. 
And for the breaking of the van and demanding of the key.

November the 23 rd will be remembered well,
When Larkin’s wife and children came to take their last farewell.
It would grieve your heart to see that night, in grief you would deplore, 
When they bade farewell in the death cell to part and meet no more.

Saturday November 23rd, at the hour of eight o’clock.
Three young men all in their bloom stood on the fatal drop,
They kissed, shook hands, and parted in love and unity,
And in one moment after [were] sent to eternity.

The morning that young Allen died, as he lay in his cell,
His aged mother there came to him to take her last farewell,
Down on his bended knees did fall and her blessing he did crave,
Saying, your one and only son is doomed to meet an early grave.

At an early hour this morning what trouble filled our hearts.
When Father Fadd, that holy man, to us these words expressed, 
Come, take this blessed crucifix, and with courage follow me,
You are going to meet your merciful Lord who died on Calvary.

The Marchioness of Queensberry three hundred pounds has sent 
To help these suffering families it is her full intent,
Should a suscription now be raised as we expect will be.
To keep their wives and children from want and misery.

Farewell, friends and relations, to you all we bid adieu,
For ever from this world we soon must part from you.
As we hope to gain salvation we freely forgive all men.
May the Lord have mercy on our souls, good Christians say Amen.
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THE LID OF MY GFIANNY’S BIN

As I was climbing into bod, my poor old granny sighed
I looked out of the window, the army had arrived
The house was soon surrounded, they smashed the front door in
I knew they’d come to take away
The lid of my granny’s bin.

Chorus:
Well, it was scream, bang, shout, raise an awful din 
We've got to spread a warning when the army they come in.

She opened up the window and she clambered down the spout 
Soon her bin was rattlin’ for to call the neighbours out 
She then took out her whistle and blew away like hell 
And soon we heard an echo as the neighbours blew as well.

A soldier came right up the stairs, a rifle In his hand
She kicked him with her button boots along the hall she ran
Up and stepped another one, some medal for to win
But all he got, right on the gob, was the lid of my granny's bin.

The music rose like thunder, as the bins and whistles played 
The army soon retreated, they knew they’d overstayed 
It wasn’t made of silver, it was only made of tin 
But once again It saved us all, the lid of my granny’s bin.

Come all kind friends, and go to bed and sleep as best you can 
But if there's trouble, come along, go out and give a hand,
To all you fair young ladies, if trouble does begin.
Run out Into your backyard, love, and rattle away your bln.
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LONDON'S DERRY 

(Air: Come Out you Black and Tans)

Chorus:
Come out you British huns,
Come on out without your guns
Show us how you won your medals up in Derry
When you murdered thirteen men
And you'd do the same again
Get out of here and take your English border.

In the summer '69
With your smiling face you came
To show us all your pacifying tactics
But your true face soon came through
And your flag, red, white and blue
Showed us all the Black and Tans were back in Ireland

At your trial in Coleraine
Sure we knew you weren't to blame
Well, likewise neither were the huns of Hitler
But don't fret for those you slew
For the judge was British too
And we know how the British always are impartial.

Of your fist we’ve had our fill 
And your heavy-handed will
For oppression is no substitute of freedom 
So we'll fight for our bright land 
Till in unity we stand
And from England we'll shift our lovely island.



665

Song 47

THE MAGNIFICENT SEVEN

If you give me your attention 
It won't take very long 
I'll tell you of a story 
That fills my heart with song 
It's all about the Maidstone 
Which is a prison ship 
When seven of the prisoners 
Gave the guards the slip

It was on a Monday evening 
When just to cause a lark 
They said "Let's go and have a swim 
While it's nice and dark"
They swam across the water 
Right to the other side 
And the thoughtful Corporation 
Gave them a bus to ride

They drove down to the Market 
Which isn't very far 
And there the local people 
Well, you know what they are 
They dressed them up in fine clothes 
The colours they were gay 
And before the Army could get there 
The boys were far away

Now, the end of my story 
It is near at hand 
Thank God all our swimmers 
They are all on dry land 
Their daring plan was brilliant 
I’m sure you will agree 
"Success, success" it was the cry 
Another seven free I
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THE MEMORY OF THE DEAD

Who fears to speak of Ninety-Eight? 
Who blushes at the name?

When cowards mock the patriots’ fate. 
Who hangs his head for shame?

He's all a knave, or haJf a slave.
Who slights his country thus;

But a true man. Like you, man.
Will fill your glass with us.

We drink the memory (A the brave,
The faithful and the few —

Some lie far off beyond the wave,
Some sleep in Ireland, too;

All — all are gone — but still lives on 
The fame of those who died;

All true men, like you, men.
Remember them with pride.

Some on the shores of distant lands 
Their weary hearts have laid,

And by the stranger’s heedless hands 
Their lonely graves were made.

But, though their clay be far away 
Beyond the Atlantic foam —

in true men, like you, men.
Their spirit’s still at home.

The dust of some is Irish earth;
Among their own they rest;

And the same land that gave them birth 
Has caught them to her breast;

And we will pray that from their clay 
Full many a race may start

Of true men, like you, men,
To act as brave a part.

They rose in dark and evil days 
To right their native land;

They kindled here a living blaze 
That nothing shall withstand.

Alas! that Might can vanquish Right — 
They fell, and pass’d away;

But true men, like you, men.
Are plenty here to-day.

Then here’s their memory — may it be 
For us a guiding light,

To cheer our strife for liberty.
And teach us to unite.

Through good and ill, be Ireland’s still, 
Though sad as theirs your fate;

Aind true men, be you, men,
Like those of Ninety-Eight.
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MEN BEHIND THE WIRE

Chorus:

Armoured cars and tanks and guns 
Came to take away our sons,
But every man will stand behind 
The men behind the wire.

Through the little streets of Belfast 
In the dark of early morn 
British soldiers came marauding 
Wrecking little homes with scorn. 
Heedless of the crying children,
Dragging fathers from their beds,
Beating sons while helpless mothers 
Watched the blood pour from their heads.

Not for them a judge and jury 
Nor indeed a crime at all 
Being Irish means they're guilty 
So we’re guilty one and all.
Round the world the truth will echo, 
Cromwell’s men are here again 
England’s name again is sullied 
In the eyes of honest men.

Proudly march behind our banner, 
Firmly stand behind our men.
We will have them free to help us 
Build a nation once again.
On the people step together 
Proudly, firmly on our way 
Never fear and never falter 
Till the boys come home to stay.
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MICHAEL BOYLAN

Come all you worthy members, your attention now I pray.
It’s well you may remember those words I’m going to say.
I’m here in close confinement, no hopes of liberty,
Condemned to die for treason against His Majesty.

In Gullen I was taken, being on the 3rd of June,
To Drogheda a guard conveyed me, where I received my doom, 
I was in expectation the speaker would set me free.
Till I received my sentence by Dan Kelly’s perjury.

The day my trial came on my verdict first came clear,
Altho’ my prosecutors to me they proved severe,
Tom Hanvy acted as a foe, altho’ he favoured me that day.
Till in came Daniel Kelly, and swore my life away.

He swore I had ten thousand men all at my own command.
To assist the French invaders as soon as they would land.
He swore I was a collector to support the union’s cause,
And the jury cried out, Boylan you must die by martial laws.

When I heard the dismal news it’s in my jail I lay,
I scarcely got one moment but one hour to pray,
It’s with a feeble trembling heart my book I took in hand.
The tears came trickling from my eyes, quite motionless I did stand.

I met my aged father as from the jail I come,
Crying heaven must I part with you my dear and loving son,
I kindly did salute him but not one word could I say,
I bowed my tender body and then was hurled away.

It’s to the town-hall I was brought, the place I was to die,
I being not the least afraid, till the fatal tree I spied,
My sight began to fail me, my book I scarce could read.
To think in my bloom of being cut down, my tender heart to bleed.

Farewell my honoured father, since parted we must be,
Likewise my loving mother, your face I ne’er will see.
Farewell my tender brother, and sisters all adieu, .
In the 25 th year of my age I take my leave of you.

I own I was united bold and that I ne’er deny,
And often times I [roved] in spite of the yeomanry,
If I would an informer prove I’d gain my liberty,
But before I’d an informer prove I’d die on the gallows tree.

This is my last declaration, I conclude in grief and woe,
It was Dan Kelly’s perjury that proved my overthrow,
In the 25th year of my age I die with a heart most free,
Michael Boylan is my name, good Christians pray for me.
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A NATION ONCE AGAIN

When boyhood’s fire was in my blood 
I read of ancient freemen.
From Greece and Rome who bravely stood 
Three hundred men and three men;
And then I prayed I yet might see 
Our fetters rent in twain.
And Ireland, long a province, be 
A Nation once again!

Chorus:

A nation once again,
A nation once again,
And Ireland, long a province, be 
A Nation once again!

And from that time, through wildest woe. 
That hope has shone a far light.
Nor could love’s brightest summer glow 
Outshine that solemn starlight;
It seemed to watch above my head 
In forum, field and fane.
Its angel voice sang round my bed,
A Nation once again.

Chorus:

It whisper’d, too, that freedom’s ark.
And service high and holy.
Would be profaned by feelings dark 
And passions vain or lowly;
For, Freedom comes from God’s right hand. 
And needs a godly train;
And righteous men must make our land 
A nation once again!

Chorus:

So, as I grew from boy to man,
I bent me to that bidding.
My spirit of each selfish plan 
And cruel passion ridding.
For, thus I hoped some day to aid. 
Oh, can such hope be vain;
When my dear country shall be made 
A Nation once again!
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O’DONOVAN’S ROSSA’S FAREWELL TO DUBLIN

Adieu my friends in Dublin town, I bid you all adieu,
I cannot yet appoint the day when I’ll return to you,
I write those lines on board of a ship where stormy billows roar,
May the heavens save our Fenian boys until I return on shore.

Let no one blame the turnkey or any of his men.
There is no one knows but two of us the man that stood my friend,
I robbed no man. I shed no blood, though they sent me to jail, 
Because 1 was O'Donovan Rossa, a son to GranuawaTe.

I joined the Fenian Brotherhood in the year of sixty-four,
Bound to save my native land or perish on the shore.
My friends and me we did agree our native land to save.
And plant the flag of freedom at the head of Emmet’s grave.

My curse attend the traitors false who did our cause betray,
I would tie a millstone round their necks and drown them in the sea, 
There is Nagle, Noone, O’Brien, and Power to make four.
Like [demons] for their conduct in hell they loudly roar.

There’s O’Leary and young Mackey, and the brave O’Donovan Ross, 
It grieved me for to part with them when I left Harold’s Cross,
But if he lives and prospers, boys, the truth he does declare,
Like O’Mahony in America the green flag he must wear.

Cheer up my gallant Fenian men, the day is not far away 
When our Fenian boys the flag will raise and trample tyranny,
Our gallant sons beyond the seas will join in unity,
And we will raise the flag of freedom and fight for liberty.
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THE OLD FENIAN GUN

It hung above the kitchen fire its barrel long and brown.
And one day, with a boy’s desire, I climbed and took it down.
My father’s eyes with anger flashed, he cried: IWhat have you done?”
I wish you'd left it where it was — that’s my old Fenian gun.’

I fondled it with love and pride, I looked it o’er and o’er;
I placed it on my shoulder and I marched across the floor.
My father’s anguish softened and he shared my boyish fun —
‘Ah, well,’ he said, "tis in your breed like that old Fenian gun!’

‘I remember ’67 well,’ he said, ‘when lads like me
All thought we’d strike another blow to set old Ireland free.
But broken were our golden hopes. I was long months on the run.
But it did good work for Ireland then — that brown old Fenian gun.’

‘I was down then in Kilmallock — ’twas the hottest fight of all —
And you see’ — he bared his arm — ‘There’s the mark still of the ball. 
I hope the young lads growing now will hold the ground we won.
And not disgrace the cause in which I held that Fenian gun.’

I placed it o’er the fire once more, I heard my father sigh,
I knew his thoughts were turning back on days now long gone by.
And then I vowed within my heart: Til be my father’s son.
And if ever Ireland wants my aid I’ll hold a Fenian gun.’

That’s years ago. I’ve grown a man and weathered many a gale.
The last long year I’ve spent inside a gloomy English jail.
I’ve done my part. I’ll do it still until the fight is won.
And when Ireland’s free, she’ll bless the men who held a Fenian gun.



672

Song 54

ON THE ONE ROAD

We're on the one road sharing the one load 
We're on the road to God knows where 
We're on the one road, maybe the wrong road 
But we're together now who cares

Chorus:
Northmen, southmen comrades all 
Dublin, Belfast, Cork and Donegal 
We're on the one road, Swinging along 
Singing a soldier's song

Though we've had our t^uftes now and then 
Now Is the time to make them up again 
Sure aren't we all Irish anyhow 
Now is the time to step together — Now.

Chorus:

Tinker, tailor every mother's son 
Butcher, baker shouldering his gun 
Rich man, poor man every man in line 
All together just like Auld Lang Syne

Chorus:

Night is darkness just before the dawn 
From dissension Ireland is reborn 
Soon we'll all, United Irishmen 
Make our land a nation once again

Chorus:
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OVER THE WALL

In Crumlin Road jail all the prisoners one day 
Took out a football and started to play 
And while all the warders were watching the ball 
Nine of the prisoners jumped over the wall.

Chorus :
Over the wall, over the wall,
Who would believe they jumped over the wall?
Over the wall, over the wall,
It's hard to believe they jumped over the wall.

Now the warders looked on with greatest surprise 
And the sight that they saw brought tears to their eyes 
For one of the teams was not there at all 
They all got transferred and jumped over the wall.

Now the governor came down with his face in a twist 
Said, "Line up these lads while I check out me list”,
But nine of the lads didn't answer at all
And the warder said, “Please sir, they’re over the wall”.

The security forces were shook to the core 
So they barred every window and bolted each door 
But all their precautions were no use at all 
For another three prisoners jumped over the wall.

Then the news reached old Stormont, Brian Faulkner turned pale 
When he heard that more men had escaped from his jail,
Said he, "Now we'll have an enquiry to call".
And we’ll get Edmund Compton to whitewash the wall”.
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THE PATRIOT GAME.

Come all you young rebels and list' while I sing,
For love of one's country is a terrible thing.
It banishes fear like the speed of a flame,
And it makes you all part of the Patriot's gain:.

My name is O' Hanlon and I've just gone sixteen,
My house is in Monaghan where I have been reared, 
I've been told all my life "Cruel England's to blame", 
So now I am part of the Patriot's Game.

It's bearly two years since I've wandered away,
With a local Batallion of the Bold I.R.A.
I've read of our heroes, I've wanted the same.
To play up my part in the Patriot Game.

This island of ours has for long been half free,
Six counties are under John Bull's tyranny.
And most of our leaders are greatly to blame,
For sharing their part in the Patriot's Game.

They told me how Connolly was shot in the Chair,
His wounds from the battle, all bloody and bare,
His fine body twisted, all tortured and lame,
They soon made me part of the Patriot's Game.

And now I am dying, my body all holes,
I think of those traitors who bargained and sold,
I'm sorry my rifle has not done the same,
To the quizzlings who sold out of the Patriot's Game.
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PROVIE BIRDIE

On the last day of October in the year of seventy three 
In Mountjoy jail three rebels were longing to be free 
When from the skies, surprise, surprise an arant? bird did fall 
And lifted up the Provies and took them over the wall.

CHORUS

And it's up and up and higher the helicopter flew 
High over the Dublin spires and over the Liffy too 
The length and breadth of Ireland, no finer sight to see 
The day the Provie birdie released the Mountjoy three.

Well the screws were all astounded, they knew not what to do 
They just stood there dumbfounded as off the rebels flew 
And in the Dail the traitors were shocked and quite aghast 
When they looked up and noticed the Provies flying past.

CHORUS

O'Hagan, Twomey, Mallon, God bless those gallant three 
Cruel Britain she is furious to see our rebels free 
But everywhere in Ireland when ever the news is heard 
The people cheer the Provies and their marvellous flying bird.

CHORUS

Introduction and backing is whistle and guitar.
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PROVO LULLABY 

Chorus:
Go to sleep my weary Provo 
Let the time go drifting by,
Ah, can’t you hear the bullets humming? 
That's a Provo lullaby.

I know your clothes are torn and ragged 
And your hair is turning grey;
One day you’ll die and go to heaven, 
You’ll find peace again some day.

I know the peelers give you trouble, 
They cause trouble everywhere;
One day you’ll die and go to heaven, 
And there’ll be no policemen there.
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THE RIFLES OF THE I.R.A.

In nineteen hundred and sixteen 
The forces of the Crown,
For to capture Orange White and Green 
Bombarded Dublin town.
But in 'twenty-one Britannia’s sons 
Began to earn their pay 
When the Black and Tans like lightning ran 
From the rifles of the IRA.

They burned their way through Munster, 
Laid Leinster on the rack.
Through Connaught and through Ulster 
Marched the men in brown and black.
Well they murdered women and children 
In their own horrific way 
Till the Black and Tans like lightning ran 
From the rifles of the IRA

They hanged young Kevin Barry high 
A lad of eighteen years.
Cork city’s flames lit up the sky,
But our brave boys knew no fear,
For the Cork Brigade with hand-grenades 
In ambush waiting lay,
And the Black and Tans like lightning ran 
From the rifles of the IRA

Now the Tans were taken out and shot 
By a brave and fearless crew,
Sean Tracey, Dinny Lacey,
And Tom Barry's men so true.
Well, we're not free yet 
But we won't forget 
Until our dying day
How the Black and Tans like lightning ran 
From the rifles of the IFtA.



678

Song 60

THE RISING OF THE MOON

“O then tell me, Shawn O'Farrell, tell me why you hurry so?”
“Hush, mo bhuacaill, hush and listen” and his cheeks were all a-glow. 

“I bear orders from the Captain—get you ready quick and soon;
For the pikes must be together at the risin’ of the moon.”

“O then, tell me, Shawn O’Farrell, where the gath-rin’ is to be?
“In the old spot by the river, right well known to you and me; 

One word more — for signal token, whistle up the marchin’ tune. 
With your pike upon your shoulder, at the risin’ of the moon.”

Out from many a mud-walled cabin eyes were watching through the 
night;

Many a manly heart was throbbing for the blessed warning light. 
Murmurs passed along the valleys, like the Banshee’s lonely croon. 

And a thousand blades were flashing at the risin’ of the moon.

There, beside the singing river, that dark mass of men were seen —- 
Far above the shining weapons hung their own beloved Green. 

“Death to every foe and traitor! Forward! Strike the marchin’ tune. 
And hurrah, my boys, for freedom! ’tis the risin’ of the moon.”

Well they fought for poor old Ireland, and full bitter was their fate;
(O what glorious pride and sorrow fills the name of ’Ninety-Eight!) 

Yet, thank God, e’en still are beating hearts in manhood’s burning noon 
Who would follow in their footsteps at the risin’ of the moon.
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RODDY McCORLEY

The grey coat and its sash of green,
Were brave and stainless then.
A banner flashed beneath the sun,
Beside the marching men.
For Antrim town, for Antrim town 
He led them to the fray.
But Roddy McCorley goes to die 
On the bridge of Toome today.

Stepped he up that narrow street 
With a spirit proud and young.
And above the hempen rope 
The golden ringlets hung.
There was never a tear in the blue, blue eyes. 
Both glad and bright are they,
As Roddy McCorley goes to die 
On the Bridge of Toome today.

When he last stepped up that street 
His shining steel in hand,
Behind him marched in grim array 
A stalwart earnest band.
For Antrim town, from Antrim town 
He led them to the fray.
For Roddy McCorley goes to die 
At the Bridge of Toome today.

Oh! see the hosts of fleet-foot men,
Who speed with faces wan,
From farmstead and from fisher's cot,
Beside the banks of Bann.
They come with vengeance in their eyes.
Too late, too late, are they,
For Roddy McCorley goes to die 
At the Bridge of Toome today.

His pike he flung unto the sun,
Then found a foeman's heart.
Through furious fight and fiery odds 
He bore a true-man's part.
And many a red-coat bit the dust 
Before his keen pike play,
But Roddy McCorley goes to die 
On the Bridge of Toome today!

Because he loved his Mother-land,
Because he loved the Green,
He goes to meet a martyr's fate 
With a proud and joyous mien.
True to the last, true to the last,
He trod his upward way,
Young Roddy McCorley goes to die,
On the Bridge of Toome today!
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SEAN SOUTH OF GARRYOWEN

Twas on a dreary New Year’s Day 
as the shades of night came down,

A lorry load of Volunteers approached 
a Border town!

There were men from Dublin and from Cork, 
Fermanagh and Tyrone,

But the leader was a Limerick man,
Sean South of Garryowen.

And as they moved along the street up to the 
barrack door.

They scorned the danger they would meet, 
the fate that lay in store.

They were fighting for old Ireland’s cause, 
to claim their very own.

And the foremost of that gallant band 
was South of Garrowen.

But the sergeant foiled their daring plan, 
he spied them thro’ the door;

Then the Sten guns and the rifles, 
a hail of death did pour;

And when that awful night was past, 
two men were cold as stone.

There was one from near the Border 
And one from Garryowen.

No more he’ll hear the seagull cry 
o’er the murmuring Shannon tide;

For he fell beneath the Northern sky, 
brave Hanlon at his side.

He has gone to join that gallant band 
of Plunkett, Pearse and Tone,

A martyr for old Ireland,
Sean South of Garryowen.
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SEAN TREACY

We often heard our fathers tell 
How in the Fenian times 

The noblest of Tipperary’s sons 
Imprisoned spent their lives.

Those tales we can hear daily,
And the deeds of valiant men. 

As the war goes on unceasingly 
Through valley, hill and glen.

They searched for Sean at midnight;
His comrades with him slept. 

Macready’s murdering bloodhounds 
In silence on them crept.

Our heroes fought as brave men should 
And made a gallant fight 

With bullet food they did conclude 
The lives of Smith and White.

In a crowded Dublin street Sean died 
On a dim October day;

The story will be told with’pride 
While men in Erin stay.

With trusty gun held in his hand.
Two sleuth hounds he laid low; 

Twas well they knew the island through 
They had no braver foe.

When the British saw the battle 
They shook with fear and dread 

A machine gun then did rattle,
And our hero bold lay dead.

Sean Treacy killed! Sean Treacy killed!
Was borne along the breeze.

No bells were rung; no caoin was sung; 
He died for Ireland free.

While grass grows green in Erin,
We’ll think of you, brave Sean!

We’ll sing your praise o’er hill and vale, 
When grief and gloom are gone.

And when the dawn of Freedom’s sun 
Shines out on Erin’s skies.

In our Gaelic tongue we’ll tell our sons 
How brave Sean Treacy died.
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SHALL MY SOUL PASS THRO'
OLD IRELAND.

In a dreary Brixton prison,
Where an Irish rebel lay.
By his side a priest was standing 
'Ere his soul should pass away.
And he faintly murmured: "Father",
As he elapsed him by the hand,
"Tell me this before I die,
Shall my soul pass through Ireland?"

Shall my soul pass through old Ireland 
Pass through Cork city grand?
Shall I see that old Cathedral 
Where Saint Patrick took his stand.
Shall I see that little chapel 
Where I pledged my heart and hand 
Oh Father, tell me 'ere I die.
Shall my soul pass through Ireland?"

'Twas for loving dear old Ireland,
In this prison cell I lie,
'Twas for loving dear old Ireland,
In this foreign land I die;
Will you meet my little daughter,
Will you make her understand,
But Father tell me 'ere I die,
Shall my soul pass through Ireland?"

With his heart pure as the lily,
And his body sanctified,
In that dreary British prison,
Our brave Irish rebel died;
Prayed the priest that wish be granted,
As in blessing raised his hand,
"O, Father, grant this brave man's wish, 
May his soul pass through Ireland."
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SHOW ME THE MAN

Show me the man who does not love 
the land where he was born, 

Who does not look on it with pride, 
no matter how forlorn;

I only know that I love mine, 
and long again for to see 

Her ancient tyrants banished
and old Ireland once more free.

Chorus:
Let friends all turn against me, 

let fools say what they will,
For my heart is in my country, 

sure, I love old Ireland still.

You’ll find no greater land than that 
if you search the whole world o'er, 

Although she's laughed at and despised 
because her rock springs poor,

But if her sons could only
get the wealth beneath her soil, 

They once again would prosper 
and live by honest toil.

There’s not an Irishman today 
would ever wish to roam 

Unto a foreign land to live 
if he could work at home,

So give to us our liberty,
let our banners be unfurled —

In Ireland then her sons shall prove 
a credit to the world.



SKIBBEREEN

Oh, father dear, I often hear you speak of Erin's isle.
Her lofty scenes and valleys green, the mountains rude and wild. 
They say it is a lovely land wherein a prince might dwell.
Oh, why did you abandon it? The reason to me tell.

Oh, son I loved my native land with energy and pride.
Till a blight came over all the land — my sheep, my cattle, died; 

My rent and taxes were to pay, I could not them redeem.
And that’s the cruel reason why I left old Skibbereen.

Oh, well do I remember the bleak December day,
The landlord and the sheriff came to drive us all away; 
They set my roof on fire with their demon yellow spleen. 
And that’s another reason that I left old Skibbereen.

Your mother, too, God rest her soul, fell on the snowy ground. 
She fainted in her anguish, seeing the desolation round.
She never rose, but passed away from life to mortal dream. 
And found a quiet grave, my boy, in dear old Skibbereen.

And you were only two years old and feeble was your frame,
I could not leave you with my friends —you bore your father’s name 
I wrapt you in my cota mor at the dead of night unseen.
I heaved a sigh and bade good-bye to dear old Skibbereen.

Oh, well do I remember the year of ’48,
When I rose with comrades brave and true to battle against fate.
I was hunted through the hills by slaves who served a foreign Queen, 
And that’s another reason why I left old Skibbereen.

Oh, father dear, the day will come when vengeance loud will call. 
When Irish men with feelings stern will rally one and all.
I’ll be the man to lead the van beneath the flag of Green,
When loud and high we’ll raise a cry — Revenge for Skibbereen.
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THE SMASHING OF THE VAN,
OR THE THREE MANCHESTER MARTYRS

Attend you gallant Irishmen, and listen for a while.
I’ll sing to you the praises of the sons of Erin’s Isle,
It’s of those gallant Irish heroes who voluntarily ran 
To release two Irish Shamrocks from an English prison van.

Kelly and Deasy were their names, I suppose you knew them well,
Were remanded for a fortnight in Belview jail to dwell.
When taking of the prisoners back their trial for to stand.
To make a safe deliverance they conveyed them in a van.

William Deasy was a man of good and noted fame,
Likewise Michael Larkin, we’ll ne’er forget his name,
Next comes young Allen and O’Brien who took a part so grand 
In the glorious liberation and the smashing of the van.

In Manchester one morning these heroes did agree 
That young Kelly and Deasy should have their liberty;
They drank a health to old Ireland and soon made up their plan 
To meet the prisoners on the road and take and stop the van.

They cheered again for old Ireland and soon their work began,
They met the prisoners on the road and took and stopped the van;
But when at the blowing of the lock they by chance did kill a man, '
So three must die on the scaffold high for smashing of the van.

On a cold November morning in the year of Sixty-Seven,
These martyrs to their country’s cause a sacrifice was given;
God save old Ireland was the cry wnen all through the crowd it ran.
May the Lord have mercy on the boys that helped to smash the van.

An Irishman is generous, boys, whatever his faults may be.
But to hang three men for the death of one is more than we’d like to see; 
There was Alien, Larkin and O’Brien, the judge did them condemn. 
Although they are dead their memory still lives in the hearts of Irishmen.

That Ireland may soon be happy, boys, and from all oppression free,
May the harp and shamrock, stars and stripes, be all in one unity;
May prosperity shine on the Emerald Isle as sure as my name is Dan, 
Here’s cead mile failte to the heart of every Irishman. [100,030 welcome]

So now kind friends to conclude it would be right 
That all true-hearted Irishmen together should unite.
Together they should sympathize and do the best we can
To keep the memories ever green of the boys that smashed the van.
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TAKE IT DOWN FROM THE MAST

Chorus:

Take it down from the mast, Irish traitors, 
It's the flag we Republicans claim,
It can never belong to Free Staters
For you've brought on it nothing but shame.

You have murdered our brave Liam and Rory 
You've slaughtered young Richard and Joe 
Your hands with their blood are all gory 
Fulfilling the work of the foe.

We stand with Sean and with Fergal 
With McGrath and Russell so bold.
We'll break down the English connection 
And bring back the nation you've sold.

So leave it to those who are willing 
To uphold it in war and in peace, 
The men who intend to defend it 
Till England's tyrannies cease.
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THE WEST'S AWAKE

When all beside a vigil keep,
The West's asleep, the West's asleep - 

Alas! and well may Erin weep 
When Connacht lies in slumber deep.
There lake and plain smile fair and free, 
'Mid rocks their guardian chivalry.
Sing, Oh', let man learn liberty 
From crashing wind and lashing sea.

That chainless wave and lovely land 
Freedom and nationhood demand;
Be sure the gread God never planned 
For slumb'ring slaves a home so grand. 
And long a brave and haughty race 
Honoured and sentinelled the place.
Sing, Oh', not even their sons' disgrace 
Can quite destroy their glory's trace.

For often, in O'Connor's van,
To triumph dashed each Connacht clan.
And fleet as deer the Normans ran 
Thro' Corrsliabh Pass and Ardrahan;
And later times saw deeds as brave,
And glory guards Clanricard's grave,
Sing, Oh', they died their land to save 
At Aughrim's slopes and Shannon's wave.

And if, when all a vigil keep,
The West's asleep', the West's asleep'.
Alas', and well may Erin weep 
That Connacht lies in slumber deep.
But, hark', a voice like thunder spake,
The West's awake', the West's awake'.
Sing, Oh', hurrahl let England quake,
We'll watch till death for Erin's sake'.
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WHACK FOL THE DIDDLE

I sing you a song of peace and love, 
Whack fol the diddle lol the di do day. 
lo the land that reigns all lands above, 
Whack fol the diddle lol the di do day. 
May peace and plenty be her share,
Who kept our homes from want and care, 
Oh God bless England is our praver, 
Whack fol the diddle lol the di do day.

Chorus :
Whack fol the diddle lol the di do day. 
So we say Hip Hurrah !
Come and listen while we pray 
Whack fol the diddle lol the di do day.

When we were savage, fierce and wild, 
Whack fol the diddle lol the di do day.
She came as a mother to her child,
Whack fol the diddle lol the di do day. 
Gently raised us from the slime,
Kept our hands from hellish crime,
And sent us to heaven in her own good time 
Whack fol the diddle lol the di do day.

Chorus

Our fathers oft’ were naughty boys,
W hack fol the diddle lol the di do day.
Pikes and guns are dangerous toys,
Whack fol the diddle lol the di do day.
From Beal an Atha Buidhe* to Pieters Hillf 
They made poor England weep her fill,
But old Britannia loves us still,
Whack fol the diddle lol the di do day.

Chorus

UI1 Ashmen forget the past 
Whack fol the diddle lol the di do day 
And think of the day that is coming fast. 
Whack fol the diddle lol the di do day 
When we shall all be civilized 
KTeat and clean and well advised 
Oh won’t Mother England be su^rised ! 
Whack fol the diddle lol the di do day.

Chorus

*The Battle of the Yellow Ford
tWhere a„ e„g.geme„t took pl«, during th, Boer War, 1899.
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WINCHESTER 73

With your wigs and robes and bible 
You act out your evil game 
Nine more young Irish lives condemn 
To languish in your jails 
It's war you wage in Ireland 
But such truth it's hard at home 
All patriots named as criminals 
In England's crooked rules

Chorus:
We will not forsake them
Our brave sons and daughters
The hundreds who lie behind prison walls
They hunger for freedom
We'll fight to release them
We know that for us they have sacrificed all

To these youthful eyes
Their country's pain
Was too much to idly bear
They joined the fight for freedom
And they vowed to do their share
The agonies of Ulster they took to the Monster's shores
Her ediface of righteousness
They cracked with angry roars

Chorus:
The fine walls cracked and crumbled 
As London's streets were torn 
An example of the suffering 
That in Ireland's daily borne 
Example to the tyrant 
That her crimes must be repaid 
Though this lesson was delivered 
The plan was soon betrayed 
Chorus:
Now the force of British justice 
Works its will against the nine 
With pomp and plotted perjury 
The law and state machine 
And savage are the sentences 
More vicious they can't be 
Two sisters and their comrades 
For life lost liberty.
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THE WIND THAT SHAKES THE BARLEY

I sat within the valley green,
I sat me with my true love,
My sad heart strove the two between,
The old love and the new love;
The old for her, the new that made 
Me think of Ireland dearly.

While soft the wind blew down the glade, 
And shook the golden barley,

'Twas hard the woeful words to frame 
To break the ties that bound us;
But harder still to bear the shame 
Of foreign chains around us.
And so I said, "The mountain glen 
I'll seek at morning early,
And join the brave United Men"
While soft winds shook the barley.

While sad I kissed away her tears 
My fond arms round her flinging,
The foeman's shot burst on our ears,
From out the wildwood ringing;
The bullet pierced my true love's side.
In life's young spring so early.
And on my breast in blood she died,
When soft winds shook the barley.

But blood for blood without remorse 
I've ta'en at Oulart Hollow;
I've placedmy true love's clay-cold corpse 
Where I full soon will follow;
And round her grave I wander drear,
Noon, night and morning early,
With breaking heart when e'er I hear 
The wind that shakes the barley'.'
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WRAP THE GREEN FLAG ROUND ME, BOYS.

Wrap the green flag round me, boys,
To d e were far more sweet,
With Erin's noble emblem boys,
To be my winding sheet.
In lief I loved to see it wave,
And follow where it led,
But now my eyes grow dim-my hand 
Would grasp its last bright shred.

Chorus:

Then wrap the green flag round me, boys.
To die were far sweet
With Erin's noble emblem boys.
To be my winding sheet.

And I had hoped to meet you, boys,
On many a well-fought field,
When to our sacred banner, boys,
The traitorous foe would yield,
But now, alas'. I am denied 
My dearest earthly prayer,
You'll follow and you'll meet the foe,,
But I shall not be there.

But though my body moulders, boys,
My spirit will be free.
And every comrade's honour, boys,
Will yet be dear to me.
And in the thick and bloody fight 
Let not your courage lag.
For I'LL be there and hovering near 
Around the dear old flag.
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