Teaching Folk:

The Educational Institutionalization of
Folk Music in Contemporary England

Simon Keegan-Phipps

PhD

Newcastle University

2008

NEWCASTLE UNIVERSITY LIBRARY.

Wi Wy Y o A
ﬂﬂ“““ﬂﬂu—‘ﬂ—“ﬂwﬂﬁ-ﬂh—“-“‘“

e Sy
“-_“_-"-“““-ﬂ--'-‘--_-“-“““




Teaching Folk:

The Educational Institutionalization of Folk Music in
Contemporary England
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Abstract

This thesis offers an ethnomusicological account of a contemporary movement toward
the formalization of education in England’s folk music culture. The report considers, in
particular, two case studies: Folkworks and the associated degree course in folk and
traditional music at Newcastle University; and the folk festival subcontractor
organization, Shooting Roots. These are located first within the socio-historical context
of the English folk revivals, and then within the — largely disparate — contemporary
musical-cultural contexts of the North East of England, and (southern) ‘England’
respectively. Methodologies for the research draw predominantly on ethnographic
techniques of participant-observation and interview, but these are combined with the less
orthodox methods of internet and media-based fieldwork to offer the widest socio-
cultural contextualization of the movement. The discourses surrounding these cases are
analysed in terms of pedagogy, education markets and a folk music industry, whilst the
musical texts with which they deal are shown simultaneously to assert and repudiate
regional and national identities. The thesis also offers key examples of the influences of
such institutionalization beyond the boundaries of organizations themselves. It concludes
that it 1s possible to regard the movement as a manifestation of an individualist-
consumerist culture and goes on to propose some critical theories of the movement in
relation to processes such as elitism, standardization and recontextualization.



Acknowledgements

I would like to thank Dr. Goffredo Plastino for his supervision and enduring reassurance
during the writing of this thesis. I would also like to thank Dr. Paul Attinello, Professor
Richard Middleton and Professor David Clarke for their contributions.

I should like to thank the good people of Folkworks, the folk degree and Shooting Roots
for their time spent assisting this study: in particular, Alistair Anderson, Kathryn Tickell,
Sandra Kerr, Nikki Williamson, Laurel Swift, Matthew Keegan-Phipps and Miriam
Ayling. Finally, I am indebted to the Arts and Humanities Research Council, whose
financial support made this research possible.



Teaching Folk:
the educational institutionalization of folk music in

contemporary England

1. INTRODUCGCTION . ccecececcecccccssscsssesesesssssssesesssssssssssssssssssssssssssssssssssssssssssssssssssssssssssss 4
METHODOLOGIES: ETHNOMUSICOLOGY, MUSIC SOCIOLOGY AND FOLK MUSIC IN
ENGLAND ..ccettteceseececeesossssssessssesssssssssssessssesssssssssssssessssssssessssssssssssssssssessasssssssssssssssnsssss 9
ETHNOMUSICOLOGY AT HOME: ISSUES OF PROXIMITY «e.veeceevecscecscscscesesessesssssssesssssssse 20
FOLK MUSIC ceueeeresecccnsessorsssesssssscsssssssssesssssssssssossssssssssssssssssssssssesssssssnassssssssssssssssssssses 31
INSTITUTIONS AND INSTITUTIONALIZATION ..eeeveveecseecccsscssossssssssosssssssssssssssssesssssssssss 49
ENGLAND, WHICH ‘ENGLAND’7 ..cuuctetsereceserecssssssesssscssssssssssscsssssesssssonssssonssssssassssssssss 52
THE INSTITUTIONALIZATION OF FOLK MUSIC: THE EUROPEAN CONTEXT «eeeeececcecssssess 54

THE FIRST FOLK REVIVAL: CECIL SHARP AND THE “GREAT MEN? o rviriieeresessossssesens 61
THE FOLK REVIVALS AND EDUCATIONAL INSTITUTIONALIZATION ...eeveecsscssssccssossossses 69
THE TROUBLE WITH FOLK AND FORMAL EDUCATION st tttttnteestesenssosssssssssssssssssssssssasess 77

4. THE FOLK AND TRADITIONAL MUSIC DEGREE COURSE.....cccceoosssses 178
THE TEACHERS AND LEARNERS ..uceteetveecccersssssescessssssssssssssssssssssssssssssssssssssssssnsssssssss 187
MUSIC OF ‘THESE ISLANDS’: DISCOURSE AND REPERTORY .eeutereeeeeeeccsesssssesssssossessons 209
PUBLIC REACTION TO THE FOLK DEGREE ..eeevreeeesseeesesssssscesssssssssssssssssssssssssssssssssssssss 229
A DISCOURSE OF JUSTIFICATION . cteeeereeescecssecsssssssssssosssssssssssssssssssssssssssssssesssssssssasnse 241

S. SHOOTING ROOTS AND FOLKARTS ENGLAND ...cccceosecccsssese recscsssessasssns 246
FOLK MUSIC IN ‘ENGLAND ..c.uvveeccesecscssccssssssssssesssssossnsssssssnansesssssessssssssssssssssssssssosss 247
SHOOTING ROOTS: HISTORY, NATURE AND STRUCTURE ....cccoeeeesssessassessesessosescnssosses 273
EDUCATING AT FOLK FESTIVALS tuueeeececessccscesssssssssesssesssssssonsssssassssssssssessssssssnessansons 281

IMPROVISATION VERSUS SPEED: THE NEW ‘ENGLISH’ STYLE .ccuuccreercecseercsescessessccsase 307
COMPETITION: THE YOUNG FOLK AWARD ...ccovutseresescessessconsescssssssssecssesssssarsescansasens 317
EDUCATIONAL INSTITUTIONALIZATION: WHY NOW?Y .ceeereeccceessnensoscsarsssasecessssersonses 335
FOLK MUSIC EDUCATION IN THE MARKETPLAGCE ...ccccceteeccssccsssrsssscsssossroscsssscssssaseessss 339
SO WHAT IS THIS “FOLK MUSIC”7? veveteeeeseesersssseesasesssssonssssssossssssosssssnsessosnssorsssssssssssss 347



FOLK MUSIC, ENGLAND, AND FUTURE SCHOLARSHIP ....cccvceevteeeeeecsseseerevessessesssssacces 357

BIBLIOGRAPHY .....ccocceersececscscsnseasancsssencasesscsssssossssssscesssees seessssseressasssssesssssnsesasasese 363
BOOKS ...eeriiinneiinneniensensinessesesssssssssssssssssssssssssssssssssssssssnsesssnssssssssssssssasssossasassosses 363
ARTICLES veeveetteieecossssssasssssessssssssrsrasssassssssssssssssssssssssssssssssssssssssssssssasssssssssssssssessensens 367
WEB BASED SOURCES.....coccetmtecssensnsesssasersessssssssssessassssssssassssossensssssssasssssssasssassosens 372
OTHER WRITTEN SOURCES ...cccossenecesssonsesesssosasssssssssssassssssssansssssssssasssssssssasssssssssnanss 376
DISCOGRAPHY ..ccitererrerseensccscsonssssnsssssssssssssssssssssssssssssssssssssssssssssssssssesssssssssssssasnsasasss 377
MEDIA BROADCASTS ..cccreeteecsnnsrecscsnsseccssssssssssssnsssesssnnsasessessassessssassssessssssssssssnssssss 378

APPENDIX: AUDIO CD.cccvvereeecncrcccrsrersascssscscssressassasssssssssssssssssssssssssssssssssssssssssssse 379

Figure 1: The North East of England, located within Great Britain.........ccceeeeeeeccenne 95

Figure 2: The Sage Gateshead (right), and the Millenium Bridge (far left) and The

Baltic art gallery (CENtre 1eft). ..cu.eueeeiirierrirreeccrnnerrscsseeeesesssrecsssseesesssssosssssesesssnsesassaes 128

Figure 3: The interior of The Sage Gateshead. .......cceeeevrvrvereeeeirisisneeeeesssssseseeecesenens 128

Figure 4: A display on an internal wall of The Sage Gateshead listing the

organisation’s PrinCipal AOMOTS. ..ciceecceeersrecssreessanessersssssnssssnsesssaessassssensssssasassenssssssss 129

Figure 5: Ganglater, taken from the Folkworks Session Collection, Vol. 3.............. 164

F1GUIE 6: THE HATVESE HOME. ...ueveeeeereeessrennrrresnossssessasassssssssssssssssssssssssssssssansssessssssssns 165

Figure 7: Morpeth Rant (Folkworks Session Collection VErsion). ........cceeeeeeesneessvens 165

FIGUTE 8 HESICYSTAR. «.ueoeeeeeeneeeeesrvrersreerersrressssesessssescssssessssssssssssssssssnessassssssasessssassses 167

F1gUre 9: SWeet HeSIEYSide......uuuueeivirsreecnveiessneecssnnecssneeesssssesssssesssssosssssasassssessssnssses 168

F1GUIE 10: HEXRAM RACES. uuuuveeerrenveeeeirrvenesrnvereessessereossossasssssosssssssssssssssssssassssssnssssos 172

Figure 11: The International Centre for Music Studies, University of Newcastle upon

Y18 et ccrerererrennreesccsorersesressssessessaressesssssssssssessssnassansessssesnasnnsnnsssessesnssssssrssssssasanans 179

Figure 12: Nikki Williamson at the Dun Cow Session, Durham. ........ccccceeeeeereccccrenes 201

Figure 13: Tom Oakes' final year recital programme title page. .......coceeeeecveervennns 219

Figure 14: Stills taken from the BBC 2 Morris Dancing ident........ccovvveereveccsneessanecs 252

Figure 15: Simon Bannister playing melodeon with the English Ceilidh band

CRIlIANOGIAPRY . «.vvveeeereiiirrcrneeeiicrsessensssesssssssnssssssssessssnnsssssesssssssssnsssessssssssssesonsesssssnsssss 259

Figure 16: Map of key FolkArts England 10Cations.......cccveeeeueerrvecseeeersesessesssneessaeens 275

Figure 17: ShOOting ROOLS tULOIS veeuuvveeerernneeserssesssosssecesssnseeessssssesessssssssosssesssssssosssans 301

Example 1: The Black CoCk Of WRICKRQM o.......eeeeeeevueeeeeeerrvvrersvrnnresessnssscssssssssssassas 108

Example 2: Small Coals and Little MORNEY..........eeeeveueeerevrerrveerrsneresseesessssssossesssssssses 109

EXample 3: Lads Of AINWICK.....cccvivireeeeirriensreecssnsesssrssessssecssssssssssisssssscssssscsssssessasesans 109

Example 4: Peacock Followed the Hen..........eeeeererrveereeeccssscnensssssssssssseesesssssseases 111

Example S: The Wonder HOPNPIPE ....eeveerrieiicrersannenicsscsssssrnsssssessssesssesssssassesscsssessaens 112

Example 6: Ninety Three Not Out (A. ANAEISON).....eiveeeeeecsersssaeessasessnsesssasessnnssosasene 113

Example 7: Our Kate (K. Tickell) ....couininiinninnsicninsensensinnsieesnensancsaccnnessanssssssasaes 114

Example 8: The Morpeth RANL ......cveueisrisvssssssunsssnsseessissansssessessasesssssssssasssnssssssssssnes 115

Example 9: Drowsy MAZQie........ocovunreessensenssanssnsvesnsssnsssrassnsassssssssssesssssssssassssssassses 118

Example 10: Out 0N 1he OCEAN ....u.cuvevurrenrsensecruessersansussassessnssssssssassassssssassasssssnssssesses 119

Example 11: MOrriSON'S Jiguevervssisesenressisnniesnseniisnsnssssssessssisessssnssassisssssssssssasaseses 120

Example 12: Trip to Herves (M. MCGOIAIICK) cccvvuerenunnenenirencsninsnniisicnisicnscsecaisenen. 121

Example 13: Lexy McAskill (Dr. J. MCASKill). cccvmecviiiivniniiinieccncniscncncnnne 123

2



Example 14: The Athol Highlanders............eeeeeesevuinecsueneernvesunnsecssersnssncssnsssessaesenes 124

EXAMPIE 15: TAM LiM....cuueicrrrinrarinraricnsonccssnncssasiossessssssssssssssssnssssascsssassssssssssssssssnsasans 125
Example 16: The Morpeth Rant (COMMON VETSION)...cccversnesssessesssrsssorsssasssssssasessesssans 166
Example 17: Excerpt from Arlo (T. Oakes) .....ccccuvivivinsinsinsnncsnrssanssncsnnsseecsesssenes 222
Example 18: BOHRY BFest KNOt ........ccovevesrensnniiecscssssscconsssnssssassssssossssssssossssssssasesses 268
Example 19: GaAllopede.......acuaueerocaviinscviinssreisssssenssssniessssssssssssssssssasssssssssssssssanases 268
Example 20: The Princess ROYAL ........veeieoiicniicssnniccscnnnccssssssscssasssssosssssssssssssssssass 270
Example 21: The Princess Royal (alternative A Part)........c.eeecrceeerercersecsssasesesssessecons 270
Example 22: The Moon Qnd SEVEn SIATS .......ueeieiecsviiienseneecsssensesssssensssssssessssassasans 272
Example 23: Old Tom Of OXfOrd......coueeeeeeueiresrneererssveesessnssessssessssessesssssasssssnsasss 294
Example 24: Bob ANA JOAN ......uueeeeenecnrereeriiiicicneneicccssssnnsescersssnsesscssssssnsssesssssssssassssss 296
Example 25: Shooting Roots "Riffs" accompaniment to Bob and Joan.................... 296
Example 26: Gallopede (COMMON VEISION). ceecrrrreererranrecrssasersreseesssnsesesansssssssrssssnasases 314
Example 27: Gallopede, performed by Simon Bannister, 1st January 2005. ........... 315



1. Introduction

In a nation on the periphery of Europe, in a region most distant from the capital, the
country’s indigenous musical traditions are undergoing a process of
institutionalization. A significant proportion of the nation’s population fear the loss
of their ancient customs and national 1dentity to the ever rising tide of foreign cultural
influences. The locality itself, however, enjoys both a strong regional identity and a
unique musical repertory, a repertory that plays a central role in both the text and
context of the institutionalization in question. The resultant institution is multifaceted
— its activities include: the collation and publication of music recordings and
transcriptions; the promotion of performances by locally and nationally revered folk
musicians; the creation and direction of a folk orchestra; and, most importantly, an
extensive folk music education programme, culminating in a nationally recognised

qualification. The organization receives financial support from the state departments
for education and culture, and has been quietly accused by independent folk

musicians of standardizing and formalizing the music it professes to support.

This brief account could accurately describe the processes of institutionalization

undergone by the various folk musics of the USSR’s many states from the outset of
the Soviet regime. So too would it serve as a portrayal of the folk music
institutionalization and policies of regionalization employed by the nationalist
governments of fascist Italy, Spain and Portugal.! Within the larger context of

European folk music scholarship, these periods of institutionalization are generally

l Events that shall be discussed in greater detail later in this chapter.



regarded as having cloven traditional music apart from notions of textual and
contextual authenticity, to make way for an almost entirely manufactured idiom best
suited to the aspects of social engineering for which it would be employed. The
processes of classicization, standardization and recontextualization inherent in these
developments are tacitly regarded — and often explicitly depicted — as shameful events
in the maturation of folk music and folk music scholarship, never to be repeated. And
yet the possible repetition of such processes is close at hand, as an instance of
institutionalization on a considerable scale goes largely unmentioned in the
ethnomusicological record. The description given above does not recount the state of
folk music in the Soviet Union or Fascist Europe of the mid-twentieth century: it
refers to the cultural processes encapsulated within the thoroughly modern

surroundings of The Sage Gateshead, in the North East region of contemporary

England.

The organization alluded to above is called Folkworks. This is not the only
contemporary example of folk music institutionalization in England — its development
has occurred alongside the growth of another, very different example of educational
institutionalization resident in the Southern and Midland regions of England, Shooting
Roots. This study shall attempt to characterize and explain Folkworks and Shooting
Roots through offering a comparative ethnography of their respective textual
characteristics, as well as through the study of their global, national and regional
contexts. The aims of the research presented herein can be understood in terms of two

separable objectives: firstly, to provide a detailed ethnomusicological account of the

music cultures in which Folkworks and Shooting Roots are located; secondly, to ofier



specific discussion on the nature and practices of the these two institutions. The first

of these aims is attempted through the posing of the following questions:

What are the key musical (repertorical and stylistic) features of the
‘English’ and North East folk music cultures, and in what ways do they
differ?

How do these features reflect and affect the non-musical elements,
cultural 1dentities and value systems of the contemporary ‘English’ and

North East contexts?

The second of the two objectives shall be achieved primarily by the specification of

the pedagogical and cultural methods by which the two institutions operate: research

into these institutions has been guided by the following questions:

How do the two organizations negotiate definitions of folk music?

In what ways do they recontextualize folk music, in relation to wider
socio-cultural spheres?

To what extent, and in what ways, do these instances of institutionalization
result in the canonization or transformation of repertories?

How do they justify (or problematize) the formalized education of folk
music in the wake of the — largely discredited — attempts by previous,
twentieth-century revivalist movements?

How do they reconcile concepts of economic viability (and success) and

cultural philanthropy?

To begin to address these issues, this report commences — in chapter 1 — with a

discussion and explanation of the primary methodologies employed during the year



of fieldwork on which the following research is based (September 2004-September

2005), and a contextualization of these methodologies within the existing literature on
English folk music. This is followed by a presentation of the broader definition of the
term folk music as a field of study within prior scholarship, and a rationalization of
terminology in the present study. Finally, this chapter will offer a brief account of
how this research resides within a wider body of work on the educational

institutionalization of folk music in Europe.

Chapter 2 is aimed at providing a more in-depth analysis of the — historical and
contemporary — English folk music context: it begins with a very brief overview of
key elements of the “first” folk revival period as they pertain to the educational
transmission of folk music. The chapter then goes on to present the key socio-cultural
and pedagogical issues relating to the formalization of folk music training with
reference to these events. It then closes with a discussion of the current nature and

status of folk music in relation to issues of national media, politics and identity in

England.

In chapter 3, I shall introduce the central features of the folk music culture of the
North East of England, before providing a detailed survey of Folkworks as an instance
of educational institutionalization. This includes an ethnographic examination of the

organization’s primary educative tool — the workshop — and a textual analysis of its
main written resource — a collection of tunes entitled the Folkworks Session
Collection. In chapter 4, the discussion on the educational activities of Folkworks

shall be expanded to include the BMus undergraduate degree course in folk and

traditional music, a joint venture between Newcastle University and Folkworks. This



chapter shall consider the ways in which the lecturing staff (the majority of whom are
professional performers) represent themselves in the academic context, and how
appropriate repertory 1s characterized and performed on the course. I will go on to
discuss the responses of the wider folk music cultures of England to the creation of
the degree, and to its students, and shall finally discuss the discourse offered by some

of the founding lecturers for justifying the degree course’s creation.

Chapter 5 will begin by presenting a very different folk music cultural context to that
of the North East: the ‘English’ folk music culture.? Into this context shall be posited
the educational institution of Shooting Roots, whose history, specific milieu, nature
and educational practices shall be examined. Its role as a commodity to festival
organizers shall also be investigated, before I go on to provide a detailed scrutiny of

the ways in which Shooting Roots’ repertories relate to the teaching/learning context.

In chapter 6, I shall introduce the notion of a developing ‘English’ folk music style,
and identify the ways in which educational institutionalization 1s influencing this
development. This shall be followed by an examination of the ways in which the
institutions are involved in the development of a competition culture, and complicit in
a broadening folk music industry. Finally, I shall draw conclusions from the
ethnographic evidence provided, illuminating the nature of folk music’s educational
institutionalization as an economically charged entity. This chapter shall offer a new
understanding of the folk music cultures discussed as based, not on repertorical

specifications or canonizations, but rather on socially constructed concepts of

* The use of these terms shall be explained later in this chapter.



“community”, and shall consider the varying ways in which these concepts are

culturally maintained and articulated.

Methodologies: ethnomusicology, music sociology and folk

music in England

The development of ‘folk’ and ‘traditional’ music in the modern world, the myriad
musical and cultural characteristics denoted by the terms and the numerous instances
of socio-political manipulations to which such music has been subjected, have fallen
into the intellectual domain of either music sociologists or ethnomusicologists,
depending on the relatively arbitrary factor of geographical location. It is nothing
new to suggest that the musics of the non-western cultures of the world have generally
remained the fields of choice for the Anglo-American ethnomusicologist to conduct
his or her anthropologically orientated, qualitative research. Meanwhile, indigenous
folk music of ‘the West’ has — certainly for the latter half of the last century — fallen,
with generally tacit acceptance, under the remit of the socio-historical disciplines.
The orientation of British and American ethnomusicological study towards non-
western musics continues in spite of the efforts of some 40 years to redefine the field
as a processual, scholarly approach.” Much has been made of ethnomusicologists’

attempts to set new sights on music in ‘the West’, but the results are often heavily

preoccupied with the musics of diaspora situated within western countries, most

* e.g. Alan P. Merriam, ‘Ethnomusicology: Discussion and Definition of the Field’, Ethnomusicology,
4/3 (1960), 107-114; Alan P. Merriam, ‘Definitions of Comparative Musicology and Ethnomusicology:
An Historical-Theoretical Perspective’, Ethnomusicology, 21/2 (1977), 189-204; Alan P. Merriam, The
Anthropology of Music (Illinois: Northwestern University Press, 1964); Marcia Herndon and Norma
Mcleod, Music As Culture (California: Norwood Editions, 1981); Timothy Rice, ‘Towards the
Remodelling of Ethnomusicology’, Ethnomusicology, 31/3 (1987), 469-487.



usually non-western diaspora, betraying the ethnomusicologists’ — and their

readership’s — fixation with alterity that fuelled the discipline’s earliest beginnings.*

English folk music of the last two hundred years has enjoyed much scrutiny from the
sociological fraternity over the last half century, but this period of examination
appears to be drawing to a close since most involved have treated the folk music of

England as a socio-historical artefact.” In short, sociology has ‘done’ the English folk
revivals of the 20™ century, and little attempt has been made to achieve a
phenomenological understanding of the contemporary folk music culture extant in
England.® And yet this folk culture, whose heavily ideological and largely fabricated
foundations have suffered the damaging onslaughts of numerous academics — in

particular, Boyes and Harker — is not only fully recovered, but continues to develop

and thnve.

The research documented herein not only seeks to swell the small number of
qualitative, ethnographic studies into English folk music and, more generally, folk
music in England; it is also intended as a phenomenological snap-shot of a period in

the development of folk music in England that has gone largely without consideration

Y e.g. Philip V. Bohlman, The Study of Folk Music in the Modern World (Indianapolis: Indiana
University Press, 1988); Mark Slobin, Subcultural Sounds: Micromusics of the West (Middletown CT:
Wesleyan University Press, 1993).

3 e.g. Albert L. Lloyd, Folk Song in England (London: Paladin, 1967); Dave Harker, Fakesong; the
Manufacture of British "Folksong"” 1700 to the present day (Milton Keynes: Open University Press,
1985); Georgina Boyes, The Imagined Village; Culture, ldeology and the English Folk Revival
(Manchester: Manchester University Press, 1993); Simon Frith, ‘Review. “The Imagined Village.
Culture, Ideology and the English Folk Revival”: Georgina Boyes; “The British Folk Scene. Musical
Performance and Social Identity”: Niall MacKinnon; “Transforming Tradition. Folk Music Revivals
Examined”: Neil V. Rosenberg.’ Popular Music (Australia and New Zealand issue), 13/3 (1994), 345-
353; Mike Sutton, ‘England, Whose England? Class, Gender and National Identity in the 20th Century
Folklore Revival’, Musical Traditions. http://www.mustrad.org.uk/articles/england.htm (December,
2000); Michael Brocken, The British Folk Revival 1944-2002 (Aldershot: Ashgate, 2003).

® A notable exception being the survey of British folk clubs conducted by MacKinnon in the late
1980s, and published in 1993; Niall MacKinnon, The British Folk Scene: Musical Performance and
Social Identity (Buckingham: Open University Press, 1993).
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in the last ten years. That said, however, ethnomusicology’s first tentative embraces

of contemporary, mass-mediated Western music cultures have necessarily been
characterised by a multidisciplinary reconciliation of qualitative and quantitative
methodologies, a reconciliation in which the present study also engages.” The
essential ethnographic practices of participant observation, unstructured interviews
with key individuals in the relevant field and detailed musical analysis, remain the
most valuable of the many tools at the ethnomusicologist’s disposal, but this study
shall endeavour to supplement these methodologies with historiographical and media
analysis. These approaches are by no means unheard-of within the wider body of
ethnomusicological research, but are not so prevalent as methodologies dealing with
direct interpersonal and performance behaviours. Whilst historiographical and textual
media analyses are not employed as to supersede the ultimately anthropological
approach of the work documented here, it i1s contended that these levels of scrutiny
take place, often unconsciously, by every human being in the social and personal
construction of his or her cultural experiences. Through this multidisciplinary
approach, then, I am not simply reporting the cultural experiences related to me by
informants: I seek to undergo a process of creating and recreating a specific cultural
understanding, a process equivalent to that which is silently — but perpetually —

undertaken by the musicians studied.

Since the commencement of the research on which this study is based,
ethnomusicologists have begun to document British traditional or folk musics. An

important watershed in this respect was the publication of an edition of the journal

7 See for instance Chris Goertzen, Fiddling for Norway; Revival and Identity (London: University of
Chicago Press, 1997); Tina K. Ramnarine, limatar’s Inspirations: Nationalism, Globalization, and the
Changing Soundscapes of Finnish Folk Music (London: University of Chicago Press, 2003).
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The World of Music in 2004 devoted to ‘Contemporary British Music Traditions’,
itself arriving in the wake of the British Forum for Ethnomusicology annual

conference of the same year, at which roughly half of the papers delivered were

related to the topic of ‘Ethnomusicology at Home’ (a topic that shall be discussed in

(4
greater detail later in this chapter). However, these two articles within that journal

edition referring to contemporary English (indigenous) musical traditions are of a
nature that appears to indicate the uncertain role of the ethnomusicologist in Western
folk music scholarship.® Both embrace a “microcosmic” approach to the delimitation
of their respective ficlds; each study represents an ethnographic discussion of the
musical activities of relatively small numbers, within the confines of a very clearly
defined performance context (one a minority carol singing tradition in Yorkshire; the

other, a single instrumental session in Sheffield).

This approach is, of course, widespread in the discipline of ethnomusicology, and
made most explicit in Slobin’s Subcultural Sounds, where he embarks on the study of
‘small musics’.” Since Rice’s inclusion of the individual as one of the three
components of his remodelling of ethnomusicology, the reduction of the
ethnomusicologist’s field has, of course, been taken to the logical conclusion via the
argument in favour of an ‘ethnomusicology of the individual’.'® And few would wish
to deny the value of these micro-musical accounts. Nonetheless, in the context of

English folk music scholarship, the inclination towards this approach means that each

® Ian Russell, ‘Sacred and Secular: Identity, Style, and Performance in Two Singing Traditions from
the Pennines’, World of Music, 46/1 (2004) 11-40; Jonathan P. J. Stock, ‘Ordering Performance,
Leading People: Structuring an English Folk Music Session’, World of Music, 46/1 (2004) 41-70.

¥ Slobin, Subcultural Sounds, ix.

1 Rice, ‘Towards a Remodelling of Ethnomusicology’; Jonathan P. J. Stock, ‘Toward an
Ethnomusicology of the Individual, Or Biographical Writing in Ethnomusicology.” World of Music,
43/1 (2001), 5-19.
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example can be read as a particularly tentative step towards an anthropological

recording of contemporary English folk music. It may be argued that these small-
scale pieces of research do relatively little to place their objects of study within a
larger context of contemporary folk music in England; certainly, neither author claims
that such 1s within the scopes of their respective studies. And such a concentration on
the specifics of a “subcultural” group (or musical “community”) is not without good
reason: so little has been written on the subject of the English folk music culture from
an ethnomusicological perspective (or, on the subject of contemporary English folk
music culture, from any perspective), that any consideration of this substantial
population as a contextual whole, whilst not beyond the application of
ethnomusicological methodologies, would be unsupported by a body of pre-existing

groundwork.

Furthermore, the probable need to grapple with issues of popular culture, youth
culture, economic and political globalization, postmodernism and media
representation makes the task all the more unpalatable, since these epistemological
realms are traditionally less familiar to the ethnomusicologist than those based on
more directly experiential analyses. Thus, when ethnomusicology does tackle
English musical traditions at length, (i.e. Britta Sweers’ study of the English folk rock

movement), it must resort to the historiographical methods of the existing sociological

record.!!

'!' Britta Sweers, Electric Folk; The Changing Face of English Traditional Music (Oxford: Oxford
University Press, 2005).
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And yet this thesis seeks to demonstrate that contemporary folk music culture in
England does not exist in isolated pockets, although it is possible to break it down into
micro-repertories and micro-contexts for the purposes of conducting a brief musical
survey. Instead, I intend to demonstrate that, for contemporary folk musicians in this
country, the ‘sum of the lived experience’ (Slobin’s chosen definition of culture)'?
occurs on a “macro” rather than “micro” scale. After all, few practising folk
musicians in England have not purchased a recording of a nationally recognised artist
in their genre/field/culture, with whom they have no personal contact, in the last
twelve months. Few practising folk musicians in England have not also purchased a
CD from an alternative area of the record shop. Their world extends beyond the
realms of their specific activity, to include — or, at least, engage with and interact with
— not only CDs, but also internet chat rooms and blogs for likeminded musicians and
enthusiasts; specialist radio broadcasts (including internet and digital radio); festivals
all over the country and the globe; internationally distributed publications; and (the

principal focus of the present study) educational institutions. These elements —to

name but a few — all play a role in the creation of (to use Geertz’s terms) a ‘web of

culture’ that is not limited to a single session, a single town, a single region, or a

single element of the wider “folk arts™."?

It is not my intention to suggest an “all-or-nothing” ultimatum: studies of the type
listed above are indisputably valuable in the search to document and understand the
daily — as well as monthly and yearly — practices of subcultural groups. Nor do I

propose that the present study falls into the “all” category: this is by no means

12 Slobin, Subcultural Sounds, 11.
13 Clifford Geertz, ‘Thick Description: Toward and Interpretive Theory of Culture’, in Geertz, C. (ed.)
The Interpretation of Cultures (New York: Basic Books, inc., 1973), 4.
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intended as an holistic and comprehensive survey of folk music culture in England at
the present day;ft concentrates, instead, on the specific element of formalized
education within that culture — an element in which not all English folk musicians
participate. However, the ethnographic methodologies employed in this thesis do
seek to avoid an unnecessarily narrow scope or approach; furthermore, every attempt
is made to apply adequate contextual setting to the details of the main focus. Thus, in
order to maintain a balance between text and context in this study, statements are
made — about, for instance, the popularity of Irish traditional music in the North East,
or morris dancing in the South — that are unaccompanied by lengthy, evidential
illustrations and may, therefore, be read by some as generalizations. In constructing
the present study, I have been forced to regard such potential for criticism as
necessary: to provide close ethnographic detail on morris dancing performance in
England would be to eclipse the principal crux of my research; alternatively, not to
include comment on the popularity of Irish traditional music in the North East would

be to make a nonsense of the region’s most common educational practices and

repertories.

This contextualizing approach is, however, tempered by the presentation of the
subject matter in the form of a phenomenology. Relatively little time is spent on the

facts, names and dates of the English historical context; since I have already
suggested that sociological discourse has covered the factual matters of the English
folk revivals, it would be quite pointless for me to return to those narratives and
historical analyses; unlike in the case of contemporary English folk music, this
groundwork has been written and rewritten in much greater depth than would be

achievable here. In chapter 2, therefore, I shall offer a short narrative of the key
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events and personalities in the history of English folk music education before going

on to present, in subsequent chapters what is, essentially, a contemporary snap-shot of

the practices and contexts of folk music pedagogy over the last decade or so.

This imbalance of historical context with regional and national contexts can also be
related back to the quest for the ‘lived experience’: I have been a folk musician of
sorts since my early teens (as shall be discussed in the following subsection of this
chapter) and have been an active member of various subcultural groups within both
the ‘English’ and North East folk music cultures for twelve and six years respectively.
In short, I have considerable ‘lived experience’ of these music cultures, and of the
wider regional and national contexts in which they operate. I was not, however,
active as a musician, or even alive, to experience the last two periods of revival;
moreover, most details of these periods in England’s folk music history, whilst
fascinating in themselves, are by no means essential cultural capital for the attainment

of successfully functioning membership of these music cultures today. A

contemporary, Shropshire-based fiddler does not need to know about the
achievements of Fox-Strangeways, whereas he/she would be expected to have a
general understanding of the Licensing Act controversy or the basic differences
between border and Cotswold morris dancing (matters on which there is very little —
up to date — background literature). If one is to consider the ‘ethnographer’s self as
the field’,'* then it is reasonable to concentrate on what I have experienced during my
period as both a researcher and a musician; that which I (and my informants) have not

lived or experienced, whilst possibly still of great importance to an understanding of

" Slobin, Subcultural Sounds, 3.
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the present, can be distinguished as separate from the strictly ethnographic data on

which this study is firmly founded.

New sources: publicity, pamphlets and E-fieldwork

Alongside the ethnographic mainstay of the unstructured interview, the other key

elements of the conventional ethnomusicologist’s methodological repertoire — field
recording, transcription, performance ethnographies, musical analysis — are also
employed in this research. They do, however, play a more modest role in the overall
narrative of the thesis than in the case of other ethnomusicological studies:
transcriptions of field recordings are less prevalent here, since the majority of playing
encountered in the field of educational institutionalization originated — to a great
extent — from widely available, and culturally central written notation which is itself
often supplied by the institution in question. In such cases, I have deemed a rigorous
analysis of the published source to be at least as important to an ethnography of

musical institutionalization as an analysis of a performer’s adherence to (or deviation

from) it, and have favoured the in-depth, case-study based approach to such ends.

Also, the close musical analysis which enjoys such a central place in the
ethnomusicological record writ-large is, here, tempered by equally meticulous textual
analysis of the written word. Whilst the ethnomusicological fraternity, along with
many other disciplines, continues to rehearse a concern about the use of language to

discuss art (often citing the legendary “dancing about architecture” adage as they do
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s0),"” the musicians and listenership who form the field with which this study deals
are rarely halted from speaking and writing on the subject by such philosophical
dilemmas. These (often emotive) conversations and writings are fundamental to the
construction of musical and cultural identities, and therefore as deserving of scrutiny
as the musical artefacts to which they refer. In short, if writing/speaking-about-music
is an essential element of the music culture being studied then it must, necessarily, be
written about. This is certainly true in the case of the folk music cultures of
contemporary England, since the demographic of these cultures are primarily
comprised of the educated middle-classes, for whom articulate debate is an especially
important, defining element of social interaction. For this reason, much of the
material collated in the field-research phase of this study appears in the form of
programme notes, leaflets on workshop series and forthcoming concerts, degree
course handbooks, newspaper and magazine articles, CD reviews and various other
forms of “non-academic” text. Many of these are of ambiguous — or even quite

anonymous — authorship, although every effort has been made to identify originators,

and publishing institutions in such cases are generally explicit.

Another form of written text that is treated here as a vital source of cultural
discussions and negotiations is that of internet web logs (or blogs) and chat rooms or

discussion fora. Such fields of cultural study, whilst unconventional as explicitly
declared sources for discourse analysis within the wider body of ethnomusicological

research, are now well established as sites for discussing music of every sort (along

13 Popularly attributed to, among others, Steve Martin and Elvis Costello. For a brief but recent

example of such commentary, see Arthur Knight, ‘Review: Performing Rites: On the Value of Popular
Music by Simon Frith’, in American Music 16/4 (1998), pp. 485-487.
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with most areas of human cultural life), and visitation of — and participation in — such

sites is a ubiquitous feature of cultural communication across the developed world.

As new methodologies for the qualitative and quantitative data collection over the
internet have been developed, so too have the ethical issues surrounding such research
enjoyed considerable profile.'® The creation of ethical frameworks for internet
research are often, however, geared towards internet-specific methodologies such as
internet interviews, online focus groups, etc., and necessarily aimed at regulating
research into non-public or sensitive research. In the case of the present study, the
majority of internet research was carried out purely at an observatory level: that is, I
took on the role of a “lurker”, a non-participating visitor to online chat fora.!” In this

way, I did not intervene in the topical direction of discussion threads.

However, I was forced to avoid rehearsing standard ethical practice as it exists in the
wider discipline of internet ethnography. For instance, in order to observe
conversation on various subject matter in online chat rooms without inducing an
observer-effect, it was necessary not to draw attention to my “presence” or research
intentions. Likewise, anonymity (in the strictest sense) has not been afforded those
participants in the web chats: in the majority of cases they have already assumed
pseudonyms for the discussion fora, and these pseudonyms actually hold a wealth of

information regarding the participants’ cultural identities (as, for instance, in the case

's For a broad discussion of the key issues see, for instance, Steve Jones, Doing Internet Research:
Critical Issues and Methods for Examining the Net, (London, Sage Publications: 1998); Chris Mann
and Fiona Stewart, Internet Communication and Qualitative Research: a Handbook for Researching
Online, (London, Sage Publications: 2000) 39-65.

'7 For more on “lurker” status within internet research, see Patricia Winter, Reading the Exercise
Video: Analysis of Video Exercise in Relation to Critical Debates Within Feminist, Media and Cultural
Theory. PhD Thesis (University of Sunderland, 2003), 66-9.
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of the contributor to the BBC Acoustic Message Board, who goes by the screen name
of ‘Surreysinger’). Ultimately, the discussion sites used in this thesis have been
accessible to the public without login status or subscription, and the threads
researched can be arrived at via standard (e.g. Google) searches. In the case of BBC
Acoustic Message Board, all contributors are aware of the administration of a

message-by-message moderation process — presumably by representatives of the BBC

— and so are conscious of the “public” nature of their communications.'® It is for
these reasons, combined with the fact that the present study is not designed for

general publication and widespread distribution, that I have felt justified in the direct

quotation of contributors’ messages and screen names.

Ethnomusicology at home: issues of proximity

The phrase “at home” with regards to a particular ethnography (or “native” to
describe an ethnographer), is widespread throughout the anthropological disciplines,
and has generally been used to signify an overriding perception that the author’s
cultural — or, more accurately, enculturational — experiences are, at least to some
extent, shared by those whom he/she is studying. In recent times, there has been an
assumption — usually a perfectly correct assumption — that such an author’s
perceptions are somehow imbued with an unusually close proximity to those of his or
her subjects, and that the study’s findings will therefore represent another step in the
direction of the “insider view”; the —emic perspective. Ethnography of the familiar, as

an academic trend, has received considerable attention in the ethnomusicological

record of the last two decades, with discourse on the subject being concerned with the

'* Thus, this research is distinguished from more ethically questionable “lurking” as discussed in Mann
and Stewart, Internet Communication, 46-7.
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epistemological justification of culturally reflexive analysis and the practical

implications of conducting fieldwork within one’s own music culture.

The current growth in the number of ethnomusicological studies consciously
conducted in the researcher’s “home” (whether that be in the researcher’s home
country, in his/her own primary music culture, or simply within the relatively
unscrutinised field of globalized Western society), is a sizeable event in the
development of the field of ethnomusicology, but is also a mirroring of a larger-scale
trend across social and cultural studies. As sociology and anthropology have moved
steadily away from the rigid methodological emphases of the physical sciences, so too
have the “social sciences” begun to accept the solipsistic philosophy most succinctly
defined by Fay as the notion that ‘you have to be one to know one’.!” Until some fifty

years ago, it had long been regarded as inconceivable for an ethnographer to achieve

sufficiently profound level of comprehenstion in such a familiar cultural environment,

since he or she would be unable to identify and explore - objectively or subjectively —

the deep seated and commonly subconscious bases of that culture’s interactions and

29 The belief that an objective and impartial overview of a culture must be

ideologies.
sought, and that such an overview may only be achieved from an exterior — and, by
implication, elevated — vantage point, was until the latter half of the last century an

internalised ‘common sense’ of socio-cultural academia.?! In the specific case of
ethnomusicology, Nettl stated in 1964 that ‘the idea of comparing other cultures and

styles with ones’ own, and the principle that one can be more objective about other

' Brian Fay, Contemporary Philosophy of Social Science (Oxford: Blackwell Publishing, 1996), 9.
20 Nigel Rapport, ““Best of British!”: an Introduction to the Anthropology of Britain’, in Rapport,
Nigel (ed.) British Subjects: An Anthropology of Britain (Oxford: Berg, 2002), 3-23, 7.

*1 Alfred Schuetz, ‘Common Sense and Scientific Interpretation of Human Action’, in Natanson,
Maurice (ed.) Collected Papers I: The Problem of Social Reality (The Hague: Nijhoff, 1962), 20-26.
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cultures than about one’s own, are important fundamentals of our field’.** Even by

this stage in the discipline’s development, however, such ‘fundamentals’ were being

eroded by researchers positing themselves as “inside” their subject cultures.”

Within the discipline of ethnomusicology, numerous studies have since been carried

out that have described themselves as “at home”.** Such works are presented with

varying degrees of self-conscious positioning on the part of the author, ranging from

those where the researchers’ familiarity with the music culture is little more than

implied (as in the case of Cotterell), to those where the assertion of “at home™ status 1s

a predominant feature of the theoretical motivation behind the research . Perhaps the

most consciously thought-provoking of the latter extreme is Heartland Excursions,

Nettl’s contentious account of music academia in the universities of heartland

America.” This work was shocking in its frank and often unfavourable

reinterpretation of musical values and cultural traits in American universities, but is

most radical in being an ethnography of the author’s true primary culture: what Nettl

refers to as ““my” music and “my” culture in the most specific sense’.*°

2 Bruno Nettl, Theory and Method in Ethnomusicology (New York: Free Press, 1964), 70.

£ Most notably in the case of the Ghanaian scholar Nketia: J. H. Kwabena Nketia, ‘The Problem of
Meaning in African Music’, Ethnomusicology, 6 (1962), 1-7.

24 See for clear examples Mellonee Burnim, ‘Culture bearer and tradition bearer: an
ethnomusicologist’s research on gospel music.” Ethnomusicology, 29/3 (1985), 432-447; Henry
Kingsbury, Music, Talent, and Performance: A Conservatory Cultural System. (Philadelphia: Temple
University Press, 1988); Rulan Chao Pian, ‘Return of the native ethnomusicologist.” Yearbook for
Traditional Music, 24 (1992), 1-7; Kofi Agawu, African Rhythm: A Northern Ewe Perspective.
(Cambridge: Cambridge University Press, 1995); Chou Chenier, ‘Experiencing fieldwork: a native
researcher’s view.” Ethnomusicology, 46 (2002), 456-86; Stephen Cotterell, ‘Music as capital:
deputizing among London’s freelance musicians.’ British Journal of Ethnomusicology, 11/2 (2002),
61-80.

2 Bruno Nettl, Heartland Excursions: Ethnomusicological Reflections on Schools of Music (Chicago:
University of Illinois Press, 1995).

*® 1bid. 9.
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Whilst the relative epistemological and practical benefits and problems of researching
one’s own music culture have enjoyed considerable discussion, the qualification of an
individual’s claim to being “native” — the question of just how “at home” the specific
ethnographer is (or can be) within his or her research field — is often subject to less
reflexive scrutiny. It might even be claimed that, since “ethnomusicology at home”
has, over the last two decades, retained a certain degree of novelty value, claims to “at
home” status have been open to exaggeration by scholars seeking to raise the profile

of their research. Thus Chou is forced to critique Pian’s ‘native’ claim:

...P1an, who has lived in the United States for many
decades, was briefly visiting a place that was not her
childhood home town, region or province, and with
which she had had no previous direct cultural contact.”’

In the wider context of contemporary anthropological ethnography, ambiguities over
the meaning of the term “at home” have also been apparent. The broadest definition
of the term — the studying of “Western” cultures by “Western” ethnographers — has
enabled the anthropologist Nigel Rapport to hail his edited publication British
Subjects; An Anthropology of Britain, as “Anthropology at Home”.*® The book in
question contains a number of enlightening ethno gra'phies: most are by British
anthropologists, but the book also includes ~ amongst others — a study of Welsh
ethnicity by Douglas Caulkins (a professor from South Dakota) and Carol Trosset (a

lecturer from Cincinnati, Ohio), and a paper on London Ballet culture by the Swedish

anthropologist, Helena Wulff.

27" Chou, ‘Experiencing fieldwork’, 458.
28 Rapport, ‘Best of British’, 6-7.
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The issue of qualifying an ethnography’s “at home” status has been articulated by
Narayan as the need to negotiate a complexity of cultural and academic identities,

rather than merely to position oneself on one side of a — largely simplistic —

dichotomy between “native” and “foreigner”.”

Instead of the paradigm emphasizing a dichotomy
between outsider/insider or observer/observed, I
propose that at this historical moment we might more
profitably view each anthropologist in terms of shifting
identifications amid a field of interpenetrating
communities and power relations.[...] I argue for the
enactment of hybridity in our texts; that is, writing that
depicts authors as minimally bicultural in terms of
belonging simultaneously to the world of engaged
scholarship and the world of everyday life.>”

Rapport goes yet further, justifying reflexive cultural anthropology by suggesting that

the boundaries between ‘engaged scholarship’ and ‘everyday life’ are porous and

ambiguous, possibly even non-existent:

Culture is not a secret, it is something experienced — the
formal medium of an experience — and its study is not
an esoteric pursuit so much as an exercise in
concentration and will; anthropology as a frame of
mind, and as a fieldwork practice is not so much a
perversion of an everyday mindset as an exaggeration
of one. People are all and always anthropologists in
and of their lives, to a variable degree pondering their
selves, their worlds and others.>!

22 Kirin Narayan, 1993, ‘How native is a ‘native® anthropologist?’ American Anthropologist, 95
(1993), 671-86: 671-2.

% 1bid. 671-2.

! Rapport, ‘Best of British’, 7.
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Ethnomusicology at home, or away?

As with those scholars mentioned above, I consider my research to be largely “at
home” but, like Narayan, regard an explicit and precise explanation of my relationship
to — and involvement in — the culture being scrutinized as essential: the practical and
epistemological contextualization of this (or any other) study cannot successfully rely
upon socio-cultural implication or biographical suggestion. Therefore I shall now
summarise the key elements of my biography as a musician and ethnomusicologist in

order to explain my cultural proximity to — and situation within — the field.

Firstly, I am English: my paternal and maternal ancesters have resided in England for
a number of generations (although both family trees can be traced back to Ireland).
Whilst I have not been instilled with any great sense of English national identity (as
with most English people of my generation — a point discussed in chapters 2 and 5),
no other national or ethnic identity has played any role in my enculturational
experiences from birth, and I have not lived for any period of time outside of this
country. Secondly, I am an English folk musician: it is fair to say that I have been
involved in playing “folk music” from a relatively early age. Since first
accompanying my local Border morris dance side on the mandolin in my early teens, I
have been an active performer of English instrumental music — from the repertories of
both my home county of Shropshire, and (more recently) of my adopted home of
County Durham. Like most performers of folk and traditional music, I play more than
one instrument (including the piano accordion, mandolin, guitar and English
concertina), and like the majority of English folk musicians, I hail from an educated,
middle class background. The folk and traditional music referred to in this text is

made up of a number of distinct musical repertories (for instance, Northumbrian pipe
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tunes, English fiddle singing, “Celtic” jigs and reels, etc), some of which are more
familiar to me than others. Nonetheless, the respective participants of these
repertories employ the same signifiers and labels (““folk”, “traditional”, etc), and it is
worth noting that I have played tunes from all of these repertories in my role as a
professional performer. Furthermore, most of the musicians within this field have

also undergone relatively recent processes of familiarization with repertories outside

of their original sphere of musical enculturation — especially those young people
partaking of the educational experiences that form the main focus of this thesis. At
first sight, then, the solipsist assertion that I may be successfully positioned within my
field of study appears to be sound. I can claim a strong understanding of what it
means to create “folk music” in “the West”, in Britain and in England. 1 am “at

home” within this musical genre.

On the other hand, whilst it could currently be described as my “primary” music
culture, I have not been surrounded by folk music alone all my life: I was already a
proficient and classically trained pianist and trumpeter when I was introduced to folk
music, in my mid teens. Currently, I spend as much of my time playing both of these
instruments in jazz ensembles as I do playing folk music on the accordion. And, if
common assumptions régarding “folk music” were correct, this would render my
study an exceedingly long way from “home”, culturally and musically. However, this
is not so, since musical diversity is common place amongst today’s English folk
musicians: several of my informants are accomplished jazz musicians on alternative
instruments to the ones they play for folk music and many more have begun their

careers via a classical training (as shall be demonstrated in chapter 3). Furthermore,

heavily oral — or aural — methods of dissemination provide an important link between
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the folk music I am studying and the jazz element of my musical upbringing, all of
which assists in strengthening the argument that my study of English folk music can

lay claim to some degree of “at home” status.

However, as an ethnomusicologist studying processes of educational
institutionalization in folk music, my experiences in some areas are somewhat limited.
For instance, I have not been encultured in the role of learner within the educational
structures discussed herein; indeed, since the institutions scrutinized in this study are
relatively recent establishments, the first generation of young people that one might
describe in such a way is a number of years my junior. In fact, I had not attended
formally organized “workshops” — the mainstay of the educational institutions
referred to in this thesis, and of the current educational movement within folk music

culture in England — until the commencement of my research for the present thesis.

In other respects, however, my research could be said to be 700 close to “home”: my
considerable personal and professional proximity to informants and institutions
examined in this text raise a number of methodological problems. At a basic
professional level, I am a registered research student and member of the International
Centre for Music Studies (ICMuS) at Newcastle University, where the BMus Degree
in Folk and Traditional Music (to be discussed in chapter 4, and to be referred to
herein as “the folk degree”) was launched in 2001. Thus many of the informants who
have provided me with information and ethnographic material over the course of my
research are — or have been — fellow students or colleagues. As in the case of most

postgraduate research students, I have taken on various teaching duties within the

department, including the conducting of seminars for the second year undergraduate
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World Music module, a course taken by students on the aforementioned degree
programme. I am, therefore, to some extent complicit in the pedagogy of the degree
course itself. On a personal note, it is perhaps not surprising that I — an active
performer of folk and traditional music in England — have close friends who are
heavily involved in the institutions discussed in this study: I perform regularly in a
band who have among our number a student on the folk degree; a close relative is a

regular part-time employee of Shooting Roots.

A central element of the present study is the assertion that the North East folk music
culture can be seen as largely distinctive from that of the other (combined) regions of
England. This makes my claim to the ethnographic status of “native” problematic,
since my earliest experiences within folk music were obtained through membership of
the morris dancing culture in Shropshire, which is both geographically and
characteristically distant from the North East. In this regard, it is worth stating that
my career as an ethnomusicologist began with the study of folk music in the North
East: upon arriving at the University of Durham as an undergraduate in 1999, I began
attending a local folk session; I became fascinated by the repertorical features of the
North East folk music culture of which I was unconsciously becoming a part, and
finally made the charactenstics of this specific session the subject of a Masters thesis
in 2004.>* Here, many parallels can be drawn between my current research and that
of Chou Chenier, whose ethnographic research into Taiwanese nanguan was also

proceeded by a lengthy period of enculturation and internalization.”® Like Chou, I

feel that my experiences of the North East folk music culture constitute ‘more than a

32 Simon G. Keegan-Phipps, "Folk Music" and the Pub Session in Durham. MA Thesis (University of

Durham, 2003).
3 Chou, ‘Experiencing fieldwork’.
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background to subsequent “proper” fieldwork following ethnomusicological
training’.>* Thus, my claims that the North East folk music culture is distinguishable
from that of the rest of England, both in terms of repertory and sub-cultural attitudes,
do not wholly negate my claims to being “at home™ within the North East — despite
my originating outside of that region: in practical terms, I have spent as long a period
as a functioning and accepted performer of folk music in Durham and Newcastle as I
have in Shropshire. I can therefore claim to be equally “native” within the two

cultures.

I should recount at this point that my ethnographic research in this field has been
affected by a strong — and unusually tangible — political element. This has been
particularly apparent in the case of my research into the folk degree at Newcastle
University: here, I have been required to exercise diplomatic caution in my scrutiny of
the key lecturers’ motivations and discourses, since much of my research has been
geared towards the — ultimately existential — questioning of these individuals’
respective roles and influences. My investigations have left some key informants
feeling required to defend not only the course but also, therefore, their own careers
and wages, a challenge few would — and did —relish. It was essential for me to
employ a considerable degree of tact in my questioning, but a certain degree of
tension between myself as a researcher and those who were the subject of my
ethnography was often unavoidable. This tension was confounded by my informants’

awareness that the resultant thesis would be read by (at the very least) two of their

colleagues within the ICMuS, and would ultimately be made available to all members

34 1bid: 457.
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of the department to which their course is beholden, thus implying the potential for

internal and external scrutiny.

(1°

The most significant and problematic element of the study’s “at-home-ness”,
however, is the fact that my informants within ICMuS and I share a very strong socio-
cultural hierarchical structure, in which I am politically located beneath the
individuals I have been consulting: within the university structure, they are lecturers,
whereas I am a research postgraduate. For the political supremacy to lie with the
informants in such a directly equivalent manner (i.e. within the academic confounds
of the ethnomusicologist’s undisputed “home™) 1s a relatively unusual event in the
milieu of ethnomusicological fieldwork. Here, a student can be observed researching
and writing a contentious ethnographic account of his departmental superiors. Ata
more generic, societal level, my stature was vastly diminished in comparison to that

of a Western ethnomusicologist in a more conventional field: unlike in the

conventionally reciprocal relationships of other ethnomusicologists and their

informants, the individuals involved here were to gain relatively little (from their
socio-economic perspective) by talking at length to me about their musical histories,
influences and motivations, since I have not been able to offer my informants a rare
opportunity to disseminate their opinions, beliefs and musical traditions among an
audiences that they are unable to reach themselves. Nor is my research likely to raise
their profiles as performers amongst world music enthusiasts. The television
broadcast on Channel 5 in 2006 — Kathryn Tickell’s Northumbria — demonstrated that

performers of Tickell’s profile are able to achieve such self-promotional sounding

boards through their engagement with cultural media, without the need to be
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“discovered” by an academic such as myself.>> It is, no doubt, for a combination of
all of these reasons that fieldwork with reference to the folk degree was difficult. E-
mails rarely received responses; interviews were unforthcoming and difficult to
arrange; information was promised but failed to transpire. However, the position of
these individuals within this research was extremely complex — was it, for instance,
their option to furnish me with information and opinion as informants, or was it their
duty to support me as departmental colleagues. I must accept for my part that my
expectations may, at the start of the project, have been geared towards the latter; such

expectations were quickly eliminated by the reality of the scenario.

Folk music

The etymology of the phrase “folk music” varies significantly from text to text. This
is essentially due to the effective — albeit largely tacit — division of contemporary
scholars into two camps: those who are concerned with identifying and documenting
the cultural elements of a sociological const<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>