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“COMPLETED AND RESTORED TO USE”

INTRODUCTION

“Completed and Restored to Use”: Revival and Dissemination of Manx Folklore and
Tradition during the 20th Century. This was the title of a one-day seminar held at the
Manx Museum on Saturday 1 April 2000. It was organised by George Broderick of
Humboldt-Universitit zu Berlin, together with myself, Stephen Miller, then at the
University of Glasgow, and hosted by Sleih gyn Thie.

The phrase “[cJompleted and restored to use” was one used by Mona Douglas
(1898-1987) in an article from 1937, “Manx Folk Dances: their Notation and
Revival.”! It headed a list of fourteen dances collected by her and, equally
importantly, revived by her.

It was the way in which Mona Douglas could write of having “completed” these
dances, with another five being “partly noted but still incomplete,” and so needing
the “work of restoring [them] to use,” that we wished, in part, to explore.

Mona Douglas was, to say the least, a charismatic figure in Manx life, and
throughout her long life, she was dedicated to the Celtic cause.? A large part of her
impact came from the teaching of these revived folk dances to young and old alike.
The number who attended the seminar who remembered being taught by her
showed this. Their individual involvement in the process of revival and
dissemination is in itself a topic worthy of study.

The seminar was, moreover, a critical look at one of the many figures that have
been variously involved in the collecting, editing, publication, and revival of Manx
traditions. In the case of Mona Douglas, she was widely involved in all four of these
aspects. A critical look can easily bring one into conflict with many who have
genuine and fond memories of Mona Douglas. As Ian McKay has written in The
Quest of the Folk about the figures involved in the promotion of a Nova Scotian folk
identity, “[s]ustained appraisal [...] may well seem disrespectful, negative, and
unfair.”3 It must be pointed out, however, that the intervention of Mona Douglas

! Mona Douglas, “Manx Folk Dances: their Notation and Revival [1937],” “Restoring to use
our almost-forgotten dances”: Writings on the Collection and Revival of Manx Folk Dance and
Song by Mona Douglas, ed. Stephen Miller (Onchan: Chiollagh Books, 2004) 31.

Stephen Miller, “Introduction,” “Restoring to use our almost-forgotten dances”: Writings on the
Collection and Revival of Manx Folk Dance and Song by Mona Douglas, ed. Stephen Miller
(Onchan: Chiollagh Books, 2004).

lan McKay, The Quest of the Folk: Antimodernism and Cultural Selection in Twentieth
Century Nova Scotia (Montreal & Kingston: McGill-Queen’s University Press, 1994) 40.

Similarly, McKay quotes David E. Whisnant, A/l That is Native and Fine: The Politics of
Culture in an American Region (Chapel Hill: University of North Carolina Press, 1983)

263—64 on the same topic.
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was not on the scale of the individuals that McKay and Whisnant discuss. Hers was
on an essentially personal scale, this reflecting the small size of the Insular society that
was the Isle of Man in the period under consideration. Nevertheless, intervene she
did, and then not only in the revival of Manx folk dance.

What Mona Douglas essentially provided was a corpus of Manx folk dances and a
second one of folk songs, and an active promotion of the former. The “authenticity”
of this corpus of dance and song is what is open to questioning.5 Collect she certainly
did, no one denies that, but what and when, remain open issues. Similarly, what was
elaborated from her own collecting, and, particularly, what was either pure surmise
or simple invention of her own.

As a case in point, what began as a “Manx sword dance (solo)” in 1928 (and
merited only one line of description) then became the “Dirk Dance” in 1937, the
“Dirk Dance of the Kings of Man,” in 1949, “The Kirk Maughold Sword Dance of
the Kings,” in 1957, and finally, in 1973, pulling it altogether, “The Kirk Maughold
Sword Dance of the Kings of Man.”

The catalyst for her revival of Manx folk dancing was the occasion of the English
Folk Dance Society in 1929 holding an Easter Vacation School at Douglas and
where:

[...] it came as a great surprise to many of the Manx members of that school, no
less than to the English visitors, to find there were still surviving in living memory,
in a sufficiently complete state to be recorded and demonstrated, some of the
traditional dances of the Island.6
It is this “great surprise” of hers, this project of revival, that we are secking to
understand, and the seminar was a first step in that direction.

*

Six papers were given at the seminar, everyone having been free to choose their own
topic, so long as it fitted in with the theme. Three of the six papers dealt explicitly
with Mona Douglas, the other three were on different topics, and so there was a
good balance of material on the day. In time, the papers stretched from 1908, the
date of the first encounter between Mona Douglas and Sophia Morrison, who was to
become her early mentor, right up to the present day, with the Saturday evening

4 These activities are discussed in George Broderick, “Under the “Three-Legged-Swastika’:
Celtic Studies and Celtic Revival in the Isle of Man in the context of the ‘National Socialist
Idea’,” Irish-German Studies: Yearbook of the Centre for Irish-German Studies 2001—02, eds.
Joachim Fischer, ez al. (Trier: Wissenschaftliche Verlag, 2004), a revised piece that first
appeared (with the same title) in Die Deutsche Keltogie und ihre Berliner Gelehrten bis 1945,
eds. Sabine Heinz and Karsten Braun (Frankfurt: Peter Lang, 1999).

John Belchem, “The Little Manx Nation: Antiquarianism, Ethnic Identity, and Home Rule
Politics in the Isle of Man, 1880-1918,” Journal of British Studies 39 (2000): 232.

6 Douglas, “Manx Folk Dances: their Notation and Revival [1937],” 27.




INTRODUCTION

music sessions in Peel. Mona Douglas was young enough to have encountered the
figures of the first Celtic revival, and then lived long enough to become a leading
figure herself in the various revivals thereafter. It is to be hoped that the various
biographical materials that she left behind in her own hand will be edited and
published for the insight they give, not only into her own life and times, but that of
this early Pan-Celtic movement.”

*

Chloé Woolley’s paper was the opening one of the seminar, detailing and describing
a number of theoretical models that have been applied to cultural revivals, and
aiming to place the current Manx folk music revival within these frameworks.8

Bob Carswell’s paper, the second of the day, was by contrast a detailed empirical
account of the process of collection by Mona Douglas of Manx folk dances and,
crucially, the chronology of their notation and appearance in print.®

David Speers, ending the morning session, focussed on the issue of the motivation
for individuals to join in the current revival. Furthermore, the consequence for the
style of performance, the revival being one without any tradition bearers as its source
nor for that matter any sound resources being available of Manx traditional music.1®

After a break for lunch, “An Old Manx Song Fragment Expanded” was my
contribution, the title taken from a Mona Douglas piece. It attempted to tease out
what lies behind such words, quite how and why Mona Douglas felt empowered to
take a snatch of a folk song and simply rewrite it.!!

George Broderick, followed after, focussing on a number of songs from the Mona
Douglas Collection, looking closely at the language of the texts in Manx, attempting
to gauge the authenticity of the pieces, whether they have been rewritten or
remodelled, in other words, or rather in her own words, “expanded.”'2

Brian Stowell was unable to attend and deliver his paper in person so it was read
out on his behalf. His was a personal view of the role of inter-Celtic festivals in the
promotion not only of the “Celtic” (and the quote marks seem obligatory these days)

N

For the prelude, see John Belchem, “The Little Manx Nation: Antiquarianism, Ethnic
Identity, and Home Rule Politics in the Isle of Man, 1880-1918,” Journal of British Studies
39 (2000).

“Parallels Between Descriptive Revival Models and the Manx Traditional Music Scene:
From the 1970s to the Present Day,” 1-14.

“The Revival and Reconstruction of Manx Traditional Dance,” 15-28. His table showing
the dates of dances mentioned and published notations and deemed “The Matrix” was a
highlight of the talk (and thereafter a typesetting and typographical nightmare).

“Revival and Reconstruction of Manx Traditional Dance Music,” 29-35.

11 “An Old Manx Song Fragment Expanded.”

12 “Mona Douglas and her Songs in the Promotion of Manx Folklore and Tradition.”
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but also in the creation of a sense of solidarity amongst those attending.!> Mona
Douglas was herself active in the Celtic Congress, a Pan-Celtic organisation, and one
that remains in existence.

*

The flyer for the seminar promised, “that the papers will be published soon after the
Seminar.” A closer look shows there was in fact no promise, merely anticipation...
Nevertheless, such has been the time that has elapsed, that Chloé Woolley is now Dr
Chloé Woolley, having successfully completed and defended her doctoral thesis on
the Manx folk music revival, the current one that is.14

The present publication is split into three parts. Part One gathers together four of
the six seminar papers, in the order in which they were given.!> The papers are as
they were initially presented, save for the correction of obvious errors of fact, and
typos. The papers have not been rewritten for publication here and so, it must be
stressed, that they convey the attitudes of the authors and the point their own
research had reached in 2000. This is in itself no bad thing, as leaving the papers to
stand as they were given on the day is a record of the moment represented by the
seminar, when a detailed and critical look was first taken at various aspects of the
revival in the Isle of Man in the 20th century.

Given that two of the papers are concerned with the current revival, added are two
pieces written by George Broderick, both of which first appeared in Carn, the
newsletter of the Celtic League (and yet another Pan-Celtic organisation). The first
dates from 1979, and it is an introduction to the sources available for Manx
traditional music (in both Manx and English), aimed at those taking part in the
current revival, then underway for a number of years.1¢ The second piece appeared in
2000, and it is a celebratory note on the 25th anniversary of the regular music
sessions in the Central bar, in Peel, which heralded the start of the revival in 1975.17

As regards the two missing papers, George Broderick felt that his topic called for a
more extensive study, one that he has now completed and so incorporates the theme
of his contribution. My paper was delivered from notes and I personally felt that too
long had elapsed since it was originally presented to write it up as it was delivered.
Producing the paper now would be to essentially rewrite it and making a fresh
contribution as George Broderick has done so0.18 In any case, my time has been taken

&

“The Role and Influence of Inter-Celtic Festivals on the Revival of Language, Music and
Dance,” 37—40.

Chloé Woolley, “The Revival of Manx Traditional Music: From the 1970s to the Present
Day,” PhD, Edinburgh, 2004.

15 The two missing papers are by the seminar’s organisers.

16 “The Manx Song and Music Tradition,” 43-46.

7 “Manx Traditional Music 25 Years On,” 47—48.

8 If anything, I would now attempt to locate Mona Douglas as a Neo-Romantic, rather than
the stress on her as being one of the Shades of Romantic Nationalism. See Frank




INTRODUCTION

up with the editorial work here and the parallel work on an updated and expanded
edition of the writings of Mona Douglas.’ Both publications will appear together.

Nevertheless, I have prepared as a contribution, various materials on Mona
Douglas for Part Two. The first is a bibliography of Mona Douglas, the twenty-one
entries listed there being available in the edition mentioned above.20 This is followed
by a compilation of extracts from her writings about her musical heritage from,
particularly, her great-grandfather and grandmother.2! Then, there is a piece about
her early collecting, using material drawn from letters written to Sophia Morrison in
1915 and the following year.22 Next is a listing of all her informants, with
biographical details where known, an introductory commentary, and the full material
for further analysis, and (no doubt) correcting and (hopefully) updating.2> Coming
after this is a compilation of the thumbnail sketches, that Mona Douglas wrote about
many of those who were her informants.24 And then, a further compilation of
extracts, again taken from her own writing, but this time focussed on the topic of the
“Dirk Dance” (to give its short form), or “The Kirk Maughold Sword Dance of the
Kings of Man” (to give its long form).25 To close with, a piece by George Broderick,
essentially his notes from an interview he conducted with Mona Douglas in 1979. It
lists, from her own recollection, the dances she collected and the informants she
gathered them from.26

Part Three contains just one contribution, namely the text of George Broderick’s
reworked and expanded study of the folk song corpus collected by Mona Douglas.?”
The shortest introduction for the longest paper.

Trentmann, “Civilization and Its Discontents: English Neo-Romanticism and the
Transformation of Anti-Modernism in Twentieth-Century Western Culture,” Journal of
Contemporary History 29.4 (1994), Roger D. Abrahams, “Phantoms of Romantic
Nationalism in Folkloristics,” Journal of American Folklore 106.419 (1993).

Stephen Miller, ed., “Completed and restored to use”: Revival and Dissemination of Manx
Folklore and Tradition during the 20th Century, (Onchan: Chiollagh Books, 2004) replacing
Stephen Miller, ed., Mona Douglas: Manx Folk-Song, Folk Dance, Folklore, Collected
Writings, (Onchan: Chiollagh Books, 1994).

“Mona Douglas: A Bibliography,” s1—s3.

““My Own Family Circle’: The Dancing Forebears of Mona Douglas,” 55—60.

““My Little Tribute to Billy the Dollan’: Mona Douglas and her Early Collecting,” 61-66.
““The List would be as Long as this Book’s Mona Douglas and her Informants,” 67-88.
““These Men and Women who championed my Childhood and Youth’: Recollections by
Mona Douglas of her Informants,” 89—-98.

““Manx Sword Dance (Solo)’: References by Mona Douglas to the “Dirk Dance of the
Kings of Man,” 99-104.

“Mona Douglas and her Dances,” rrr-14.

“Mona Douglas and her Songs,” 117-57. And a second typesetting and typographical
nightmare.
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ONE-DAY SEMINAR
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SEMINAR ROOM, MANX MUSEUM
DOUGLAS, ISLE OF MAN

%

A one-day seminar on the topic “Completed and Restored to Use”: Revival and
Dissemination of Manx Folklore and Tradition during the 20th Century, with particular
reference to music, song and dance, is to be held at the Manx Museum on Saturday 1
April 2000. The scope of the seminar is expected to be dealt with in six papers,
which will look at a number of facets of the Revival, from ¢. 1890 down to the
present. The papers will look critically at the aims, aspirations, ideological baggage,
etc., in the promotion of Manx folklore and tradition. An essential feature of the
Seminar will be the discussion, and it is anticipated that half the time at least will be
devoted to this aspect. The papers, about 2030 minutes in length, will act as catalyst
to the discussion. It is anticipated that the papers will be published soon after the
Seminar.

George Broderick,

Humboldt-Universitit zu Berlin

Stephen Miller,
University of Glasgow
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Parallels Between Descriptive Revival Models and the Manx
Traditional Music Scene: From the 1970s to the Present Day

The phenomenon of traditional music revivals has been an area of interest for
ethnomusicologists and folklorists for much of the twentieth century, and is
primarily due to the prolific number of examples. All revival movements have shared
a common incentive: to restore a musical system that is believed to be disappearing
or is extinct, and to reproduce it again for the benefit of contemporary society.
Through a synopsis of revival models, as described by scholars such as Rosenberg,
Livingston, Baumann and Ronstrém, I wish to present the revival of Manx
traditional music as a prime example of such social movements.

Chloé Woolley,
University of Edinburgh

%
Revival and Reconstruction of Manx Traditional Dances

There appear to be instances of the fortuitous finding of material, sometimes
apparently at the extreme range of its survival, in Man and elsewhere. The potential
for survival of traditional dance in Man and the work of Mona Douglas in this field
is considered.

The demography of the period in which Mona Douglas writes of having collected
dance material is reviewed, and collecting dance is compared with the collection of
other facets of traditional material.

The tenor is largely anecdotal as there appears to be little in the way of evidence to
be adduced. The main source for Mona Douglas’s early material is not extant.
However, she does name some sources, and descriptions of her experiences are
considered.

An evaluation of the form of the dances themselves shows them generally to be
complex set dances rather than simple social dances.

Robert Corteen Carswell,
Douglas

xi
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Revival and Reconstruction of Manx Traditional Dance Music

The revival of Manx traditional music has become well established in the past 25
years. The aim of this paper is to examine some of the reasons why this has
happened, what the source material has been and how it has been used. It will also
explore some similarities and differences between the current Revival Phase (c. 1974
to present day) and the First Phase (c. 1890 to ¢. 1940).

David Speers,
Andreas

%
“An Old Manx Song Fragment Expanded”

When Sophia Morrison died in 1917 she was the last of the circle of Manx folklore
and folk song collectors active in Man at the turn of the nineteenth century.
However, Morrison was more than just a collector. Whereas others of her circle were
content just to collect and record, her involvement in the Manx Language
Movement and the Celtic Congress, her founding, editing and financial support of
the Manx periodical Mannin, marked her out as a pioneer cultural activist in the
Celtic sphere.

The interwar period in Man saw two collectors continuing to record Manx
cultural traditions, Mona Douglas and Walter William Gill. Of the pair, Gill
remained within the paradigm of “collect and record” (and by doing so it must be
said gathered valuable material) whereas Douglas saw herself as the continuer of
Sophia Morrison’s programme of activism and began a complex engagement with
Manx tradition and indeed Manx society which was to end only with her death.

Douglas was not only a collector but also a revivalist of Manx traditional folk
forms. As these activities were carried out simultaneously, doubts have been raised as
to the validity of her collecting with the consequent question as to just what exactly
is the revival based on. “Authenticity” has been the touchstone of general approaches
to traditional cultural forms and alongside it the parallel concept of “fakelore.” Many
folklorists reject the notion of “fakelore” seeing revival activities as part of the
continuing and developing interaction of folklore with the cultural forms of mass
society, others use instead the term “secondary folklore.”

Douglas can be seen as the last of the Romantic folklorists, a precursor of “New
Age Celticism,” occupying a disputed space opened up by both these discourses, a
result of Modernity in European society. Her interventions as a collector and

xii
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revivalist are complex, her activities raising questions as to the vitality of Manx
cultural forms in the interwar period, the nature of those traditions whether active or
passive, the question as to why she concentrated on the revival of folk dance, and the
neglect of collecting from the last native speakers of Manx Gaelic.

Stephen Miller,
University of Glasgow

%
Mona Douglas and her Songs in the Promotion of Manx Folklore and Tradition

A number of songs in the Manx “traditional” repertoire found in the Mona Douglas
Collection form a corpus in their own right. The provenance of the songs are
attributed to various personalities known elsewhere to have been Manx tradition
bearers of one sort or another.

This corpus, its claims, and the content of some of the songs will be looked at in
the context of their collection and revival.

George Broderick,
Humboldt-Universitit zu Berlin

%

The Role and Influence of Inter-Celtic Festivals on the
Revival of Language, Music and Dance

The most obvious effect on inter-Celtic festivals in recent years has been to spread
the idea of “Celticity” while promoting “Celtic” music. A largely hidden, unstated
effect of such festivals has been to imbue Celtic activists from the various countries
with renewed energy and resolution for their various causes, with particular reference
to Celtic languages. However, the dedicated inter-Celtic activist remains a fairly rare
animal.

Brian Stowell,
Douglas
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PARALLELS BETWEEN DESCRIPTIVE REVIVAL MODELS
AND THE MANX TRADITIONAL MUSIC SCENE:
FROM THE 1970s TO THE PRESENT DAY

L INTRODUCTION

I am currently researching the revival and development of traditional music in the
Isle of Man since the 1970s, and in preparation for the first chapter of my PhD
thesis, I have been studying the concept of cultural revivalism, with particular focus
on traditional music revivals. In this paper I wish to analyse aspects of the Manx
traditional music revival through documented revival models as described and based
on the experiences of other researchers in this field. For instance, Tamara E.
Livingston, in her article, “Music Revivals: Towards a General Theory”! bases her
model on her research of the revival of “choro,” an instrumental tradition found in
Brazil. Peter Narvdez in “Living Blues Journal, The Paradoxical Aesthetics of the
Blues Revival”2 bases his theories on his observation of the Blues revival in America,
Burt Feintuch in “Musical Revival as Musical Transformation”? considers the revival
of the Northumbrian smallpipes, whilst Owe Ronstrém in “Revival Reconsidered™*
supports his conclusions through his own extensive research of traditional music
revivals in Sweden, Hungary, Rumania and the former Yugoslavia. I have also
located similar documented examples of revivalism in folklore and storytelling,
dance, early music and musical instruments. Through a synopsis of these works, I
will draw parallels between the Manx traditional music revival, and described models
of similar phenomena. I will assume that yourselves as the audience will have a
knowledge of Manx music, and some of you may have actually participated in the
said revival. Therefore you may have a different perspective of the events, but it must
be understood that my observations are based purely on the experiences described by
the informants of my research to date. Through your own perception of events, I
hope that you will draw your own parallels between the Manx traditional music
scene and the general elements of revivalism that I will present.

Tamara E. Livingston, “Music Revivals: Towards a General Theory,” Ethnomusicology 43.1
(1999).

Peter Narvéez, “Living Blues Journal, The Paradoxical Aesthetics of the Blues Revival,”
Transforming Tradition: Folk Music Revivals Examined, ed. Neil V. Rosenberg (Urbana:
University of Illinois Press, 1993).

Burt Feintuch, “Musical Revival as Musical Transformation,” Transforming Tradition: Folk
Music Revivals Examined, ed. Neil V. Rosenberg (Urbana: University of Illinois Press, 1993).
Owe Ronstrém, “Revival Reconsidered,” The World of Music 38.3 (1996).
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2. TERMINOLOGY

Livingston states that: “Music Revivals can be defined as social movements which
strive to “restore” a musical system believed to be disappearing or completely
relegated to the past for the benefit of contemporary society.” The term “revival”
implies that something is brought back into existence or use, although other
terminology® has been applied to the cultural phenomenon, including revitalization,
resuscitation, resurgence, re-creation, reorientation, resurrection, reconstruction and
re-enaction. Ronstrom displays the inadequacy of such terminology: “However
useful these ‘re-concepts” may be, they share the basic problem of implying the
existence of a bounded cultural entity that was once alive, then dead and gone, then
brought back to live again (‘re-vived’).”” Contrary to what these terms imply, music
cannot be brought back to life, and performed exactly as it was originally at a
particular time in history. Linda Fujie in her preface to a series of articles on
revivalism in The World of Music journal says that, “In this sense ‘recreation’ is
sometimes considered a more useful concept, though the problem remains of
defining what is being ‘created’ once more and how much semblance its ‘new’ form
should bear to the ‘old.””8 Niall MacKinnon in his book, 7he British Folk Scene states
that, “Re-enaction implies a suspension of the present, allowing the past to be
entered into, but in a bounded sense.”®

There are also problems with the term “revitalization,” as it generally refers to
politico-religious movements.!® The implications of this concept though, can also
refer to cultural movements, as Anthony F. C. Wallace in his article “Revitalization
Movements,” when discussing the revivalism of religious activities, notes that: “A
revitalization movement is defined as a deliberate, organised, conscious effort by
members of a society to construct a more satisfying culture.”!" As with religious
revitalization movements, cultural revivals also involve individuals who feel that their

Livingston, “Music Revivals: Towards a General Theory,” 66.

Oxford Popular English Dictionary, (Oxford: Oxford University Press, 1990). The definition
of “revival” is to bring something back into use or fashion, back to consciousness, life or
strength. “Re-creation” is to create something again, while “resurgence” suggests that
something rises again after defeat, destruction or disappearance. In this context,
“resuscitation” describes the action of reviving, for example, an old custom, and to return or
restore it to vogue, vigour or vividness. “Reconstruction” implies the piecing together of
past events through re-enaction, and “resurrection” denotes the revival of a practice or
memory after disuse, inactivity or decay.

Ronstrém, “Revival Reconsidered,” 6.

Linda Fujie, “Preface,” The World of Music38.3 (1996): 4.

Niall MacKinnon, The British Folk Scene: Music Performance and Social Identity
(Buckingham: Open University Press, 1994) 63.

Wendy Reich, “The Uses of Folklore in Revitalization Movements,” Folklore 82 (1971).
Anthony F.C. Wallace, “Revitalization Movements,” American Anthropologist 58.2 (1956):
265.
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culture is an unsatisfactory system. Wallace considers a revival or revitalization to be
a special kind of culture change, a phenomenon that is quite different to natural
processes of change. Natural change, which accounts for some religious or cultural
occurrences, can be due to evolution, diffusion, historical and climatic change and
acculturation, while revivalism or revitalization occur only through the conscious
attempts of members of society. Although there is much debate and little resolve over
the correct terminology, the term “revival” is most commonly associated with this
type of culture change, and therefore we shall adhere to it for the purpose of this
paper.

3. CHARACTERISTICS OF REVIVALISM
Research indicates that the purpose of a revival movement is often to serve as a
cultural opposition and alternative, with those involved attempting to improve the
existing culture through perceived historical values and authenticity. Revivals occur
where a sense of community and ritual belonging is absent, and participants of a
movement usually seck an individual or collective identity.

The revaluation of modern development in economics and politics often evokes
the need for cultural compensation within revival groups. Where revivals are
primarily social movements, modernity is seen as the distorting power, whereas the
concept of tradition suggests notions of history, stability and continuity.
Commercialism, urbanism, market economy and capitalism are the opposition, and
this develops into a “countryside versus city”1? attitude. Modernity is perceived as
being cold, individualistic and rationalistic, whereas tradition is warm, collective and
emotional.

Folk revivals are an integral part of larger sociopolitical movements, whether they
are ethnic, regional, nationalist, neo-nationalist or subcultural.’> Changes have
emerged due to worldwide trends, and the twentieth century has seen growing
assertiveness in ethnic groups. This was witnessed internationally through the folk
movements of the 1960s and 70s, where tradition was employed in the context of
peace politics. Certain cultural traits are employed by an ethnic group and these can
take form in the use of external emblems such as music, language and clothing, and
also through intrinsic values. New cultural traits are promoted by ethnic groups to
define their identity where old identities have deteriorated, and these can be replaced
by others over time. The use of cultural emblems and values can also aid the
construction of a barrier between one social group and another, although the
capacity of the result all depends on spatial-geographical factors and the level of
social contact with other groups.

12 Ronstrom, “Revival Reconsidered,” 9.
13 Narvéez, “Living Blues Journal, The Paradoxical Aesthetics of the Blues Revival.”
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In regional struggles, traditions are used to elevate status, so that the manipulation
of the culture can compensate for the absence of political and economical power.
Claims of distinctiveness can raise visibility for a dominated culture. A dominant
culture though, may focus its attentions upon the traditions of a minority culture,
where notions of “well-being” are associated with certain historical periods and
communities. In cases of nationalism, traditions and symbols of the past are modified
and ritualised for new purposes, because the use of history acts as a legitimator of
action and creates the illusion of group solidarity.

4. DESCRIPTIVE MODELS OF REVIVAL MOVEMENTS
The following samples are documented models of revivals based on individual
observations, and are descriptive rather than prescriptive.

Livingston'4 charts the development of revival movements in six steps: (1) initial
interest from either an individual or a small group of revivalists; (2) location and
contact with revival informants and/or original historical recordings; (3) the
establishment of a revivalist ideology and discourse; (4) the assembling of a group of
followers to form the core of a revivalist community; (5) revivalist activities, such as
organisations, festivals and competitions: and six, the development of non-profit
making, and/or commercial enterprises which cater for the revivalist following.

Burt Feintuch in “Musical Revival as Musical Transformation”!5 takes a slightly
different view to the progression of the revival movement: one, founding members
develop the idea of the chosen tradition; two, participants codify the repertoire;
three, a style is endorsed; four, the use of sources to authenticate and traditionalise
the revival; and five, the significant involvement of scholars and intellectuals, who
develop and shape the revival.

Peter Narvdez in “Living Blues Journal, The Paradoxical Aesthetics of the Blues
Revival”1¢ lays out the “ideal prerequisites” of a revival in four stages; one, the
recognised need for cultural alternatives; two, the availability and authentication of a
defined body of culture belonging to the past, which is thought to be more
aesthetically satisfying and gratifying than the offerings of contemporary culture;
three, the selection of authentic source material to base the revival on; and four,
confirming whether the chosen tradition was not selected merely for nostalgic
reasons, but will be suitable for fusion with other styles in the future.

Owe Ronstrom in his article, “Revival Reconsidered”” suggests that there are four
levels of meaning that act as a focal point for revival movements: “doing,” where the
community aspect of a group is formed; “history,” the creation of images of the past;
the “present and the future,” forming individual and collective identities; and

4 Livingston, “Music Revivals: Towards a General Theory,” 66-8s.

5 Feintuch, “Musical Revival as Musical Transformation,” 183-93.

16 Narvdez, “ Living Blues Journal, The Paradoxical Aesthetics of the Blues Revival,” 241-57.
7 Ronstrom, “Revival Reconsidered,” 18.
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“modernisation” where past traditions are seen as the potential essence for future
development. Although these examples contain similar elements, I will arrange
parallels between the Manx traditional music revival of the last thirty years, on the
model described by Livingston. Obviously the magnitude of this movement cannot
be purely confined to this model, and the described order of events may differ
slightly to the Manx tradition, but by expanding on Livingston’s points, I will
attempt to prove that the elements of revivalism in general are very similar to those of
this movement.

4.1 KEY REVIVALISTS

The first point of this model is the initial interest from either an individual or a small
group of revivalists. Throughout history, the impetus to collect and preserve folk
traditions has come primarily from outsiders to the chosen culture; city men and
intellectuals hoping to introduce disappearing and unfamiliar traditions into their
own contemporary culture. Livingston states that revivalists are usually middle class
scholars, who are often professional or amateur musicians. These enthusiasts, or
“burning souls”!8 as Ronstrém labels them, tend to be teachers, or those from other
professions such as vets, doctors, artists and intellectuals. They usually bear overt
cultural and political objectives, and possess a general dissatisfaction in regard to
aspects of contemporary popular culture.

In the early 1970s, Manx traditional music was revived by just such a small group
of musicians. Most of the instigators were already involved in the folk scene in the
Isle of Man, regularly performing traditional music of other cultures such as English
and Irish traditional music, and some of them were recent incomers to the Island.

4.2 SOURCE MATERIAL

Livingston states that the second phase is the location and contact with revival
informants, and/or original historical recordings. In the Isle of Man, revivalists had
to rely largely on the written documents of Dr John Clague and his collection of
transcribed Manx folk tunes from the 1890s, which key members rediscovered in the
archives of the Manx Museum library.

Here, we must consider the element of selectivity in reviving a tradition. It has
been shown that revivalists will specify a time and place in which the tradition
existed, and its re-creation in the authentic social context is often a fundamental
issue. The replication of an original social context may pose problems though, as
there is a general inclination to interpret the past through a romantic perspective,
with the dominant incentive being nostalgia.

Through the revival of a tradition, the past must be excavated and re-presented,
and therefore problems can occur over decisions of selectivity; what to ignore and

18 Ronstrom, “Revival Reconsidered,” 10.
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what to emphasise. Jeanette Edwards in “The Need for a Bit of History—Place and
Past in English Identity” explains that: “Stories of the past, or that feature the past,
are as much to do with forging local identities and sense of belonging, as they are
with history.”1® The fixation with belonging and identity can manifest through the
selection of the most prominent and even stereotyped characteristics of a tradition.
In some revivals “authentic” attributes include original patronyms which are
associated with a certain area or place, the local language, typical occupation of its
inhabitants and the common religion. These are symbols of a positive nature, but
when a revival is based entirely on these attributes, an image is preserved that never
actually existed.

With traditionalising processes there is a general tendency to transform ceremonies
and rituals that were once associated with the agrarian-religious calendar, into
political, ethnic and national manifestations. With the celebration of these traditions,
ordinary people become members of a symbolic community which they would not
usually belong to. Revived traditions that originally belonged to other communities
now become the property of the revival movement. Old and distinguished traditions
become important in a new context; fragments of old traditions are often compiled
to create new traditions, and the oral transmission of a tradition, which was once a
vital element, becomes redundant . Philip V. Bohlman in his book The Study of Folk
Music in the Modern World endorses this by stating: “Revival is, in an ideological
sense, the ultimate collapse of time and space, because it fully admits of that collapse
for creating contemporary meaning. Revival relies heavily on new symbols
masquerading as the old.”20

There can be an inclination in some music revivals to take what is primarily
unique, as standard and characteristic of a tradition. This transpires when revivalist
musicians search for the most obsolete tunes or the most elaborate or impressive
performance techniques. Peter McNamee, in “Traditional Music: Whose Music?,”
illustrates: “The mediation of the musical reality which is there often begins, for
instance, with collectors who only select from a single repertoire certain songs which
sound to them appropriate or ancient.”?! Creative editing, where characteristics are
highlighted, and unsuitable material is omitted,? creates a reorganised and a more-

19 Jeanette Edwards, “The Need for a ‘Bit of History’: Place and Past in English Identity,”

Locality and Belonging, ed. Nadia Lovell (London: Routledge, 1988) 150.

Philip V Bohlman, The Study of Folk Music in the Modern World (Bloomington &

Indianapolis: Indiana University Press, 1988) 131.

Peter McNamee, ed., Traditional Music: Whose Music?, Proceedings of a Co-operation

North Conference, (Belfast: Queen’s University of Belfast, 1992) 7.

22 Livingston, “Music Revivals: Towards a General Theory.” A set criteria was designed by
Cecil Sharp in order to detect “true” or “authentic” English folk songs, which consequently
meant the spurning of newly composed folk songs. The songs were only gathered from
small villages and were specifically collected from uneducated elderly people; anonymous
songs with variant forms that only existed in the oral tradition. This resulted in the
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or-less invented tradition. Feintuch claims that, “[...] a selected tradition is really a
rejection of much of what was once a living culture, thanks to this edited machine
[...] [(some revivalists)] create their own historically conditioned and socially
maintained ‘artistic paradigm,” a transformation of the music, and culture, they think
they have revived.”?3 Over time, revivals achieve their own momentum, preferred
style, repertoire, and their own selective view of the past. Richard Handler and
Jocelyn Linnekan in their article, “Tradition, Genuine or Spurious,” declare that,
“[...] there is no essential, bounded tradition: tradition is a model of the past and is
separable from the interpretation of tradition in the present [...] It is now a cultural
truism that cultural revivals change the traditions they attempt to revive.”?* Where
the past is not preserved by memory, it becomes possible for it to be selected,
rewritten and institutionalised by its inventors.

It would seem that an element of selectivity did take place in the choice of Manx
source material. The musical revivalists at the time also saw the importance of
learning the Manx Gaelic language, not only to interpret the songs, but perhaps
subconsciously to employ an additional authentic attribute. Also in an attempt to
focus upon the new found tradition, only material of authentic Manx origin was
performed at first, and general folk music was deliberately excluded from sessions. To
highlight the Manxness of this tradition, selectivity, to a certain degree, included the
omission of Manx versions of music found in other cultures, or Manx songs with
English texts. Creative editing was applied to some Manx source material through
the composition of “B” sections which were added to tunes that revivalists believed
to be incomplete.

4.3 IDEOLOGY

Thirdly, the establishment of a revivalist ideology and discourse. Stuart Eydmann in
his article, “The Concertina as an Emblem of the Folk Music Revival in the British
Isles” states that: “The ideology of key individuals was important in determining the
scope and subsequent direction of the revival including the sources of the revived
repertory and how it should be re-packaged.”?s

omission of any songs found in or originating from large industrial towns, including the
songs of factory workers or those performed in the music halls. In order to publish the
collected songs for schoolchildren, an editing strategy had to be implemented. This resulted
in the omission of offensive lyrics, the collation and invention of verses, and the addition of
piano accompaniment, producing sanitised versions of the original, “authentic” folk songs.
See also Dave Harker, One for the Money: Politics and Popular Song (London: Hutchinson,
1980) 147 for comments on the collecting techniques of Cecil Sharp.

23 Feintuch, “Musical Revival as Musical Transformation,” 192.

24 Richard Handler and Jocelyn Linnekan, “Tradition, Genuine or Spurious,” Journal of
American Folklore 97.385 (1984): 276.

25 Stuart Eydmann, “The Concertina as an Emblem of the Folk Music Revival in the British
Isles,” British Journal of Ethnomusicology 4 (1995): 41.
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A small number of members may be assigned to accentuate specific musical
activities, which in turn act as a census for the group. These unwritten rules are
deliberately limited and often hastily established, as a sense of urgency coexists with
the threat of the movement becoming defunct. The balance between individual
innovation and an adherence to the stylistic norms often leads to aggravation and
dispute between members, sometimes resulting in the break up of the movement or
group.

Conflicting models of musical behaviour are found in differing revivalist groups.
According to Max Peter Baumann in “Folk Music Revival: Concepts Between
Regression and Emancipation,” there is the “historicizing” or “purist” perspective,
where past traditions are revived through authentic forms, and the “modern” or
“syncretist”2¢ outlook, where old and new traditions are fused together. Ronstrom
labels these differences, “orthodox,” where Puritan members preach authenticity, and
“heretical,” where members support development and change in the revival of
traditions.?”

Authenticity is the focal point of most revival movements, and ideology focuses on
historical continuity and organic purity. Authenticity is interpreted through
performance practices and instrumentation based upon historically accurate sources,
and as Livingston points out; “[... ] the notion of ‘folk’ as a mythical people living in
a land and time far removed from modern society plays a part in defining
authenticity.”28

A significant obstacle in defining what is authentic is due to whether a tradition is
continuous or discontinuous. By referring to a tradition, revivalists do not hold a
natural relationship with it, but a symbolic relationship, and tradition, by its general
definition, suggests that it is an inherited substance, transmitted from the past to the
future. Ronstrdm notes that:

Tradition is a model of the past which implies reference to the past; this past,
however, is continuously recreated in the present and, because continuity is
constructed, it includes an element of discontinuity. This means that authentic
reconstructions are impossible simply because they are re-constructions.?

Tradition changes incessantly, and revivalists can invite complications when
attempting to recreate something in an authentic manner. To establish an authentic
style of music, revivalists have to limit themselves to the specialisation of traditions
belonging to a particular time span, region and context, based upon the authority of

26 Max Peter Baumann, “Folk Music Revival: Concepts Between Regression and
Emancipation,” The World of Music 38.3 (1996): 80-81.

27 Ronstrom, “Revival Reconsidered,” 11.

28 Livingston, “Music Revivals: Towards a General Theory,” 75.

29 Ronstrom, “Revival Reconsidered,” 14.
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uncovered historical sources. These limitations have to be implemented, as it cannot
be denied that “the unchanging folk society never existed.”3°

The Manx traditional music revival though, appeared to give little consideration
or importance to questions of authenticity, which may explain its relatively smooth
and successful development. With no particular prescribed instructions on how to
interpret the source material, it is assumed that the revivalists performed the newly
discovered music in much the same way as they had previously performed general
folk music. Despite the rediscovery of an indigenous Manx music tradition, the
instrumentation changed little and remained as the usual combination of
instruments that were fashionable and easily obtainable at the time, which included
fiddles, whistles and guitars. Newcomers to music-making chose instruments that
were considered easy and quick to learn in order to join the growing movement, and
historical authenticity did not appear to be a major influence over the selection.
Perhaps subconsciously there was a distinctly Irish bias in the selection of
instruments and style of playing, where revivalists may have aligned their cause to the
Irish political struggles. On the whole though, it would secem that the revivalists
simply played the music as it came naturally and in a style that they were previously
acquainted with. Generally, elements of ornamentation and style would have
transpired from the influences of playing and listening to other traditional musics
that were popular at the time. It would seem that no prescribed rules were invented
as such, although it has been implied that unwritten rules regarding the choice of
material to be played and the social etiquette of the music-making sessions were

engaged.

4.4 THE REVIVALIST COMMUNITY

Livingston’s fourth point is the assembling of a group of followers to form the core of
a revivalist community. A revival is usually conceived by an individual or a small
group of core revivalists who convey their vision to others by organising a designated
group of followers. Mark Slobin in “Rethinking Revival of American Ethnic Music,”
observes that: “It is usually a very small number of key individuals who set the pace
and/or serve as a source for an entire ethnic community.”3! The individuals can be
insiders or outsiders to the tradition, but are normally those who feel a strong
connection with it, and take it upon themselves to actively rescue the tradition in
order to pass it on to future generations. Nusbaum notes that: “Participants
idealistically believe themselves to be performing an important cultural service, while

30 Handler and Linnekan, “Tradition, Genuine or Spurious,” 274.

31 Neil V. Rosenberg, “Starvation, Serendipity, and the Ambivalence of Bluegrass Revivalism,”
Transforming Tradition: Folk Music Revivals Examined, ed. Neil V. Rosenberg (Urbana:
University of Illinois Press, 1993) 195 quoting Mark Slobin, “Rethinking ‘Revival’ of
American Ethnic Music,” New York Folklore 9.3—4 (1983): 39.

CHLOE WOOLLEY

enjoying themselves.”32 Outsiders though, may view the main issues of the particular
tradition from a different angle to insiders. Emphasis on style may be of main
concern for outsiders, yet they often ignore or do not acknowledge issues of race,
which may be rudiment to insiders of the tradition. Livingston explains:
The multiplicity of motivations that draws people to revivals cannot possibly be
categorized in any definitive way. Issues of generation, class, gender, level of
education, ethnicity and national or political sentiments are all variables in the
decision and extent of participation in any given revival.33
Revivalist motivations also encompass intellectual curiosity and even the potential for
financial gain. Ronstrém, though, comments that: “Many seem to participate in
revival movements without holding the revival itself to be particularly important,
interesting or worthwhile.”34 Therefore, some members may be involved primarily
for the social aspect, or simply have a desire to become part of a community. This
was generally apparent in the 1970s when many city dwellers fled to the British
countryside, choosing to escape the larger conurbation and the pressure of city life,
and involve themselves in the community spirit of rural life.

Livingston states that: “The oppositional tendency of music revivals has made
them open to alliance with various political and social movements throughout
history, nationalism being the prime case, although they continue to preserve an
independent dynamic centering on music.”3> The majority of revivals contain an
element of political behaviour, although some musicians are often unaware of the
underlying political manifesto in their revival, and consider themselves to be
apolitical or non-political. On a larger scale, a national past may be formed for the
benefit of a nation state, where an element of history is needed to compensate for
political or economic decline. Livingston notes that: “The idea that folk music
represents the true music of a nation came into being with the rise of the nation-state
and the desire to identify national characteristics of cultures.”3¢

Ronstrém?” lists the various motivations associated with revival as a social
movement, and a revival can be a combination of several of these factors: The fight
against modernity, where tradition is seen as the natural or symbolic opposition; the
fight against commercialism, capitalism and the market economy; a resistance to
urbanisation; the production of a warm and friendlier society in opposition to the
cold characteristics of modernity; class struggle; an adversity to high culture, such as

32 Philip Nusbaum, “Bluegrass and the Folk Revival’: Structural Similarities and Experienced
Differences,” Transforming Tradition: Folk Music Revivals Examined, ed. Neil V. Rosenberg
(Urbana: University of Illinois Press, 1993) 211.

3 Livingston, “Music Revivals: Towards a General Theory,” 73.

34 Ronstrom, “Revival Reconsidered,” 16.

35 Livingston, “Music Revivals: Towards a General Theory,” 81.

36 Livingston, “Music Revivals: Towards a General Theory,” 75.

37 Ronstrém, “Revival Reconsidered,” 8—9.
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opera; social struggle between races; regional conflict, where areas of political and
economical decline promote their traditions as being more authentic than that of the
dominant power; and the fight for raised visibility.

Slobin in Subcultural Sounds: Micromusics of the Wesz38 notes that raised visibility
at a higher level is often the main motivation for revival. He claims that this can
manifest at three levels: At “micro level” in villages and small regions, at “regional
level” with small nations or part nations; and at “transregional level” at international
status. It would appear that the key revivalists of Manx traditional music did not at
first publicly promote their findings to others, but awareness was spread by word of
mouth, through the associated language and dance revivals, and through nationalist
and anti-colonialist circles. The prospect of reviving an indigenous music of the Isle
of Man attracted musicians and non-musicians with a diverse range of personal
motivations, and I have received differing accounts from the Manx revivalists I have
spoken to so far. It has been suggested by some that the political movement, Fo
Halloo, was a definite element of the Manx revival. Fo Halloo, an underground
nationalist movement which flourished in the first half of the 1970s, was a reaction to
the New Resident Policy, which saw a huge influx of incomers and a rapid escalation
in land and property values, resulting in social division and unrest. Other
informants, though, have denied any connection between the two, possibly because
they were simply unaware of or disinterested in any political associations at the time.
But for nationalists, the revival of traditional music displayed another representation
of the Manx identity. Through a short questionnaire, I asked members of the
contemporary Manx traditional music scene, most of whom were not involved at the
beginning of the revival, what motivated them to join. Most answered that they were
already involved in Manx dancing or the language and found the music-making a
natural progression, they enjoyed the social aspect of belonging to such a movement,
or that they merely found pleasure in singing or playing.

4.5 STANDARDISATION

The fifth element of Livingston’s model is the development of activities such as
organisations, festivals and competitions. According to Ronstrém,3 this stage also
incorporates the contact between revivalists and researchers, museums and
universities which identify and control knowledge about the tradition, and its
promotion is directed through the media and schools. By officially identifying a
particular tradition, similarity, continuity and legitimation are established. Through
the control of such institutions, similarity and recognisability are produced, resulting
in the continuity and standardisation of the tradition. The visibility of the tradition

38 Mark Slobin, Subcultural Sounds: Micromusics of the West (Hanover: Wesleyan University
Press, 1993) quoted by Ronstrém, “Revival Reconsidered,” 12.
39 Ronstrom, “Revival Reconsidered,” 10.
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is also promoted via festivals and competitions, with the additional factor of raised
status through individual competition winners. Public performance at these
organised events also provides creative motivation for other performers, and in some
instances, it passively introduces the tradition to new ears. Subconsciously, outside
glorification can introduce, as Baumann explains, “the expectation that the
traditional musicians should apply ‘better’ and more refined artistic concepts,”#®
encouraging individual improvement and success. This manifested in the Isle of Man
with the revival in 1977 of Yn Chruinnaght, an inter-Celtic festival that focused on
competition, public performance and the participation of Manx school children.

4.6 DEVELOPMENT

Livingston’s sixth point is the development of non-profit making and/or commercial
enterprises that cater for the revivalist community.

Revivalist communities are usually non-territorial and can spread rapidly,
spanning local and national boundaries. Successful revivals usually acquire an
associated market promoting concerts and festivals and producing records and
instruments, specialist radio programmes, newsletters and magazines, but these are
frequently non-profiting industries, due to the common-felt distrust of the
commercial market among music revivalists. The distribution of such merchandise
and availability of information further develops the sense of community. This market
has led onto the development of professional traditional musicians, and the demand
for more material encourages new composition written in the idiom of the chosen
tradition. Revivals of the twentieth century have followed technological progress and
are, to a certain degree, reliant on such advances, as modern technology is essential
for recording purposes, amplification, the construction of instruments, printing and
publishing. Livingston claims that: “[... ] it would be difficult for any revival to exist
for more than a few years without entering into this phase.”! But, the unavoidable
relationship between a successful revived tradition growing in popularity, and certain
aspects of the culture industry, such as record companies and commercial magazines,
can lead to tension inside the group, sometimes resulting into a separation of
conservative and progressive categories. Syncretism is a prominent aspect of most
revivalism, where the main objective is to fuse modern style and expression with
traditional music. This affects the style of arrangement, choice of instrumentation
and group formation, ultimately creating a new genre of music. There are plenty of
examples of this in the Isle of Man where traditional melodies are interpreted though
modern style and expression. New lyrics, which often comment on local social issues,
have been written to fit traditional tunes in both Manx Gaelic and English, and new
instrumental melodies and songs have been composed in the perceived Manx idiom.

40 Baumann, “Folk Music Revival: Concepts Between Regression and Emancipation,” 71-85.
41 Livingston, “Music Revivals: Towards a General Theory,” 79.
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5. GROWTH AND LIEE SPAN

Revival life spans vary considerably, and can last from just a few years to a whole
century. Concern over authenticity can often impede the growth of a movement, but
it has been found that successful revivals are those that adapt the syncretist approach.
They tend to divide into several categories, yet they still retain a shared focal point.
Revivals of this kind can develop in response to other changing trends, embracing
contemporary styles, repertoire and instrumentation, and in turn, can influence
innovations in other music genres. My research so far suggests that this is the avenue
the Manx traditional music revival followed, and although a nucleus style and
ideology has been established, the movement will continue to evolve while it
maintains a syncretist approach.

CHLOE WOOLLEY,
UNIVERSITY OF EDINBURGH
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