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Heading from Leap to St Nicholas’ Church in Churchtown village for Sunday Mass in the late 
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The passage into Leap. (Picture credit: GMM).
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The triple All-Ireland winning Shandrum Céilí Band’s second album 
entitled The Boss Murphy Musical Legacy is based on the traditional 
music of north county Cork collated by my grandfather John Boss Murphy 
during the years 1933 – 1935. My grandfather created his written archive 
of the traditional Irish music of both his time and his father’s generation 
as he was deeply concerned that the traditional music of the area was 
dying out locally. We can now be very grateful for two things: firstly, that 
my grandfather created his hand-written manuscripts of the music and, 
secondly, that his work was not in vain.

My grandfather’s ambition for the last 30 years of his life was that the 
traditional music of north Cork would be preserved and hopefully revived. 
That’s why he took on the task of committing over 300 tunes he knew to 
paper. Even though he didn’t know it at the time, I believe he would be 
very happy if he was alive today to see that his manuscripts were collated 
by Dr Colette Moloney and published by Churchtown Village Renewal 
Trust (now Churchtown Historical Society) in 2003 and recorded in an 
album by the world class Shandrum Céilí Band in 2019.

A GIFT TO FUTURE GENERATIONS

A FOREWORD FROM THE EDITOR - GERRY MURPHY

This publication seeks to complement the 182 page A4 book entitled The Boss 

Murphy Musical Legacy – Music from the Churchtown area of North Cork, which was 

published in December 2003. It also complements The Boss Murphy Musical Legacy 

album launched by Shandrum Céilí Band in May 2019 and it is part of a series of 

books / booklets published by Churchtown Heritage Society as outlined on page 219. 

The publication is aimed at the general reader, people interested in local history and 

students of traditional music who would like to understand in detail how the 2003 book 

and the 2019 album were created.
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Back in 2002 when I first discussed 
the prospect of a publication with 
Colette Moloney, one of my first 
concerns about the manuscripts 
was that my grandfather had merely 
copied the tunes from other written 
records. However, Colette Moloney 
was able to assure me that his 
manuscripts were indeed original 
records of the tunes that were being 
played in north Cork and the reason 
she was so sure was because there 
were multiple mistakes in what he 
had written.

Of course, my grandfather had 
largely taught himself to read and 
write music and it is understandable 
that what he wrote would include 
errors and indeed this is what makes 
his manuscripts unique. Colette 
Moloney corrected all the errors and 
we decided to add a detailed record 
of her changes as an appendix to the 
2003 book. Alan Finn arranged and 
harmonised tunes for the album 
recording and, in the interest of 
completeness, Alan’s arrangements 
are included as appendices on pages 
93 to 104.

The Murphy family has been in Churchtown at least since the late 1700s 
when they rented first and then bought land at Egmont from the Earl of 
Egmont. In the 1850s a son of Daniel Murphy of Egmont called William 
Murphy leased and later purchased a farm at Leap on the eastern side of 
the parish1. This William Boss Murphy who was born in 1831 and died in 
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Dr Colette Moloney with John Boss Murphy’s original 

fiddle now on display in the Booney House in

Churchtown. Colette is pictured with Noel Linehan, 

Churchtown Heritage Society. John obtained the fiddle 

from his wife’s family who were from Monmore in 

County Clare. The fiddle is inscribed with the name 

M J Cullinan and several interesting political slogans 

from the era. (Picture credit: Michael Johnson)

1911 is the person after whom the pub in the village 
of Churchtown is called. He is not to be confused 
with his uncle the weight thrower, William Murphy 
(1819-1902).

William Murphy (1831-1911) married twice. His first wife was Margaret 
Ryan from Ballyhea and they had three children Matthew, Daniel and 
Ellen who all emigrated to Iowa in the USA in the early 1880s. Daniel and 
Matthew were priests and Ellen married Dennis Delay in Castle Grove, 
Iowa on 7 November 1888. My great grandfather’s invitation to this 
wedding is still in the family. Some years after his first wife died, William 
married Margaret Bourke from Coolasmuttane in Newtownshandrum. 
They had five children including my grandfather John Boss Murphy.

Both William and his son John Murphy were traditional musicians 
- fiddle players - of note in the locality. William would have heavily 
influenced his son John’s musical repertoire and so the musical legacy 
that John committed to paper in the 1930s is in reality an amalgam of 
the music played by himself and his father. As an aside it is interesting 
to note that William travelled at least twice (and possibly three times) 
to US to visit his first family and he also travelled to London to meet  his 
landlord. According to family tradition William also made his own fiddle.

1 The official parish includes all townlands in the united parish of Churchtown and Liscarroll 
plus a 438-acre townland called Ballybahallagh in the parish of Freemount.
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The Shandrum album would not have been possible but for the initial work 
of Dr Colette Moloney from Charleville who is now based in Waterford 
Institute of Technology. Colette – whose biography is included on page 
139 - was studying music in University College Cork in the 1980s and was 
given a copy of the actual manuscripts by my father Jack Murphy (1920-
2000). These manuscripts had lain on top of a wardrobe in my family 
home at Leap for almost 50 years2. My father knew Colette’s father Paddy 
who worked in Golden Vale Engineering and heard that Colette was 
studying music. He suggested that Colette examine the manuscripts that 
his father had collated and Colette subsequently used the manuscripts 
for an undergraduate project.

Sometime in 2002 after I had announced the Boss Murphy hospitality 
development for Churchtown, Colette Moloney made contact with me to 
explain how she had a copy of my grandfather’s manuscripts and that 
they were original, important for north Cork and deserved to be made 
available to a wider audience. With the support of the Murphy family 
and Churchtown Village Renewal Trust ‘The Boss Murphy Musical 
Legacy - Music from the Churchtown area of North Cork’ was launched 

Alan Finn visited the John Boss 

Murphy homestead in advance of the 

Shandrum Céilí Band concert in St 

Nicholas’ Church on 24 August 2019. 

It was in this house that John Boss 

Murphy (1875-1955) compiled 300 airs 

of traditional music popular in north 

county Cork and which is now known 

as The Boss Murphy Musical Legacy. 

Pictured left to right – Gerry Murphy, 

Pat Murphy, Alan Finn (holding the 

original John Boss Murphy fiddle) and 

Michael Murphy. The Murphy brothers 

are grandchildren of John Boss

Murphy. (Picture credit: Michael 

Johnson).
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in December 2003, appropriately in Boss Murphy’s in Churchtown. This 
book, which includes over 300 tunes and runs to 182 pages, has circulated 
far and wide and is now available as a free download at www.churchtown.
net/publications.

Over the years Colette Moloney has made several public presentations on 
The Boss Murphy Musical Legacy and her narrative as set out on pages 27 
to 47 in this publication has been reproduced in, for example, the book 
‘Crossing Over; Fiddle and Dance Studies from around the North Atlantic 
3’ and the Mallow Field Club Journal for 2017. I also had the unique 
privilege of making a presentation on The Boss Murphy Musical Legacy 
in Gonzaga University in Spokane, Washington State on 4 September 
2019 while my daughter Deirdre Ní Mhurchú was based there as an Irish 
(Gaelic) teacher under a Fulbright FLTA scholarship for the academic 
year 2019-2020.

The Boss Murphy Musical Legacy book collated by Dr Colette Moloney is 
also the reason why we now have the Shandrum Céilí Band 15 track album 
but it’s not as simple as that. It was Alan Finn’s father Joe who spotted 
the 2003 book for sale in Egmont Stores in Churchtown many years after 
its original publication who bought a copy and brought it to his son’s 
attention. Unknown to me Alan decided to include a few airs from the 
Collection in the first Shandrum album which is called The Dawn.

Top left:  Cork Examiner - 

27 May 1955. Bottom Left: 

Irish Independent - 27 

May 1955. Right: Cork 

Examiner - 27 May 1955.

2 As an aside John’s fiddle also rested on the same wardrobe all this time. This fiddle is now 
preserved in the Booney House in Churchtown.
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Gerry Murphy speaking about The Boss 

Murphy Musical Legacy in Gonzaga

University in Spokane, Washington 

State in September 2019.

While promoting The Dawn Alan was interviewed by Kieran Hanrahan 
on Céilí House on RTE Radio 1 on Saturday 29 April 2017 where they both 
spoke about the Boss Murphy Collection and most especially about the 
Quadrilles included in the archive. This all came as a complete – but very 
pleasant – surprise to me when a friend in Cork, John McKenna, emailed 
me in Abu Dhabi where my wife Dorothy and I were living at the time and 
suggested I listen back to the programme.

Listening to the programme on RTE Playback I realised that the book we 
published in 2003 was far more than just a family record and that The 
Boss Murphy Musical Legacy had a life of its own. I made contact with 
Shandrum Céilí Band through their Facebook page. An initial reply came 
from Timmy Collins to whom I proposed the idea for a complete album 
based on the Boss Murphy archive as collated by Dr Colette Moloney.

In due course, Timmy passed me over to Alan Finn who advised me on 
1 September 2017 that the Band had agreed to record The Boss Murphy 
Musical Legacy album; the rest is history as they say. But, of course, it’s 
again not that simple as Alan had an enormous amount of work to do 
selecting and arranging the tunes for the album; all of which is detailed 
in his articles in this book on pages 49 to 61. Of course, the Band also had 
to engage in long rehearsals of the selected tunes before any recording 
could take place and this was both onerous and time consuming for a 
group of individuals who are ‘in it’ for the love of the music and have full 
time careers.
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Grandsons of John Boss Murphy 

at the Mallow Field Club Journal 

launch in December 2017: Dominic 

and Bobby Smyth, Ballybeg,

Buttevant and Michael Murphy 

(centre). The Mallow Field Club 

Journal in 2017 included a long 

essay on The Boss Murphy Musical 

Legacy by Dr Colette Moloney.

(Picture credit: Noel Linehan).

At this time Alan explained to me why he and the Band were willing to 
invest the time and effort into making the album and his explanation 
made great sense. Alan’s point was that many traditional music areas in 
Ireland had traditional musical heroes who had served to give these areas 
musical provenance and heritage and that north county Cork had – until 
now – no such heritage. His view was that The Boss Murphy Musical 
Legacy was now going to offer traditional musicians in north Cork their 
own rich legacy and for this reason alone the album should be recorded.

When Alan and I discussed the album’s contents I made only one request 
which was that the Band would include two local jigs – The Walls of 
Liscarroll and The Rakes of Dromina. It was my hope that the Band’s 
recording of these two tunes would become the definitive versions for 
current and future local musicians and in this regard I think the Band has 
succeeded.

Tracks were completed a few tunes at a time over multiple sessions. After 
each recording Alan would send me MP3 files to listen to on my phone. 
These basic audio files were brilliant and I awaited with great interest the 
final production. I was not to be disappointed. In the end it took almost 
two years before the album was finally ready for its first launch concert 
in St Mary’s Church in Alan’s hometown of Buttevant on 18 May 2019. 
This was the same venue where The Dawn album was launched on 6 May 
2017.
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It is most appropriate that if any Céilí band was to record the music from 
The Boss Murphy Musical Legacy it should have the word Shandrum in 
its name. After all, John Murphy’s mother was from Newtownshandrum 
and indeed my own mother – Nora Hickey - was also from Kilmagoura 
in Newtown.

In conclusion, let me say that the Murphy family is very grateful to Dr 
Colette Moloney for her great work on the 2003 book. We are equally 
grateful to the Shandrum Céilí Band members for their wonderful work 
in recording an album based on The Boss Murphy Musical Legacy book 
and in doing so reviving and modernising the traditional music of north 
county Cork. Both Colette and the Band have helped to complete the work 
that John Boss Murphy started over 80 years ago when he started to write 
down all the local tunes he had up to then literally held ‘in his head’.

Every member of the Céilí Band deserves mention: Timmy Collins 
(Kiskeam), Mairéad Fitzgibbon (Buttevant), Mikie O’Gorman and Eddie 
Kiely from Boherbue, Brian and Keith O’Loughlin from Corofin, Tadgh 
O’Sullivan (Millstreet), Aileen O’Callaghan (Mallow), Ger Naughton 
from Newtownshandrum and, of course, Alan Finn.

“Alan explained to me why he and the Band were

willing to invest the time and effort into making 

the album and his explanation made great sense. 

Alan’s point was that many traditional music areas 

in Ireland had traditional musical heroes who had 

served to give these areas musical provenance and 

heritage and that north county Cork had – until 

now – no such person.”
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The Shandrum Céilí Band album parish launch and concert in St 
Nicholas’ Church on Saturday 24 August 2019 was a spectacular event 
and will be long remembered in our parish and beyond. Thankfully the 
event was recorded on film and is available on the Bruhenny TV channel 
on YouTube.

North Cork now has a unique written and aural traditional musical record 
offering a fresh insight into a rich heritage of traditional Irish music and 
this - with Colette Moloney and Shandrum Céilí Band’s assistance - is 
the wonderful gift my grandfather has left for us and future generations.

Tá ceol scríofa agus éisteachta faoi leith ag Corcaigh Thuaidh. Tugann sé 

léargas dúinn ar oidhreacht luachmhar an cheoil thraidisiúnta. Le cabhair 

Colette Moloney agus an Seandrum Céilí Band, beidh an ceol álainn seo 

againn go deo agus ar fáil don ghlúin atá romhainn.

John Boss Murphy’s wife Margaret Cullinan, 

aged 19, on her first marriage to William 

J O’Keeffe on 23 February 1897 in Kilrush, 

County Clare. William died in Churchtown 

on 2 August 1911 and Margaret re-married 

John Boss Murphy in 1915. (Picture credit: 

O’Keeffe Family).



This illustration of the homestead at Leap where John Boss Murphy lived all his life was

created by Martin Keaney and featured in the July 2017 publication of the creative works of John 

J Murphy (grandson of John Boss Murphy). This 272 page book called Anthology was edited by 

Gerry Murphy. ISBN reference 978-0-952-4931- 7-4.
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The Boss Murphy Musical Legacy was the title given to an edition of 
the John Murphy music manuscript which was published in 2003. John 
Murphy, or Boss Murphy, as he was more commonly known, was a fiddle 
player from Leap, Churchtown, who, during the three-year period 1933-
35, compiled a music manuscript from his own repertory. After his death 
in 1955, his music manuscript remained in his family home; about 1985 
Jack, John’s son, decided to loan the manuscript to me.

Gaining access to this manuscript opened up an area of local musical 
history of which, despite growing up just a few miles away, I was hitherto 
unaware; even at an initial glance it was obvious that the majority of the 
manuscript’s contents were no longer part of the local repertory and, 
even where the tune titles appeared familiar, the tune settings were not. 
At the time I merely photocopied the manuscript, returned the original to 
the Murphy family, and kept the copies with the idea of doing something 
with them in the future.

ON GAINING ACCESS TO THE MANUSCRIPTS

BY COLETTE MOLONEY
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Sometime later I had to complete a project for an ethnography module 
as part of my undergraduate degree at UCC, and I decided to design the 
fieldwork project around the Murphy manuscript. I undertook interviews 
with Jack Murphy and musicians in the area to obtain biographical 
details on John Murphy and to source detail on the musical history of 
the Churchtown area c. 1890-1955, the period in which John Murphy was 
most active as a musician.

On completion of the fieldwork project, I retained a copy of the manuscript 
plus the original interview notes and tapes, and formulated a vague plan 
to publish an edition of the manuscript at some future date. It was to be 
2002 before I had the opportunity to return to the Murphy manuscript 
and, with the permission of the family, I prepared the manuscript for 
publication.

The introductory sections of the 2003 edition, those on the biography of 
John Murphy and musical life of the Churchtown area, were based on the 
information gleaned from the fieldwork interviews, the Murphy family, 
and public records. The original manuscript at the time was a 96-page 
document which was arranged in a single collation. The cover of the 
manuscript was no longer intact and a number of the back pages were 
damaged, but the manuscript appeared to be complete.

Colette Moloney outside the original 

primary school at Kerry Lane, 

Churchtown. This school opened in 

1846 and closed in 1947. The building 

is now Churchtown Community 

Centre. This was the primary school 

that John Boss Murphy attended in 

the 1880s. (Picture credit: Michael 

Johnson).
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There were 312 individual items noted in the manuscript but the notation 
of six tunes was too erratic to decipher hence it was only possible to 
include 306 items in the publication. For an amateur traditional musician, 
John Murphy displayed an impressive ability in musical transcription but 
he did experience some difficulties in translating the aural repertory to 
notation. Some editing of the tunes was therefore necessary to allow the 
material to be easily read by contemporary musicians.

John Boss Murphy was one of a number of early twentieth-century 
Irish traditional musicians who decided to commit their repertory to 
manuscript. The notion of collecting Irish music was not a new one, but 
the main waves of collection appeared to coincide with periods when 
Irish music was at a low ebb. An increased facility in music notation 
amongst traditional musicians and a decline in Irish music led to a wave 
of private music collections being created by traditional musicians in the 
1930s. John Murphy typified the collectors of this period in that he aimed 
to have his manuscript available for the use of future generations of his 
own family.
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The Murphy manuscript is unique in that it contains a selection of tunes 
and settings which have now vanished from the popular repertory both 
locally and nationally and represents the repertory of a traditional 
musician in the Churchtown area of north Cork during the late nineteenth 
and early twentieth centuries; this repertory was basically a mixture 
of dance tunes and airs, with a splattering of non-Irish items. The 
manuscript therefore provides a snapshot of the music of a small rural 
community at a particular point in time.

John Boss Murphy’s dream may have been to preserve his repertory for 
future generations of his own family; but the publication of The Boss 
Murphy Musical Legacy in 2003 and the subsequent recording of the 
music by the Shandrum Céilí Band has reintroduced the repertory to a far 
wider audience than could have been envisaged and has helped to restore 
a page in local musical history re-envisioned for a new millennium.

“The Murphy manuscript is unique in that it

contains a selection of tunes and settings which 

have now vanished from the popular repertory 

both locally and nationally and represents the

repertory of a traditional musician in the

Churchtown area of north Cork during the late 

nineteenth and early twentieth centuries.”

I would like to take this opportunity to acknowledge those musicians and 
their families who gave so generously of their time and knowledge when I 
initially interviewed in the 1980s and later in 2003. All acknowledgements 
are included in the publication but I would like to give particular mention 
to a few people who were seminal to the publication (in no particular 
order): fiddle player Nora Farrissey, who had an amazingly detailed 
memory of the musical history of the locality and who in the 1980s still 



had the music notation given to her by the travelling fiddle teachers Jim 
Condon and Willie Dunne from whom she learnt to play the fiddle.

I thank the late Bill Egan and the Harrington brothers Emmet, Patsy, and 
Tadgh who were extremely knowledgeable on the local music scene in 
the mid-twentieth century; Jack Murphy, who may not have inherited 
his father’s skill on the fiddle but who had a keen interest in preserving 
his family’s musical heritage and remembered the stories that his father 
had told him of his musical excursions – and who was the catalyst for the 
2003 publication by having the trust to share a precious family manuscript 
with a then music student; Gerry Murphy and the Murphy family, and the 
then Churchtown Village Renewal Trust who supported the publication; 
and last but not least John Boss Murphy for having the foresight to leave 
a musical time capsule to be rediscovered now traditional music is once 
again flourishing in the area.

Jack and Nora Murphy in 1951. It was Jack who brought his father’s hand

written musical manuscripts to the attention of Colette Moloney in the mid 

1980s. (Picture credit: Murphy family)

19



John Boss Murphy’s old buttery and dairy at Leap.

(Picture credit: GMM)



21

The Boss Murphy Manuscript was compiled between 1933 and 1935, but 
it is probable that much of the repertory that it contains was actually part 
of the aural repertory of the area earlier in the century, or indeed in the 
previous one. Musically, John Boss Murphy was particularly influenced 
by his father and it is likely, especially since he was compiling the 
manuscript to pass his musical heritage on to future generations of his 
own family, that he would have included tunes which he had learnt from 
his father.

As John’s responsibilities to farm and family grew in the 1910s he no 
longer played such an active part in the musical life of the community 
in that he ceased to play regularly for house dances and stages. As a 
result he would have been less influenced by the changes in taste that his 
contemporaries were experiencing and therefore much of his repertory 
probably reflects that which was popular in his younger years c. 1890-
1915. The composition of the repertory in the manuscript would also add 
weight to this assumption. When I interviewed Nora Farrissey in 1985 
she could only remember one type of quadrille, a ‘Plain Quadrille’, being 
danced in the area in her youth.

BY COLETTE MOLONEY

THE MANUSCRIPT AND EDITORIAL PROCEDURE
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The Boss Murphy Musical 

Legacy – Music from the 

Churchtown area of North 

Cork was published in 

December 2003.

Nora was born in 1916 and was therefore probably only active in the local 
musical scene from the late 1920s onwards. The multiplicity of varieties 
of quadrilles in the manuscript would therefore point to the repertory 
of an earlier time, when the quadrilles were still popular in the area. In 
addition, dances such as the schottische also declined in usage as the 
century progressed and therefore the plentifulness of these tune types in 
the manuscript would also add weight to the argument that the repertory 
dates from an earlier period.

The vast majority of the tunes, and indeed many of the tune types which 
the manuscript contains, are no longer found in the aural repertory of 
the area. This publication therefore provides a snapshot of the music of 
a small rural community in north Cork in the late nineteenth and early 
twentieth centuries. The tunes and tune types are similar to those used 
in other areas of the country at the time, but it is likely that many of the 
settings were unique to the area. The mixture of Irish and non-Irish 
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material is not unusual for the era but the influence of the travelling 
companies, and the military band in Buttevant, may also have been 
responsible for the presence of some of this material.

The music in the manuscript is idiomatic to the fiddle and a number of 
tunes have a range which requires the use of the second or third position 
on the instrument, in addition to the first. Nora Farrissey recalled being 
taught to use second and third positions on the E-string of the fiddle 
by both Jim Condon and Willie Dunne. It is likely therefore that fiddle 
players in the Churchtown area would have had the technical skills 
required to play the tunes in the manuscript. The transcription of the 
tunes in the manuscript is skeletal and therefore the type and extent of 
ornamentation or variation that may have been used is not clear.

There are ornaments indicated however in three tunes. In bar 6 of 
‘Coming through the Field’, item 110, the first melody note in the bar 
is preceded by a single grace note or ‘cut’. The reels ‘The Blue Bells of 
Scotland’ and ‘The Kerry Star’, items 79 and 80 respectively, each have a 
single ‘tr’ sign in bar 8 of the tune.

There is no explanation offered in the manuscript as to the meaning of 
the ‘tr’ indication but from the position and duration of the note it is 
attached to it could have indicated a bowed treble or a ‘roll’.

The Boss Murphy Manuscript, as it existed when I examined it, was a 96-
page manuscript that was arranged in a single folio. It lacks a cover and a 
number of the back pages are damaged but the manuscript would appear 
to be complete. The ‘jotters’ in which he also noted tunes, mentioned 
in the biography below, have not survived. There are 312 individual 
tunes noted in the manuscript but it has not been possible to include six 
of these – ‘The Blackthorn Stick’, ‘Only a Pansy Blossom Waltz’, ‘Her 
Golden Hair that was Hanging Down her Back’, Untitled ‘Schottische’, 
‘Kate Kearney’s Waltz’ (second version), and the ‘Marsaleese March’ - 
in the 2003 publication as their notation was too erratic to decipher.



A view of the original Murphy family homestead at Egmont from May 2012.

This is the house where John’s father William was born in 1831.

(Picture credit: GMM).





The public house owned by John Francis Boss Murphy’s wife Margaret at 22 

George Street in Churchtown. The name Murphy was over the door when this 

postcard photograph was captured in the 1920s. 



John Francis ‘Boss’ Murphy, a farmer from the townlands of Leap and 
Walshestown, three kilometres east of the village of Churchtown in north 
county Cork was renowned locally for his keen interest in fiddle playing 
and his ability on the instrument. John was born on 26 November 1875 
and he died on 26 May 1955.

During the three-year period 1933-1935, John compiled a music 
manuscript from his own repertory which, after his death, remained 
in his family home. The current author was given access to the music 
manuscript in the early 1980s, by John’s son Jack; the biographical 
details for John Murphy and the information on the local musical scene 
recounted in these notes were largely gleaned from this manuscript, the 
Murphy family, public records, and the memories recounted by local 
musicians, or those close to them.

John’s father William ‘Boss’ Murphy (1831-1911) was both a fiddle player 
and fiddle maker, and John was the proud owner of an instrument that 
had been made by his father. William Murphy, was born and reared in the 
townland of Egmont in Churchtown where his father Daniel was a tenant 
farmer.

In 1854 William married Margaret Ryan from Ballyhea and the couple 
had three children – Daniel (1855-1888), Matthew (1857-1926) and Ellen 
(1860-1938) – all of whom emigrated to Iowa in America. In Churchtown, 
William leased a farm from the Earl of Egmont in the townlands of Leap 
and Walshestown in 1854 and purchased it in the 1890s. His first wife 
Margaret died in 1861 and he married Margaret Bourke (1836–1910) from 
Coolasmuttane, Newtownshandrum in 1869. There were five children 
from this marriage – Bridget (1870-1910), Bill (1871-1906), Mary (1872-
1962), Margaret (1874-1913), and John (1875-1955).

BY COLETTE MOLONEY

THE BOSS MURPHY MUSICAL LEGACY
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John was first taught to play the fiddle by his father. His siblings also 
played the instrument but their interest in music waned as they reached 
adulthood and they did not continue to play. John’s musical literacy was 
gained primarily from his father, as the latter had learnt to read music 
at a hedge school in the locality taught by Thomas Croke who, many 
years later, stayed for long periods of time in the Murphy household and 
perhaps also taught the young John directly.

From the 1890s John was a regular performer at most of the house 
dances, stages, and sessions in the area, and he often ventured further 
afield to listen to a visiting musician or to play in a music session. Indeed, 
he occasionally travelled to Kanturk both to hear and play music. He was 
also a frequent visitor to the military barracks in the nearby town of 
Buttevant where he listened to the military band rehearse and afterwards 
he often played fiddle for those assembled in the bandroom.
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As in many parts of rural Ireland at the turn of the twentieth century, 
the social life of the Churchtown area was largely dependent on house 
dances. The various townlands invariably set aside a particular night 
of the week for the local dance, thereby ensuring that there was dance 
almost every night of the week in the area. The dances were generally 
rotated from one house to another within the townland on a weekly 
basis. These dances, which frequently included refreshments and an 
element of gambling, were usually all-night affairs, concluding around 
6:00am to allow for the commencement of farm duties. There was a 
strong social and musical bond between the musicians and dancers at 
these dances in the small domestic setting. The musicians were not paid 
for their services and generally alternated between playing and dancing. 
This helped to create a performing community where each individual 
contributed in some way to the evening’s entertainment. Quadrilles, 
schottisches, flings, mazurkas, jig sets, and hornpipes were the dances 
of choice at house dances at the time.

Musicians were apparently numerous in the Churchtown area in the 
early twentieth century but very few details of individual musicians 
survive. John Murphy and Jim O’Callaghan were two who were frequent 
performers at house dances. Jim O’Callaghan, from the area known as 
the Windmill in Churchtown, was best known as a fiddle player, though 
he was one of the few concertina players in the area.

“As in many parts of rural Ireland at the turn

of the twentieth century, the social life of the 

Churchtown area was largely dependent on

house dances. The various townlands invariably 

set aside a particular night of the week for the

local dance, thereby ensuring that there was

dance almost every night of the week in the area.”
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O’Callaghan was regularly seen following the Buttevant Military Band as 
they walked, each Sunday, from Buttevant to Churchtown and Liscarroll 
and back. He, like John Murphy, was also a frequent visitor to the 
bandroom at the military barracks in Buttevant. This interaction between 
traditional musicians in the Churchtown area and the British military 
barracks in Buttevant may seem a little unusual given the political 
situation of the time; it was not unique to the area, however, and the 
instruction witnessed at the band rehearsals undoubtedly contributed to 
the repertory and facility in musical notation of the traditional musicians.

The fiddle was the most popular instrument at house dances in the area 
in the early twentieth century. During the early 1930s the fiddle suffered 
sharp competition for supremacy locally from the button accordion and 
more surprisingly the piano accordion and banjo; instruments such as the 
concertina and flute were rare. Musicians who played for house dances 
in the Churchtown area in the 1920s or later included: Richie O’Flynn, 
Churchtown, who played on fiddle, banjo, piano and button accordion; 
Pakie Murphy, Churchtown, on banjo; Dan Relihan, Churchtown, on 
banjo, piano and button accordion; Hughie Cahill, Buttevant, on piano 
accordion; Willie Dunne, originally from Derry but who was a travelling 
fiddle teacher in the north Cork area in the 1930s, and his pupils Nora 
Farrissey, Churchtown, and Mary Cremin, Buttevant, on fiddles; and Bob 
Harrington, Lisgriffin, and later his sons Emmet, Tadgh, and Patsy on 
fiddle, button accordion and banjo.

In the late 1920s house dances in the Churchtown area were moved 
to a derelict lodge three kilometres south of Liscarroll village, near 
Ballygrady Church, where they were held every Saturday night. In this 
new setting the dances were no longer hosted by an individual family, 
but instead were financed by an admission fee which each person paid. 
The lodge was able to accommodate a larger number of dancers than an 
ordinary house dance hence its use marked the beginning of a transition 
from house dance to public dance. The musicians were now paid for their 
services, which helped to create a division between musician and dancer. 
Previously, virtually all musicians were also dancers and generally 
alternated between playing and dancing at a house dance.
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When there was payment involved only a small number of musicians 
were invited to play for a dance. The public paid an admission fee for the 
dance and, apart from providing the odd party piece, other musicians did 
not in general feel the necessity to relieve the paid musicians. In effect, 
this led to the paid musicians taking no part in the dancing.

Another musical and social outlet, particularly during the summer 
months, was the ‘stage’. This was a small platform, erected at a crossroads 
or on waste ground, where dances were held on summer evenings. These 
stages were numerous in the Churchtown area during the first half of the 
twentieth century with the best known locations being the Conkerfield, 
Biddy’s Tree and Sheehan’s Forge.

The Conkerfield stage was the earliest of the three and was situated near 
the Catholic Church in Lisgriffin. Unfortunately, little information is 
available on the identity of the musicians who performed at this stage 
except that John Murphy was a regular musician there in the early years. 
The dances at the Conkerfield lapsed but were revived for a number of 
years during the 1940s when the regular musicians included local men 
Jack Ellard and Bill Moran on accordion, and Bob Harrington on both 
fiddle and accordion.

The Murphy family home at Leap, Churchtown.
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The Biddy’s Tree stage was situated on waste ground near what is known 
locally as St Brigid’s Well. This stage is believed to have commenced in 
the 1920s. The regular musicians at the stage in the late 1930s and 1940s 
were Willie Dunne (fiddle), Paddy O’Dea, Buttevant (accordion), and Jack 
Cahill, Doneraile (drums). Hughie Cahill (piano accordion) and Nora 
Farrissey (fiddle) are also known to have played there on occasion, as did 
Michael O’Callaghan from Buttevant on whistle.

The Forge stage commenced in the yard of Sheehan’s forge, about one 
kilometre outside Churchtown village, in the 1950s. This stage became 
noted for having a good dancing board and as being a good centre, and 
therefore all the other stages in the area subsequently faded out. The 
stage was organised by a local committee, which included the Egan 
brothers − Bill, Joe, Dinny and Jerry − and it was held every Wednesday 
and Sunday night during the summer months. It attracted such large 
crowds that the location of the stage had to be changed to an adjoining 
field to accommodate the attendees.

A postcard of Churchtown village in the 

1920s with Murphy’s bar on the right.
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The resident musicians at Sheehan’s Forge were Nora Farrissey, 
Churchtown, on fiddle; Johnny O’Sullivan on accordion and his brother 
Willie on drums, both from Lisgriffin; Pakie Murphy, Churchtown, on 
banjo; Jack Ellard, Lisgriffin, and Bill Egan (a nephew of the organisers), 
Churchtown, on accordions; and they were frequently joined by Bob 
Harrington and his sons Emmet, Patsy and Tadhg from Lisgriffin on 
fiddle, accordion and banjo. There was an admission charge of one 
shilling which went to pay the musicians.

The main dances required at the Biddy’s Tree and Sheehan’s Forge stages 
were ‘The Siege of Ennis’, the waltz, ‘The Gay Gordons’, the quick step 
and ‘The Military Two-Step’. The quadrille and the schottische were also 
danced though their frequency decreased as the years progressed and 
indeed hornpipes such as ‘The First of May’ and ‘The Stack of Barley’ 
were played for the schottische rather than specific schottische tunes. 
The Forge stage continued to prosper for almost a decade and was well 
known not only in the locality but also in the surrounding areas. It 
eventually ceased around 1960 due to a drop in attendance.

Left: Nora Farrissey. Right: Johnny Pat Murphy, Patsy Harrington and Bill 

Egan performing at a fancy dress parade in Churchtown in 1976.
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The Catholic Church in Ireland generally discouraged dancing, and 
this disapproval became more persistent with the advent of a more 
puritanical form of Catholicism in the mid-nineteenth century. There 
were frequent stories of priests condemning dancing from the pulpit, or, 
in other parts of the country, of priests breaking musical instruments at 
house dances, or driving their cars over the stages used for crossroads 
dances.1 The Churchtown area, however, appears to have escaped the 
worst effects of the Catholic Church’s anti-dancing policy. In the 1930s, 
the Church successfully lobbied for legislation that banned informal 
dances. The Dance Hall Act of 1935,2 which was enacted into law by the 
Irish Government, made it an offence to hold a dance without a licence. 
If a licence was granted, a fee had to be paid to the government. In many 
parts of rural Ireland, including Churchtown, house dancing continued 
into the 1940s, despite police raids and denunciations from the pulpit. 
The Act, however, ultimately resulted in a decline in domestic music-
making throughout Ireland as dancing moved into venues which were 
large, public, commercial, and often policed by the clergy. Here, locally 
popular dances, such as the sets of quadrilles, were replaced by the canon 
of group céilí figure dances which had been disseminated by the Gaelic 
League. This particular organisation, which had been set up in 1893 to 
promote the Irish language, later extended its interest to include Irish 
instrumental music, song, and dance.3

A postcard from the 1920s with the Parson’s House on the left.
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The disappearance of house dances also had other consequences for the 
musical communities in rural Ireland. Opportunities for a musician to 
play, either solo or in a small group, for an appreciative audience were 
reduced. With the disappearance of the house dances, many musicians 
became discouraged and abandoned playing altogether as performing 
music had lost its purpose and local social context. The local musical social 
system in which everybody contributed to an evening’s entertainment 
declined when music-making became a business, and when musicians 
had to travel away from their localities to perform. The former amateur, 
communal, informal performance setting was replaced by musicians 
forming themselves into bands to perform in the more disciplined, 
organised, formal, and uniform style favoured by the dance hall. Many 
local traditional musicians simply stopped playing, or alternatively just 
played at home for their own enjoyment, once the house dances and 
stages ceased in the locality.

During the 1940s some local musicians in the Churchtown area formed 
themselves into bands and began to play for céilís, locally and further 
afield. Richie O’Flynn on accordion, Pakie Murphy on banjo, Dan Relihan 
on banjo and accordion, and a number of others formed one band which 
played within a thirty-mile radius of Churchtown and indeed also 
broadcast on Radio Éireann. Willie Dunne formed another band which 
included Mary Cremin, Nora Farrissey and himself on fiddles, Paddy 
O’Dea on accordion, and Paddy’s son Dinny on the drums. This band 
played for the Sunday night céilís in the Legion Hall in Buttevant and 
frequently ventured further afield. Additional members regularly boosted 
the instrumental line-up of the band. The repertory of dances changed as 
the musicians were now required to play for the two-hand reel, ‘Briseadh 
na Carrigeacha’, ‘The Siege of Ennis’, ‘The Military Two Step’, ‘The Gay 
Gordons’, and the waltz. The quadrilles, schottisches, mazurkas, and jig 
sets had completely vanished from the repertory.

While the musical scene evolved in Churchtown during the early   decades 
of the twentieth century John Murphy saw his personal circumstances 
change significantly. After the death of his father William Murphy in 
1911, John inherited the family farm at Leap. In 1915, at the age of 40, he 



married Margaret Cullinan-O’Keeffe (c.1879-1942), a widow. Margaret 
had managed her own pub in the village of Churchtown following the 
death of her first husband, William O’Keeffe. After her marriage to John 
Murphy they renamed the pub Murphy’s and continued to operate the 
business until 1933. John is known to have played his fiddle in this pub 
at Christmas and on other special occasions. He remained on the family 
farm all his life but, as his responsibilities to his own family and farm 
grew, so his musical excursions decreased.

“During the 1940s some local musicians in the

Churchtown area formed themselves into bands 

and began to play for céilís, locally and further 

afield. Richie O’Flynn on accordion, Pakie Murphy 

on banjo, Dan Relihan on banjo and accordion, and 

a number of others formed one band which played 

within a thirty-mile radius of Churchtown and

indeed were also broadcast on Radio Éireann.”

John had been a regular player at both house and stage dances in the area 
but, as these social outlets declined, he did not make the transition to 
playing with a band for céilís. He did continue to play the fiddle regularly 
in his own home and gave infrequent performances at local concerts 
or accompanied dancers at Feiseanna. These Feiseanna were dancing 
competitions organised by the aforementioned Gaelic League.4
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The view from John Boss 

Murphy’s farm at Leap looking 

south towards Templeconnell 

Castle (on the left). Originally 

painted by Peter Pearson in 

1997. 



“Churchtown in the early twentieth century was a

haven for travelling companies. These companies 

set up in the area for a few weeks at a time and they

provided musical entertainment, plays, acrobatics, 

conjuring tricks and puppets for the amusement of

the local people.”

After John’s marriage, the Murphy house at Leap also became a meeting 
place for local and travelling musicians to play and discuss their music. 
Two of the most frequent musical visitors were the previously-mentioned 
local fiddler, Jim O’Callaghan, and travelling fiddle teacher, Jim Condon. 
Condon, from the Knocklong area of County Limerick, taught fiddle in 
Churchtown and the neighbouring village of Liscarroll in the 1920s and 
early 1930s.

Churchtown in the early twentieth century was a haven for travelling 
companies. These companies set up in the area for a few weeks at a time 
and they provided musical entertainment, plays, acrobatics, conjuring 
tricks, and puppets, for the amusement of the local people. A multiplicity 
of different travelling entertainment companies performed in the area 
over the years and musicians both entertained and influenced locals. 
Many of the musicians with these groups received open invitations to the 
Murphy residence. One travelling player, for whom John had a particular 
respect, was known simply as ‘Jim the fiddler’ and he spent many 
musical evenings in the Murphy house with John transcribing tunes 
from him. John learning tunes from ‘Jim the fiddler’ is not a singular 
instance; Richie O’Flynn was friendly with the musicians travelling with 
the O’Reilly Players and Larry Mones, who came with a company in the 
1940s, notated several tunes for Nora Farrissey. The repertory of these 
travelling companies spanned traditional, popular, and light classical 
music. The quality of performance of the travelling companies diminished 
as the years progressed and their audiences consequently decreased. The 
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companies finally ceased to include Churchtown and Liscarroll on their 
itineraries after the 1950s.

One of John’s greatest ambitions was to deliver the musical heritage, 
which he had received from his father and others, into the hands of his 
children. As a necessary prerequisite to this he endeavoured to teach 
them to play the fiddle and enlisted the help of Jim Condon in the task. 
However, his four children − Bill (1916-1984), Peggy (1917-1971), Birdie 
(1918-1991), and Jack (1920-2000) − lacked interest and failed to master 
the instrument. Although the girls played the piano a little, their father 
regarded piano music purely as ‘drawing room’ music and no substitute 
for good fiddle playing. His son Bill was regarded as a talented singer in 
his youth and performed regularly at local concerts.

Bill Murphy with his father John ‘Boss’ Murphy, 1954.
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By the early 1930s, John had abandoned any lingering hope he may have 
held of his own children learning to play the fiddle and he began to direct 
his thoughts towards future generations. Like many of his contemporaries 
he had witnessed the disappearance of older tunes and tune types from 
the local repertory, and a general decline in interest in traditional music. 
Motivated by a desire to preserve his repertory for future generations 
of his own family, he embarked on the task of compiling a manuscript 
collection from tunes that he had already written in jotters, or that he 
retained in his memory. The mammoth task of notating the tunes was 
undertaken during the period 1933-1935. Technical problems, which he 
encountered during the notational process, were directed to the staff of 
Pigott’s music shop on one of his visits to Cork city. In later years John 
Murphy suffered from arthritis and eventually had to cease playing the 
fiddle completely because of the affliction. He tragically died in May 1955 
in St Patrick’s Hospital (Mount Alvernia), three kilometres south west of 
Mallow, as the result of a road traffic accident a day earlier on the N20 
near Newtwopothouse.

Traditional music in Churchtown, like many other rural villages, 
underwent many changes during the early decades of the twentieth 
century. In the early years of the century Irish music flourished and 
was largely the only form of musical entertainment in which people 
engaged. As the century progressed, however, changes in local society, 
competition from popular music, and external events such as the passing 
of the 1935 Dance Hall Act had a major effect on the music of the area. 

Traditional music went into serious decline in the 1950s and by the time 
of John Murphy’s death in 1955 the musical scene in his native area 
was a very different one to that which he would have experienced in his 
youth. There was a marked decrease in the number of active musicians, 
singers and dancers in the locality; house dances had disappeared; the 
local stages were on the decline and were soon to cease; older types of the 
dances, which had been popular earlier in the century, had disappeared 
and with them had gone many of the tunes and tune types which had 
been part of the local repertory.



John Murphy is one of a number of early twentieth-century Irish    
traditional musicians who decided to commit their repertory to 
manuscript. The notion of collecting Irish music was not a new one, but 
the main waves of collection appeared to coincide with periods when 
Irish music was at a low ebb. Edward Bunting (1773-1843)5 collected the 
remnants of a Gaelic harp tradition in 1792 and there was a proliferation 
of collectors, such as George Petrie (1789-1866),6 Henry Hudson (1798-
1889),7 and John Edward Pigot (1822-1871),8 active in the period 1840-
1850, immediately after the ravages of the famine had decimated Irish 
music.

Eighteenth and nineteenth century collectors were invariably trained in 
the European art music tradition and were selective in the material that 
they collected, at the very least restricting their collections to what they 
saw as truly Irish items. In addition, their published collections were 
aimed at musicians from the European art music tradition rather than 
the traditional musicians who were their sources. Captain Francis O’Neill 
(1848-1936), at the turn of the twentieth century, was one of the first 
Irish traditional musicians to collect and publish music for the use of 
fellow musicians within the tradition, although it must be remembered 
that much of his collection was transcribed by James O’Neill, who was a 
classical violinist.9

An increased facility in music notation amongst traditional musicians 
and a decline in Irish music led to a wave of private music collections 
being created by traditional musicians in the 1930s, the same decade 
that also saw the formation of the Irish Folklore Commission. John 
Murphy, who created his manuscript between 1933 and 1935, typified 
many musicians during this period in that he aimed to have his collection 
available for the use of future generations of his own family. In common 
with other similar collectors, he was not puritanical in his approach to 
choosing material for inclusion; instead, he appears to have transcribed 
his repertory without any selectiveness in respect of its origin. His 
collection therefore gives a true impression of what the repertory of a 
traditional fiddle player in the area was at the time, a mixture of dance 
tunes and airs, with a splattering of non-Irish items.
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“John Murphy is one of a number of early

twentieth-century Irish traditional musicians who 

decided to commit their repertory to manuscript. 

The notion of collecting Irish music was not a new 

one, but the main waves of collection appeared to 

coincide with periods when Irish music was at a 

low ebb.” 

The manuscript, as it exists today, is a 96-page document which is 
arranged in a single collation. The cover of the manuscript is no longer 
intact and a number of the back pages are damaged, but the manuscript 
would appear to be complete. The ‘jotters’ in which John Murphy also 
noted tunes, as mentioned above, have not survived. There are 312 
individual items included, if each quadrille is counted as one item rather 
than its composite parts of five or six tunes. In the case of six tunes 
their notation is too erratic to decipher. There are a variety of dance 
tune types included, with the jig and the reel being the most popular, 
followed closely by the waltz. There are a number of tunes with local 
place names such as the jigs the ‘Walls of Liscarroll’ and the ‘Rakes of 
Dromina’. There are also common tunes under unusual titles and vice 
versa: the well-known jig ‘The Blackthorn Stick’, for instance, is given in 
the Murphy manuscript as ‘The Fire on the Mountain’ and the tune given 
as ‘The Mug of Brown Ale’ is different to the tune which is commonly 
known by that title.
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Birth Registration John Francis Murphy 1875.
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John Murphy’s handwritten music sheet.
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In general, the jigs, reels, hornpipes, and set dances appear Irish in 
origin, apart from a few notable exceptions such as a slip jig known as 
‘Sir Roger de Coverly’ and the reel ‘The Blue Bells of Scotland’. It is in the 
flings, galops, waltzes, polkas, mazurkas, schottisches, barn dances, and 
marches in particular that the popular, classical, and Scottish repertory is 
to be found. Tunes such as the ‘Jenny Lind Polka’, ‘Toby Polka’, ‘French 
Polka’, ‘Highland Schottische’, ‘Paris Schottisches’, and the ‘Golden 
Sunshine’ and ‘After the Ball’ waltzes, are just a few examples of the 
non-Irish repertory, which was common among traditional musicians 
in the Churchtown area. The interaction between John Murphy and 
the musicians with the travelling companies, and the military band in 
Buttevant could account for some of the non-Irish repertory. In addition, 
there was a gramophone in the Murphy household and John Murphy 
regularly listened to 78rpm recordings, particularly those by the Irish 
tenor John McCormack (1884-1945)10 and the Italian tenor Enrico Caruso 
(1873-1921).11

“The Boss Murphy manuscript may have been

compiled between 1933 and 1935, but it is probable 

that much of the repertory that it contains was

actually part of the aural repertory of the area

earlier in the century, or indeed in the previous 

one. Musically, John Murphy was particularly

influenced by his father.”

There are ten quadrilles included in the manuscripts and all have either 
five or six figures, with each figure being in either simple or compound 
duple time. There is a mixture of styles evident: the music for the ‘Clifton’ 
and ‘Peacock Quadrilles’, for instance, displays their popular origins, 
whereas the music used for the ‘Irish’ and ‘Killarney Quadrilles’, as the 
titles suggest, is more Irish in style, and there are also three Scottish 
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Quadrilles. This mixture is probably indicative of the assimilation of the 
quadrilles into Ireland with the original music being gradually replaced 
by native tunes.

The ‘Boss’ Murphy manuscript may have been compiled between 1933 
and 1935, but it is probable that much of the repertory that it contains 
was actually part of the aural repertory of the area earlier in the century, 
or indeed in the previous one. Musically, John Murphy was particularly 
influenced by his father and it is likely, especially since he was compiling 
the manuscript to pass his musical heritage on to future generations of 
his own family, that he would have included tunes which he had learnt 
from his father. As his responsibilities to farm and family grew in the

John Murphy’s fiddle which he acquired from a 

member of his wife’s family; M. J Cullinan, Monmore, 

Kilrush, County Clare.
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1910s, he no longer played such an active part in the musical life of the 
community in that he ceased to play regularly for house dances and  
stages. As a result he would have been less influenced by the changes in 
taste that his contemporaries were experiencing and therefore much of 
his repertory probably reflects that which was popular in his younger 
years, c.1890-1915. The composition of the repertory in the manuscript 
would also add weight to this assumption.

In 1985, when the current author interviewed the Liscarroll fiddler, 
Nora Farrissey (1916-1995), the latter could only remember one type 
of quadrille, a ‘Plain Quadrille’, being danced in the area in her youth. 
Nora was born in 1916 and hence was probably only active in the local 
musical scene from the late 1920s onwards. The multiplicity of varieties 
of quadrilles in the manuscript would therefore point to the repertory 
of an earlier time, when the quadrilles were still popular in the area. 
Moreover, dances such as the schottische declined in usage as the century 
progressed and the multiplicity of these tune types in the manuscript 
would also add weight to the assertion that the repertory dates from an 
earlier period.

The music in the manuscript is idiomatic of the fiddle and a number of 
tunes have a range which requires the use of the second or third position 
on the instrument; this is usually as an extension on the E string and 
is restricted to items which were of popular or classical origin such as 
‘The Prince Imperial Galop’. Nora Farrissey recalled being taught to 
use second and third positions on the E string of the fiddle by both the 
fiddle teacher Jim Condon, and his successor Willie Dunne (d.1953). It 
is likely, therefore, that fiddle players in the Churchtown area had the 
technical skills required to play the tunes in the manuscript. The tunes 
are generally notated with a key signature of G or D major, or very 
occasionally that of C, F, or A major, though the latter were usually in 
the items from popular and classical music. The transcription of tunes 
in the manuscript is skeletal hence the type and extent of ornamentation 
or variation that may have been used is not clear. There are ornaments 
indicated, however, in three tunes which appear to be a single grace note 
or ‘cut’, and a ‘tr’ sign which may indicate a ‘roll’ or a bowed treble.
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The manuscript contains a selection of tunes and settings which have 
now vanished from the popular repertory, both locally and nationally, 
and represents that of a traditional musician in the Churchtown area of 
north Cork during the late nineteenth and early twentieth centuries. The 
vast majority of the tunes, and indeed many of the tune types, which the 
manuscript contains, are no longer found in the aural  repertory of the 
area.

The manuscript therefore provides a snapshot of the music of a small 
rural community at a particular point in time. The tunes and tune types 
are similar to those used contemporaneously in other areas of the 
country, although it is likely that many of the settings were unique to the 
area. The mixture of Irish and non-Irish material is not unusual for the 
era; the influence of the travelling companies, and the military band in 
Buttevant, may also have been responsible for the presence of some of 
this material.

To date, none of the descendants of John Murphy have utilised either 
his fiddle or manuscript in the way that he hoped. Nonetheless, the 
musical content of the Murphy manuscript was published in 2003, 
thereby reaching a wider audience and facilitating the reintroduction of 
its repertory into the aural tradition, albeit not exclusively in its native 
area.12

The Waterford Institute of Technology Traditional Music Group 
dedicated their Siansa 2 (2004) album to the memory of John ‘Boss’ 
Murphy and included 10 tunes from the Boss Murphy Musical Legacy on 
their recording. The Shandrum Céilí Band recorded three tunes from the 
Murphy publication on their 2017 album, The Dawn, and subsequently 
in 2019 recorded a full album, titled The Boss Murphy Musical Legacy. 
John Murphy’s dream of keeping the music he loved alive and his work 
in compiling his manuscript have not been in vain; he has left a most 
valuable and now vibrant legacy.
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A stream in the “Watering Field” on John Francis Boss Murphy’s farm at Leap.

(Picture credit: GMM).



The tunes included on the recording were not picked out at random. In 
total 306 tunes are featured in The Boss Murphy Musical Legacy and out 
of that, 34 tunes were finally recorded on the album. Certain tune types 
were not considered and other tune types were considered but did not 
make the final recording for various reasons. The selection process was 
not an easy one and many factors were considered before the final list of 
tunes to be recorded was decided.

I played through every tune in the Collection many times before compiling 
a rough list of tunes I could work from. Firstly I started by playing all the 
tunes in each section, for instance: all Double / Single jigs and making a 
selection of tunes. Once this list was completed I had a narrower window 
of tunes to work from and therefore start putting them into sets and 
finally write out the tunes for the Band to practise and eventually record. 
This was basically the first stage of eliminating tunes and getting to 
know what tunes would work with each other and making out the final 
track list.

Below is my original idea for the track list when first starting out. I used 
this as a basis for the number of tunes I needed from each genre of tunes 
contained within the book. This list would obviously change as the project 
progressed. It was compiled before I began sorting and picking through 
the tunes. The number of tune types represented either decreased, 
increased or eventually did not make the final ‘cut’. This list was based 
loosely on the Shandrum Céilí Band’s previous album “The Dawn”.

BY ALAN FINN

SELECTING THE TUNES
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Alan Finn taken at the launch of The Dawn CD in St Mary’s 

Church in Buttevant in May 2016. (Picture credit: Louise Ryan).
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When The Dawn album was released it was very well received by listeners 
and critics alike. When the idea of recording a second album was put 
forward, I did not want another album that was nearly identical to the 
first. The Dawn album was very carefully thought out regarding the 
track listing, tunes used and the order each set of tunes would appear as 
you listened throughout the full album. This would ensure the listening 
audience engaged from start to finish and also there was a “new” sound 
or idea with each track as you progressed through the full listening 
experience from start to finish. The original idea for the track list were:

1. Reels

2. Jigs

3. March

4. Barn Dances

5. Reels

6. Jigs / Single Jigs

7. Waltzes

8. Polkas

9. Flings

10. Reels

11. Quadrilles

12. March or Marches

13. Schottisches

14. Reels
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After playing through all tunes many times I decided that I would focus 
on certain tune types. The tune types left out in this process were Slip 
Jigs, Hornpipes, Set Dances, Barn Dances, Mazurkas, Galops, and Airs. 
The reason for these decisions were multiple. Airs, Slip Jigs and Galops 
are not a part of a Céilí band genre. Hornpipes, Barn Dances and Mazurkas 
are still very common tune types in the Irish music genre and many of 
the tunes in the Collection were still being played today in the versions 
they appeared in the collection. It must be noted that Barn Dances were 
included in the original draft of the tune list and removed once I began 
playing each tune.

After playing through each selection of tune types twice or three times I 
made a list of each tune that would be considered for inclusion. After each 
tune I also noted its Key Signature beside its title and the page number so 
I could reference again once a list was finalised. Of course, this is not the 
final list of tunes but the tunes I decided to work on before deciding the 
final list of tunes and the sets in which they would be played.

My decision for including tune sets, for instance, Track 1 - Reels, Track 
2 - Quadrilles, Track 3 – Marches and so on also rested with the overall 
feel of the album.

The album had to appeal to the listener from start to finish (by listener 
I mean professional, semi professional, amateur, and a person who just 
listens to that genre of music or not). It would not be ideal to have Reels, 
Marches, Flings, Schottisches all one after another as they are all in a 
4/4 time signature so the album had to be mixed with different styles of 
tunes and time signatures also, hence why the polkas were eventually left 
out of the final draft. I explain this later in this narrative.

Gerry Murphy requested that two tunes be included in the collection. It 
turns out both of these tunes were Double Jigs and hence I only decided 
that two Double jig sets would be included in the album and went about 
choosing tunes that would either go in ‘sets’ together or could actually be 
played together as a set.
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Alan Finn’s father Joe who provides 

the sound engineering support at 

Shandrum Céilí Band concerts.

(Picture credit: the Finn family).

Here is a list of all the tunes that were considered to be on the final 
album and an asterisk represents the tunes that were finally chosen to be 
recorded on the album.

Double Jigs

* The Rakes of Dromina, G major, pg 2

Buachaillín Buí, D major, pg 2

The Rakes of Newcastle, G major, pg 3

The Mug of Brown Ale, D major, pg 4

* The Barley Meal Jig, G major, pg 5

The Boys of the Town, G major, pg 6

Larry Grogan, G major, pg 7

The Dublin Jig, G major, pg 7

The Coorosk Jig, G major, pg 8

* The Walls of Liscarroll, D/G major, pg 9

Welcome to Bed, G major, pg 9

* The Bottle of Punch, G major, pg 11

Paudeen O’Rafferty, A major, pg 12

Nóra Chríonna, C major, pg 18

* The Rakes of Listowel, D major, pg 19

The Major, D major, pg 23

Single Jigs

The Crusting Cap, G major, pg 4

* The Stool of Repentance, D major, pg 5

Will You Come Home With Me? G major, pg 15

* A Single Jig No. 38, A minor, pg 17

The Joys of Wedlock, or Ballinafad, G major, pg 17

* Round the World for Sport, Major, pg 20
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The list above shows 22 tunes out of 52 included in the Collection under 
the titles Double and Single Jigs. There was no indication given in the 
Collection what tunes were Double Jigs and what were Single Jigs (apart 
from Single Jig No.38). Therefore, I had to decipher which tunes were 
Double Jigs and which were Single Jigs. This was done by looking at the 
note groupings, the phrasing and the general overall feel when the tune 
was played.

Marches

* Bonapartes Grand March, D major, pg 138

General Grants, G major, pg 140

Black Cuffs, G major, pg 141

* Grand March of Norway, D major, pg 142

Four Marches picked from a list of 11 marches in the collection.

Polkas

Annen Polka, D major, pg 90

Sunbeam Polka, G major, pg 90

Jenny Lind Polka, D major, pg 90

French Polka, G major, pg 90

Lillian Polka, G major, pg 91

Untitled Polka No. 168, D major, pg 91

Six Polkas picked from a list of eight Polkas in the collection.

It is important to note that the Annen Polka and the Untitled Polka No. 
168 were eventually picked and given to the Band to learn. It was decided 
to include the set of Quadrilles instead of the set of Polkas the week 
before the second recording session as I felt Quadrilles in the modern 
Irish tradition were now unknown and needed to be revived more than 
Polkas. Also I felt the Quadrilles gave a better flow to the overall album 
once I had the final list of tunes organised and where they were to appear 
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in the final track list of the album.

The Quadrilles in question are The Scotch Quadrille No.1 and the Basket 
of Oysters No.5.

Waltzes

* Untitled No. 212, D major, pg 118

Mysotas Waltz, G major, pg 119

* The Woodford Waltz, G major, pg 120

The Betrothed Waltz, G major, pg 121

The Sweethearts Waltz, D major, pg 122

My Queen, G major, pg 126

Untitled No. 229, D major, pg 126

The Aurora Waltz, G major, pg 128

The Golden Sunshine Waltz, pg 130

Nine Waltzes picked from a list of 36 Waltzes in the collection

Flings

* Highland Fling No. 151, G major, pg 84

* A Scotch Fling No. 152, G Major, pg 84

* Moneymusk Highland Fling, G major, pg 85

Three Flings picked from a list of nine Flings in the collection. The 
Stirling Castle Scotch Fling could not be included in the selection process 
as it was already included in the Shandrum Céilí Band 2017 album, ‘The 
Dawn’.

Quadrilles

Clifton Quadrille No. 1, G major, pg 60

Clifton Quadrille No. 5, G major, pg 61

* Peacock Quadrille No. 3, G major, pg 62

Alan Finn’s mother Carol (right) 

with guest vocalist Carmel Breen 

(Mourneabbey) at the Churchtown 

album launch in St Nicholas’ Church 

on 24 August 2019. Carmel sang 

“Grace” at the Concert.

(Picture credit: Michael Johnson).
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Peacock Quadrille No. 5, G major, pg 63

Rat Catchers Quadrille No. 3, A major, pg 64

* Basket of Oysters No. 5, G major, pg 70

The Girls at Home, D major, pg 72

The Campbells are Coming, No. 5, G major, pg 75

Scotch Set No. 1, D major, pg 74

* Scotch Quadrilles, D major, pg 76

* Scotch Lancers No.1, G major, pg 78

Lancers Quadrille No. 4, G major, pg 82

She Hadn’t the Money, D major, pg 81

Three Quadrilles could not be included in the selection process as they 
were already recorded on the Shandrum’s first album ‘The Dawn’; they 
are as follows in the order they appeared on the Dawn album - The Basket 
of Oysters No. 1, The Scotch Quadrille No. 3 and The Killarney Quadrille 
No.5. Most Quadrilles were included as sets of tunes, most often a set 
of five. In each set of Quadrilles the tunes changed time signatures 
throughout the set, which probably meant they are played for a specific 
dance, for example:

The Peacock Set of Quadrilles
Tune 1, 2/4 time
Tune 2, 2/4 time
Tune 3, 6/8 time
Tune 4, 2/4 time
Tune 5, 6/8 time

The Boss Murphy Musical 

Legacy 15 track album from 

Shandrum Céilí Band 

launched in May 2019.
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In modern day Irish music recordings it is very uncommon to play a set 
of four or more, never mind five tunes upwards. It is also uncommon to 
record tunes that changed time signatures throughout one set of tunes. 
Because of this I selected the Quadrilles with a time signature of 6/8 time. 
These Quadrilles were chosen from a list of 23 6/8 quadrilles included in 
the collection. As stated above 3 other 6/8 could not be chosen so the 23 
are the tunes that were available from which to choose.

Schottisches

Green Grow the Rushes, G major, pg 100

A Plain Schottische, D major, pg 101

The Butterfly Schottische, D major, pg 103

The Princess Schottische, D major, pg 103

* The Lily Schottische, G major, pg 104

* The Venetian Schottische, Various keys, pg 105

The Mountain Bell Schottische, G major, pg 105

The German Schottische, G major, pg 106

The Gipsy’s Warning Schottische, G major, pg 108

Two Schottisches were chosen from 27 Schottisches included in the 
collection.

Reels

The Peeler’s Jacket, G major, pg 32

The Morning Star, G major, pg 32

* The New Road, B minor, pg 33

* The Bride in the Bed, G major, pg 33

The Game Cock Reel, D major, pg 34

* The Kerry Star, E minor, pg 34

* The Blue Bells of Scotland, A minor, pg 34
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* The Wind that Shakes the Barley, D major, pg 36

* Lizzy Picking Cockles, D major, pg 36

* Toss the Feathers, E minor, pg 37

* The Rising of the Sun, D major, pg 40

* The Five Mile Chase (Untitled No.97) G major, pg 40

* The Pigeon on the Gate, E minor, pg 41

Untitled Reel 101, D major, pg 41

* Lord McDonalds, D major, pg 42

* The Railway Station, G major, pg 42

* The Ships are Sailing (Untitled No.109) E minor, pg 43

Thirteen Reels were chosen from 39 Reels included in the collection. 
It should be noted that after the Double/Single Jig section in the book, 
the most numerous were Reels. In the Céilí Band genre Reels would be 
the most common type, this is because of the set dancing tradition Céilí 
Bands are generally employed to play. On the recording, the Reels are 
the most numerous tune types, appearing on four out of the 14 tracks of 
the CD (this is excluding the hidden track 15, which was recorded live in 
Ennis. The hidden tracks are the Sally Gardens and The Dublin Reel).

It is of note that for a modern audience two Reels, The Five Mile Chase 
(Untitled No. 97) and The Ships are Sailing (Untitled No. 109), were given 
names instead of appearing Untitled as they are widely known by the 
names given on the CD but albeit in very different versions but the same 
tune in essence.

Note: No. 84 The Ships are Sailing is a totally di!erent tune to the modern day 

counterpart and, as explained above, Untitled no. 109 was given this name 

as it is known throughout Ireland as The Ships are Sailing. No. 84 was not 

included in the line-up of Reels to be selected for recording.



The tunes below were not considered for part of the selection process as 
they were either exactly the same as they are played in modern times or 
had very little differences between the way the tune was represented in 
the book and how it is performed today. I wanted to convey the essence of 
the Collection by using unusual tunes that were never heard of and also 
very different versions of tunes that would be recognisable to the modern 
ear but would either have a totally different second part or very different 
phrases within the first part or second part. The Reels that did not make 
the first selection either were too repetitive or their phrasing would not 
match the other Reels that were selected in terms of phrasing and overall 
compatibility when they were paired with other Reels.
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Alan Finn and Gerry Murphy outside Boss Murphy’s at Kerry Lane in Churchtown. This 

pub is called after John’s father William Boss Murphy’s and the premises opened in 2000. 

The actual pub was licensed in 2002. (Picture credit: Michael Johnson).



These tunes are:

• The New Road Reel pg 33 and the New Way to Limerick pg 35 are very 
similar throughout with only minor differences, the New Road Reel was 
used in the final selection.

• The Salamanca Reel (or Hornpipe), D major, pg 32, very similar to 
modern version of the same Reel.

• Peeler’s Cap pg 35 very similar to the modern day Merry Blacksmith.

• Cork Lasses very similar to the modern day Fermoy Lassies.
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• Green Fields of America, A minor/G major, pg 37 very similar to modern 
version of the same reel.

• Untitled Reel no. 96, G major, pg 39, very similar to modern Connemara
Stockings Reel.

Here is the final list of tunes as they appeared on the album “The Boss 
Murphy Musical Legacy, Traditional Music from North Cork”:

Track 1 - Reels - The Wind that Shakes the Barley, Toss the Feathers,

The Ships are Sailing, Lord McDonalds.

Track 2 – Quadrilles - The Scotch Lancers, The Peacock Quadrille No. 3 

Track 3 – March - The Grand March of Norway

Track 4 - Single Jigs - Single Jig No. 38, Round the World for Sport,

The Stool of Repentance

Track 5 - Waltzes - Untitled No. 212, The Woodford Waltz

Track 6 – Reels - The Blue Bells of Scotland, The Rising of the Sun,

The Railway Station

Track 7 - Jigs - The Rakes of Listowel, The Rakes of Dromina,

The Barley Meal Jig

Track 8 – Schottisches – The Lily Schottische, The Venetian Schottische

Track 9 – Reels - Lizzy Picking Cockles, The Pigeon on the Gate,
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The Bride in the Bed

Track 10 - Jigs - The Bottle of Punch, The Walls of Liscarroll

Track 11 – March - Bonaparte’s Grand March

Track 12 – Flings - Highland Fling No. 151, Moneymusk Highland Fling,

Scotch Fling No. 152

Track 13 - Quadrilles – Quadrille No. 1, The Basket of Oysters No. 5

Track 14 – Reels – The Kerry Star, The Five Mile Chase, The New Road Reel

(Hidden Track 15 – Reels - The Sally Gardens and the Dublin Reel).

The hidden Track 15 was recorded in Ennis 2017 where the Shandrum Céilí

Band won their third All Ireland Céilí band competition title in succession.



St Nicholas’ Church in Churchtown which celebrated its 

150th anniversary in 2019 and where The Boss Murphy 

Musical Legacy concert took place on 24 August 2019 with 

permission of Fr Robin Morrissey PP. This is also the 

Church were John Francis Boss Murphy was baptised in 

1875. (Picture credit: GMM). 



This section tells how we arranged the Tunes, Instrumentation, Tune 
Versions and Beats per Minute.

Instruments used in Recording

BY ALAN FINN

ARRANGEMENT OF THE TUNES

Alan Finn

Mairéad Fitzgibbon

Mikie O’Gorman

Eddie Kiely

Brian O’Loughlin

Timmy Collins

Keith O’Loughlin

Tadgh O’Sullivan

Ger Naughton

Aileen O’Callaghan

Button Accordion, Fiddle and Viola

Fiddle (additional harmonies also on Fiddle)

Fiddle

Fiddle

Flute

Flute

Banjo and Mandolin

Concertina

Drums

Piano and Fiddle (additional harmonies)

Terms, Parts and Transposing

Irish traditional music tunes normally consist of a first part (A part) and 
a second part (B part). Generally the first part or A part would be played 
twice and the second part or B part would be played twice and then all 
would all be repeated again. When repeated again the total amount of 
bars would amount to 64 bars of music for example: AA BB AA BB. If a 
third or C part is included in the tune it is normally played twice also. 
In explaining how the tunes were changed and often melodic variations 
included I may refer to the first, second, third or fourth time the A part 
is played.
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As shown above if the tune has an A part and B part only, the A part is 
played twice (first and second) and the B part is played twice (first and 
second). When the tune is to be repeated the A part is played twice again 
(third and fourth) and the B part played twice again (third and fourth). 
Therefore, in a general two part tune (A and B parts) each part would 
overall be played four times. Twice the first time through and another 
two times when coming around again to repeat the full tune.

To ‘Transpose’ a tune means to bring all the notes up or down to a higher 
of lower level, without changing the intervals or form of the piece of 
music. Transposing a tune from G major to A major, for instance The 
Barley Meal Jig, every note was brought up one tone or step as it appeared 
in the collection. For example: B became C sharp, D became E, G became 
A etc.

Shandrum Céilí Band at St Mary’s Church in Buttevant before the launch of their second 

album The Boss Murphy Musical Legacy on Saturday 18 May 2019. Also included in this 

photo: Pat, Deirdre and Dorothy Murphy with Alan Finn presenting Gerry Murphy with 

the first copy of the new album. (Picture credit: Michael McGrath)
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Other terms

BPM = Beats Per Minute
C# = C sharp
Cn= C natural
Bb = B flat

Mostly the main 10 instruments of the Band were used for recording, 
these being: button accordion, 3 fiddles, 2 flutes, banjo, concertina, piano 
and drums. But on some tracks of the album the viola, mandolin and extra 
fiddles would be used to either play harmonies or to add an additional line 
of melody, this being either down or up the octave, depending on the tune 
type and arrangement. This was carried out in studio by multi tracking. 
The main tune was put down first and then the various personnel would 
go in and record over the original recording adding to the texture and the 
overall sound without distorting the original recording.

This was all then mixed and mastered by the Sound Engineer, Martin 
O’Malley, Milltown Malbay, Co. Clare, and the final track order that is 
listed on the album is set out on page 60 and 61 of this book.

1. Reels: The Wind that Shakes the Barley, Toss the Feathers, The Ships 
are Sailing, Lord McDonalds, 224 bars (116 BPM)

This full set of Reels was recorded using the main ten instruments of the 
band. No additional instruments were added following the piano start.

The Wind that Shakes the Barley

Form: AABB AABB

The main body of the tune was used from the Collection. A part, bar 4 
and the B part, bar 4 and bar 8, in the Collection there is a crotchet B and 
crotchet D. I added in notes to make it BCDB. Extra passing notes were 
added in the B part, bar 2 and 6. Original is F’-F’D’ B-D’- changed to 
F’A’F’D’ BCD’E’. The change into the next tune descended downwards to 
the opening note of the next reel. G’F’E’D’ BAGF.
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A part, bar 1, the opening note was changed to a dotted crotchet A instead 
of crotchet A followed by a quaver A. Long rolls were used on the A part, 
bar 2, B crotchet became a long B roll, A part, bar 3, A crotchet became A 
long roll. G crotchet in bar 1 and 5 in the B part became high G long rolls.

Toss the Feathers

Form: AABB AABB

This tune stayed nearly exactly as it appeared in the Collection. The A 
part is the same but for the introduction on long rolls between bars 1 and 
2, the last quaver E of bar 1 and the first crotchet E of bar 2 were tied 
together and played as an E long roll. Also a small change in the A part in 
bar 6, changed to D’EBE F- AF. B part, bar 2 changed to F’D’ roll A’D’F’D’, 
bar 4 changed to F’D’ roll ABD’E’. These were the only changes made to 
this tune. The link in to the next tune used the tune as was, no notes were 
changed or added to link this tune with the next.

The Ships are Sailing (Untitled Reel No. 109)

Form: AABB AABB

This tune appeared in the key of E minor in the collection. I transposed 
this tune to the key of A minor. The starting note of the tune in the 
Collection is B while when transposed it dropped five notes to E. Other 
than transposing the tune, there was no changing of notes or intervals 
within the tune.

We added variations in the first bar on the A part the 2nd, 3rd and 4th 
time we played this part. The link in to the next tune used the tune as 
was, there were no notes changed or added to link this tune with the next.

1st time: EAAG EFGE/DEDC, B,C,DB,
2nd time: A/E - G EFGE/DEDC, B,C,DB,
3rd time: A/Fn - G EFGE/DEDC, B,C,DB,
4th time: EFG(3) A- EFG(3) AEGE/DEDC, B,C,DB,
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Lord McDonalds

Form: AB AB AB

This tune stayed nearly exactly as it appeared in the collection. The A part 
is the same but for the introduction of dotted crotchets on the first A in 
bar 1 and the first A in bar 3. In the 4th bar in the 1st part I added in a B 
at the very end taking out the crotchet D to make it DB. The B part bar 3 
changed to AD’F’D’E’D’ E’F’G’(3). These were the only changes made to 
this tune. On the recording Alan (accordion) and Mairéad (fiddle) played 
the B part down the Octave the second time through the tune. The tune 
finished on an A held for 3 beats.

2. Quadrilles: The Scotch Lancers, The Peacock Quadrille No. 3, 192 bars 
(118 BPM)

This set of Quadrilles was recorded using the main ten instruments of the 
band. The viola played by Alan and the Mandolin played by Keith were 
also used the full way through the recording. The viola played both tunes 
fully down the octave. The mandolin followed the melody line for both 
tunes. This amounts to twelve instruments playing on this track with a 
piano start.

The Scotch Lancers

Form: AABBCC AABBCC

The main melody of this tune did not change from the way it appeared 
in the Collection. The upbeat or anacrusis was never included in the 
recording nor when writing out the tune for the band. Instead link notes 
were used for between the parts. From A part to A part high F. A part to B 
part a B, and B part to C part an F. C part to A~ part high F. The Band used 
a crotchet hop off the high G in bar 1 of the A part, the 2nd and 4th time 
playing the tune. There is also a hop on crotchet E (third E in the bar) in 
the C part, bar 1, the first and third times it is played. The flutes play a full 
8 bar harmony line throughout the B part the second time through the 
tune. This was played twice, the 3rd and 4th time the part is played. See 
appendix 1 for notation of counter melody.
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To link both Quadrilles together there is an octave leap from E to high E, 
BGE E’- D’.

The Peacock Quadrilles No. 3

Form: AABBCC AABBCC

This tune appeared in the key of G Major in the collection. I transposed this 
tune to the key of A Major. The starting note of the tune in the Collection 
is B while when transposed it was brought up to a C sharp (this is not 
including the upbeat which was not included in the recording). Other 
than transposing the tune, there was no changing of notes or intervals 
within the tune. The C part of the tune is the only place where there are 
small changes. Bar 1 and bar 5 would have been CCC C- C (transposed), 
this was changed to CD’C C-C (transposed). Bar 6 and 7 were simplified. 
The middle note of each run was taken out and changed to F’E’C D’-D’/ 
F’E’C E’D’B (transposed). To finish the tune we played two crotchet A’s 
hopping off both to bring the track to a sudden finish.

In the A part, 3rd and 4th time through, Tadgh (concertina) and Eddie 
(fiddle) played a tight counter melody against the main melody. In the B 
part, 3rd and 4th time through Mikie (fiddle) and Eddie (fiddle) played 
a lower octave throughout. See appendix No. 2 for notation of counter 
melody.

3. March: The Grand March of Norway, 80 bars (120 BPM)

This March was recorded using the main ten instruments of the band. The 
viola played by Alan, played the tune fully down the octave throughout. In 
addition to this, the viola and 2 fiddles added an additional harmony line 
underneath the D major section of the March. This amounts to fourteen 
instruments playing on this track with a drum start.

Form: AA BB (C major) AA BB (D major)

This March was played in two keys. The tune was transposed to C major 
the first time and then brought up to the original key of D major for 
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the second time. The upbeat or anacrusis was changed to a crotchet as 
opposed to two quavers. The repeat of the B part included an accidental 
link:

In C major form last bar C CC.CC C/CBB flat
In D major from last bar D’ D’D’ D’D’D’/D’ C#Cn

The tune was written in three different versions for the D major section of 
the tune. One for the main melody (button accordion, concertina, banjo 
and 2 fiddles). Another version for both flute players and the last version 
for one fiddle. Each version followed the melody but the flute and fiddle 
lines had additional notes to fill out the two beat minim beats within the 
March and also at times playing a tight harmony or counter harmony in 
certain parts of the tune. There is also an additional harmony line played 
by viola and 2 fiddles. This harmony line was only played for the D major 
section of the March. The C major part of the tune was played fully in 
unison.

It is also important to note that the rhythm of the tune in both keys was 
changed by including dotted quavers and semi quavers in certain places 
throughout the March. This was to make the rhythm more bouncy, 
forceful and more in tune with the modern idea of the March genre. See 
appendix No. 3 for Rhythm changes, 1st and 2nd settings of the March 
and full harmony score.

4. Single Jig: Single Jig No. 38, Round the World for Sport, The Stool of 
Repentance, 192 bars (126 BPM)

This full set of Single Jigs was recorded using the main ten instruments of 
the band. There were no additional instruments added to the recording. 
Piano start. As described in the introduction, 52 tunes are included in the 
Collection under the titles Double & Single Jigs. There was no indication 
given in the Collection what tunes were Double Jigs and what were Single 
Jigs (apart from Single Jig No.38).
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Therefore, I had to decipher which tunes were Double Jigs and which were 
Single Jigs. This was done by looking at the note groupings, the phrasing 
and the general overall feel when the tune was played.

When recording and preparing these Single Jigs, I had to research how 
we would play them regarding mostly tempo and phrasing. Single Jigs 
are very closely related to Slides, the main difference being in pace, time 
signature and phrasing. As the Band would never have played Single 
Jigs, Slides being a much more common tune type in the repertoire of 
musicians around this area and certainly, the Shandrum Céilí Band 
members, I had to research how to display the Single Jig as it would have 
been played when the Collection was originally compiled. I did not want 
to play these tunes as Slides or a variant of a Slide because it is interesting 
that Slides are very common place in the repertoires of Cork and Kerry 
musicians in the modern day, but do not make an appearance nor is 
any reference made to a slide in the Collection; hence I felt it was very 
important that the Single jigs were played and displayed properly (to the 
best of the Bands ability).

It is interesting to note that even though Single Jigs and Slides are very 
closely related, the time signature of a Single Jig is 6/8 and the time
 signature of a Slide 12/8 and today many Single Jigs are played as Slides 
depending on the area of the country the musicians come from, for 
instance the popular Single Jig “Club Céilí” is played as a Single Jig in 
County Clare but as a Slide in Cork and Kerry.

A selection of the large audience at St Mary’s Church in Buttevant at the launch 

of Shandrum Céilí Band’s second album The Boss Murphy Musical Legacy on 

Saturday 18 May 2019. (Picture credit: GMM).
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I contacted John Lynch, leader of the famed Kilfenora Céilí Band as the 
band has a long tradition of playing Single Jigs stretching back to the 
early 1900’s. This would have been the era John Boss Murphy would 
have learned and played music so I decided it would be a good place to 
gather my information. John explained that Single Jigs are very closely 
related to Slides but how emphasis on the certain beats were different. 
He explained that the emphasis should be on the 1st and 4th beats of each 
bar within the tune, for instance E’-A ABA emphasis on the high E and on 
the 2nd A. This turned the tune into a March-like style when played fully 
and it seemed to fit each perfectly. Regarding the tempo, John told me 
they should be between the speed of Double Jigs and Slides. Hence, I took 
the Single Jigs on this recording at 126 BPM, instead of a Slide normally 
between 132BPM and 140BPM and Double Jigs between 118BPM to 122 
BPM.

Single Jig No. 38

Form: AA BB AA BB

This tune was barely changed from how it appeared in the Collection. In 
the A part a high G long roll was used instead of the dotted crotchet high 
G in the 2nd bar. In the 4th bar I added a high G quaver at the end of the 
4th bar to make the tune bounce more. Bar 6 the dotted crotchet high G 
was replaced with a high GFG. Bar 8 another high G upbeat was added 
to make the last dotted crotchet A a crotchet. The quaver G to lead into 
the repeat of the A part. The B part of the tune remained untouched. In 
the A part on the repeat, 3rd and 4th time around Mikie and Eddie (both 
fiddles) played the full A part twice down the octave. The link into the 
next tune is as follows from bar 7 and 8, B part: B- G EFG/ A- CBA//

Round the World for Sport

Form: AA BB AA BB

In this tune I changed the rhythm by adding some passing notes 
throughout to make it all less repetitive and to enhance the Single Jig 
rhythm idea I was hoping to achieve within each tune.
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Bar 1, A part, 2 dotted crotchet Gs became dotted crotchet G- GFG. Bar 4, 
A part, a hop off the first crotchet B was included every time the tune bar 
was played. Bar 5, A part, 2 dotted crotchet G’s became G-G GFG. Bar 7, A 
part, first A was changed to a B. Bar 8, A part, linking into the A part again 
had a DEF run and into the B part, high F upbeat. Bar 1, B part, dotted 
crotchet high G became G-G. Bar 2, B part, dotted crotchet G became 
GAG. Bar 4, B part, crotchet D became a quaver with an E put between D 
and F. Bar 6, B part, B becomes a C. Bar 7, B part, C becomes high D. Again 
bar 8 leading into repeat of the B part, upbeat high F and DEF run into the 
A part. The Band played this tune through fully in unison, without any 
use of octaves. Link into next tune: F- D D- (3)AB#C.

The Stool of Repentance

Form: AA BB AA BB

The only changes appearing in this tune are the upbeats between each 
part. Between A part to A part an ABC triplet was used to link the parts. A 
part to B part an A upbeat instead of a D which featured in the collection. 
In the B part bars 2 and 6, I changed FDD ADD to F-D ADD. To finish the 
Band hopped off the E crotchet in Bar 8 and finished on the D held for 3 
crotchet beats.

Both flutes (Brian and Timmy) on the A part the 3rd and 4th time through 
played the A part an octave higher than written. I wanted to try to convey 
the military aspect where many of the tunes came from Buttevant Army 
Barracks. In many military bands piccolos would be used in the line-up. 
By having the flutes play fully up an octave it gives the feel of the piccolo 
within the tune. Mikie and Eddie (fiddles) played a tight counter melody 
through the B part the 3rd and 4th time through. See appendix no. 4 for 
notation of counter melody.

5. Waltzes: Untitled No. 212, The Woodford Waltz, 128 bars

These Waltzes were recorded using the main ten instruments of the band. 
The viola (Alan) and 2 fiddles (Mairéad and Aileen) added an additional 
three part harmony line underneath both Waltzes throughout. In addition 
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to this an introduction was used from the last 8 bars of B part Untitled 
No. 212. This was played by two melody fiddles and a 3 part harmony 
underneath accompanied by piano.

See appendix No. 5 for the notation of the introduction and full score of 
Harmonies used in the recording.

Untitled No.212

Form: AA BB AA BB

From the introduction an anacrusis AG was used to lead into the leading 
note of the waltz.  A part, bar 9, dotted minin F became F dotted crotchet, 
F quaver, F crotchet. A part, bar 11, Dotted minin G became G-GF GA. 

Upbeats between A part and A part was a high G crotchet while A part to 
B part and B part to B part crotchet high E was used, turning the dotted 
minin D at the end of each part to a minin to facilitate the use of the 
crotchet upbeats between each part. Link between tunes: Dotted crotchet 
D, crotched rest, BCn. (D’- - BCn).

The Woodford Waltz

Form: AA BB AA BB

There were very little changes made to this tune. In the 16th bar, A part, 
bracket 1, the dotted minin G was changed to a minin and two BC quavers 
added. Bar 15 and bar 16 bracket 2, B part, both bars were replaced the 
second and final time through with GAG (3) FG BD’/G’-BC//. To finish 
hopped off the final high G leaving out the BC upbeat.

6. Reels: The Blue Bells of Scotland, The Rising of the Sun, The Railway 
Station, 176 bars (116 BPM)

This full set of Reels was recorded using the main ten instruments of 
the band. There were no additional instruments added to the recording. 
Piano start.
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The Blue Bells of Scotland

Form: AB AB AB

Ornamentation in the A part included A long rolls between bars 1 and 2 
and on the E’s on bar 4. No other change occurred in the A part. In the B 
part, bar 2, the first high D was changed to a high E and the second B to a 
high D this change also occurred in bar 7. Bar 3, B part, had passing notes 
added to make it E’A’A’G’ E’D’BA. Bar 7, B part, A crotchet was replaced 
by an A dotted crotchet therefore taking out the quaver A also. For the 
link between tunes the last B in the bar was replaced by a C sharp leading 
into the high D of the following tune.

The Rising of the Sun

Form: AA BB AA BB

The body of this tune was also closely adhered to with minor changes 

made by using passing notes in certain parts. Bar 4, A part, minin D 

became DEFA. Bar 5, A part, crotchet A was changed to quaver A with a 

quaver D linked to keep rhythm moving. Bar 8, A part, minin D changed 

to crotchet D and an ABC triplet added to link into both A part and B part. 

Bar 4, B part, minin D changed to crotchet D and an ABC triplet added. To 
link the next Reel together I did not change the melody at all but used the 
exact notes that were already in the Collection D’E’F’E’ as the next tune 
also started on a high D’ so both tunes flowed well together without the 
need to add or subtract notes. In the B part, second time through Alan 
and Mairéad (button accordion and fiddle) played the full 8 bars down 
the octave.

The Railway Station

Form: AA BB AA BB

Bar 2, A part, high D crotchet replaced with a quaver D and another high G 
between the D and E. The last G in bar 2 was changed to a B for instance: 
D’G’E’D’ CBAB. Bar 3, part A, 3 quavers CBC were changed to a long C roll. 
Bar 6, part A, last G in the bar changed to a B. Anacrusis FE changed to GE. 
Bracket 2, part A, G minin changed to a G crotchet with two BD’ quavers 
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to lead up to the second part. B part, bar 1 & bar 5, first two G’s, changed 
to one dotted crotchet. B part, bar 2 & 6, two G’s changed to GAG. Bar 
3, part B, three quavers CBC were changed to a long C roll. B part, bar 4 
minin D changed to crotchet D with two EF quavers added. Bracket 1, part 
B, G minin changed to a G crotchet with two BD’ quavers to lead up to 
the repeat of second part. Lower Octave played on B part the second time 
through played by Mairéad and Mikie (fiddles) for 8 bars. B part, bar 7, C 
crotchet is hopped to finish the tune. There is no extra finish included for 
this reel, the tune finishes as written in the Collection and the G is held 
for 3 beats at the end.

7. Jigs: The Rakes of Listowel, The Rakes of Dromina, The Barley Meal 
Jig, 192 bars (120 BPM)

This full set of Jigs was recorded using the main ten instruments of the 
band. There were no additional instruments added to the recording. 
Piano starts.

The Rakes of Listowel

Form: AA B(1)B(2) AA B(1)B(2)

The form of this tune differed from most of the other tunes I picked to 
be included in the recording. The A part is 8 bars long with a repeat mark 
indicating it must be played twice in total before moving to the B part. The 
B part is 16 bars long with no repeat mark. The first 8 bars of the B part 
and second 8 bars of B part differ melodically hence a natural variation 
is included in the tune. This is the way the Band recorded it (these are 
marked B(1) and B(2)). A part, bar 2, both B and high E quavers taken out 
and replaced with a high D crotchet. A part, bar 6, first B quaver, changed 
to high D quaver. A part, bar 8, ended with two dotted crotchet high D’s. 
This was changed to link into the A part and also to link into the B part: A 
part to A part, bar 8 became high D dotted crotchet with a high D crotchet 
with a B quaver linking back into the repeat of the A part. A part to B(1) 
part, bar 8 became high DFE quavers, high D crotchet with an ABC triplet 
leading into the B(1) part.
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B(1) part, bar 6, first high F quaver became a crotchet therefore replacing 
both the high F quaver and the high G quaver. B part bar 8, became 
high DFE quavers, high D crotchet with an ABC triplet leading into the 
B(2) part, replacing both dotted crotchet high D’s. B(2) part, bar 2, 
semiquavers F and G were replaced by a quaver high F with the following 
note high F becoming a high G. B(2) part, bar 8, second dotted crotchet 
high D replaced with 3 quavers DCB leading back in the first part. In 
B(1) part the second time through the tune, Alan and Mairéad (button 
accordion and fiddle), play the full 8 bars down the octave, coming back 
up to normal pitch on the ABC triplet for B(2) part. The link into the Rakes 
of Dromina from B(2) part, bar 8 consisted of 6 quavers, DED CBA.

The Rakes of Dromina

Form: AA BB AA BB

None of the upbeats/anacrusis displayed in the collection, in either A 
and B parts, were used in the final draft and recording of this tune. Any 
changes made between the parts are described below. A part, bar 1, first 
time and third time (on repeat), GAB was changed to a dotted crotchet G 
and crotchet high G and quaver high G were changed to a high G long roll. 
A part, bar 1 second time through GAB became crotchet G and a quaver G 
followed by a high G roll long roll. A part, bar 5, crotchet high G and quaver 
high G were changed to a high G long roll. A part, bar 8, had two different 
changes, A part to A part and A part to B part. A part to A part was BGG 
G-, this became BGF G-DEF (3). A part to B part was BGG G-, this became 
BGF G-D’. B part, bar 1, crotchet E and quaver E became 3 quavers EGE, 
last quaver E in the bar became high G. B part, bar 2, C quaver changed 
to a high D quaver. B part, bar 3, 3 quaver high D’s, became DED with the 
middle high D changed to a high E quaver. B part, bar 5, 3 quaver C’s and 
3 quaver B’s became CEC BDB, middle C taken out and changed to high 
E, middle B taken out and changed to high D. B part, bar 6, quavers high 
FEF were changed to a high F long roll. B part, bar 8, had three different 
changes, B part to B part and B part to A part and link to next tune. B part 
to B part was BGG G-, this became BGF G- D’ (3). B part to A part was BGG 
G-, this became BGF G- D. Link into next tune, BGF G-G#.
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The Barley Meal Jig

Form: AA BB AA BB

This tune appeared in the key of G major in the collection. I transposed 
this tune to the key of A major. The starting note of the tune in the 
Collection is B and when transposed it was raised by one note to give a 
starting note of C sharp. Other than transposing the tune there was no 
changing of notes or intervals within the tune. All changes explained 
below are regarding the transposed version (new key) of the tune.
A part, bar 1, 3 quavers CBC were changed to a dotted crotchet A. This 
was played the first time the tune was played from the link and on the 
repeat of the tune coming from the B part. Also in bar 1, A part, the A 
crotchet was hopped both times the second and fourth time the A part 
was played. Mikie and Eddie (fiddles) played the B part down the octave 
for 8 bars on the first and third time the part was played. The B part the 
second time through for 16 bars, Alan (button accordion) played a close 
counter melody harmony against the melody fully to the finish. The tune 
was finished by hopping off the high D in B part, bar 8 and leaving out 
the last quaver note B, landing on the A which was held for 3 beats. See 
appendix No. 6 for notation of counter melody.

Deirdre (left) and 

Dorothy Murphy with 

Helen Daly (right) at 

the launch of The Boss 

Murphy Musical Legacy 

in St Mary’s Church in 

Buttevant on 18 May 

2019. (Picture credit: 

Michael Johnson).
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8. Schottisches: The Lily Schottische, The Venetian Schottische, 160 
bars (96 BPM)

These Schottisches were recorded using the main ten instruments of 
the band. The viola and 1 fiddle (Alan and Aileen) added an additional 
harmony line accompanying the second Schottische, The Venetian 
Schottische. The mandolin, played by Keith, also added an additional 
melody in the recording for The Venetian Schottische. This amounts to 
thirteen instruments playing on this track. 10 instruments for the The 
Lily Schottische and 13 for The Venetian Schottische. Drum start, 3 taps. 
See appendix No. 7 for notation of rhythm changes and full harmony 
score.

The Lily Schottische

Form: A(1)A(2) BB A(1)A(2) BB

The form of this tune differed from most of the other tunes I picked to 
be included in the recording. The A part is 16 bars long with no repeat 
mark. The first 8 bars of the A part and second 8 bars of A part differ 
melodically hence a natural variation is included in the tune. This is the 
way the Band recorded it (these are marked A(1) and A(2)). The B part is 
8 bars long with a repeat mark indicating it must be played twice in total 
before moving back to A part or to change into the next tune.
An upbeat or anacrusis GA was used to start the tune, this replaced the 
high D quaver displayed in the collection. A part (1), bar 2 and bar 6, 
minin G changed to a crotchet and two quavers AB inserted. A part (1), 
bar 4, dotted crotchet G changed to a crotchet and two quavers high GA 
put in to replace the quaver high D. A part (1), bar 8, dotted crotchet D 
changed to a crotchet and two quavers high G and A used to fill space, the 
high D was also taken out.

A part (2), bar 2 and bar 6, minin G changed to a crotchet and two quavers 
AB inserted. A part (2), bar 4, dotted crotchet G changed to a crotchet 
and two quavers high GA put in to replace the quaver high D. A part (2), 
bar 8, second high G crotchet became a high B crotchet. Minin high G 
was changed to a high G crotchet with two quavers FG used to lead into 
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the B part. B part, bar 2, bar 4 and bar 6, minin D was replaced with a 
crotchet D and two quavers FG. B part, bar 8, bracket 1, second crotchet 
D became high F and minin D was replaced with a crotchet D and two 
quavers FG. B part, bar 8, bracket 2, second crotchet D became high F 
and dotted crotchet D was replaced with a crotchet D and two quavers 
GA to lead back into the A part. B part, bar 8, bracket 2, second crotchet D 
became high F and dotted crotchet D was replaced with a crotchet D and 
two quavers FG to lead into the next tune. This two FG quavers are also 
the upbeat or anacrusis of the second tune.

The Venetian Schottische

Form: AA BB CC AA BB CC

A part, bar 8, bracket 2, second D crotchet changed to a high F crotchet. 
B part, bar 6, last 2 quavers B’s changed to a B crotchet. B part, bar 8, 
second A crotchet changed to a C# crotchet.

Note this tune is one that was least changed in the whole recording of 
all tunes picked from the collection. All upbeats, rhythm patterns and 
ornamentation stayed nearly identical to the Collection version for the 
tune. The additional harmony lines did not interfere with the tune, only 
added an extra accompaniment, along with the piano and drums.

9. Reels: Lizzy Picking Cockles, The Pigeon on the Gate, The Bride in the 
Bed, 176 bars (116 BPM)

This full set of reels was recorded using the main ten instruments of the 
band. There were no additional instruments added to the recording.

Lizzy Picking Cockles

Form: AA BB AA BB

The anacrusis/upbeat included in the Collection was not used in the 
recording of this tune. A part, bar 1 and bar 3, crotchet D became a quaver 
D with a quaver A inserted after it. A part, bar 2 and bar 6, crotchet D 
became a quaver D with a quaver A inserted after it. Quaver and crotchet 
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E’s also in bar 2 and bar 6 became E rolls. A part, bar 8, crotchet D became 
a quaver D with a quaver A inserted after it to lead into the A part repeat. 
The A quaver became a high F quaver when leading into the B part. A 
melodic variation was included in bar 6 the second and fourth times the 
A part was played. The variation consisted of changing the quaver D with 
a quaver A inserted after it (mentioned above), to a quaver high D with a 
quaver A inserted after it. The rest of the bar remained unchanged.

B part, bar 1 and bar 3, crotchet high A became a quaver high A with a 
quaver high D inserted after it. B part, bar 2, quavers high GFG were 
replaced with a high G roll. B part, bar 4 crotchet high D was changed to a 
quaver high D with a quaver A inserted after it. B part, bar 6, last quaver 
high F was changed to a quaver high G. B part, bar 8 (bracket 1) the high D 
crotchet was replaced by a high DEF triplet leading into the B part repeat. 
B part, bar 8 ( bracket 2) the high F and high E quavers were replaced by 
two high D quavers and an A quaver upbeat to lead back into the A part 
repeat. This was also the link used to lead into the next reel.

The Pigeon on the Gate

Form: AA BB AA BB

The anacrusis/upbeat included in the Collection was not used in the 
recording of this tune. A part, bar 1, bar 2, bar 5 and bar 6, three quaver 
E’s in each bar were replaced by E rolls. A part, bar 8, crotchet high E was 
changed to a high E quaver with a high D quaver after it to lead into both 
the A part repeat and into the B part. A part, bar 1, when coming from the 
B part on the full repeat of the tune, quaver B and E roll were replaced by 
a dotted crotchet B and a quaver E. This was only done the one time when 
coming from the B part to the A part.

B part, bar 1 and bar 5, the first 3 quaver high E’s were replaced by a high 
E roll. B part bar 2, four quavers high GFGE were replaced by four quavers 
high GFED. B part, bar 3, four quavers DFAC were replaced by a dotted 
crotchet D and a quaver B. B part, bar 4 the first quaver B was changed to 
a quaver A. B part, bar 6, crotchet high G and quavers high G and high F 
were replaced by a high G roll and a quaver high F. B part, bar 8 (bracket 
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1) both sets of triplets, high GFE and high FED were replaced by four 
quavers high GEFD.

The last two quavers in bar 8 (bracket 1) high G and high E were changed 
to high E and high D quavers linking back into the B part. B part, bar 8 
(bracket 2) both sets of triplets, high GFE and high FED were replaced by 
four quavers high GEFD. The last crotchet high E in bar 8 (bracket 2) was 
changed to high D and C quavers linking back into the A part. To change 
into the next Reel, B part, bar 8 (bracket 2) both sets of triplets, high 
GFE and high FED were replaced by four quavers high GEFD. The high E 
crotchet was hopped and a triplet ABC was used as the link into the next 
Reel. B part, bar 1, when coming from the B part for the final repeat of the 
part, quavers high EFED were replaced by a dotted crotchet high E and a 
quaver D. This was only done the one time when coming from the B part 
to the B part the final time the tune was played.

The Bride in the Bed

Form: AB AB AB

The anacrusis/upbeat included in the Collection was not used in the 
recording of this tune. A part, bar 1, quaver and crotchet B were changed 
to a B roll. Also in bar 1, the high G crotchet became a quaver high G with a 
B inserted behind it. A part, bar 2, quaver and crotchet B were changed to 
a B roll. Also in bar 2, the A crotchet became a quaver A with a C inserted 
behind it. A part, bar 3, quaver and crotchet B were changed to a B roll. 
Bar 3 quaver high D and B along with the crotchet B were change to four 
quavers D’BG’B. A part, bar 4 (bracket 1), the crotchet G was replaced by 
four quavers to link back into the A part.

The quavers were G, two G’s and a high E e.g. GG’G’E’. A part, bar 4 
(bracket 2), the minin G was replaced by a crotchet G followed a DEF 
triplet to lead into the B part. B part, bar 3, crotchet G and quavers BG 
were replaced by a quaver G and a B roll. B part, bar 4, the minin G was 
replaced by a crotchet G followed a DEF triplet. B part, bar 8, the minin 
G was replaced by four quavers to link back into the A part. The quavers 
were G, two G’s and a high E, e.g. GG’G’E’. To finish the tune, B part, bar 
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8, the minin G was replaced by four quavers G E D and low B to finish on a 
low G note for 3 beats. e.g. full bar D’CBA GEDB,/G,- - -//

10. Jigs: The Bottle of Punch, The Walls of Liscarroll, 192 bars (120 BPM)

This set of Jigs was recorded using the main ten instruments of the band. 
There were no additional instruments added to the recording.

The Bottle of Punch

Form: AA BB CC AA BB CC

A part, bar 5, BAB quavers were replaced by a long B roll. This change was 
implemented each time the Band played the A part. B part, bar 3, high 
GBG quavers were replaced with a long high G roll. 

Mairead Fitzgibbon, Mikie O’Gorman and Eddie Kiely performing at The Boss

Murphy Musical Legacy launch in Buttevant on Saturday 18 May 2019.

(Picture credit: GMM).
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In the same bar the high FAF quavers, a high G was included making it a 
FGA triplet between the high F and A and the final F was left unchanged. 
This was implemented each time the Band played the B part. The bar 
therefore was played like this each time the part was played: G’ roll 
F’G’A’ (3) F’.

C part, bar 4, FDF quavers became a long F roll. C part, bar 8, the dotted 
crotchet high E changed to a crotchet high E with a quaver high F leading 
back around into the C part and a crotched high E with a quaver D leading 
back into the A part. This was done all times the Band played the part 
apart from the link into the next tune. For the link on the C part, bar 8, 
the dotted crotchet high E became a crotchet high A with a quaver high G 
following it. Example full bar 8: E’F’E’ A’- G’.

The Walls of Liscarroll

Form: AA BB CC AA BB CC

The high D high E anacrusis/upbeat on the A part was never used when 
recording the tune. A part bar 1, high FEF was replaced by a high F dotted 
crotchet. A part, bar 5, high FEF was replaced with a high F roll. A part, 
bar 8, bracket 1, the second G quaver was replaced by a F quaver. A high G 
quaver was added into the end of the bar to fill in the space missing from 
not using the anacrusis/upbeat leading into the A part repeat. A part, bar 
8, bracket 2, the second G quaver was replaced by a F quaver. An A quaver 
was added into the end of the bar to fill in the space missing from not 
using the anacrusis/upbeat and this lead into the B part.

B part, bar 1, BAB quavers were replaced by a B roll. B part, bar 2, G quaver 
and AG semi quavers were replaced by a crotchet G. B part, bar 5, BAB 
quavers were replaced by a B roll. B part, bar 6, G quaver and AG semi 
quavers were replaced by a crotchet G. B part, bar 8, bracket 1, the second 
G quaver was replaced by a F quaver. An A quaver was added into the end 
of the bar. B part, bar 8, bracket 2, the second G quaver was replaced by a 
F quaver. A high E quaver was added into the end of the bar and this lead 
into the C part.
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C part, bar 3, dotted crotchet high F was replaced by a high F roll. C part, 
bar 4, semi quavers DE became a high E quaver. C part, bar 7, high FEF 
became a high F roll. C part, bar 8, a high E quaver was added into the end 
of the bar for the first time the bar was played. This lead back into the C 
part repeat. To lead back into the A part again the high E quaver became a 
high G quaver, thus creating a bracket 1 and bracket 2 situation that was 
seen in the other two parts. The tune finished on the existing final G held 
for a duration of two dotted crotchet beats.

11. March: Bonaparte’s Grand March, 96 bars (120 BPM)

This March was recorded using the main ten instruments of the band. 
The viola played by Alan, played the tune in G major fully in unison with 
the Band and fully down the octave after the tune modulated to the key of 
D major. This amounts to eleven instruments playing on this track.

Form: G major AA BB CC. D major AA BB CC

This March was played in two keys. The tune was transposed to G 
major the first time and then the key of D major (the original key in the 
collection) for the second time.

The tune was written in three different versions for the D major section of 
the tune. One for the main melody (button accordion, concertina, banjo 
and 2 fiddles). Another version for both flute players and the last version 
for one fiddle. Each version followed the melody but the flute and fiddle 
lines had additional notes to fill out the two beat minin beats within the 
March and also at times playing a tight harmony or counter harmony in 
certain parts of the tune. There is also an additional harmony line played 
by viola and 2 fiddles. This harmony line was only played for the D major 
section of the March. The G major part of the tune was played fully in 
unison.

It is also important to note that the rhythm of the tune in both keys was 
changed by including dotted quavers and semi quavers in certain places 
throughout the March. This was to make the rhythm more bouncy, 
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forceful and more in tune with the modern idea of the March genre. See 
appendix No. 8 for Rhythm changes, 1st and 2nd settings of the March 
and full harmony score.

12. Flings: Highland Fling No. 151, Moneymusk Highland Fling, Scotch 
Fling No. 152, 160 bars (88 BPM)

This full set of reels was recorded using the main ten instruments of the 
band. There were no additional instruments added to the recording.

Highland Fling No. 151

Form: AA BB AA BB

The only change occurring throughout this tune was on the A part, bar 16 
and on the B part, 16. Hence the link bar between the A part and A part, 
from A part to B part, from B part and to B part and again B part to A part 
on the repeat of the tune. For all of these links A part, bar 16, the dotted 
G and quaver G were discarded. A part, bar 16 became crotchet G and DEF 
triplet from A part to A part, crotchet G and high DEF triplet from A part 
to B part.

For B part, bar 16, the crotchet G was left intact and the high GB quavers 
discarded. B part, bar 16 became crotchet G and high DEF triplet from B 
part to B part, crotchet G and DEF triplet from B part to A part. For the 
link into the next tune, B part, bar 16, the crotchet high G again was used 
and two high AF quavers introduced to link into the next tune.

Moneymusk Highland Fling

This tune appeared in the key of G Major in the collection. I transposed 
this tune to the key of A Major when recording this tune. The starting 
note of the tune in the Collection is high D while when transposed it was 
brought up to a high E. Other than transposing the tune, there was no 
changing of notes or intervals within the tune. The only changes were in 
the A part, bar 8, quaver high F upbeat to lead into the A part repeat and a 
high G sharp upbeat to lead into the B part.
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B part, bar 4 and bar 12, a long B roll was included instead of a quaver and 
crotchet B (this would be a quaver and crotchet A in the collection, but 
the note is actually B in the recording because of being transposed). The 
link into the next tune just left out the final crotchet high A (high G in the 
collection) and inserted a DEF triplet to lead into the following tune.

Scotch Fling No. 152

A part, bar 4, crotchet D changed to a quaver D with another quaver F 
inserted behind it. A part, bar 8, the crotchet G became a quaver G with 
quaver D included to link in to the A part repeat and a quaver B inserted 
to lead into the B part. B part, bar 2, bar 6 and bar 10, quaver and crotchet 
C replaced by a C roll. B part, bar 3 and bar 11, crotchet high A became a 
quaver A which a high G quaver added behind. B part, bar 4 and bar 12, 
crotchet high D became a quaver D which a B quaver added behind. B part, 
bar 14, triplet high DDD became a crotchet high D and crotchet high G 
was changed to a quaver high G with a high E quaver inserted after it. To 
finish the tune, B part, bar 16, both BAG and AGF triplets were replaced 
with a crotchet B and AF quavers, finishing on a G crotchet, for instance: 
B- AF/G-//.

13. Quadrilles: Scotch Quadrille No. 1, The Basket of Oysters No. 5, 160 
bars (118 BPM)

This set of Quadrilles was recorded using the main ten instruments of the 
band. The viola played by Alan and the mandolin played by Keith were 
also used the full way through the recording. The viola played both tunes 
fully down the octave. The mandolin followed the melody line for both 
tunes. This amounts to twelve instruments playing on this track.

Scotch Quadrille No. 1

Form: AA BB AA BB

A part, bar 1 and bar 9, FDF changed to F crotchet and F quaver. A part, bar 
2, bar 6 and bar 10, dotted crotchet A became crotchet A and a quaver A. A 
part, bar 3 and bar 11, the last quaver B of the bar became a high quaver. 
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A part, bar 16, the last dotted crotchet high D, became a crotchet high D 
with a high E quaver to lead in to the B part. B part, bar 1 and bar 9, the 
first 3 quavers high FDF became a crotchet high F with a quaver high F 
following, there was also a hop/staccato on the first crotchet high F. B 
part, bar 5, 3 quavers high FDF became a high F roll. B part, bar 16, two 
dotted crotchet high D’s became a high D crotchet, B quaver, A crotchet 
and G quaver, e.g. D’-B A-G. To link into the next tune this bar was 
changed to a high D dotted followed by 3 quavers high DEF.

A part between bar 9 and bar 16, Alan on the accordion played the full 8 
bars up the octave the second time the tune was played.

The Basket of Oysters No. 5

Form: AA BB CC AA BB CC

A part, first high G crotchet was hopped (staccato) the first and third time 
the A part was played. A part, bar 4, dotted crotchet high G became a high 
G roll. A part, bar 7, C quaver was changed to a high D becoming BD’B 
instead of BCB as originally noted in the Collection. A part, bar 8, the 
second dotted crotchet E became a crotchet E with a quaver high F used to 
link back into the A part repeat and a high D quaver to link into the B part. 
B part, bar 2, high G crotchet was changed to a quaver and an extra high 
A quaver was added. B part, bar 4, dotted crotchet high G became a high 
G roll. B part, bar 5, high B crotchet was changed to a quaver with a high 
A quaver added behind leading to the high G note. B part, bar 7, high D 
crotchet was changed to a quaver with a C quaver added behind leading to 
the B note. B part, bar 8, the second dotted crotchet G became a crotchet 
G with a quaver high D used to link back into the B part repeat and a high 
F quaver to link into the C part. Alan and Mairéad (accordion and fiddle) 
played the B part fully down the octave the third time the part was played.

C part, first high G crotchet was hopped (staccato) the first and third 
time the C part was played. C part, bar4, the second A dotted crotchet was 
changed to three quavers ABD’. B part, bar 8, the second dotted crotchet 
G became a crotchet G with a quaver high F used to link back into the 
C part repeat and a high F quaver to link into the A part. To finish the 



88

tune, the two dotted crotchet G’s were replaced by 4 quavers GD low B 
and low G, finishing suddenly. For the third and fourth time the C part 
was played, Alan and Mikie (accordion and fiddle) played a counter 
melody harmony right up to the finish of the tune. See appendix No. 9 for 
notation of counter melody used.

All-Ireland winning Under 15 Set Dancers from Boherbue who performed in 

Buttevant on 18 May 2019. (Picture credit: Louise Ryan, Tipperary).
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14. Reels: The Kerry Star, The Five Mile Chase, The New Road Reel, 192 
bars (116 BPM)

This full set of Reels was recorded using the main ten instruments of the 
band. There were no additional instruments added to the recording.

The Kerry Star

Form: AA BB AA BB

This tune was changed from being played as a single tune (each part 
played once) to a double tune (each part played twice). The A part of 
this Reel only had 4 bars and had a repeat mark which would mean the 
A part would be repeated to make the first part 8 bars long. To make the 
tune a double tune, 16 bars long per part, the 4 bar A part as notated in 
the Collection was played 4 times before leading into the B part. On the 
repeat the 4 bar A part was also repeated 4 times. The B part which is 8 
bars long was repeated before leading back around into the first part and 
before changing into the following Reel.

A part, bar 2, the last C quaver was changed to a high D quaver. A part, 
bar 4, the C quaver was a to a high D quaver and the last E crotchet was 
changed to a quaver beat with an A quaver included directly behind it. A 
part, bar 3 changed to a B roll AGABC quavers the second, fourth, sixth 
and eighth time the A part was played.

B part, bar 1 and bar 5, 3 quavers high GFG became a high G roll. B part, bar 
3, the second 4 quavers high G’F’G’E’ became a high G crotchet followed 
by two high FE quavers becoming G’-F’E’. B part, bar 4 and bar 8, the last 
C quaver was changed to a high D quaver. Also B part, bar 4 and bar 8, the 
last crotchet E became an E quaver with an A quaver being put in directly 
behind it. This A quaver was replaced by a F quaver when linking into the 
next tune.

The Five Mile Chase

Form: AA BB AA BB
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A part, bar 1 and bar 5, BAG triplet was replaced by two quavers B and G. A 
part, bar 2 and bar 6, the last G quaver was changed to a F quaver. A part, 
bar 3, the BAG triplet was replaced by two quavers B and G. Also in bar 
3 the B crotchet and high D crotchet were replaced by a B quavers and a 
high D roll. A part, bar 7, the BAG triplet was replaced by two quavers D 
and G. Also in bar 7 the B crotchet and high D crotchet were replaced by 
a B roll quaver and a high D quaver. A part, bar 8 (bracket 1), the high G 
minin was changed to a high G crotchet followed by a DEF triplet leading 
back into the first part. A part, bar 8 (bracket 2), the high G crotchet was 
followed by a high DEF triplet leading into the second part. The anacrusis/
upbeat that was featured in the Collection was never used.

B part, bar 1, the second high G quaver was changed to a high E quaver. B 
part, bar 2, the high EFG triplet was changed to two quavers EG. B part, 
bar 4, the high EFG triplet was changed to two quavers EG. Also in bar 
4, the high G dotted crotchet was changed to a crotchet high G followed 
by a high DEF triplet. B part, bar 6, B crotchet was changed to a B roll 
followed by a high D quaver. B part, bar 8 (bracket 1), the high G crotchet 
was followed by a high DEF triplet to repeat the second part. A part, bar 
8 (bracket 2), the high GEDB quavers were replaced by a high G crotchet 
followed by a DEF triplet leading back into the first part. To change 
into the next tune, the crotchet high G was hopped leading in to a high 
E quaver before playing the first note (high F) of the next Reel. A lower 
octave was played in the B part the third time the part was played over 
the full eight bars. This was played by Alan and Mairéad (accordion and 
fiddle).

The New Road Reel

Form: AA BB AA BB

A part, bar 1 and bar 5, crotchet high F and crotchet B replaced by a quaver 
high F and B roll. A part, bar 2 and bar 6, first CA quavers became an CBA 
triplet. A part, bar 3, crotchet high F and crotchet B were changed to a 
high F roll followed by a quaver B.
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A part, bar 7, quavers high DED became a dotted crotchet high D. A part, 
bar 8, final B crotchet became 4 quavers BCDE to lead into the A part 
repeat. A part, bar 8, leading into the B part crotchet B became an ABC 
triplet.

B part, bar 1, bar 2 and bar 3 all high FED triplets were taken out. Between 
bar 1 and bar 2 of the B part, the final high D quaver of bar 1 and the 
first high D crotchet of bar 2 were tied together to make a high D roll. B 
part, bar 4, both crotchet B’s were taken and replaced by a B roll and C 
quaver. B part, bar 5, high ABA quavers became a high A roll. B part, bar 6, 
crotchet A became a quaver A with a C quaver added. B part, bar 7, quavers 
high DED became a dotted crotchet high D. B part, bar 8, leading into the 
B part, crotchet B became an ABC triplet. B part, bar 8, final B crotchet 
became 4 quavers BCDE to lead into the A part. To finish the tune, B part, 
bar 7, high DED quavers became a dotted crotchet high D with a B quaver 
following it and CDC quavers became a doted crotchet C with an A quaver 
following it. B part, bar 8, the last crotchet B was dropped and the Band 
finish suddenly on the Crotchet B.

It is important to note that the Band played all the G’s in the tune as G 
sharp instead of G natural as indicated in the collection.

15. Reels (Live in Ennis) The Sally Gardens, The Dublin Reel, 136 bars 
(116 BPM)

The hidden track 15 on the 2019 album was recorded in Ennis in 2017 
when the Shandrum Céilí Band won their third title in succession. As the 
Sally Gardens and the Dublin Reel are not included in the Boss Murphy 
Collection, instead being in the mainstream repertoire of the Irish Music 
idiom, and also featured in other collections of Irish music I have not 
detailed the versions that were written for the Band to perform at the 
competition. It was decided to include the extra track on the recording to 
celebrate the Shandrum’s achievement of securing 3 All- Ireland Titles in 
a Row (2015, 2016 and 2017) a feat that has only been managed by seven 
other bands in the 68 years of the competition’s history.



The bridge on the boundary of the townlands of Imogane and Leap at Churchtown. 

One can imagine John Boss Murphy sitting on this bridge very many times throughout 

his long life chatting with a neighbour or contemplating the meaning of life.

(Picture credit: GMM)



BY ALAN FINN

NOTATION FOR EXTRA HARMONIES
AND ARRANGEMENTS

These nine appendices detail the extra harmonies and arrangements 
that were introduced as the tunes were being recorded by Shandrum Céilí 
Band.

Appendix No. 1

The Scotch Lancers (Counter Melody, 2nd part)

Arranged: Alan Finn - Track 2
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Appendix No. 2

The Peacock Quadrille No. 3 (1st part Counter Meldoy)

Arranged: Alan Finn - Track 2

Appendix No. 3

Grand March of Norway (1st Setting, C major)

Arranged: Alan Finn - Track 3



Appendix No. 3

Grand March of Norway (2nd setting, D Major)

Arranged: Alan Finn - Track 3
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Appendix No. 4

Stool of Rependance (Counter Melody 2nd part)

Arranged: Alan Finn - Track 4
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Appendix No. 5

Introduction Waltzes

Arranged: Alan Finn - Track 5

Appendix No. 5

The Woodland Waltz

Arranged: Alan Finn - Track 5
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Appendix No. 5

Untitled Waltz

Arranged: Alan Finn - Track 5
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Appendix No. 6

Barley Meal Jig (Counter Melody, 2nd part)

Arranged: Alan Finn - Track 7
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Appendix No. 7

The Venetian Schottische

Arranged: Alan Finn - Track 8
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Appendix No. 8

Bonapartes Grand March (1st Setting, G major)

Arranged: Alan Finn - Track 11
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Appendix No. 8

Bonapartes Grand March (2nd Setting, D major)

Arranged: Alan Finn - Track 11
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Appendix No. 9

The Basket of Oysters no. 5 (counter melody 3rd part)

Arranged: Alan Finn - Track 13
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A group of swans under a rainbow near Shinanagh Bridge as you cross from 

Churchtown to Ballyhea. Taken on 2 January 2016. (Picture credit: GMM).
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The sculpture in the village which commemorates Churchtown’s equine 

heritage, most especially the achievements of Vincent O’Brien who 

trained at Clashganniff.
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MEDALS OF HONOUR

Churchtown Heritage Society was originally called Churchtown Village 
Renewal Trust and it was founded on 4 July 1997. Since its inception 
the Trust – now the Society – has presented a number of specially 
commissioned Medals of Honour. Two such medals were presented at 
the Churchtown Parish launch of the Shandrum album on 24 August 
2019. These two Medals were presented to Colette Moloney and Alan Finn 
for their work in preserving our musical heritage.

A third Medal was presented to Martin Keaney who designed the 2003 
book and multiple other Churchtown related publications.

Churchtown Medal of 

Honour as presented to Dr 

Colette Moloney, Alan Finn 

and Martin Keaney (who 

designed the 2003 book) in 

Churchtown on 24 August 

2019. (Picture credit: GMM).

Rosario Buckley reads a citation 

before Alan Finn is presented with 

the Churchtown Medal of Honour 

by Gerry Murphy during the concert 

in St Nicholas’ Church on 24 August 

2019. (Picture credit: Dorothy 

Murphy).
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Margaret Cullinan-O'Keeffe, who married John Francis Boss Murphy, 
owned a public house at 22 George Street in Churchtown before passing 
the business to her son Patrick (Paddy) O'Keeffe on 23 December 1933. 
John most likely met Margaret in the pub, which she ran with her first 
husband William J O’Keeffe who died on 2 August 1911. In the winter 
months John and Margaret stayed over in the pub in the village rather 
than at the farm at Leap and John regularly played his violin on the 
premises. In the 1920s when the next-door property, number 21, came 
up for sale John and Margaret purchased it. Both properties were then 
inter-connected.  Paddy O'Keeffe sold the premises on 4 September 1951 
to Charlie Hedigan and moved to Dublin. The pub closed in the 1960s. 
Numbers 21 and 22 were purchased by Boss Murphy’s Ltd from Jack and 
Gail Mortimer in 1998 and are used as bedroom accommodation.
 
When I was growing up in Churchtown there was little reference to 
street names let alone house numbers though I do recall my father 
referring to “George’s Street” as a youth. After I purchased what is now 
Boss Murphy’s back in 1997 and was examining the title deeds and the 
accompanying map of properties in the village I noticed that numbers 
had been applied to some properties and I always had it in my mind to 
fill in the blanks on the street map of George Street. I am now using the 
description George St which I believe is authentic rather than George’s 
Street which has been used more recently, by myself included.
 
I finally managed to fill in the house numbers on George St with help 
from Richard Hogan, who lives in Florida, who explained that his family 
originally lived at what we agreed was number 7 George St (now with post 
code P51 V6YH).  With Richard’s help – using house surveys completed in 
1849 and Griffith’s valuation maps of 1851 - the house numbering system 
for George St which runs from number 1 (Parson’s House) to number 23 
(Boss Murphy’s) has been reconstructed. 

BY GERRY MURPHY

MURPHY’S PUB ON GEORGE STREET
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Fisher’s shop is number 3 as number 2 was allocated to Bruhenny 
graveyard. The Gaels GAA gym (old shop) on the right as you walk north 
on George St is number 9.  The numbers on the eastern side of the street 
run in sequence northwards and end where Kay O’Donovan lives in what 
is now a double house numbered 13-14 George Street.  The numbers then 
cross the street so the Dorney home is number 15 George St.  Two doors 
down from this you have Gail and Jack Mortimer’s house at 17 George St 
which was the more recent RIC barracks. The original RIC barracks was 
where Eddie O’Donovan’s house is located immediately after you leave 
George St on the western side and is not numbered. O’Flaherty’s home 
and original shop, which operated from 22 May 1978 to 6 March 2000, 
was located at 20 George St.
  
See Murphy’s Pub in the 1920s on page 26, the postcard on the bottom of page 32 and 

the picture of O’Kee!e’s pub c. 1937 on page 216. Further information on who lived in 

George St in 1851, 1911 and the early 1950s at www.churchtown.net/history-2/

Right Top: Playing darts in the O’Keeffe / 

Murphy pub in the early 1950s. From left: 

Mick Lynch, Ben Fehan, Ned Dorney and Pad 

Relihan (village). (Photo credit: Margaret 

Sweeney). Right Bottom: The original c. 1900 

‘Paddy’ Whiskey framed advertisement from 

the O’Keeffe / Murphy public house at 22 

George Street, Churchtown. Paddy Flaherty 

- after whom Paddy Whiskey was called from 

1912 - was an occasional visitor to the pubs in 

Churchtown to promote sales of the label. This 

original print is preserved in its original frame 

in the Booney House. (Picture credit: Annette 

Lindsay).



110

BARON OF THE FAIR

Mallow Field Club Journal, Number 19, 2001:

“When the Normans invaded Ireland towards the end of the twelfth 
century, they soon occupied most of the best land in the country. Their 
economy was based on those who worked the land, and produced goods 
which could be sold at fairs and markets. The king usually granted a 
patent to hold a fair or market; though sometimes this privilege was 
given to a town by a powerful lord.

‘There were rules about the quality of goods, and the arrival of coinage 
created the need for a reliable system of weights and measures. At all 
fairs and markets either the seller or the buyer paid tolls. In some cases 
tolls were paid to the local lord or bishop of the diocese, if they owned 
the fair. In return for such levies it was the duty of the owner to provide 
certain facilities such as weights and measures.

“Much effort was made to ensure 
that weights at all fairs were 
uniform and honest. Offices 
such as “clerk of the market” or 
“baron of the fair” were created. 
Strict rules were enforced against 
those who forestalled the market 
by buying goods before the fair 
opened, or who went outside the 
town to meet and buy goods on 
the way to the market”.

John Boss Murphy was the Baron 
of Liscarroll Fair as can be seen 
from this 1934 Oriel Press poster.



The three headstones to the Murphy family of Egmont and Leap at Kilbrin. The 

original headstone erected in the 1860s is on the left, the middle headstone was 

erected in the 1980s and the headstone to the right was erected in 2016.
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FINAL RESTING PLACE IN KILBRIN

William Boss Murphy (1831-1911) and his brother Daniel (1848-1905) 
of Egmont erected a headstone in memory of their mother Ellen Duane 
at a grave in Kilbrin cemetery, more correctly called Castlecor Demesne 
graveyard. This grave is also the final resting place of John Francis Boss 
Murphy (1875-1955), his father William Boss Murphy (1831-1911) and 
a multitude of Murphy family members from Egmont and Leap. The 
gravestone reads as follows:

Erected in Memory of Mrs Danl Murphy, Egmont, who dept life February 6th 1860.

Aged 55 years. May her soul rest in peace. Amen. Registered.
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In the 1980s Jack Murphy (1920-2000) erected a headstone to the right of 
the original headstone which notes the names and date of death of eleven 
Murphy family members including John Francis on 25 May 1955. A third 
headstone was added in more recent years to remember Jack and Nora 
Murphy and their children Margaret and John. 

Less than three strides away, Daniel and William’s uncle William The 
Weight Thrower Murphy (1819-1902) and his wife Olympia Wigmore 
are also buried. See Booklet 7 at www.churchtown.net/publications/. 
Olympia died on 30 May 1884 and William on 12 February 1902 and a 
Celtic cross headstone was erected in Olympia’s memory by her son 
Monsignor Daniel Wigmore Murphy of Dover, New Hampshire. The 
Celtic cross headstone broke in two and fell into disrepair over the years 
but it was restored in preparation for the celebration of William’s life on 
25 June 2016. The epitaph on this headstone reads:

The carefully restored Celtic cross in 

memory of Olympia Wigmore Murphy 

at Kilbrin.
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Erected by Rev D.W. Murphy Of Dover N.H. USA To the memory of his mother Mrs 

William Murphy Of Liscarroll Who died May 1884 Aged 71 years. May her soul rest in 

peace. Amen

 
In between the two graves there is also a headstone to a William Murphy 
of Gardeen - near Newmarket - which raises the question about where 
the Murphy Family of Egmont lived before they arrived in Churchtown. 
There have been suggestions that this headstone referring to Gardeen 
may offer a clue?
 
Jack Murphy (1920-2000) often repeated a saying he heard from his 
father John Francis that ‘there are acres of Murphys buried in Kilbrin’.

Left: The headstone to William Murphy of Gardeen. Right: Taken in October 2019.

A direct descendant of Daniel Murphy of Egmont, Charlie Grobe, Chicago at the

memorial to William Murphy The Weight Thrower erected at Liscarroll Castle in 2016.
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Shandrum Céilí Band playing at the Churchtown launch of The Boss Murphy Musical 

Legacy in St Nicholas’ Church on 24 August 2019. (Picture credit: GMM).

CHURCHTOWN CONCERT ADDRESS

BY ALAN FINN

I would like to start out with a quote from W H Auden:

“The most exciting rhythms seem unexpected and complex, the most 
beautiful melodies simple and inevitable”.  This quote to me sums up the 
music contained within The Boss Murphy Musical Legacy Collection.

It has been a long journey since Gerry Murphy contacted me regarding the 
Shandrum Céilí Band recording an album exclusively of tunes appearing 
in The Boss Murphy Musical Legacy, Irish Music from the Churchtown 
area of North Cork. Obviously I was delighted but did not think for one 
minute of the work involved and the journey it would lead the band.



Prior to Gerry contacting me The Shandrum Céilí Band had just released 
The Dawn album and had just won two All-Ireland titles back-to-back. 
To celebrate the two-in-a-row success of the Band at Fleadh Cheoil na 
hÉireann and to publicise The Dawn, the Band were asked to perform 
on a RTÉ Céilí House programme presented by Kieran Hanrahan. The 
programme was recorded live in Tim McCarty’s bar in Buttevant.

On the recording we had included three Quadrilles from the Boss Murphy 
Collection and the Band played these three Quadrilles on the programme. 
Gerry was in Abu Dhabi at the time and had received a message telling 
him that his grandfather’s tunes were currently being played on RTÉ 
by a Band from Cork. At the time of recording the programme, Kieran 
Hanrahan, who had never heard these tunes before, proceeded to ask 
about the origins of these tunes and it was here I mentioned the Boss 
Murphy Collection and how I had given these tunes to the Band to record 
because they were ‘different’ and ‘unusual’. This action of playing 
these three Quadrilles and mentioning the Boss Murphy Collection set 
in motion the events that would see the recording of The Boss Murphy 
Musical Legacy.

A pre-concert party took place in the Booney House before the guests made their way to Saint 

Nicholas’ Church for the Concert on 24 August 2019.
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On receiving the very first message from Gerry, I was surprised by its 
content and wondered was I in trouble for not asking permission to use 
the tunes! As it turns out he had heard the three Quadrilles on the RTÉ 
programme and wanted to organise a meeting to discuss the possibility 
of the Band recording more tunes from the Collection and releasing an 
album exclusively of Boss Murphy tunes. After the first meeting we had 
decided that the Band would record an album of the Boss Murphy tunes 
and I immediately went to work picking the tunes that the Band would 
record.

All the tunes included on the recording were not picked out at random. I 
played through every tune in the Collection many times before compiling 
a rough list of tunes I could work from as explained in pages 49 to 61.

Gerry Murphy was very supportive when recording this album, giving 
me free rein with what tunes would be included on the album. He only 
requested that two tunes would be included in the Collection. I was more 
than happy to include these tunes even if for their titles alone. It turns out 
both of these tunes were Double Jigs and hence I decided that only two 
Double Jig sets would be included on the album, and went about choosing 
tunes that would either go in ‘sets’ together or could they actually be 
played together as a set.

The tunes in question are The Rakes of Dromina and The Walls of 
Liscarroll and ever since these tunes are favourites of the Band to play at 
concerts and céilíthe. Recording the tunes was another story.
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Breda Hickey and her granddaughter 

Orla Hickey at the Churchtown launch 

of The Boss Murphy Musical Legacy in 

St Nicholas’ Church on 24 August 2019. 

(Picture credit: GMM).



The tunes were recorded in Milltown Malbay, County Clare and at this 
stage I would like to thank the sound engineer Martin O’Malley for the 
amazing job he made when recording the tunes and mixing and mastering 
the tunes. Considering that the tunes we recorded were lost from the 
tradition, all Band members had to learn them to a high standard before 
ever thinking of sitting in front of a microphone. As it turns out we did 
know certain tunes; only different versions which made the process even 
harder.

The recording process was complex and challenging. There are 10 
instruments here on stage behind me but on most recordings you hear 12 to 
14 instruments because many musicians here are multi-instrumentalist 
and double tracked many recordings. This added to the overall depth of 
the sound and added another layer to the overall listening experience. 
Hours and hours in the studio, test the best of everyone’s nerves but I 
believe we prevailed and have a recording that will last the test of time.
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Alan Finn’s grand aunt Mary Cremin 

who was acknowledged in The Boss 

Murphy Musical Legacy book in 2003. 

(Picture credit: Rosario Buckley / as 

published in Vale Star).



St Nicholas’ Church in Churchtown on the evening of on 24 August 2019 at The Boss

Murphy Musical Legacy concert by Shandrum Céilí Band. (Picture credit: Dominic Lee)
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I would like to remember my grandparents Peter and Maureen Cremin 
and Paddy Finn who were always a massive support to me growing 
up learning music. Also I would like to remember Mary Cremin, my 
grandaunt, who is mentioned in The Boss Murphy Musical Legacy book 
in 2003; it is amazing to see the family connection continue through the 
generations.

I would like to thank everybody who came here tonight. It was a wonderful 
night and myself and the Band are very very grateful. I would also like 
to thank the guest artists who performed with us: Carmel Breen, Liam 
Fitzgerald and Cian Broderick. The making of this album is an important 
milestone for the music of north Cork and beyond. It involves not only 
the Band here behind me and people who helped make it possible but also 
the people gone before us, many of whom are gone from passing memory 
but are now revived through the music that is now featured on this album 
and the music that was played here tonight.
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The Shandrum Céilí Band have achieved so much since we were formed in 
December 2014. It has been an amazing journey and I would like to thank 
the Band behind me for their commitment. My name has been mentioned 
many times tonight but it would not have been possible without this 
group of people sitting on the stage with me tonight. This album has been 
their work just as much as my own and for that I am grateful to have 
them all as friends.

“It is a proud moment for everyone to see this

recording completed and for the music of north 

Cork to reach a wider audience than Boss Murphy 

would ever have imagined when he compiled the 

manuscripts in the 1930s.”

I thank Dr Colette Moloney, who without her amazing efforts and work 
the Band would not have the tunes to record in the first place. I would like 
to thank the Churchtown Heritage Society for the constant support and 
for helping with the organisation of this event. To Rosario Buckley who 
has worked tirelessly in organising and promoting this event and for her 
friendship throughout this project. I think the near last word of thanks 
needs to be saved for Gerry Murphy who without him and his family this 
album, these tunes, or this night would not be taking place. My final 
words of thanks go to my mother and father Carol and Joe Finn who have 
supported me throughout my life and continue to do so at every turn.

A selection of the crowd and an enthusiastic 

Fergus Vidal Tulsà, great-great-grandson of 

John Boss Murphy at the Churchtown launch 

of The Boss Murphy Musical Legacy in St 

Nicholas’ Church on 24 August 2019. Fergus 

and his mother Jenny Smyth (originally from 

Ballybeg) travelled from Catalonia to attend 

the concert. (Picture credit: GMM).



Cian Broderick, Sean Nós dancer performed wonderfully at the launch of The Boss Murphy 

Musical Legacy album in Buttevant on 18 May 2019 and in Churchtown on 24 August 2019. 

Our picture shows Cian in full flight at the Shandrum Concert launch of The Dawn in 2017. 

(Picture credit: Louise Ryan, Tipperary).



BOSS MURPHY AND THE VILLAGE RENEWAL
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BY GERRY MURPHY

From the 1970s to the 1990s, I watched the decline of my home village 
of Churchtown, albeit from a distance as I was living in Dublin. In 1992 
I saw the closure of Jerry O’Sullivan’s pub, previously Flannery’s Bar, 
and more and more dereliction of village properties. I never lost faith in 
Churchtown and believed with all its fine cut-stone Georgian buildings, 
that the village was a treasure waiting to be renewed. Over the years I 
made a few unsuccessful attempts to purchase a small ‘holiday home’ 
property in the village.

Starting in 1997

I was reading a Sunday Tribune article in February 1997 - which was 
based on an article that appeared some days earlier on a front page 
report in the Evening Echo - about O’Sullivan’s (or Flannery’s, as 
we called the pub in my youth) moving to Vienna and decided I had to 
use my skills and try to ‘do something’. I telephoned local auctioneer, 
Michael Broderick, and asked him to see if the owners of the derelict 
Market House in Churchtown (which was also part of the overall village 
pub property) would be prepared to sell it. After some negotiations about 
the price, I agreed to purchase the old by then unlicensed pub, dwelling 
house, outhouses, stables and the Market House itself from Liam and 
Marie O’Herlihy, who had bought the premises from Jerry O’Sullivan, 
the previous owner, on 24 December 1992. At that stage I did not have a 
clear plan apart from using these buildings as the base for renewing the 
village.

The deal closed in August 1997, just as I was resigning from First National 
Building Society to pursue my plan to develop a portfolio of interests. 
It became clear to me that I needed to separate what would be seen as 
‘commercial’ in my developments in Churchtown with what would 
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be voluntary and philanthropic, and so I also founded the Churchtown 
Village Renewal Trust on 5 June 1997.

Evening Echo from Saturday 

11 January 1997. The first of 

two press articles on the selling 

of the internal furnishings of 

Flannery’s Bar in the village 

which inspired the foundation of 

the Churchtown Village Renewal 

Trust and the establishment of 

Boss Murphy’s.

Working with my accountant, Peter Stewart of O’Donovan Stewart & 
Co, I set about devising a tax-efficient plan for the premises, which I 
hoped could be tourist-related and offer accommodation so as to open 
up Churchtown to visitors. With help from Alexis FitzGerald, a plan was 
prepared to open a ‘holiday hostel’ in Churchtown and this was presented 
to Bord Fáilte for BES approval and possible grant support under the EU’s 
ERDF grant scheme. Ciaran O’Brien of Gerry Cahill Architects surveyed 
the premises and, overseen by Gerry Cahill, whom I had met when I 
was chairman of the EU Thermie project, a planning application was 
submitted to Cork County Council on 28 July 1997.

Planning permission was obtained and BES approval secured from Bord 
Fáilte for €627,000 on 23 December 1997.
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Where did the Boss name come from?

In Summer 1997 I was thinking about branding the business and 
considered many options before settling on the name Boss Murphy’s 
– after my great grandfather William Murphy (1831-1911) and my 
grandfather John Boss Murphy (1875-1955). I also borrowed the ‘Boss’ 
name from my father-in-law, Jim Cunningham, who was known as Boss 
Cunningham. The nickname ‘Boss’ in Ireland was generally used as a 
term of respect for an employer.

Next, I invited a group of key decision-makers from Ballyhoura 
Development Ltd, Cork County Council, Bord Fáilte and Cork North 
Enterprise to discuss plans for Churchtown, under both the Boss Murphy 
commercial heading and under the umbrella of the Churchtown Village 
Renewal Trust. Carmel Fox of Ballyhoura Development and Greg Collins 
of Cork County Council attended this important meeting, as did Rochie 
Holohan from Cork North Enterprise, which subsequently supported 
the development of the ‘dotcom’ company George’s Street Technology 
Ltd in the village. Carmel Fox and Ballyhoura Development went on to 
become major supporters of the renewal of Churchtown.

A public meeting to discuss the plans was held in the Community Hall 
in Churchtown in July 1997. This was a follow on to a two-day self-
development course, organised by the Churchtown Village Renewal Trust. 
A meeting was also held in O’Donovan Stewart’s offices in Dublin of a 
group of advisors, including Pat Cusack of Cusack McTiernan, Solicitors, 
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and Martin Keaney of Keaney Design, to outline and discuss the master 
plan. A presentation of the overall plan to Cork County Council eventually 
resulted in a grant of €19,000 to the Churchtown Village Renewal Trust.

Progressing through 1998 and 1999

With Eileen Ahern-O’Connor acting as an intermediary, Boss Murphy’s 
acquired two more adjoining properties in Churchtown from Jack and 
Gail Mortimer. This part of the Boss Murphy premises had special 
significance because these properties were operated as a pub by my 
grandmother and grandfather, John Boss Murphy and his wife Margaret. 
A revised planning application was submitted and approval was obtained 
for the enlarged scheme.

Funding for the BES was drawn down on 25 September 1998. An ERDF 
grant of €190,000 was also approved on 3 December 1998. BDO Simpson 
Xavier supported the BES and with substantial further capital from 
myself, building work began.

A special meeting was organised on 26 January 1999, entitled ‘Facing 
the Millennium with Confidence’. It was attended by a wide range of 
decision-makers, including Maurice Moloney, County Manager, and 
Theresa White, Assistant County Manager. The Churchtown Declaration 
was presented to this meeting.

A bronze bust of William Boss Murphy 

(1831-1911). Sculpture: Elizabeth O’Kane. 

www.elizabethokane.com.
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One of the most important events was the appointment of Maurice 
Gilbert as builder at Boss Murphy’s in 1998. Maurice was recommended 
by Oliver Byrne as he had completed the building of the Padre Pio Nursing 
Home. Maurice was responsible for the refurbishment of Boss Murphy’s, 
which included the Market House, and his contribution to the renewal of 
Churchtown has been very significant. So, after some initial work in late 
1998, construction began in earnest in early 1999.

In a disappointing outcome, in 1998 I decided to open a Boss Murphy’s 
pub in Dortmund in Germany. Trading was unsatisfactory and the pub 
was both opened and closed in 1999.

Former schoolmate of mine, Francie Conway, helped to make Boss 
Murphy’s first major piece of original merchandising – the CD Boss 
Murphy’s Spirit of Cork , with 11 tracks including Finbar Furey’s ‘Song 
for Churchtown’, produced by Francie and released in 1998. See also page 
131.

Boss Murphy’s accommodation opened in 1999. The business was officially launched in 2000 to 

coincide with President Mary McAleese’s visit to Churchtown on 14 July 2000. Boss Murphy’s 

Pub was opened on 29 June 2002 by Willie Joe Condon and Kitty Fitzgerald, two of Churchtown’s 

esteemed senior citizens. The pub is called after William Boss Murphy (1831-1911) and dedicated 

to the memory of Bill Murphy (1916-84), eldest son of John Boss Murphy (1875-1955). (Picture 

credit: GMM).



Boss Murphy’s which opened 

in Dortmund in 1999. The 

venture was not a success. 

(Picture credit: GMM).

Eileen, Valerie (left) and William 

Murphy from Egmont who visited the 

Boss Murphy renovation project in 

1999. (Picture credit: GMM).
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The first dinner at Boss Murphy’s took place in what was then known as 
the Imogane Room on 2 September 1999 and it was attended by doctors 
Tony and David Walsh of the Sims Clinic in Dublin, where I was a founding 
director.

Millennium Year 2000

American Gwen Burkard was recruited as the first manager of Boss 
Murphy’s and she moved from California to Churchtown to carry out 
her duties. She recruited Jason Bernier as chef, who also moved from 
California, and with Michael Barry and Joan Quinn, Boss Murphy’s was 
ready for business.

Tom Martin, an MBA colleague of mine and a supporter of Churchtown 
(its first webmaster), introduced substantial corporate business to Boss 
Murphy’s when he was responsible for hiring the entire premises for 
nine full weeks in 1999 as a training centre for Eontec. During this time 
Boss Murphy’s had visitors from all over the world.
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Planning permission for 72 new houses was received in March 2001 
and Ballyhoura Construction Ltd – the new company incorporated by 
Maurice Gilbert – began work on this development, which was named 
‘Bruhenny’ in May 2000.

In July 2000 President Mary McAleese visited Churchtown to open 
the new Community Centre. Deirdre and Niamh Murphy opened Boss 
Murphy’s on the same day. In the summer of 2000, legislation was passed 
that would allow Boss Murphy’s to purchase a licence and open a pub on 
the premises. It became clear that Boss Murphy’s required a ‘dedicated’ 
couple who would manage it and prepare for the pub opening.

In August 2000 Mary Kelly and her husband John visited Churchtown, 
having been recommended as potential ‘landlords’ for Boss Murphy’s. 
Mary Kelly arrived in September and had an immediate impact on the 
business, with her dedication to service and hospitality. John joined 
the full-time staff in June 2002 when the new pub, ‘The Village Inn’, 
opened. Jason Bernier finally succumbed to the weather and headed back 
to California and Gwen Burkard left for a job in Tralee, both having left 
their mark on Boss Murphy’s. Gwen even appeared on RTÉ’s Nationwide 
programme, talking about Boss Murphy’s. Housekeeping staff included 
Mary Jones and Linda Chamberlain. Restaurant service staff included 
Helen Ahern, Ann Marie Breen, Clare Denise, Stephanie Flavin, Heather 
O’Brien and Brenda O’Sullivan. Kitchen staff included Joan O’Donovan 
and Joanne Quinn.



Left: Boss Murphy - the Horse! A clipping from the Vale Star reporting the victory of Denis 

Fehan’s horse ‘Boss Murphy’ in the Liscarroll Cup on 24 March 2002. Boss Murphy also won the 

Beeches Stud Hunters Chase at Mallow Races on 1 April 2002. The name was inspired by Jim 

Quinn. Right: Promotional leaflet 2002.
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Preparing to open the Pub - 2001

Having managed Boss Murphy’s through the initial stages, Michael 
Barry decided to spend more time in developing his own plans and 
moved to Majorca, off the Spanish mainland. It was decided to rebrand 
the restaurant as ‘The Windmill Restaurant’ and the woodwork of the 
premises was painted blue as a contrast to all the grey stone.

Huge consideration went into deciding where exactly to locate the pub 
premises in Boss Murphy’s. It was agreed that the original pub premises 
was too small, so the ‘Eontec’ training room and the Imogane Room were 
converted into what was christened ‘The Village Inn’ and some private 
parties took place there in December 2001. Maurice Gilbert, with support 
from Terry Brennan of Chatham Design, built the pub. In December, 
Gerry Corbett retired from my office in Dublin and was awarded the 
Churchtown Village Renewal Trust Medal of Honour for his valuable 
service to the parish.
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Boss Murphy’s Pub opens - 2002

Revenue and planning approval were obtained for the conversion of 
Boss Murphy’s to a full hotel in early 2002. A court date was set for a pub 
licence hearing in June 2002 and the licence was granted. On Friday, 7 
June, the pub opened its door and the first pint was purchased by Toby 
Manning. By July 2002, over 20 new homes had been sold at the Bruhenny 
site and 15 new families had moved into Churchtown. Work had begun on 
a further 18 houses in Phase 3.

The Handover – 2003

Having purchased the BES shares from the tax-based investors on 4 
March 2004 I decided running a pub was not a good idea for an absent 
landlord and so I sold my 100% shareholding in Boss Murphy’s Ltd to 
Richard Fitzgerald and Donal O’Sullivan who owned a chain of pubs.

Epilogue - 2020

Boss Murphy’s continues to trade successfully. The premises was 
purchased by John Fitzgerald, a native of Effin, Co Limerick in 2016. John 
is based in Australia and the premises is operated by Alan Donegan.





BOSS MURPHY’S SPIRIT OF CORK

Boss Murphy’s Spirit of Cork album 

launched in 1998.
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In 1998 an 11 track CD was issued to promote the Boss Murphy ‘brand’ 
when a secondary school friend of Gerry Murphy’s, Francie Conway from 
Tralee, launched an album of popular Cork tunes called Boss Murphy’s 
Spirit of Cork with vocalist Val Cooke and a star studded line up of 
musicians including the famous banjo player Gerry O’Connor. While this 
1998 production was not influenced by the tunes collected by John Boss 
Murphy, it nevertheless, at the time, served to promote Boss Murphy and 
Churchtown. The album includes the ‘Song for Churchtown’, especially 
written by Finbar Furey which goes as follows:

There’s a worn old bench in Churchtown

Where we met, my love and I,

To peer beyond the eagle’s wings

That soared to greet the sky.

There’s a graveyard in the village there

Where now my own love sleeps

But still she comes to be with me

In my lonely hour of need.

The rain falls on the village

With teardrops in my eyes

My heart’s a cold and misty place

Since my love said goodbye.

Her lovely face I’ll see no more

Nor kiss her rosy cheeks

And where now are the smiling eyes

That shone when e’er we’d meet.

I still see all the flowers

We picked on Windmill Hill

Where she kissed and said she loved me

And made my time stand still.



Jack (1920-2000), Gerry and Niamh Murphy in 1998 with the Lord Mayor of Cork, 

David McCarthy, at the launch of the Boss Murphy Spirit of Cork album at the 

Rob Roy Bar, Cook St., Cork on Wednesday 13 May 1998. On the evening Guinness 

sponsored a free pint for everybody. (Picture credit: Deirdre Ní Mhurchú).
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Where she made my hands go tremble there

And filled my heart with joy

I will love you now forever

Everlasting sad goodbye.

I wish for sleep to take me

And place me by her side

And the sun to never wake me

Nor take her from my eyes.

Her lovely face I’d see once more

And kiss her rosy cheeks

And the joy to see those smiling eyes

Once more when e’er we’d meet.

And the joy to see those smiling eyes

Shine bright when e’er we’d meet.

Another song based on the ‘Bould Tenant Farmer’ is also included on the 
album. This version goes as follows:

Kevin Flynn, Gerry Murphy, Martin 

Curry and Val Cooke during the recording 

of Boss Murphy’s Spirit of Cork in 1998. 

(Picture credit: album sleeve).



Gerry O’Connor and Francie 

Conway during the recording 

of Boss Murphy’s Spirit of Cork 

in 1998. (Picture credit: album 

sleeve).
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One evening while late from The Leap I did stray

And bound for Boss Murphy’s I was making my way

At Churchtown Village I had a delay

For to wet my ole whistle with porter.

I scarcely had travelled a mile of the road

When I heard a dispute in a farmer’s abode

The son of ould Egmont, a right looking toad

And the wife of the bold tenant farmer.

Eviction or rent was ould Egmont’s demand

If your husband can’t pay, I’m having the land

Boss Murphy came running with cash in his hand

‘Twas enough for to tidy them over.

Well I buttoned my coat

And I picked up my stick

And down the Black Road like a deer I did pick

I care not for landlord or duke or ould mick

For I’m taking the road to Liscarroll.

As the album sleeve says: “While the opening of Boss Murphy’s may have 
been the trigger for the original album idea it was Francie Conway who 
grabbed the concept by the neck and decided to produce an album that 
would change the way we listen to these traditional songs. Francie knew 
the songs had to be respected but also should be interpreted and renewed 
for a new generation and a new millennium.”

Credits: Some text courtesy of the album sleeve. Photos by Francie 
Conway and GMM. Original sleeve artwork by Martin Keaney.
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With thanks to The Corkman - 23 May 2019
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Article upper left: Text copyright Rosario Buckley.

With thanks to Vale Star as published on 23 May 2019.
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Article on left and photos of early Shandrum Céilí Band: text 

copyright and photo credit Rosario Buckley.

With thanks to Vale Star as published 15 August 2019.
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With thanks to Vale Star – 29 August 2019



BIOGRAPHY - DR COLETTE MOLONEY

Dr Colette Moloney, from Charleville, Co. Cork, is a musician in both the 
classical and traditional idioms. A graduate of University College Cork 
and the Cork School of Music, she holds a PhD from the University of 
Limerick and teaching and/or performance diplomas from London 
College of Music, Trinity College of Music, and the Associated Board of 
the Royal Schools of Music.

Colette was Founder-Director of the Charleville School of Music and is 
also a former Director of both the Newcastle West School of Music, and 
Maoin Cheoil an Chláir. She was a Senior Examiner for London College 
of Music and author of the latter’s first examination syllabus for Irish 
Traditional Music which was issued in 1997.

Colette has held lecturing positions in music at University College Cork, 
University of Limerick and Waterford Institute of Technology. Colette 
is an active researcher, particularly in the areas of palaeography and 
traditional music, and has published widely. Her book publications 
include The Irish Music Manuscripts of Edward Bunting (1773-1843): 
An Introduction and Catalogue (ITMA 2000) and The Boss Murphy 
Musical Legacy (Noah’s Ark 2003). She is currently Assistant Registrar at 
Waterford Institute of Technology.
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Picture credit: Michael Johnson
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Alan Finn is a multi instrumentalist hailing from Buttevant, Co. Cork. He 
began playing music at the age of five, learning from his cousin Maggie 
McCarthy and later on from accordion player Timmy O’Callaghan from 
Mallow. From an early age Alan attended local music sessions in the north 
Cork area including many Fleadhanna Cheoil across the country. Alan 
attended Scoil Mhuire na Trócaire Primary School and Coláiste Pobail 
Naomh Mhuire Secondary School in Buttevant and was encouraged 
musically throughout his time in both schools. 

Upon finishing school Alan began studying at the Irish World Academy of 
Music and Dance at the University of Limerick. Alan has many All-Ireland 
titles to his name, not only as the leader of the Awbeg and the three in a 
row winning Shandrum Céilí Bands, but in solo, duet, trio competitions 
and as a member of the All Ireland winning Buttevant Scór Na nÓg 
instrumental group. He has performed extensively throughout Europe 
and America, most notably playing for US President Barack Obama in the 
White House on St. Patrick’s Day 2009. He has also performed in Dublin 
Castle for the Official State Commemoration of the 1916 rising. 

Alan now teaches music and he has coached his students, Grupaí Ceoil 
and Céilí Bands to many All-Ireland successes.

BIOGRAPHY – ALAN FINN
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SEÁN CLÁRACH MAC DoMHNAILL

DENIS J HICKEY, CHURCHTOWN HERITAGE SOCIETY

Another Churchtown-born person has achieved international acclaim 
as a Jacobite poet and the writer of the wonderful Irish ballad Mo Ghile 
Mear. Who was Seán Clárach Mac Domhnaill, and how may we be certain 
he is a true son of Churchtown? Let us attempt to answer both questions: 
The MacDonnells of the Glens were a Scottish sept, a section of which 
migrated to Ulster possibly in the late 16th century. In fact, we find a 
Shane McDonnell on the Roll of the Garrison at Annagh Castle – about 2 
miles north of Churchtown village - in 1598.

Sean’s parents operated a mill about a mile from the village. Flax was 
widely grown in the area to facilitate the local linen industry. The district 
is known as Windmill to this day and the foundation of the mill is still 
visible. 

This article is based on a paper delivered by Denis J Hickey to the annual Seán Clarách Mac 
Domhnaill commemoration that took place in the Booney House on 25 January 2013. The 
main guest on the night was Donncha Ó Dulaing of RTE Radio 1 Failte Isteach fame.
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Denis J Hickey, Churchtown Heritage

Society, has completed extensive 

research on Seán Clárach Mac 

Domhnaill which he has presented 

over several annual commemorations 

in the Booney House in Churchtown. 

Pictured: the plaque on the outside of 

the Booney House in Churchtown.

I will attempt then to clear up two matters which, even to this day, excite 
some controversy; his birthplace and his nickname, ‘Clárach’. Some 
believe they are inexorably linked, but that is not so, as will be explained.

The suggestion or theory that the epithet ‘Clárach’ was bestowed on 
him simply because he was born in Co. Clare was first promulgated by 
O’Halloran in his History of Ireland (1754). This fallacy – or should I 
say heresy – was repeated, with due acknowledgement, by Hardiman 
in his Irish Minstrelsy or Bardic Remains in Ireland (1832) and has been 
slavishly perpetuated by many writers since then.

During my youth several Clare people came to live or work in Churchtown 
parish. None of them was ever nicknamed ‘Clárach’. Neither were any 
newcomers to the parish nicknamed for their counties of origin. Another 
suggestion is that Seán was born in the Millstreet area which apparently 
has a hill of a similar name. There is absolutely no evidence of his birth 
here and in fact, if you Google Millstreet’s entry on the Web, only one 
famous person is claimed from the area – and that happens to be a 
woman. Still another theory is that Seán Clárach was given the sobriquet 
after the name of the family home – but that most certainly was not the 
custom among his class of native Irish at the period to name their homes. 
So we can absolutely reject such a proposal.



The explanation now generally accepted is that he was named from 
his rather broad visage; ‘Clárach’, according to that great Gaelic 
lexicographer, An tAthair Peadar Ui Duinnin, means flat or broad-faced 
and that is by far a more compelling explanation.

However, for the sceptics, we can offer additional evidence: Ristéard 
Ó Foghlú in his Seán Clárach 1691-1754, A Saorthar Fileachta agus 
Scéal a Bheathaidh (the Life and Poetical Works of Seán Clárach 1691-
1754, published in 1932 states: “Seán Clárach Mac Domhnaill was born 
in the year 1691. He and his parents subsequently resided for a long 
time afterwards in the parish of Churchtown in the Barony of Orrery 
and Kilmore. The place is now known as Baile and Teampuil [a literal 
translation of Churchtown] but Bruhenny is the ancient name of the 
place.”

While researching for this presentation at the Irish Folklore Institute in 
University College, Dublin, I came across further evidence on page 8 of 
An Claideamh Soluis dated 25 February 1905. A letter-writer - no less 
a personage than that great musicologist William Grattan Flood, who 
produced the definite history of Irish Music in 1905; but let me digress 
for a moment. As a schoolboy of 12 attending the school less than 100 
yards from here I was most fortunate to have as teacher Mrs Wall, who 
loved poetry. One day she read the introduction to the afore-mentioned 
Fr O’Dineen’s 1902 work on Seán Clárach. In his introduction the author 
had written: “Rugadh Sean Clárach in ait ina dtugtar Rath; N’feader ca 
bfhuil Rath? Seán Clárach was born in a place called Rath, I wonder where 
Rath is?”

I never forgot those words; so you can imagine my feelings when I 
came across Grattan Flood’s letter. The letter to An Claideamh bore an 
introduction from the editor which read: Liam Ó Maoltuile [William 
Grattan Flood] sends us a note which will interest Irish in general and 
an T-Athair Pádraig Ui Duinnin in particular: The letter states: ‘I have 
discovered the birth-place of Seaghán Clárach Mac Domhnaill, the great 
Munster poet. He was born c. 1690 at Bruhenny, not far from Doneraile, 
Co. Cork. MacDonnell himself wrote under the name ‘Brughtheinadh’ 
[Churchtownman].
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Thus was Fr. Dineen’s query answered after three years and a wonderful 
memory evoked for yours truly some six decades later. As you will have 
deduced, the fact Seán Clárach used ‘Churchtownman’ as a pen-name is 
further irrefutable evidence of his birthplace.

Seán received his early education at a local Hedge School and later took 
one of four places reserved for Catholic students at Roger Boyle’s Academy 
in Charleville. Already fluent in his native Irish, he now perfected his 
knowledge of English, Greek and Latin. His parents intended him for the 
priesthood, but Seán lacked a vocation. Following the death of his parents 
he moved to the Kiltoohig district of Charleville. Later, he married Agnes 
Whyte, a Protestant. They had no children and little is known of their 
time together. Sean now tried his hand at farming but apparently was 
unsuccessful.

Philip Cotter from Newtwopothouse on pipes, Noel Fitzgibbon from Kilavullen on banjo and 

Owen Mc Kiernan (right), who is married to John Boss Murphy’s great grand daughter Niamh 

Ní Mhurchú, playing the button accordion at the Seán Clárach commemoration on 7 April 2018. 

(Picture credit: GMM).



One of the few amongst his contemporaries, who were writing in English, 
meant Seán’s reputation soon attracted a steady stream of writers, and 
his Kiltoohig home became their regular meeting-place. Subsequently, 
he would become involved with the poetic circles of Bruree, Croom and 
Adare. These courts of poetry were known as cuirteanna éigse and, as the 
intensity and oppression of the Penal Laws greatly impinged on the old 
Gaelic way of life; the flames of history and tradition were fanned by such 
men. It bears reflection however, that the most heinous of these Laws 
were framed not in the Palace of Westminster, but in an Irish Parliament, 
presided over by a Protestant Ascendancy.

Seán Clárach quickly established himself at these poetic courts. The group, 
taking their name from a local river, became known as ‘Filí na Máighe’ 
‘Poets of the Maigue’. Chief amongst them being Aindreas Mac Craith, 
‘An Mangaire Sugach or ‘The Merry Pedler’, Sean Ó Tuama, ‘An Ghrinn’ 
– ‘Of the jest’, Fr. Nicholas O’Domhnaill who, as Brother Bonaventure, 
was Keeper of the sacked Franciscan Priory at Adare and Tadhg Gaelach 
O’Súilleabháin, Timothy Irish O’Sullivan. Sean was joyously accepted 
into their midst and ‘ere long was invested as Priomh Éigeas na Mumhan 
or Chief Poet of Munster.

These men, brilliant satirists and musicians continually longed for a 
return to the old Gaelic tradition. Fleetingly, their hopes turned to France 
but when the Regent Philippe d’Orleans pursued a policy of détente with 
England, their sorrow was absolute. Small wonder then when Philippe 
died in 1723, Sean sent him on his way with a withering requiem.

Their hopes were again raised as they perceived in the Jacobite rebellion 
in Scotland, a means of a return to their old Gaelic Customs. Sean’s, and 
the works of fellow poets, fully espoused the Jacobite cause and soon 
became their principal theme. The loss of Culloden on 16 April 1746 – 
incidentally the last battle fought on British soil – was a devastating 
blow to their aspirations. Again Seán Clárach turned to France – to where 
Bonnie Prince Charlie had fled following his defeat. His ‘Fá Mheiribh 
Maodhte Laoisigh Mhóir’ / ‘Under the Proud Flags of Great Louis’ is full 
of hope that a French fleet bearing the Prince and an army of supporters 
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to the Stuart cause would shortly put to sea. This dream too was destined 
to remain unfulfilled.

Although according to some critics Seán adopted a complex rhyming 
style, his works remained universally popular. His ‘Aisling’ or ‘Vision’ 
has long been acknowledged as a classic, while his ‘Granuaile and Queen 
Elizabeth’, which describes the meeting of Pirate Queen Grace O’Malley 
with the Queen of an evolving empire, is worthy of a place on any history 
shelf. His most enduring legacy however is a poem variously titled ‘Seán 
Clárach’s Lament’, ‘Bímse Buan’ or ‘An Buachaill Beo’ the ‘Lively Boy’, 
before becoming popularly known as ‘Mo Giolla Mear’ – ‘My Dashing 
Hero’ - and sung to the air of the Jacobite marching air ‘An Cnóta Bán’, 
‘The White Cockade’. It is a post-Culloden lament for Bonnie Prince 
Charlie from a female perspective. Historians differ as to who the lament 
represents; some indicating Flora MacDonald, while there is considerable 
manuscript support for a servant, Jenny Cameron. Not only has ‘Mo 
Giolla Mear’ become our Churchtown Anthem, but it has also featured as 
a popular background song in Specsavers’ adverts.

It was one of his satires however, that Seán had perhaps cause to regret. 
Hearing of the death of a Colonel Dawson, an Aherlow-based landlord 
and an obnoxious tyrant that had tenants who picked dried wood on his 
land flogged, Seán wrote a savage satire which included the verse:

Squeeze down his bones, O ye stones, in your hall of clay

You reeking gore-sprinkled boar, Old Dawson grey.

Sheated was his sword when the foeman called to the fray,

But he cheated and sold and slowly slaughtered his prey.

Needless to say, although loudly approved of by the local peasantry, it 
did not sit well with his son John and the Dawson family, and, under 
prevailing laws Seán Clárach could be assured of dire consequences were 
he apprehended. Wisely, he took flight. His cover was so deep that it 
was at first believed he had gone to London. As months went by he was 
presumed dead and Seán Ó Tuama – who Seán had nominated as his 
successor as Chief Bard – even composed a moving elegy to his friend. 
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Here however, our tale takes an unexpected twist: Wonderful new verse 
began to emerge from a County Clare based female poet writing under the 
pseudonym ‘Seán Anna Prior’. The quality, style and metre of the poetry 
was however instantly recognizable to fellow poets including Michael Óg 
Ó Longain who was compelled to write:

Ye great anatomists behold this creature!

‘Tis more than ever you saw in nature.

John made a female, Ann made a male

Anna a male female, John a female made.

Little power of deduction is needed to interpret the pen-name ‘Seán Anna 
Prior’. ‘Anna is doubtless a pun on Annagh a townland close to Sean’s old 
homestead, Rath, in Churchtown, while the addition of the word ‘Prior’ 
most likely means ‘formerly of Annagh’. His pseudonym may now be 
read as ‘Sean, formerly of Annagh’.

Deirdre Ní Mhurchú, great grand daughter of John Boss Murphy, being interviewed in 

Irish by John Spillane at Windmill, Churchtown about Seán Clárach Mac Domhnaill 

and Mo Ghile Mear for his programme series Na Bailéid on TG4. The programme was 

broadcast on 4 September 2016. (Picture credit: GMM).



With thanks to The Corkman.
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Maureen Buckley holding John 

Boss Murphy’s original fiddle with 

Gerry Murphy at the Seán Clárach 

commemoration in the Booney House 

on 7 April 2018. Maureen is a living 

link to John Boss Murphy because 

as a young girl she actually played 

the violin with him. (Picture credit: 

Michael Johnson).

France’s resolve not to involve itself in Ireland’s struggle, the failure of 
the Stuart Rebellion and the strict imposition of the Penal Laws, which 
prevented the name of Eire or Ireland being mentioned in their works, 
left the Bardic circle with little option but to turn to allegory as a means 
of articulation. Political sentiment was now expressed metaphorically 
in forms such as ‘Roisín Dubh’, Cait Ní Duibhir and Grannuaile. Ireland 
was even invested with the attributes of a beautiful fairy mythology as 
portrayed in Seán Clárach’s renowned ‘Vision’.

The following incident is recounted in an anonymous article I unearthed  
at the Dept. of Irish Folklore in Dublin. When the hue and cry had 
abated, following the Dawson affair, Seán returned to Charleville– not 
to Kiltoohig, but within the town. Fearing that his writings and books 
might be confiscated, he decided to bury them in the back garden. Having 
carefully placed them in boxes, he asked a friend to help bury them. 
“These are all my riches” he told the friend.

The so-called ‘friend’, in an effort to ingratiate himself with the local 
powers, repeated the precise words to a group of soldiers who promptly 
marched to Sean’s garden and unearthed the boxes. When they 
discovered the manuscripts, all of which were in either the Irish, Greek 
or Latin language - which they were unable to read - they were enraged 
and, piling them high, made a bonfire of the lot. This possibly explains 
why so much of the poet’s work has been lost – a fact much commented 
upon by historians and critics.
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Seán’s health now declined and he died in January 1754, following what is 
described as ‘a lingering illness’. His Bardic companions were devastated 
and resolved under the hand of their new Chief, Ó Tuama, to honour 
their departed leader through a special ceremony on 21 October of that 
year. Part of Ó Tuama’s eloquent summons or barrántas read: “To make 
that day honoured by a belated meeting to revive and declare continuity 
with the artistically rich and benevolent achievements of our fountain 
of knowledge, our shining light, our chief laureate, our rallying trumpet 
and our eloquent protecting roof-tree, Seán Clárach Mac Domhnaill”. 
Seán was laid to rest on the site of a former medieval parish church near 
to his Kiltoohig home in what today is Holy Cross Cemetery.

We in Churchtown are ever grateful to the people of Charleville 
for the manner in which they too keep his flame burning. On two 
separate occasions – 1931 and on the Tercentenary of his death 1991, 
major ceremonies have been held at the poet’s graveside. Further 
commemorations have been annually held since then. For many years 
also, the local GAA Club is known as ‘Seán Clárachs’.

Left: Éabha Sampson, Ballychristy, playing the violin in the Booney House on 30 August 

2015 watched by: (l-to-r) Denis Hickey, Helen Daly, Anne Sampson (her grandmother) 

and Mary Barry.  Sarah and Ted Buckley, Ballinatrilla and Pat O’Hara, videographer in 

the background. Right: At the Seán Clárach commemoration on 8 April 2018 (l-to-r): Ciara 

O’Brien, Noel Linehan, Muireann and Daithí O’Brien with their grandfather Niall Daly.
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Much of Seán Clárach’s writings provide an insight into the plight of the 
Irish under the yoke of the Penal Laws. He was undoubtedly one of the 
most prolific writers of his time and we are fortunate that so much of 
his work survives. Seán Clárach’s most enduring work ‘Mo Ghile Mear’, 
written as a tribute to his hero Charles Stuart, was most likely, dedicated 
to Jenny Cameron, the Prince’s paramour, and one of the unsung 
heroines of the Stuart era. In Churchtown we have proudly installed ‘Mo 
Ghile Mear’ as our anthem and for many years an Annual Seán Clárach 
Mac Domhnaill Commemoration has been held in the Booney House in 
Churchtown.

We in Churchtown, together with our friends in Charleville, pledge to 
keep green the memory of Seán Clarách Mac Domhnaill, Chief Bard of 
Munster– surely it is the very least his genius deserves?

Local theatre and music was also popular in the 1940s in Churchtown. 

Here we see local amateur group ‘McNamara’s Band’ performing at a 

village concert: (l-r): Simon Keane, Richie Flynn, Jackie Flynn, Patrick 

Irwin, Pakie Murphy, Jim McGill and Paddy Flynn.

(Picture credit: The Annals of Churchtown).
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Above: Denis J Hickey speaking at the 2012 

Seán Clárach commemoration. The bust 

of Denis in the foreground is by Elizabeth 

O’Kane and in on permanent exhibition in 

the Booney House. Above Right: Donncha Ó 

Dulaing, RTE with Noel Linehan and Denis 

J Hickey at the 2013 commemoration. Right: 

Professor Micheál Ó Suillebháin, Director of 

the World of Music at University of Limerick 

attended the 2014 commemoration.

ANNUAL SEÁN CLÁRACH COMMEMORATIONS

For over a decade an annual Seán Clárach commemoration has taken place 
in the Booney House in Churchtown. These events have been organised 
by Noel Linehan with assistance from Denis Hickey and Gerry Murphy. 
Local performers at these events over the years included Philip Cotter on 
Uileann Pipes, Noel Fitzgibbon (Banjo), Gerry O’Neill (Riverstick), Con 
Warren, Daithi and John O’Riordan (Granagh), Éanna Kelleher, Anthony 
Duggan, Sean Clifford, Con Aherne, Robbie Murphy, Ted Meaney, Pat 
Cahill, Pat Speight (Storyteller), Bill Power (Historian), P J O’Driscoll, 
Rosario Buckley, Mairead Nagle, Charlie Conway, Deirdre Murphy, Peter 
Lombard (Accordion), Éabha Sampson, Helen Daly, Muireann and Daithi 
O’Brien, Owen Mc Kiernan, Willie Relihan, Nora Buckley and Denny 
Hawe. Selected highlights over the years include:
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2010
The ancient Seán Clárach manuscript kindly loaned by St. Colman’s 
College, Fermoy for the commemoration was exhibited.

2011
Peadar Ó Ríada and Jimmy Crowley performed. Dónal Ó Siodhachain 
presented Gerry Murphy with a cold cast sculpture of Bonnie Prince 
Charlie (‘Mo Giolla Mear’).

2012
John Spillane was the guest performer at the 2012 commemoration.

2013
Donncha Ó Dulaing, RTE, was the principal guest. Members of the 
Murphy family from Bruree, direct descendant of Seán Clárach’s sister, 
Mary also attended.

2014
Professor Micheál Ó Suillebháin, Director of the World of Music at 
University of Limerick attended. In his piano recital/talk Micheál played 
tunes from 18th and 19th century manuscripts and printed collections.

2015
Dr Liam P O’Murchú, University College Cork, presented a detailed 
account of Seán Clárach’s writings and dealt at some length with 
aspects of Irish Jacobite poetry. Uileann Piper and stalwart of so many 
commemorations, Philip Cotter, was awarded the Churchtown Medal of 
Honour.

2017
Denis J Hickey presented his annual erudite lecture on the historic 
significance of Seán Clárach. These proceedings are now available on 
the Bruhenny TV channel on Youtube. Google ‘Bruhenny TV: Booney 
Sessions’.



Entrance and exit signage to the village of Churchtown erected by Churchtown Village Renewal 

Trust (now Churchtown Heritage Society).



THE BALLYHOURA RAMBLERS

BY ROSARIO BUCKLEY

Ballyhoura Ramblers will celebrate their 30th anniversary in 2020. 
From the beginning the Ramblers have provided entertainment and 
an outlet for local talent and since Boss Murphy’s opened in 2002 they 
have gathered there on the fourth Thursday of every month. The three 
founding members of Ballyhoura Ramblers were P J O’Driscoll, Noel 
Linehan and Mike Foley and all three are still going strong.

How did Ballyhoura Ramblers get its name? The aforementioned three 
gentlemen were at a Rambling House in Ballincollig. The MC on the night 
approached them and asked them the name of their group. At that stage, 
a name hadn’t been decided on. He advised them to come up with one 
fairly quickly as they were due to go on stage next. There and then, they 
came up with the name ‘Ballyhoura Ramblers’.

The very first Ballyhoura Ramblers event was in Charleville Showgrounds 
in Ballyhea after which gatherings or ‘sessions’ were held in the 
Crossroads Bar in Buttevant (now the Black Rose). This was before the 
development of Boss Murphy’s in Churchtown in 2002 when the 
Ramblers transferred the monthly sessions to The Village Inn (as Boss 
Murphy’s pub was known in its early days) and a new musical era dawned 
in Churchtown. All these years later, the Ramblers is still going strong on 
the fourth Thursday of each month in Boss Murphy’s where the Ramblers 
gather for a night of music, song and storytelling. The numbers have 
grown and many now travel from Mallow, Newmarket, Buttevant, West 
Cork, Limerick and Doneraile.

New entertainers or attendees are always welcome. You can join in or just 
enjoy the entertainment. The Ballyhoura Ramblers wish to acknowledge 
the management and staff of Boss Murphy’s for their hosting of the 
monthly sessions. They also wish to acknowledge the support received 
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from the various radio stations that have hosted them over the years. 
They have had many shows from Jimmy Reidy on his Monday night 
programme ‘Around The Fireside’ on C103 while they have also 
performed on a number of other local radio stations, including those in 
Tipperary and Limerick.

Noel Linehan has been involved in many parish groups through the years, 
but has never wavered in his commitment to the Ballyhoura Ramblers. 
P.J. O’Driscoll has recorded his own CD, ‘Songs I Love To Sing’ and is 
Fear an Tí for the monthly Irish nights, while Mike Foley keeps the night 
going smoothly with his accordion each and every month.

Of course, each year memories are recalled of those who attended the 
Ramblers but have now gone to the Great Rambling House in their 
Heavenly Home. In particular we think of Bill Egan and Seán Clifford, 
who were regular attenders at the monthly gatherings. We also recall 
Charlie Conway and the great Bob Jennings, who have gone to their 
eternal reward. Roll on the 30th celebrations.

Bill Egan and Noel Lenihan at the Ballyhoura Ramblers in Boss Murphy’s 

on 1 August 2002. (Picture credit: GMM).

Credit: Based on an article that appeared in the Vale Star on 29 August 2019.
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Ballyhoura Ramblers members: Pat O’Neill, Michael McCarthy, 

Fran Stone, Noel Linehan, P J O’Driscoll and Mike Foley. Also 

pictured: Gerry Murphy and Rosario Buckley. Taken on Thursday 

22 August 2019 in Boss Murphy’s in Churchtown. (Picture credit: 

Michael Johnson).



In the haybarn at Leap in August 1954. Back: Bill Murphy and his father 

John Francis Boss Murphy. Front: Pad and Bill Relihan and Pat Healy.

(Photo credit: O’Keeffe family).



THE RELIHAN FAMILY

BY GERRY MURPHY

The Relihan family of Churchtown are also noted musicians and Saturday 
25 August 2018 was a historic day for them when an accordion owned and 
played by Dan Relihan (1902–1958), was on stage at the World Meeting of 
Families Concert attended by Pope Francis in Croke Park. The accordion 
has a long history. It was carefully selected and ordered by Dan Relihan 
in 1954 and collected by his son, Noel, from Borrowes of O’Brien Street 
in Mallow. Although intended for playing by Dan’s sons Noel and his 
brother, Denis, it was their father, Dan, who would mainly play it. Hard 
to believe, but the current monetary equivalent of the £40 paid for the 
instrument in 1954 is now over €1,250.

Funding for the purchase was provided by Dan’s brother–in-law, New 
York based Donal O’Sullivan. Donal was raised in Churchtown village. 
There were seven boys and four girls in the O’Sullivan family – Jack, 
Paddy, Jim, Donal, Denis, Jerry, Billy and Elizabeth (Bess), Ann, Alice 
and Peggy. The accordion Dan selected was a German-made Hohner 
Chromatic and was notoriously difficult to play. To achieve optimal 
sound the accordionist must engage with all three rows.

Dan could handle all three rows but Noel and Denis found it difficult to 
progress beyond one row. Dan played contemporary tunes such as Glenn 
Miller’s “In the Mood” as well as traditional airs. Local man Richie 
Flynn - also an expert player, had a similar accordion. The youthful Bill 
Egan often called to Relihan’s house on his way home from Churchtown 
Creamery to talk to Dan and play the accordion. On one occasion Bill 
was so engaged in chatting and playing of the accordion that the donkey 
hauling the creamery cart fell asleep on the road outside Relihan’s.
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So, why was the three-row button accordion on stage at the Papal 
Concert in Croke Park? It’s because the late Dan’s son Danny - who lives 
in Malahide - is related through marriage to the famous Begley musical 
family from Baile na bPoc, Dingle, and James and his brother Brendan 
Begley were invited to play at the Papal concert. To honour their musical 
forebears they decided to have a collection of family accordions on 
stage for the Concert. In total, three of the eight accordions on the stage 
belonged to members of the Relihan family, and Dan’s accordion was 
actually played during the concert. The accordion purchased in Borrowes 
on that fateful day in 1954 has travelled the world. Noel emigrated to the 
USA in 1962, and in the early 1970s his aunt Alice brought it to him on a 
visit she was making to America.

In later years the accordion returned to Ireland when Noel presented 
it to his brother, Danny, for the use of his son Niall who is now an 
accomplished accordionist. The Relihan family are well known for their 
musical skills. Dan played with the Michael O’Callaghan Big Band in the 
1950s. He also played Hawaiian slide guitar with the Hugh Cahill Band 
and featured with the Regan Band in Buttevant. At his original family 
home at Ballindillanig, Dan began playing on the family accordion. He 
first learned the banjo on an instrument he received as a wedding present 
from Mrs Oliver of Stream Hill and on which he became accomplished. 
Dan also played both instruments by invitation from a Mrs Barrett, 
Knockardbane, Liscarroll who was herself an accomplished piano player.

James and Brendan Begley with the 

eight family accordions on stage at the 

World Meeting of Families Concert in 

Croke Park attended by Pope Francis on 

Saturday 25 August 2018. The three-row 

Hohner Chromatic button accordion on 

the top right that was played at the concert 

was originally owned and played by Dan 

Relihan (1902 – 1958) from Churchtown. 

(Picture credit: the Begley family).
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Dan’s son, Willie, has released several CDs and his music is well known 
and very popular with listeners to local radio. Dan’s daughter, Margaret 
O’Keeffe in Charleville, plays piano accordion, keyboard, guitar and the 
organ in Holy Cross Church in Charleville. Margaret’s sister Hannah - 
who lives in the US - is also an excellent musician having learned the 
piano in Buttevant Convent while attending secondary school. Hannah 
also plays the piano accordion and was an award winning step dancer. 
Hannah succeeded Nora O’Keeffe as the Church organist at St Nicholas’ 
Church before emigrating to the USA.

One of Dan’s greatest joys in his younger days was to play banjo for his 
close friend and Godfather to Noel, Bill Murphy of Leap. It is well known 
that Bill Murphy appreciated good music and song, as he and others sang 
the old and the new to the strains of Dan’s banjo. Dan’s son, Denis, who 
also emigrated to the US, died in 2016 in Philadelphia and his ashes were 
buried in the Kilgrogan grave of his Grandfather and Grandmother. Dan 
Relihan and his wife Elizabeth (Bess) 1915-1995 are buried in the Abbey 
in Buttevant. They are surely resting peacefully in the knowledge that 
Dan’s accordion had the singular honour of being played at the Papal 
Concert 64 years after its purchase.

Apologies if any musical Relihan family members are omitted from this 

article; there are so many it is not easy to ensure all are included. The author 

acknowledges the assistance of Noel Relihan in the preparation of this article.
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Left: Dan Relihan, 

Churchtown (1902-

1958). (Picture credit: the 

Relihan Family). Right: 

Dan Relihan’s son Willie 

has released several 

albums including My 

Hometown in 2001 and 

Hills of Home in 2009. 

Willie features regularly 

on local radio.
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On 20 August 2017 The Shandrum Céilí Band became one of only a 
handful of Céilí bands in the long history of the coveted Senior Céilí 
Band competition to achieve the elusive three-in-a-row, entering the 
history books to stand alongside legendary bands such as The Kilfenora, 
The Siamsa, The Ormond, The Ennis, The Táin and The Naomh Padráig 
Céilí Bands. Here we present the band members biographies. Alan Finn’s 
biography is on page 140.

Hailing from Buttevant in Co. Cork, Mairéad 
Fitzgibbon is a fiddle player, pianist and 
vocalist. She began playing music at the age 
of 9. She has a background in a number of 
different musical styles and this is reflected 
in her fiddle playing. In 2006, she graduated 
from University College Cork with a first 
class honours degree in Music and Maths. 
She has travelled Europe extensively 
playing and teaching music. She was a 
member of the All-Ireland winning Awbeg 
Céilí Band and has a number of Munster 
and All-Ireland titles including those with The Shandrum Céilí Band. 
Mairéad currently works in Limerick as a secondary school maths and 
music teacher.

SHANDRUM CéiLÍ BAND BIOGRAPHIES
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Mikie O’Gorman is a fiddle player who 
hails from a strong musical family in 
Boherbue, Co. Cork. He began learning the 
fiddle when he was 9 years old, becoming 
well versed in the local Sliabh Luachra style 
of fiddle playing. He was a member of the 
Maule Cross Céilí Band who went on to have 
great success at county, provincial and All-
Ireland level. He also claimed All-Ireland 
honours in the 15-18 trio competition of 
Fleadh Cheoil 2009 with two other members 
of that band, including his brother Billy. 

Mikie currently works as a primary school teacher in Ballincollig, Co. 
Cork and is a prominent fiddle player and teacher in Co. Cork and beyond.

Eddie Kiely is a fiddle player from Boherbue, 
Co. Cork. He started playing music at the 
age of 8, learning from Buttevant musician, 
Alan Finn. He later joined the Freemount 
branch of Comhaltas winning All-Ireland 
medals with the u15 Crossfields Céilí Band 
and with an u18 grúpa ceoil, both under the 
guidance of Alan Finn. He also performed in 
the National Concert Hall in the 2014 final 
of Siansa Gael Linn with the group Lasair. 
Eddie is currently studying to become a 
primary school teacher and teaches with 
the Freemount and Charleville branches of Comhaltas.



165

Brian O’Loughlin was born and raised in 
the north Clare village of Corofin. From 
a strong musical family, he started the 
flute at the age of 8. At 11 years of age, he 
won his first All-Ireland solo title and duet 
title with his brother Keith. He also had 
numerous All-Ireland successes in the 
underage céilí band competitions, being 
a member of the Inis Óg Céilí Band under 
the direction of Padraic O’Reilly. In 2015, 
Brian released an album with French piper 
Tom Delany, accompanied by West Kerry’s 

Dessie Kelleher on guitar. Brian now resides in Ennis where he is a much 
sought after performer and teacher.

Timmy Collins is a flute player and set 
dancer from Kiskeam, Co. Cork. A native 
of Sliabh Luachra, he has been heavily 
influenced by  musicians of this unique 
style of traditional Irish music. His interest 
in céilí bands began in his teens when 
dancing at céilíthe and playing with the 
Maule Cross Céilí Band. He has competed 
and often championed at All-Ireland level 
competitions, in both music and dancing, 
such as Fleadh, Siansa and Scór. Timmy is a 
secondary school teacher in a Gaelcholáiste 
in Dublin teaching Irish and Mathematics.
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Keith O’Loughlin was born in Corofin, 
Co Clare, an area rich in the Irish music 
tradition. He comes from a very musical 
family and started playing the banjo at 
the age of 8 under the tutelage of Marcus 
Moloney. He competed with success in the 
All-Ireland Fleadh on a number of occasions 
in solo, duet and trio competitions and 
with the Burren and Inis Óg céilí bands 
and groups. Keith regularly teaches at 
workshops both in Ireland and abroad and 
he can be found playing all over Clare and at 

various festivals around the country throughout the year.

Tadgh O’Sullivan is a concertina player 
from Millstreet, Co. Cork. He started 
playing music at the age of 9, learning from 
Lixnaw musician, Anne McAuliffe. He later 
joined the Freemount branch of Comhaltas 
winning All-Ireland medals with the u15 
Crossfields Céilí Band and with an u18 grúpa 
ceoil, both under the guidance of Alan Finn. 
He also performed in the National Concert 
Hall in the 2014 final of Siansa Gael Linn 
with the group Lasair. Tadgh is a primary 
school teacher as well as teaching music 
with the Millstreet, Kiskeam and Emly branches of Comhaltas.
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Aileen O’Callaghan is a piano player from 
Mallow in north Cork. She took up music 
at a very early age and went on to study 
Music at University College Cork. She has 
had huge success with céilí bands, having 
played the fiddle with the 2012 All-Ireland 
Champions, The Awbeg Céilí Band. She 
has been teaching piano and concertina 
for the past 14 years. She has performed 
across Europe including England, France, 
Portugal, Spain, Switzerland and Italy. 
Aileen currently teaches Maths and Music 

at St. Aloysius Secondary School, Cork.

Ger Naughton is a musician from 
Newtownshandrum in Co. Cork. He is a 
recent graduate of Architecture having 
studied in University College Cork, and is 
now a practicing Architect. Ger has played 
music practically all his life. He started 
learning the concertina at the age of 6 
from Con Herbert, competing in the Fleadh 
Cheoil almost every year since in underage 
solo, group and band competitions. Ger also 
plays the bodhrán, drums and bouzouki, 
which he teaches at several local Comhaltas 
branches and performs at gigs, concerts and céilíthe regularly throughout 
the country.



Murphy Family, Leap early 1900s. John ‘Boss’ Murphy (back row) his sister 

Margaret (left) and Bridget (right). His father William ‘Boss’ Murphy 

(front row) with daughter Mary and second wife Margaret Bourke.
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THE MURPHY FAMILY TREE

BY GERRY AND JOHN MURPHY
JOINT WEBMASTERS - ONLINE MURPHY FAMILY TREE

The 2012 formally recorded Murphy of Egmont family tree goes back 
to Daniel Murphy c. 1780 – 1839. The name Daniel has continued in the 
family over the last 240 years with multiple Murphy family members 
carrying this moniker. No doubt the name came down the family from 
previous generations too. We call Daniel c. 1780 the ‘first’ or ‘Daniel I’ to 
distinguish him from the others named Daniel. William and John are also 
very prevalent names in the family. Mary and Margaret (Peggy) are the 
two prevalent female names.

Daniel I farmed at Glenview Cottage in the townland of Egmont in 
Churchtown. We are aware that he had two sons - Daniel II (c. 1810- 1873) 
and William (The Weight Thrower) who was born in 1819 and died in 
1902. Daniel II married Ellen Duane (1805-1860) and they lived out their 
lives in the farm at Glenview Cottage. Their farm was rented from the 
Earl of Egmont and it would be another generation before the land was 
purchased by the Murphy family under the Ashbourne Act of the House 
of Commons.

Daniel II and Ellen had eight children – William (1831-1911), Mary (1833-
1928), Anne (1841 - ), Elizabeth or Eliza (1843-1939), John (1845 - ), Dr 
Michael D (1848-1900) and his twin brother Daniel III (1848- 1905) and 
Margaret (1855-1897). It was Daniel III and William 1831 who jointly 
erected the headstone to their mother Ellen Duane in Kilbrin graveyard.

William (1831-1911) rented a farm at Leap (sometimes referred to locally 
as “The Leap” (pronounced ‘lep’) in the early 1850s and married twice; 
first to Margaret Ryan from Ballyhea and some years after she died he 
married Margaret Bourke from Coolasmuttane, Newtownshandrum. 
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William and his first wife had three children who all emigrated to Iowa 
in the USA. Of the three children who emigrated to the USA – two were 
Catholic priests and their sister Ellen married James Delay in Castle Grove 
in Iowa. The two priests were named Rev Mathew and Rev Daniel.

William 1831’s son John Francis (1875-1955) – the main subject of this 
book - married Margaret Cullinan from Monmore, Co Clare and they 
had four children – William, Peggy, Birdie and Jack. Margaret had four 
children with the her first husband William J O’Keeffe – named Paddy, 
Madeline, Eileen and Kit (see pages 13 and 162). John F’s youngest son 
Jack inherited the farm at Leap.

Jack married Nora Hickey from Kilmagoura, Newtownshandrum and 
they had five children - John, Margaret, Gerry, Pat and Michael. Pat and 
Michael continue to farm at Leap in Churchtown 170 years later.

William 1831’s sister Mary Murphy (1833-1928) married James Flynn 
Hartstonge from Sunfort in Liscarroll and they emigrated with their 
young family in 1874 to New Zealand. Mary’s sister Margaret (1855- 1897) 
also emigrated with the Hartstonge family on this voyage. Her brother Dr 
Michael joined them a year later in 1875. Mary’s sister Elizabeth (Eliza) 
also emigrated to New Zealand and helped Henry Beard with his family 
after Margaret died in 1897. In total half of Daniel’s eight children settled 
in New Zealand about which there is more information later in this essay.

Daniel III (1848-1905) continued to live at Egmont and he married Mary 
Lenihan from Grange House in Buttevant and they had 10 children. His 
son John (Jack) inherited the farm at Egmont and he married Hannah 
(Josie) O’Donovan of Cullig in Churchtown. Their son Liam (b. 1944) 
continued to farm at Egmont until his death in 2008. Liam’s wife Eileen 
now farms at Egmont and her daughter Valerie and her husband Raymond 
O’Connor also live on the land that has been in the Murphy family for 
over 250 years.



Poster for Liscarroll Community Council / 

Churchtown Heritage Society event to unveil 

the William Murphy Memorial Obelisk at the 

foot of the walls of Liscarroll Castle on 25 June 

2016. The event was broadcast live on Facebook 

and watched in the UK, US and Australia. 

This was the first live broadcast organised by 

Churchtown Heritage Society. Following the 

Obelisk unveiling ceremony a Sledge Hammer 

re-enactment took place.
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John J F Murphy valiantly attempting to emulate William Murphy’s famous hammer at the 

recreation event after the obelisk was unveiled on 25 June 2016.

Daniel’s son Joe (1896-1968) purchased another farm in the townland of 
Ballinagrath in nearby Ballyhea and started another Murphy dynasty. Joe 
married Nora Flynn and they called their third child Daniel. This land at 
Ballyhea is still in the Murphy family. Another brother Timothy (1894-
1944) also emigrated to the USA.
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A large group of Murphy family and some guests at the William Murphy obelisk 

unveiling on 25 June 2016

Just William

William is a very popular name in the Murphy Family of Egmont with 
twelve named William Murphy in the online family tree. It’s easy to 
get confused between them all. The first thing to understand is that 
William The Weight Thrower who was born in 1819 is an uncle of William 
‘Boss’ Murphy who was born 12 years later in 1831. The public house in 
Churchtown is called after William 1831.
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William Murphy (1916-1984) of Leap and William Murphy (b 1943) 

Mayor of Woodridge 1981-2012.

William 1819 was born in Egmont and moved to Liscarroll when he 
married Olympia Wigmore. William 1831 was also born in Egmont and 
he moved to Leap in the 1850s where he rented a farm from the Earl of 
Egmont which he later purchased under the Purchase of Land (Ireland) 
Act 1885 (‘Ashbourne Act’). His brother Daniel who inherited the land 
rights at Egmont also purchased the lands at Egmont under the same Act.

Both William 1819 and William 1831 had sons called William. William 
1831’s son John Francis also had a son William (1916-1984). Daniel 
(1838-1905) of Egmont had a son Fr William (1880-1944), Parish Priest 
in Avoca, Co Wicklow. Fr William’s brother Jack called his son Liam 
(1944-2008) who went on to call his son William who became the twelfth 
William Murphy in the family tree.

Jack (1888-1970) of Egmont’s brother Michael L (1882-1964) emigrated 
to Chicago in 1903 and his third child William Francis ‘Fa’ Murphy (1914- 
1994) married Agnes Mueller (1914- 2000) which created the Murphy 
Mueller linage which was further solidified when William’s sister 
Elizabeth ‘Betty’ (1919-2009) married John Mueller (1917-1994) and 
created two families of double cousins. William ‘Fa’ Murphy went on to 
call his son William Francis (b.1943) who served as Mayor of Woodridge 
– a suburb of Chicago – for a record 30 years from 1981 to 2012. William 
Francis also (b.1943) called his son William Francis (b.1973) and he 
became the eleventh William Murphy in the Tree.



174

Wisconsin - 13 August 2012. 

At the Summer Home of 

William F Murphy in Door 

County, Wisconsin. Cousins 

– Jane Murphy Wangler, 

Gerry & Dorothy Murphy, 

Carl Mueller and Bill 

Murphy.

William Murphy - The Weight Thrower

John Boss Murphy’s great uncle William Murphy (1819-1902), The 
Weight Thrower, was the second son of Daniel Murphy, a farmer from 
the townland of Egmont whose land was situated half way between the 
villages of Churchtown and Liscarroll in north county Cork. The memorial 
obelisk erected in the shadows of the ancient walls of Liscarroll Castle on 
25 June 2016 commemorates William’s achievement as a weight thrower 
and athlete which culminated in the victorious lofting of a 12lb sledge 
over the wall of the Castle on St Patrick’s Day 1868.

William’s physical strength was legendary both as a Weight Thrower and 
a Hurler in the days before the game was codified by the Gaelic Athletic 
Association. Aged 19, in 1838 William married Olympia Wigmore, daughter 
of John Wigmore of Liscarroll. William and Olympia had eight children, 
six sons and two daughters. All of their offspring took the middle name 
Wigmore. Four of their sons went to the United States as missionaries – 
Monsignor Daniel Murphy (Dover, NH), Rev John Murphy (Vicar General 
of Maine), Rev Stephen Murphy (Dover, New Hampshire) and Rev James 
Murphy (Macon, Georgia). His other children were Mary, Anne, Michael 
and William. As far as we can ascertain William and Olympia’s children 
left no living direct descendants. No birth record exists for William and it 
is possible he was born in 1816 rather than 1819. Please also see William 
Murphy, The Weight Thrower available to download for free as document 
number 7 at http://churchtown.net/publications/.
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Very Rev John Wigmore Murphy

The Weight Thrower’s son John became Vicar General of Maine (1841-
1892). He trained for the priesthood initially at All Hallows in Dublin and 
completed his studies in the newly opened seminary in Troy, NY. In 1867 
John had the distinction of becoming the first Catholic priest ordained in 
the state of New Hampshire. Initially based in Portland ME (Maine and 
New Hampshire at that time were the same diocese) and then sent on 
missionary work into northern New Hampshire and Maine where the 
Catholic church was rapidly expanding post the Great Famine in Ireland. 
John established parishes in Laconia NH, Bangor ME and Hallowell, ME. 
For further information on Rev John Wigmore Murphy see Faith of our 
Fathers at www.churchtown.net/publications.

Top Left: Killarney - 11 September 2018. Pat Murphy and her husband Dan Jordan, who live in 

Illinois, have visited Ireland almost 30 times each including multiple visits to Churchtown to visit 

Pat’s ancestral family roots and to Enniscorthy where Dan’s family originated. Right: Booney 

House - 29 December 2011. At the centenary event to commemorate the 100th anniversary of the 

death of William Boss Murphy 1831 – 1911: (l-to-r) Michael Murphy, Leap, Carl Mueller, Upper 

Michigan and Dan Murphy, Ballinagrath. Bottom Left:  Christmas Eve - 2011. Carl William 

Mueller kisses the ground on his first day in Ireland following the instructions of his late grand-

mother Elizabeth Ryan Murphy (1882-1989) who married Michael L Murphy, Egmont.
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Monsignor Daniel Wigmore Murphy (1838-1911)

William Murphy, The Weight Thrower’s son Daniel was educated at 
the classical school of Charleville and in Midleton before entering All 
Hallows in Dublin. He finished his studies for the priesthood in the Grand 
Seminary of Montreal. Daniel was ordained in Portland, Maine in 1861 by 
Bishop Bacon. After a short stay in Portland as assistant at the Portland 
cathedral Daniel took up his first parochial position in Houlton, ME on the 
Canadian border where he built a school. Daniel subsequently ministered 
in Bath and Augusta, Maine and Keene, New Hampshire where he built 
or expanded seven churches. For further information on Monsignor 
Daniel Wigmore Murphy see Faith of our Fathers at www.churchtown.
net/publications.

Rev James Wigmore Murphy (1848-1877)

William Murphy, The Weight Thrower’s son James like his two elder 
brothers was initially educated for the priesthood at All Hallows and then 
went to the United States where he finished out his training at St. Mary’s 
Seminary and University in Baltimore where he was ordained on 14 
January 1877. Six months into his first ministry in Macon, Georgia James 
died during the great yellow fever outbreak of that year. James is buried 
in Dover, NH where his body was re-interred in 1885.

Monsignor Daniel Wigmore Murphy 

(1838-1911). In 1881 Daniel became Pastor 

of Saint Mary’s in Dover, New Hampshire 

where he would spend the remaining 30 

years of his life.
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Rev Stephen Wigmore Murphy (1854-1883)

William Murphy, The Weight Thrower’s son Stephen travelled to the 
United States at a young age and resided with his brother Daniel and 
sister Anne in Keene, NH. Stephen entered the ‘family business’ and upon 
ordination was assigned to an assistant clergy position in Bangor, ME. 
Stephen closely followed older brother Daniel and was assigned to two of 
Daniel’s parishes. Stephen died young at the age of 29 from consumption 
in Dover, NH. His sister Anne who acted as Daniel’s housekeeper also died 
of consumption in the same year. We assume Fr Stephen is also buried in 
New Saint Mary’s cemetery in Dover, New Hampshire.

Rev Daniel and Matthew Murphy

William Murphy, The Weight Thrower’s nephew William Murphy (b. 
1831) and his first wife Margaret Ryan also had two sons ministering in 
Iowa in the US in the 1880s – Rev Daniel and Rev Mathew Murphy. Rev 
Daniel was born most likely at Leap in 1855 the first child of William 1831 
and Margaret Ryan. He would have received his primary education in 
the old school in Churchtown which opened in 1846 and is now the local 
Community Centre.

Fr Daniel died in Dubuque, Iowa in 1883 aged 28 and his early death and 
burial in Iowa led William 1831 to travel to visit Daniel’s grave and bring 
home a matchbox of soil from it which he put in the family grave at Kilbrin. 
In fact, William 1831 went to the US at least twice and possibly three times 
in the 1890s to visit his son Fr Matthew and his daughter Ellen who went 
to Iowa to act as a housekeeper for her brother and married Denis Delay 
in Castle Grove, Iowa at 9.00am on 7 November 1888 and created the 
Murphy Delay (Sheets) family line. Ellen and Dennis’ wedding ceremony 
was conducted by Ellen’s brother Fr Mathew. Fr Mathew arranged for Fr 
Daniel’s body to be exhumed and reinterred in Mount Calgary Cemetery, 
Ryan, Iowa where they both now rest.
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Rev Matthew S Murphy was born on 25 July 1859 at Leap. He went to school 
in Churchtown and to the Classical School in Charleville and St Colman’s 
College, Fermoy before entering Mount Melleray Abbey, a community 
of Cistercian monks situated on the slopes of the Knockmealdown 
mountains in County Waterford. Mathew entered the USA via New York 
in early 1882 and completed his Theology studies at Dubuque in Iowa 
where he was ordained for the Iowa Diocese on 21 October 1882 by Right 
Rev John Hennessy. He was first posted to Nevada and Colo parishes in 
Iowa. In 1887 he was appointed to Castle Grove Parish and later to Ryan. 
Fr Matthew retired to California and died in Pasadena on 4 November 
1926. He was buried in Calgary Cemetery, Ryan, Iowa.

According to Jack Murphy (1920-2000) his father recounted to him that 
at least five priests visited Leap on one occasion in their prime and were 
so athletic they didn’t bother opening the gate, they just ‘lepped’ over it.

For further information on Murphy family religious see the booklet Faith 
of our Fathers published in 2019 and available to download online at 
www.churchtown.net/publications.

Murphy Family in America

Many Murphy family members emigrated to the USA but the most 
successful in terms of creating a lasting dynasty has to be Michael 
Lenihan Murphy (1882-1964) who emigrated to the US in 1903 having 
spent two years working in the Post Office in the UK. Michael settled 
in Elmhurst in Illinois which is in the Chicago area. He had a long and 
successful employment career in International Harvester.

Michael married Elizabeth Ryan (1882-1989) from Little Cullenstown in 
County Wexford and they had a large family. Their children had a double 
marriage with the Mueller family when Elizabeth (Betty) Murphy (1919-
2009) married John Mueller (1917-1994) and William Francis (1914-
1994) married Agnes Mueller (1914-2000). William and Agnes had seven 
children and John and Betty had six children.



Denis Delay and his wife Ellen Murphy 

from Leap taken in Iowa in 1888. It was 

their granddaughter Virginia Delay, 

also shown here in Iowa in the early 

1940s, who wrote the notes surrounding 

the picture of her grandparents.

Margaret Murphy Beard was a signatory to the 28 July 

1893 petition to the New Zealand Parliament seeking the 

vote for women. (Source: Ria Keenan).

179

William 1831’s daughter Ellen Murphy lived at Ryan in Iowa having 
farmed for some time at Castle Grove. She married Dennis Delay and had 
three children. A grand child of Ellen’s - Virginia Delay Sheets - took a 
very keen interest in her forebears and took extensive visits to Ireland in 
1984 and 1990.
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John Mueller and his bride Betty Murphy after their marriage at St Aloysius Church at

Gonzaga University in Spokane, Washington State which was held during the 8:00am Mass on 

April 11, 1942. John who was an engineer was based in Spokane as he was working on the Grand 

Coulee Dam construction at the time. Betty’s parents Michael and Elizabeth Murphy and Bertha 

Mueller were in attendance. Michael and Elizabeth hosted the newlyweds, Bertha, and the priest 

who celebrated the wedding Mass to a brunch that was held at the Davenport Hotel at 10:30am 

following the wedding. (Information source: Martha Mueller)

Murphy Family in New Zealand

The entire Murphy Harstonge family from Sunfort in Liscarroll emigrated 
to New Zealand sailing first from Cork to London where they boarded the 
Tweed at Gravesend on June 16, 1874. According to the Otago Witness the 
Tweed ‘had a good run down the Channel, clearing it on the 18th, they 
passed Madeira on June 23, crossed the Equator on July 8, passed Cape 
Leeuwin (Western Australia) on August 22 and rounded Stewart Island 
(New Zealand) on September 2, arriving at Port Chalmers, near Dunedin, 
on the following day’. The passage took 79 days. James and Mary had 
seven children on board plus Mary Murphy’s sister Margaret; a total 
party of 10. A Hartstonge son called Callaghan had died in 1870 aged 8.
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The entire Harstonge Murphy family from Sunfort in Liscarroll emigrated to New Zealand 

sailing first from Cork to London where they boarded the Tweed at Gravesend on June 16, 1874. 

According to the Otago Witness the Tweed ‘had a good run down the Channel, clearing it on the 

18th, they passed Madeira on June 23, crossed the Equator on July 8, passed Cape Leeuwin

(Western Australia) on August 22 and rounded Stewart Island (New Zealand) on September 

2, arriving at Port Chalmers, near Dunedin, on the following day’. The passage took 79 days. 

Pictured [L-to-R]: Ann (7), James (20), Daniel (16), Johanna (17), Katherine (15), Ellen (18),

Mary Murphy Hartstonge (born in Churchtown at Egmont) (41), James Flynn Hartstonge (42) 

and Mary (11).
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Brendan Knowles, Dunedin and Gerry Murphy visiting the grave of Margaret Murphy 

(1855- 1897) from Egmont and her husband Henry Beard in November 2016. Three of their 

children who died as teenagers are also remembered on the headstone – Joseph, Elizabeth 

and James. The headstone and grave of Margaret’s brother Dr Michael D Murphy is also 

located in the same cemetery. The headstones are in Southern Cemetery, Dunedin, South 

Island, New Zealand. (Picture credit: Dorothy Murphy).

Margaret, who emigrated with her sister was the youngest of the eight 
Murphy children. Margaret married Frank O’Donnell five days after she 
landed on 8 September 1874. She had a daughter Nellie the following 
year on 24 June 1875 but tragically her husband had died less than three 
months later on 11 September 1875. Margaret married Henry Beard in 1879 
and they had four children together, three of whom died as teenagers. 
Margaret died at her residence, York Place, Dunedin, New Zealand on 
25 October 1897. Margaret’s sister Elizabeth (Eliza) also emigrated to 
New Zealand. Henry and Margaret’s son Daniel Murphy Beard and Mary 
Fearon went on to have 11 children with many descendants now residing 
mainly in New Zealand.

Egmont born twin Dr Michael Dominic Murphy (1848-1900) was much 
travelled and he arrived in New Zealand a year after the Hartstonge family 
in 1875. Dr. Michael obtained dual medical licences from the Faculty of 
Physicians and Surgeons of Glasgow and the Royal College of Physicians 
of Edinburgh and was a resident in Dublin’s Doctor Stevens Hospital and 
The Coombe Hospital, additional training was undertaken in London.



Hartstonge Murphy descendant, 

Simon Whelan, who is an appeal 

judge in the Supreme Court in 

Melbourne, Australia in his

chambers taken with Gerry

Murphy in November 2016.

(Picture credit: Dorothy Murphy).
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Dr Michael moved to practise medicine in Melbourne from 1883 and 
moved to San Francisco c. 1886, He returned to Melbourne in 1891 and 
then moved back to New Zealand in 1896 where he remained until his 
death. Michael died in August 1900 at his Filleul Street, Dunedin residence 
from influenza during an outbreak of the disease. His two sons Oscar 
(1888-1945) and Frederick (1891-1969) were born while he was living in 
the US.

Dr Michael Murphy and his brother-in-law James Flynn Hartstonge 
were ‘colourful’ characters with lots of material available from 
contemporaneous press clippings on their lives in the antipodes. Before 
their departure for New Zealand both James and Dr Michael were involved 
in the Liscarroll Race Committee.

The Murphy Hartstonge family initially settled on a farm they purchased 
at Macraes Flat in Otaga Province in the South Island of New Zealand 
where they were also involved in gold prospecting. They later moved 
on to own and open a hotel in Dunedin called The Robbie Burns Hotel 
(now a bar still bearing the same name). Later Mary and Eliza moved to 
Australia to join Mary’s daughter. They eventually died there and are 
buried in Fawkner Cemetery in Melbourne. Mary’s daughter Mary Ann 
(Minnie) and her husband owned and operated the Albert Hotel near 
South Beach in Melbourne. Mary died at the hotel on 21 June 1928. Many 
of her descendants are still in Melbourne including Supreme Court Judge 
Simon Whelan and his aunt Marie Rogers who recalls actually meeting 
Eliza Murphy in the 1930s. Eliza died in 1939.
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Above Left: Hartstonge descendants Celia Fitzgerald and Sophie Fitzgerald-Mansell from 

Hamilton, New Zealand visited the Harstonge ancestral homestead now the Horgan farm at 

Sunfort Liscarroll in November 2019. Pictured: (left to right): Gerry Murphy with his third 

cousins Celia Fitzgerald and Sophie Fitzgerald-Mansell and Breeda and Donal Horgan at 

Sunfort. Above Right: Hartstonge family members from Wellington in New Zealand visit St 

Nicholas’ Church in Churchtown in 2019. Pictured: Aimee and Peter Hartstonge with Gerry 

and Dorothy Murphy. Below: Beard Murphy descendants – Rev Justin Taylor, Trish Webb 

and Daniel Knowles in New Zealand 2019.

The Murphy Hartstonge and Murphy Beard families in New Zealand that 
spring from James and Mary Hartstonge and Margaret and Henry Beard 
now number in their hundreds. There are no descendants of Dr Michael 
D Murphy alive though he had five children.

The current generation of Murphy-Hartstonge and Beard families in 
New Zealand are all third and fourth cousins and spread throughout the 
two islands. Some have also emigrated to Australia. A small number have 
visited Liscarroll and Churchtown since the 1960s when travelling such 
long distances became easier.
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(Top) Oscar Philip Murphy, son of 

Dr Michael D Murphy of Egmont, 

born in the US but lived his life 

in New Zealand. He served with 

the ANZAC troops in World War 

1 at Gallipoli and the Somme in 

France. His cousins Jerry, John, 

James and Bill Hartstonge also 

served in WW1. John and Jerry 

were killed in the war. Another 

cousin Timothy Murphy, born in 

Egmont fought with the US army 

in WW1. (Bottom) Oscar’s brother 

Fred seen here with his sisters 

Vera and “Dooks” Murphy, taken 

in New Zealand. (Source: Daniel 

Knowles and Judy Hartstonge. 

Both images have been colourised).
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Egmont

Egmont: Baile Mhic Cua, ‘homestead (place) of the sons of Cua’. Area 615 
acres, 0 roods and 39 perches.

Egmont, where the original Murphy homestead is located, is the largest of 
thirty townlands in Churchtown in north county Cork and it is where the 
family settled in the 1700s. The more ancient name of the townland was 
Ballymacow and it was re-named by the landlord Perceval Family who 
took the title Earl of Egmont in 1733. The Perceval family claimed descent 
from the Egmond or Egmont family in the Dutch town of Egmond, in the 
province of Noord Holland.

Egmont House – originally Egmont Hall – is located west of the local 
GAA’s sports grounds and was at one time leased by the Percevals to their 
cousin - Colonel William Taylor - who developed Churchtown’s cider 
making industry in the 17th Century. Mount Egmont in New Zealand 
was named after the second Earl of Egmont by James Cook. Likewise, 
in Canada, Cap Egmont on Prince Edward Island and Egmont in British 
Columbia are named after the family.

Online Family Tree

The online Murphy Family Tree may be found at www.bossmurphy.
myheritage.com where there are nearly 4,500 names catalogued and 
almost 1,500 family photographs and other memorabilia exhibited. 



President Michael D Higgins held a reception in Áras an Uachtaráin on 21 October 2016 after the 

launch of Dr Brian Murphy’s book on President Douglas Hyde. Family Group (from left):  Eva Moran, 

Ed Murphy, President Higgins, Dr Brian Murphy, Jerry Crean, Mary Murphy, Kathryn (Moran) 

Murphy and Joe Moran. Ed and Mary Murphy were born in Egmont.

[Left]; Dr Brian Murphy - author, historian and speech writer - with former UK and Irish Prime 

Ministers Tony Blair and Bertie Ahern and Pat Hynes, Centre for Peace and Reconciliation 

on the twentieth anniversary of the signing of the Good Friday Agreement in Belfast in 1998.  

(Right): Brian and Gerry Murphy with President Michael D Higgins (whose mother Alice 

Canty was from Liscarroll) at the Kennedy Summer School in New Ross on 8 September 2018. 

187

Initially information for the Tree was gathered from various family 
members and The Murphy Circles family tree booklet created by John 
Mueller (1917-1994) in 1977. The ‘Boss Murphy’ family tree project was 
inspired to commemorate the 100th anniversary of the death of William 
‘Boss’ Murphy on 11 December 2011. A special 100th Anniversary event 
was held in the Booney House in Churchtown on 29 December 2011 and 
over 45 ‘Murphys’ attended including Carl Mueller from Illinois.



Annagh Bridge, Churchtown. (Picture credit: Noel Linehan)
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* Refers to the Tree number in the 2012 publication.

189

SELECTED FAMILY TREES

On 3 November 2012 a master edition of a Family Tree of direct 
descendants of Daniel Murphy (born c. 1780) of Egmont was published. 
The Tree recorded 687 direct descendants of Daniel Murphy whom we 
designated as Daniel I. Work on our 2012 Tree started in 2010 using ‘The 
Murphy Circles’ family tree created by John Mueller. Several younger 
generation family descendants would not have been recorded in the 2012 
publication. Nevertheless, the Family Tree published in November 2012 
is an excellent family resource.

The 16 Tables reproduced here are from the Daniel Murphy (The First) 
Family Tree publication in November 2012. The tables chosen only 
include deceased family members. The number within the name box in 
each table is the person’s file number on the family tree that was created 
in November 2012. The number outside the box refers to the sub family 
tree of each specific family. These numbers are specific to the November 
2012 Family Tree publication which is filed at myheritage.com.

Since November 2012 the online Family Tree has continued to be updated 
and a substantial photograph and other material archive are now filed 
online. The online site is available to registered members only. In total 
there are 139 sub family trees tables available on the online family tree. 
We include in this publication a selection of 16 of these trees, as follows:

Table 1 – 139*

Table 2 – 138

Table 3 – 137

Table 4 – 135

Table    5   –    133

Table 6 – 134

Daniel Murphy I

William and Olympia Wigmore

Daniel II and Ellen Duane

Henry Beard and Margaret Murphy

Francis O’Donnell and Margaret Murphy

Daniel Murphy III and Mary Lenihan



* We have no documentary evidence that Daniel was the first name. **The Murphy Family 
Tree reproduced here was published in November 2012. Since then, based on press reports, 
we have taken a view that William Murphy, The Weight Thrower, was most likely born in 1816 
rather than 1819 as stated above and elsewhere over the years. *** Since this Family Tree was 
published in 2012 we have discovered that Daniel and William had a sister called Margaret 
(1802-1879) who married Cornelius Hanlon from Gurteenbaha, Kanturk, Co. Cork. The town-
land is now spelt as Gurteenbeha. There are likely to have been other siblings. A son of Marga-
ret and Cornelius, called Daniel, emigrated to New Zealand some years before the Hartstonge 
Murphy family in 1874. The Hanlon and Hartstonge family settled in the same area of Otago, 
South Island, New Zealand. There is a headstone beside the Murphy family plot in Kilbrin 
inscribed as follows: Mrs Cornelius Hanlon, Gurteenbaha, Died May 18 1879. Age 77 yrs.
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Table 7 – 131

Table 8 – 130

Table 9 – 129

Table 10 – 128

Table 11 – 123

Table 12 – 119

Table 13 – 118

Table 14 – 117 

Table 15 – 95

Table    16   –   88

James Flynn Hartstonge and Mary Murphy

William Murphy and Margaret Bourke

William Murphy and Margaret Ryan

Daniel Murphy Beard and Mary J Fearon

Michael Lenihan Murphy and Elizabeth Ryan

James Hartstonge and Margaret O’Keeffe

John Francis Boss Murphy and Margaret Cullinan

Denis Delay and Ellen Murphy

James O’Connell and Ellen Claffy

Daniel Hartstonge and Dora Dasler
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SOME HISTORICAL NOTES ON CHURCHTOWN

In Irish Folk Ways, Professor E. Estyn Evans numbers the townlands 
of Ireland at between 60,000 and 70,000, of which some 5,000 share 
the prefix ‘Bally’ (town) and 2,000 begin with ‘Knock’ (hill). He states 
the average townland comprises 325 acres, but that the size varies 
considerably since they were based on fertility of the land rather than 
on its acreage. Cork County Council lists the number of townlands in the 
county as 5,429. 
 
The Barony was introduced into Ireland by the Anglo-Normans as a unit 
of land ownership. There were 273 baronies in Ireland as opposed to over 
90 pre-Norman Tuathaí. A barony was reckoned as an area appropriate 
to the jurisdiction of a Baron. Churchtown lies within the Barony of 
Orrery and Kilmore.
 
Baronies, which were widely used for administrative purposes from the 
16th century, later became subdivisions of Irish counties. They lost their 
significance after 1898 and were abolished in 1925 but are still used in legal 
titles. The ancient Barony of Orrery and Kilmore in which Churchtown 
is located was formerly called Oirria Barria, after the Norman de Barry 
family who owned a large part of the area. Interestingly, when you cross 
over the Awbeg River at Shinanagh as you head for the railway gates and 
the N20 you enter the Barony of Fermoy.
 
There are 30 townlands in Churchtown and the ecclesiastical ‘station’ 
areas are divided as follows: 1) Walshestown, Ballindillanig and Leap; 
2) Burton, Imogane, Clashganniv and Clashelane; 3) Mountcorbitt, 
Mountbridget and Ballynamuck; 4) Annagh, Cullig, Windmill, Rath, 
Coolmore, Carrigeen and Ballyvaheen; 5) Cregane, Ballygrace and 
Gurteenroe; 6) Ballychristy, Ballynaboul, Egmont, Castlemaccarthy and 
Ballyadam and 7) Churchtown Village.

Poster (left): Vintage poster created by Martin Keaney 2019.



Note: Ballindillanig is in the Electoral Division of Imphrick.

 1. Aghaburren
 2. Annagh Bogs
 3. Annagh North
 4. Annagh South
 5. Ballindillanig
 6. Ballyadam
 7. Ballygrace
 8. Ballynaboul
 9. Ballynamuck
 10. Ballyvaheen

Townlands of  

Churchtown

11. Burton Park
12. Carrigeen
13. Churchtown
14. Clashelane
15. Clashganniv
16. Coolmore
17. Creggannacourty
18. Cullig
19. Dunbarry (part)
20. Egmont

21. Gurteenroe
22. Gurteenroe Commons
23. Imogane
24. Kilgrogan
25. Leap
26. Moanroe
27. Mountbridget
28. Mountcorbitt
29. Rath
30. Walshestown
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It is not unusual to 
find townland oddities 
in baronial records. E. 
Murnane, County Secretary 
of Cork County Council, in 
his 1985 work, Directory 
of Townlands and District 
Electoral Divisions and 
Ancient Baronies in the 
County of Cork, lists 
Ballybahallagh as being 
in Knocktemple District 
Electoral Division, Barony 
of Duhallow and Parish of 
Churchtown even though 
Ballybahallagh lies six 
miles west of Churchtown 
near Freemount. 
 
A survey by Thomas 
Moland in 1702 measured 
Churchtown at 4,463 
Irish acres, 3 roods and 24 
perches.

Egmont is the largest townland and Gurteenroe Commons is the smallest. 
An Irish acre is 1.62 statute acres and so Churchtown comprises 7,230 
statute acres.
 
Churchtown has a long history. The area was settled at least 4,000 years 
ago as evidenced by the discovery of a bronze axe head in the parish. The 
pre-reformation Church ruins in the village graveyard dates back almost 
1,000 years and the Pipe Roll of Cloyne records its history. We know, for 
instance, that in 1291 one Robert Cheusner was presented by Odo de Barry 
with the vicarage of Bruhenny.
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In the period 1906 to 1915 Colonel 

James Grove White collected four 

volumes of local history and folklore 

in north county Cork. Pages 176 

to 187 in Volume 2 which was 

published in 1911 refer to Bruhenny 

/ Churchtown. A copy is available to 

download at www.churchtown.net/

publications. 

Etymology of Bruhenny

From the 16 century onwards , the old Irish name for Churchtown, Brú 
Thuinne, has been anglicised as Bruhenny. Where does Bruhenny the 
ancient name for Churchtown come from? To find out we turn to the 
Journal of the Ivernian Society Vol. VI - October 1913 to September 1914, 
Cork, Guy and Company Ltd. 1916, p. 48 which explained:

“Churchtown is a translation of Baile an Teampuill, the former 
ecclesiastical name of the parish, and that in turn was in substitution for 
the older, non-ecclesiastical name of Brú Thuinne, 'The Royal House of 
the Low Lands'.  All three names are found together in an extract from 
the Patent Rolls of Henry VIII, quoted by Brady, vol. II, p.72:  "1545, 
February 10.  James Roche is presented to R[ectory] Ballintemple als. 
Broghenny als. Churchtown".  Since 1591 the old Irish name has been 
Anglicised Bruhenny, and has given rise to several absurd speculations.  
Brú or brúgh, a large house or palace, is certain, and for the second term 
we have the 'authority of O'Brien (Dictionary, p. 65) who identifies the 
place as 'the marshy part of Orrery in County Cork', making it equally 
certain that we have here the genitive of the common word Tonn, low-
lying land, pasture land.”
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For an alternative view we can look to Colonel Grove White’s 1911 book 
which states:

“Churchtown or Bruhenny Parish re meaning:  Cole says perhaps 
the plural of 'Brugh, a habitation'. [according to Joyce, Brugh means 
'mansion']. Rev. Canon J.F. Lynch states:  Bruhenny is a diminutive form 
of Bruach, border or edge, it is named Brochoyn and Bruchane in the Pipe 
Roll of Cloyne.  Burachan in Irish also means fawn.”

The Perceval Family

In 1637, Churchtown, which formed part of the manor of Burton, was 
formally granted to Sir Philip Perceval, son of Richard Perceval who was 
the confidential agent of Lord Burghley, the Lord Treasurer of Elizabeth 
I. In 1690, Perceval’s Burton House (built 1672), and the villages of 
Churchtown and Kanturk, along with 50 other dwellings, were burnt 
to the ground by troops under the Duke of Berwick as they retreated 
southwards from the Battle of the Boyne.

In 1691 the title at Burton passed to John, the second son of the third 
baronet and he became the 1st Earl of Egmont in 1733. By the 19th century, 
the Earls of Egmont, like other absentee landowners, generally looked 
upon their Irish land merely as a source of revenue. In 1822, Edward 
Tierney, a close friend of the Perceval family, was appointed as their Irish 
land agent and was charged with improving the estate; a challenge he 
took on with gusto.



Information Kiosk provided by Churchtown Heritage Society on Burton Road in Churchtown.
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Sir Edward Tierney

Tierney invested more than £20,000 in new buildings on the estate. He 
constructed ‘over forty comfortable houses’.  Churchtown village, in 
particular, is an example of the work that Tierney put into the estate. He 
invested £1,500 in labour and tradesmen between April and September 
1844 to build houses and outbuildings. The Cork Examiner reported 
that Tierney was said to have made ‘a vast change for the better in the 
appearance of Churchtown; he has built a great number of excellent two-
storey houses, well slated with good out-houses’.

Sir Edward Tierney included a school in his rebuilding scheme for the 
village and this was completed in 1846. Intended to attract some 300 
pupils it rarely achieved half that total. The highest recorded attendance 
being in the 1928-29 school year when some 198 pupils are listed. In 
keeping with the segregated system of the era, boys’ classrooms were on 
the ground floor and girls’ on the first floor. 

The 150th anniversary of the rebuilding of the village in 1999 was 
marked by Churchtown Village Renewal Trust with the erection of 
a locally quarried Red Churchtown Marble monument positioned at 
the Pound Corner in the village. The large stone is a conglomeratic 
limestone originally laid down under shallow sea conditions during the 
Lower Carboniferous Period approximately 350 million years ago when 
Churchtown was located near the Arabian Gulf. Churchtown ‘Marble’ has 
been used to decorate fine buildings including St Peter and Paul’s Church 
in Cork City.



An aerial photograph 

from the 1960s showing 

the ruins of the ancient 

Church in Bruhenny 

graveyard.
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Great Irish Elk

The so-called ‘Great Irish Elk’ (Cervus giganteus) that inhabited our 
boglands some 8,000-10,000 years ago is believed to be among the 
largest creatures to have lived in Ireland. It is now generally accepted 
that the animal was not a true elk, but was, in fact, a deer. Though not 
exclusive to Ireland (its bones have been found throughout continental 
Europe), it is widely believed that the animal was more numerous in this 
country than in any other. According to the physician and naturalist Sir 
Thomas Molyneux (1661-1733), author of the first scientific account on 
the Irish ‘elk’, the creature could reach up to 10 feet in height – 6 feet at 
the withers – while its antlers (replaced annually) achieved a spread of 11 
feet and weighed over 7 stone.

Workmen, while engaged in drainage work on the Moanroe bog, 
discovered bones of the creature on a number of occasions.  In the 1960s 
Tom Murphy of Churchtown village found Elk bones and donated his find 
to the Natural History Museum in Dublin. In July 1977, three Cork County 
Council employees – Denis O’Callaghan (Buttevant), Joe O’Halloran 
(Charleville) and Pad Relihan (Churchtown) – uncovered part of the head 
and antlers of the giant deer during further drainage work at Moanroe 
bog. 



The Duhallow Hunt outside 

Flannery’s pub and grocery in 

March 1934. This pub is now 

part of Boss Murphy’s which 

opened in 2000. 
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Churchtown Anticline

An anticline is a geological term used to describe a convex upward 
fold or fault in the landmass, caused by the pressure of younger rocks 
(Viséan and Waulsortian limestones) on either side of an older rock. The 
‘Churchtown Anticline’, which is indicated clearly on geological maps, 
is a continuation of the western section of the Ballyhoura Anticline, 
which connects with the Slieve Mish Mountains Anticline via the Taur- 
Meelin inlier. The two younger rock units, the Copstown and Waulsortian 
limestones, are of Dinantian age. The Copstown limestone is a dark-grey 
well-bedded limestone, while the Waulsortian is described as ‘massive 
unbedded muddy limestone’. As a consequence of the anticline, the two 
distinct types of limestone are deposited at opposite ends of the parish 
– the Copstown bedded limestone was quarried at the Windmill and the 
Waulsortian unbedded limestone is found abundantly on the Egmont 
side of the parish.

An early 1720 map 

describing the village 

as Churchtown alias 

Burton.
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An early Ordnance Survey map from 1840 showing Glenview Cottage at Egmont where John 

Francis Boss Murphy’s father William Boss Murphy was born in 1831. 

Great Irish Famine 

Contrary to some historical opinion, Churchtown did not escape the 
ravages of the Great Famine, as comparison between the 1841 and 1851 
census results testify. Prior to the Famine the parish population was 
2,597; the post-Famine figure was 1,606. While emigration undoubtedly 
accounted for a proportion of such a devastating population decrease, 
nevertheless, we can surmise that very many died as a result of hunger 
or ‘Famine-Fever’. Deaths from the latter included the incumbent curate 
Father William Golden, who died in 1847.

National Monuments in Churchtown

The Archaeological Inventory of County Cork. Volume IV. North Cork 
(2000) shows 114 listed monuments in Churchtown. This number excludes 
the limekiln at Leap, which is not listed in the inventory. Of the 115 listed 
monuments, there are 5 enclosures, 2 mounds, 35 ringforts, 7 possible 
ringforts, 1 barn, 1 tumulus, 1 ring-ditch, 2 castles (sites of), 1 possible 
ring-barrow, 2 bridges, 1 bowling green, 2 burial grounds, 5 standing 
stones, 20 fulachta fiadh, 1 possible fulacht fiadh, 1 holy well, 1 windmill, 
1 one-storey vernacular house, 7 circular enclosures, 2 possible circular 
enclosures, 2 field systems, 1 bullaun stone, 1 miscellaneous structure, 4 
country houses, 1 possible urn burial, 2 souterrains, 1 possible souterrain, 
1 limekiln (there is another at Leap but not officially listed), 1 church, 2 
graveyards and 1 moated site.

Summarised from The Annals of Churchtown and other historical essays 
published over the years. For a comprehensive bibliography relating to 
Churchtown please see page 222.
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The Market House which was built in 1845 fell into dereliction over the years but 

was restored in the period 1998-2000 during the renewal of the village. It is now 

the headquarters of the Windmill Nursing Home Group.

An early map from 1685 describing 

Churchtown village as Ballintemple.

People were living in Churchtown 4,000 years ago. A Bronze Age axe head 

(pictured) discovered in the parish is evidence of such settlement.

The Market House built in 

1845 and the Community 

Centre (formerly the village 

school) built in 1846 as painted 

by Peter Pearson in 1998.



In 1915, John Boss Murphy married Margaret Cullinan-O’Keeffe (c. 1879-1942), a widow. 

Margaret had managed her own pub in the village of Churchtown following the death of her first 

husband, William J O’Keeffe, in 1911. After her marriage to John Murphy, they renamed the pub 

‘Murphy’s’ and continued to operate the business until 1933, when Margaret’s son Patrick O’Keeffe 

ran the business which he re- named as O’Keeffe’s. Pictured right is Paddy O’Keeffe with his 

children Eileen and Willie and in the doorway local postman Patrick ‘Condy’ O’Mahony. Paddy’s 

wife was Mary Kate Dunlea from Walshestown. Mary Kate and their daughter Mary are not in 

this picture from c. 1937. (Picture credit: O’Keeffe family)



Churchtown Heritage Society is a voluntary organisation set up to 
promote events and publications of local historical interest. The group 
succeeded Churchtown Village Renewal Trust which was founded in 1997.

Events

Hedge School Re-enactment / Wild Life Pond Visit / Moanroe Bog visit / 

Flax Industry in Churchtown lecture / International Year of the Cooperative 

Conference / Kilgrogan Graveyard visit / Flannery’s Quarry commemoration / 

Whiteboy Commemoration / Market House in Churchtown / Mountcorbitt House 

visit and plaque presentation / Images of Churchtown at Community Centre / 

Ina Bowe OBE Commemoration / Jack Moylan Commemoration / Tierney Family 

Commemoration / William Murphy Commemoration at Liscarroll Castle / Paddy 

O’Keeffe 1929 Medal Presentation to GAA / Annual Seán Clárach Commemoration 

/ Boss Murphy Musical Legacy Concert with Shandrum Céilí Band

Main Publications

2003 - The Boss Murphy Musical Legacy (186pp)

2005 - The Annals of Churchtown (854pp)

2016 - The Heritage of Churches in Churchtown (20pp)

2017 - Anthology of John Murphy Creative Writing (254pp)

2018 - In Memoriam: WW1 Armistice Commemoration (44pp)

2019 - Faith of our Fathers: St Nicholas’ Church 150th Anniversary (92pp)

2019 - William Murphy, The Weight Thrower (56pp)

2020 - John Francis Boss Murphy (240pp)

Other Media

Bruhenny TV channel on YouTube

Committee

Gerry Murphy, Denis J Hickey and Noel Linehan
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CHURCHTOWN HERITAGE SOCIETY



The old bog road on the Murphy family farm at Leap. (Picture credit: GMM)



OTHER PUBLICATIONS

Apart from The Boss Murphy Musical Legacy (see page 22) published in 
2003 and The Annals of Churchtown (see page 224) published in 2005 
Churchtown Heritage Society has made the following publications 
available in hard copy or online as complimentary downloads.

In Memoriam booklet - published 

on Sunday 25 November 2018 to 

commemorate the 100th anniversary 

of Armistice Day in 44 pages.

William Murphy The Weight Thrower – 

originally published in 2016 and re-edited 

and re-published in 2019 in 54 pages.

219



220

Left: Faith of our Fathers - published on 24 June 2019 to celebrate the 150th anniversary 

of Saint Nicholas’ Church in Churchtown in 92 pages. This is the Church where John 

Francis Boss Murphy’s baptism took place in 1875 and also where his funeral service took 

place in 1955. Right: Halla 100 – published in support of Churchtown GAA’s new indoor 

sports hall official opening by Aogán Ó Fearghail, Uachtarán Cumann Lúthchleas Gael 

on 3 April 2016 in 28 pages.
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Left: The Presidential Visit Souvenir booklet - published in 2000 to commemorate President 

Mary McAleese’s official visit to Churchtown in 12 pages.Right: Anthology - Creative Works of 

John J Murphy as published in 2017 in 272 pages.

Images of Churchtown: 

(left) A permanent 

exhibition of 18 large 

panels showing mul-

tiple local images and 

explanatory captions 

was installed by 

Churchtown Heritage 

Society at Churchtown 

Community Centre in 

2005.



Templeconnell Castle from the Imogane Road in Churchtown. 

(Credit: GMM).
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Ballyadam, Churchtown - January 2020. (Credit: GMM).
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PRESERVING OUR FAMILY HERITAGE

A PERSONAL MESSAGE FROM GERRY MURPHY

‘The greatest use of life is to spend it on something that will outlast it.’

                                                                                   - William James (1935)

 
From my return to north Cork in 1997 - when I set up the Churchtown 
Village Renewal Trust - leaving a legacy has been a major driving force 
for my investment of time and finances in the preservation and renewal 
of my homeplace and the history and heritage of the Murphy family. 
Having the opportunity to work on this legacy over the last 22 years has 
been, for me, both an indulgence and a privilege.
 
Leaving a legacy is of limited value if that legacy lacks longevity and does 
not have an independent life of its own. I have been somewhat successful 
in giving the Boss Murphy heritage a life beyond itself by creating Boss 
Murphy’s in Churchtown which has traded since 1999 and by supporting 
several Murphy and Churchtown related publications which will stand 
the test of time. For some years I have been thinking about what more I 
could do to make sure that the heritage of Churchtown and the Murphy 
family might be preserved so it has a life of its own. The Churchtown-
related publications I have been responsible for over the last 20 years 
have been aimed at leaving a written legacy for future generations. I have 
invested significant time and resources in helping to produce multiple 
publications, all of which are online – and available to download for free. 
So, right now there are several Murphy publications available, as follows:

2003    The Boss Murphy Musical Legacy (184 pages A4)

2014    The Accidental Entrepreneur (220 pages)

2017    Anthology / John Murphy (272 pages)

2019    William Murphy, The Weight Thrower (54 Pages)
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2019    The Boss Murphy Musical Legacy CD by Shandrum Céilí Band 

2020    John Francis Boss Murphy (240 pages)

and I have two more in the pipeline with the following working titles: 

2020 Happy Out - Autobiography 1954 to 1974 (c. 125 pages) 

2021 Archive 25 - Churchtown 1997 to 2021 (c. 400 pages)

These publications will complement other publications which I initiated 
and sponsored or edited over the years, such as:

2005    The Annals of Churchtown

2016    Churchtown GAA / Halla 100 Opening Programme 

2019    In Memoriam (Armistice Centenary)

2019    Faith of our Fathers - St Nicholas’ Church 150th Anniversary

I believe that heritage without investment disappears. You need an 
income to preserve heritage. I had this partially worked out in 1999 - 2000 
when I developed the Boss Murphy hospitality business in Churchtown. 
Having considered how to preserve our family heritage in recent years I 
have come to the same conclusion that I did in 1999 that the only way to 
do so is to commercialise the heritage so it is self-financing. On that note 
I will conclude by saying that I am still searching for a commercial idea 
that will fund the preservation and long-term development of our family 
and parish heritage and as always remain hopeful in this regard. Only 
time will tell if my heritage preservation plan will bear fruit …

The 24 August 2019 Boss Murphy 

Musical Legacy Concert Programme.
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The three indexes presented here do not 

include references from the newspaper

articles reproduced on pages 59, 135, 136,

137, 138, 148 and 157. The Murphy Family

Tree on pages 169 - 205 have not been

fully indexed as they include multiple

one-off names.
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Cullig, Churchtown - 170

Cullinan, M J - 7, 44

Cullinan, Margaret see Margaret Murphy

Culloden - 145, 146

Cunningham, Jim - 123

Curry, Martin - 132

d'Orleans, Philippe Regent - 145

Daly, Helen & Niall - 77, 136, 138, 148, 150, 152

Dance Hall Act 1935, The - 34, 39

Davenport Hotel, Spokane, WA - 180

Dawn CD - 9, 10, 11, 46, 50, 54, 115, 120

Dawson, Colonel - 146, 149

Delany, Tom - 165

Delay, Denis - 7

Dineen, Peter Fr - see Duinnín, Ui Peadar

Doneraile - 32, 155

Double Jigs - 51, 53, 57, 71, 116

Dromina, Rakes of - 11

Duane, Ellen - see Ellen Murphy

Dublin Castle - 140

Duggan, Anthony - 152

Duibhin, Cait Ní - 149

Duinnín, Ui Peadar - 143, 144

Dunne, Willie - 19, 23, 30, 32, 45

Egan Bros - Bill, Joe, Dinny & Jerry - 32

Egan, Bill - 19, 32, 33, 156, 159

Egmont - 9, 24-25, 111, 113, 169, 186

Elk, Great Irish - 212

Ellard, Jack - 31, 33

Ennis - 61, 91, 163

Evening Echo - 121, 122

Famine, Great Irish - 40, 214

Farrissey, Nora - 18, 21, 22, 23, 30, 32, 33, 35, 

37, 45

Fili na Máige - 145

Finn, Alan - 6, 8, 9, 10, 11, 12, 49, 50, 52, 58, 

63, 64, 72, 76, 78, 84, 87, 90, 93-105, 107, 117, 

135, 137, 140, 163, 164, 166

Finn, Carol & Joe - 9, 52, 54, 136, 138

Finn, Paddy - 188 

Fisher’s - 109

Fitzgibbon, Mairéad - 12, 63, 72, 76, 82, 87, 

90, 163

Fitzgibbon, Noel - 144, 152

Flaherty, Paddy - 109

Flannery's - 121, 122, 213

Flings - 29, 51, 61, 85

Flood, William Grattan - 143

Flynn, Jackie - 151

Flynn, Kevin - 132

Flynn, Paddy - 151

Flynn, Richie - see O'Flynn, Richie

Foley, Mike - 155, 156

Franciscan Priory, Adare - 145

Freemount - 7, 164, 165

Fulbright - 9

Furey, Finbarr - 125, 131
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Galops - 51

Gardeen, Newmarket - 113

George St., Churchtown – 108, 109

Gilbert, Maurice - 125, 127, 128

Glenview Cottage, Egmont - 169

Gonzaga University, Spokane, WA - 9, 10

Granuaile & Queen Elizabeth - 146, 149

Griffith’s Valuation - 109

Grobe, Charlie - 113

Grove White, Colonel - 209

Hanrahan, Kieran - 10, 115

Hardiman's Irish Minstrelsy - 142

Harp - 40

Harrington, Bob - 31, 33

Harrington, Emmet, Patsy & Tadgh - 19, 33

Hartstonge Family - 181

Hawaiian Slide Guitar - 160

Hawe, Denny - 152

Hedigan, Charlie - 108

Herbert, Con - 167

Hickey, Breda & Orla - 116

Hickey, Denis J - 141, 142, 150, 152, 153

Higgins, Michael D - 187

Holy Cross Cemetery - 150, 161

Hogan, Richard - 108

Horgan, Breeda & Donal - 184

Hornpipes - 29, 51

House Dances - 29, 30

Hudson, Henry - 40

Hyde, Douglas - 187

Imogane, Churchtown - 92, 126

Inis Óg Céilí Band - 165, 166

Irish Folklore Commission - 40, 143, 149

Irish Academy of Music - 140, 152, 153

Ivernian Society - 209

Jigs - 29, 35, 41, 60, 61, 75, 77, 82

Jim the Fiddler - 37

Jordan, Pat (Murphy) & Dan - 175

Keaney, Martin - 14, 107, 124, 133, 206, 207

Kelleher, Dessie - 165

Kiely, Eddie - 12, 63, 68, 72, 82, 135, 164

Kilbrin, Co Cork – 111, 112, 113, 169

Kilfenora Céilí Band - 71, 163, 175, 177

Kilmagoura - 12

Kiltoohig - 145, 149, 150

Kiskeam - 12, 165, 166

Lasair - 164, 166

Leap, Churchtown - 8, 14, 15, 20, 27, 31, 35, 37, 

48, 111, 169

Lindsey, Annette - 109

Linehan, Brian - 187

Linehan, Noel - 6, 11, 148, 150, 152, 155-157

Liscarroll - 11, 37, 38, 45, 110, 113, 128, 160, 171

Lisgriffin - 30, 31, 33

London College of Music - 139

Lynch, John - 71

Mac Domhnaill, Seán Clárach - 142-152

MacCraith Aindreas - 145

MacDonald, Flora - 146

Mallow - 12, 39, 128, 140, 155, 159

Mallow Field Club - 9, 11, 110

Mangaire Sugach - 145

March - 51, 53, 60, 61, 68, 71, 84

Market House, Churchtown - 121, 125, 215

Maule Cross Céilí Band - 164, 165

Mazurkas - 29, 51

Mc Kiernan, Owen - 138, 144, 152

McAleese, President Mary - 125, 127

McAuliffe, Anne - 166

McCarthy, Lord Mayor Dave - 132

McCarthy, Maggie - 140

McCarthy, Michael - 157

McCarthy's Bar, Buttevant - 115

McCormack, John - 43

McDonnell, Shane - 141

McGrath, Michael - 64, 148

McKenna, John - 10

McNamara's Band - 151

Meaney, Ted - 152

Medal of Honour - 107, 128, 153

Merry Pedler - 145

Mhurchú, Deirdre Ní (see Murphy, Deirdre)

Mhurchú, Niamh Ní (see Murphy, Niamh)

Milligin Fox, Charlotte - 47
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Millstreet, Co Cork - 12, 142, 166

Miltown Malbay, Co Clare - 65, 117

Moanroe Bog - 212

Moland Map - 208

Moloney, Dr Colette - 5, 6, 9, 10, 12, 13, 15, 16, 

21, 47, 107-108, 119, 139

Moloney, Marcus - 166

Moloney, Paddy (Charleville) - 8

Mones, Larry - 37

Monmore, County Clare - 44, 169

Moran, Bill - 31

Morrissey, Fr Robin - 62, 138

Mortimer, Jack & Gail - 108, 109, 124

Mortell, Charles - 148

Mount Alvernia Hospital - 39

Mueller Family – 173, 174, 175, 178, 180, 187, 

189, 226

Murphy, All the Williams - 172

Murphy's, Bar George St - 32, 36, 108-109

Murphy, Bill (1916-1984) - 38, 125, 161

Murphy, William (Bill) Elmhurst - 173, 175

Murphy, Birdie (1918-1991) - 38

Murphy's, Boss (Churchtown) - 8, 58, 106, 

108, 109, 124-127, 129, 130, 131, 133, 155, 226

Murphy, Boss Musical Legacy - 5, 6, 9, 10, 11, 

12, 15, 18, 22, 23, 46, 47, 49, 50, 55, 60, 62, 70, 

82, 114-118, 120, 139, 226, 227

Murphy, Boss (Horse) - 128

Murphy, Brian – 187

Murphy, Bridget, Bill, Mary & Mgt - 27

Murphy, Bridget, Mary & Mgt - 168

Murphy, Dan (Ballinagrath) - 175

Murphy, Daniel (1838-1905) - 111, 173

Murphy, Daniel (b 1810) - 169

Murphy, Daniel (c 1780) - 169

Murphy, Daniel Wigmore - 112, 113, 176

Murphy, Daniel, Mathew & Ellen - 7, 27, 177

Murphy, Deirdre - 9, 64, 77, 132, 136, 147, 

148, 152

Murphy, Dorothy - 2, 10, 64, 77, 107, 136, 174

Murphy, Dr Michael D - 169, 170, 182, 183-185

Murphy, Ed & Kathryn - 187

Murphy, Eileen, Valerie & William - 126, 170

Murphy, Ellen (nee Duane) - 111, 113, 169

Murphy, Family at Leap - 6, 12, 19, 27, 31, 

169-205

Murphy, Family in America - 178

Murphy, Family in New Zealand - 180

Murphy, Gerry - 2, 6, 8, 10, 14, 19, 51, 107, 

114-116, 119, 132, 135, 148, 149, 170, 174, 187, 

226-227

Murphy, Jack - 16, 19, 27, 38, 112, 113, 132

Murphy, John Francis Boss Murphy - 5-9, 12-

14, 16- 21, 24, 25, 27, 28, 29, 30, 31, 35-44, 46, 

48, 58, 71, 92, 108, 110-113, 123, 124, 131, 147, 

149, 158, 168, 169

Murphy, John J - 14, 112

Murphy, John J F - 2, 169, 171

Murphy, John Wigmore - 175

Murphy, Johnny Pat - 33

Murphy, Liam - 170

Murphy, Margaret (nee Bourke) - 7, 27, 168, 

169

Murphy, Margaret (Cullinan O’Keeffe) - 13, 27, 

36, 108, 124

Murphy, Margaret (nee Ryan) - 169

Murphy, Mary (Bruree) - 153

Murphy, Michael - 8, 11, 137, 170, 175

Murphy, Mrs Wm (nee Ellen Duane) - 113

Murphy, Niamh - 132, 138

Murphy, Nora (nee Hickey) - 6, 12, 19, 112, 169

Murphy, Olympia (Wigmore) - 112, 172

Murphy, Oscar, Fred, Vera & Dooks - 185

Murphy, Pakie - 30, 33, 35, 151

Murphy, Pat - 8, 64, 137, 170

Murphy, Peggy (Smyth) - 38

Murphy, Robbie - 152

Murphy, Stephen Wigmore - 177

Murphy, William (1819-1902) - 112, 113, 169, 

172, 174- 178, 217, 219, 226

Murphy, William (Gardeen) - 113

Murphy, William Boss (1831-1911) - 6, 7, 24, 

27, 28, 35, 58, 111, 112, 123-125, 168

Murphy, William F – 174, 178
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Muzarkas - 35

National Concert Hall - 164, 166

National Monuments - 214

Naughton, Ger - 12, 63, 167

Newtownshandrum - 7, 12, 27, 39, 167, 169

Noamh Padráigh Céilí Bands - 163

Ó Dulaing, Donncha - 141, 152, 153

Ó Foghlú, Ristéard - 143

Ó Longáin, Michael Óg - 147

Ó Maoltuile, Liam - 143

Ó Murchú, Dr Liam - 153

Ó Ríada, Peadar - 153

Ó Siodhachain, Dónal - 153

Ó Súilleabháin, Micheál Prof - 152, 153

Ó Súilleabháin, Tadhg Gaelach - 145

Ó Tuama, Sean - 145, 146, 150

O'Brien, Ciara, Daithí & Muireann - 148, 150, 

152

O'Brien, Vincent - 106

O'Callaghan, Aileen - 12, 63, 72, 78, 167

O'Callaghan, Jim - 29, 30, 37

O'Callaghan, Michael - 32, 160

O'Callaghan, Timmy - 140

O'Connor, Gerry - 131, 133

O'Dea, Dinny - 36

O'Dea, Paddy - 32, 36

O'Domhnaill, Fr Nicholas - 145

O'Driscoll, P J - 148, 152, 155-157

O’Flaherty’s - 109

O'Flynn, Richie - 30, 24, 37, 151

O'Gorman, Mikie - 12, 63, 68, 72, 82, 163 

O’Hara, Pat - 150

O'Kane, Elizabeth (Liz) - 124, 150

O'Keeffe Family - 13, 36, 108, 109, 158, 162, 

170, 216

O'Loughlin, Brian & Keith - 12, 63, 72, 78, 165, 

166

O'Malley, Grace - 146

O'Malley, Martin - 65, 116

O'Neill, Captain Francis - 40

O'Neill, Gerry - 152

O'Neill, James - 40

O'Neill, Pat - 157

O'Reilly Players - 37

O'Reilly, Padraic - 165

O'Riordan, Daithí & John - 152

O'Shea, Helen - 47

O'Sullivan Family - 159

O'Sullivan, Donal - 47, 129, 159

O'Sullivan, Jerry - 121

O'Sullivan, Johnny & Willie - 33

O'Sullivan, Tadgh - 12, 63, 68, 166

O'Sullivan, Timothy Irish - 145

Obama, President Barack - 140

Óh Allmhuráin, Gearóid - 47

Oriel Press - 110

Ormonde Céilí Band - 163

Orrery & Kilmore, Barony - 143, 207

Parson's House, Churchtown - 34, 109

Pearson, Peter - 34, 215

Penal Laws - 145, 149, 151

Perceval Family - 210

Petrie, George - 40

Pigot, John Edward - 40

Pigott's Music Shop - 39

Pipe Role of Cloyne - 208

Polka - 53

Pope Francis - 159, 160

Power, Bill - 152

Priomh Éigeas na Mumhan - 145

Quadrille - 21, 22, 29, 33, 36, 43-45, 51, 53, 54, 

55, 60, 61, 67, 86, 115, 116

Radio Éireann - 35, 36

Raftery, Donogh & Eibhlís Brosnan - 115, 138

Rath, Churchtown - 143, 147

Reels - 51, 56, 57, 60, 61, 65, 73, 74, 79, 89, 91

Regan Band - 160

Reidy, Jimmy - 6, 156

Relihan, Bill & Pad - 158

Relihan, Dan - 30, 35, 159, 161

Relihan, Danny & Niall - 160

Relihan, Denis - 159, 161

Relihan, Family - 159

Relihan, Hannah - 161
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Relihan, Noel - 159, 161

Relihan, Willie - 152, 161

Rob Roy Bar - 132

Roisín Dubh - 149

RTÉ - 10, 115, 116, 141

Ryan, Liam - 88

Ryan, Margaret - 7, 27

Sampson, Anne & Éabha - 150

Schottisches - 29, 33, 36, 45, 51, 56, 60, 78

Scoil Mhuire na Trócaire - 140

Scór - 165

Sean Anna Prior - 147

Set Dancers - 51, 88

Sets - 29

Shandrum Céilí Band - 5, 8, 9, 10, 12, 13, 46, 

52, 54, 64, 91, 107, 114, 115, 119, 135- 138, 140, 

162-167

Shinanagh Bridge - 105

Siamsa - 46, 163

Siansa - 164, 165, 166

Single Jigs - 53, 57, 60, 70, 71

Sliabh Luachra - 163

Slides - 70, 71

Slip Jigs - 51

Smyth, Bobby, Dominic, Noel & Jenny - 6, 11, 

119

Speight, Pat - 152

Spillane, John - 147, 153

Spirit of Cork CD - 125, 131, 132, 133, 134

St Aloysius Secondary School - 167

St Brigid's Well (Biddy’s Tree) - 32

St Colman's College - 153

St Mary's Church - 11, 64, 70, 77

St Nicholas' Church - 8, 62, 107, 114, 115, 118, 

119, 138

St Patrick's Hospital - 39

Stuart, Charles - 151

Sunday Tribune - 121

Táin Céilí Band - 163

Taylor, Knowles & Webb Families - 184

Templeconnell Castle - 36, 222

Tierney, Sir Edward - 211

Townlands of Churchtown - 207

Travelling companies - 37

Tunes - See Index of Tunes and Airs

University College Cork - 8, 16, 139, 153, 163, 

167

University College Dublin - 143

University of Limerick - 139, 140, 152, 153

Vale Star - 117, 136, 137, 138, 157

Vidal Tulsà, Fergus - 119

Village Inn, Churchtown - 6, 128, 127, 155

Wall, Mrs Margaret NT - 143

Walshestown - 27

Waltz - 23, 33, 36, 41, 43, 54, 60, 72, 97, 99

Wangler, Jane (nee Murphy) - 174

Warren, Con - 152

Waterford Institute of Technology - 6, 8, 46, 

139

White House, Washington DC - 140

Whyte, Agnes - 144

Wigmore family, see Olympia Murphy

Windmill, Churchtown - 29, 147, 215 

Wisconsin, Door County - 174

Index 2 - Airs and Tunes

After the Ball - 43

Annen Polka - 53

Aurora Waltz, The - 54

Barley Meal Jig, The - 52, 60, 77, 100

Basket of Oysters - 55, 61, 86, 87

Betrothed Waltz, The - 54

Black Cuffs - 53

Blackthorn Stick, The - 23, 41

Blue Bells of Scotland, The - 23, 43, 56, 60, 

73, 74

Bonaparte's Grand March - 53, 61, 84, 102, 103

Bottle of Punch, The - 52, 61, 80

Bould Tenant Farmer - 132

Boys of the Town, The - 52

Bride in the Bed, The - 56, 61, 79, 80

Briseadh na Carrigeacha - 36
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Buachaillín Buí - 52

Butterfly Schottische - 56

Campbells are Coming, The - 55

Céilí Club - 70

Clifton Quadrille - 43

Clifton Quadrille No. 1 - 54

Clifton Quadrille No. 5 - 54

Cnóta Bán, An - 146

Coming through the Field - 23

Coorosk Jig, The - 52

Cork Lasses - 59

Coverly, Sir Roger de - 43

Crusting Cap, The - 52

Cuckoo's Nest, The - 42

Dublin Jig, The - 52

Dublin Reel, The - 57, 61, 91

Fermoy Lasses - 59

Fire on the Mountain, The - 41

First of May, The - 33

Five Mile Chase, The - 57, 61, 89

French Polka - 43, 53

Game Cock Reel, The - 56

Gay Gordons, The - 33, 36

General Grants - 53

German Schottische - 56

Girls of Home, The - 55

Golden Sunshine Waltz - 43, 54

Grand March of Norway - 53, 60, 68, 69, 94, 

95

Green Fields of America - 60

Green Grows the Rushes - 56

Gypsy's Wedding , The - 56

Her Golden Hair that ... - 23

Highland Fling - 54, 61, 85

Highland Schottische - 43

Jenny Lind Polka - 43, 53

Joys of Wedlock, The - 52

Kate Kearney's Waltz - 23

Kerry Star, The - 23, 56, 61, 89

Killarney Quadrilles - 43, 55

Lancers Quadrille No. 4 - 55

Larry Grogan - 52

Lillian Polka - 53

Lily Schottische - 56, 60, 78

Lizzy Picking Cockles - 57, 60, 79

Lord McDonalds - 57, 60, 65, 67

Major, The - 52

Marsaleese March - 23

Military Two Step - 33, 36

Mo Ghile Mear - 141, 146, 147, 151

Moneymusk Highland Fling - 54, 61, 85

Morning Star, The - 56

Mountain Bell Schottische - 56

Mug of Ale, The - 41, 52

My Queen Waltz - 54

Mysotas Waltz - 54

New Road Reel, The - 56, 59, 61, 89, 90

Nóra Chríonna - 52

Only a Pansy Blossom Waltz - 23

Paris Schottisches - 43

Paudeen O'Rafferty - 52

Peacock Quadrille - 54, 60, 67, 68, 94

Peacock Quadrille No. 5 - 55

Peacock set of Quadrilles - 55

Peeler's Cap - 59

Peeler's Jacket, The - 56

Pigeon on the Gate, The - 57, 60, 79, 80

Polka, Untitled 168 - 53

Prince Imperial Galop, The - 45

Princess Schottische - 56

Quadrille No. 1 - 61

Railway Station, The - 57, 60, 73, 74

Rakes of Dromina - 41, 52, 60, 76, 116

Rakes of Listowel - 52, 60, 75

Rakes of Newcastlewest - 52

Rat Catcher's Quadrille - 55

Reel, Untitled 101 - 57

Reel, Untitled 96 - 60

Rising of the Sun, The - 57, 60, 73, 74

Round the World for Sport - 52, 60, 69, 71

Salamanca Reel - 59

Sally Gardens, The - 57, 61, 91

Schottische, A Plain - 56

Scotch Fling No. 152 - 61, 86
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Scotch Fling, A - 54

Scotch Lancers No. 1 - 55, 60, 67, 93

Scotch Quadrille No. 1 - 86

Scotch Quadrille No. 3 - 55

Scotch Set No. 1 - 55

She hadn't the Money - 55

Ships are Sailing, The - 57, 60, 65, 66

Siege of Ennis, The - 33, 36

Single Jig No. 38 - 52, 60, 69, 71

Stack of Barley, The - 33

Stirling Castle Scotch Fling - 54

Stool of Repentance, The - 52, 60, 69, 72, 96

Sunbeam Polka - 53

Sweethearts Waltz, The - 54

Toby Polka - 43

Toss the feathers - 57, 60, 65, 66

Venetian Schottische - 56, 60, 78, 79, 101

Walls of Liscarroll, The - 41, 52, 61, 82, 83, 116

Waltzes - 54, 60, 72, 73, 97, 99

Welcome to Bed - 52

White Cockade, The - 146

Will you come home with me? - 52

Wind that shakes the Barley - 57, 60, 65

Woodford Waltz, The - 54, 60, 72, 73, 97

Index 3 - Illustrations

Ahern, Bertie - 187 

Annagh Bridge, Churchtown - 188

Annals of Churchtown, The - 223

Axe, Bronze Age - 215

Baron of the Fair poster - 110

Beard family descendants - 182, 184

Beard, Margaret headstone - 182

Begley, James & Brendan - 160

Blair, Tony - 187

Boherbue Set Dancers - 88

Breen, Carmel - 54

Broderick, Cian - 115, 120

Buckley, Maureen & Gerry Murphy - 149

Buttevant Concert - 70

CD - Relihan, W - My Hometown - 161

CD - Shandrum Céilí́ Band, Cover - 55, 61

CD - Spirit - Francie Conway & Gerry 

O'Connor - 133

CD - Spirit - Murphy Family / Lord Mayor of 

Cork - 132

CD - Spirit of Cork - Cover - 131

CD - Spirit of Cork - Poster - 134

CD - Spirit of Cork - Studio group - 132

Churchtown - Boss Murphy's Bar - 106

Churchtown - Welcome Signage - 154

Churchtown 1960s aerial - 212

Churchtown village 1920s postcards - 32, 34

Churchtown, Murphy's Bar - 26

Cork Examiner clippings - 9, 59

Corkman - 6, 135, 148

Cotter, Fitzgibbon & Mc Kiernan - 144

Cremin, Mary - 117

Delay, Denis & Ellen - 179

Egan, Bill & Noel Linehan - 156

Egmont illustration - 186

Egmont, original homestead - 24, 25

Evening Echo - 122

Farrissey, Harrington & Murphy - 33

Finn and Breen, Carol & Carmel - 54

Finn and Murphy, Alan & Gerry - 58

Finn, Alan - 8, 50, 107, 140

Finn, Joe & Carol - 52, 54

Fitzgibbon, Cotter & Mc Kiernan - 144

Flannery's - 213

Grobe, Charlie - 113

Grove White cover - 209

Hartstonge family visits - 184

Hartstonge Murphy Family - 181

Haybarn at Leap - 158

Hickey, Breda & Orla - 116

Hickey, Denis J - 142, 150, 152

Higgins, Michael D - 187

Imogane Bridge - 92

Information Kiosk, Churchtown - 211

Kilbrin headstones - 111, 112, 113

Leap, Buttery & Dairy - 20
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Leap, John Francis' home - 31

Leap, illustrated by Martin Keaney - 14

Leap, passage entering - 4

Leap, passage leaving - 105

Leap, Watering Field stream - 48

Linehan and Molony, Noel & Colette - 7

Liscarroll Medal - 171

Liscarroll Poster - 171

Map 1685 Churchtown - 215

Map 1720 Churchtown - 213

Map 1840 Glenview Cottage - 214

Market House, Churchtown - 215

Mc Kiernan, Owen - 144

McNamara's Band - 151

Medals of Honour - 107

Mhurchú, Deirdre Ní  John Spillane - 147

Moloney, Dr Colette - 7, 16, 139

Mueller, John & Betty - 180

Murphy & Daly - 77

Murphy brothers & Alan Finn - 8

Murphy family & guests - 172

Murphy, Bill & John F - 38

Murphy, Boss (Horse) - 128

Murphy, Boss nameplate - 123

Murphy, Brian - 187

Murphy, Daniel Wigmore - 176

Murphy, Dr Michael D headstone - 182

Murphy, Ed & Kathryn – 187

Murphy, Eileen, Valerie & Liam - 126

Murphy, Frederick, Vera & Dooks - 185

Murphy, Gerry & Brian - 187

Murphy, Gerry at Gonzaga, Spokane - 10

Murphy, Gerry with Simon Whelan - 183

Murphy, Jack & Nora - 19

Murphy, John F - 28

Murphy, John F - birth registration - 41

Murphy, John F - Horse & Trap - 1

Murphy, John F - manuscript - 42

Murphy, John J F - 171

Murphy, Nora & Gerry - 6

Murphy, Oscar Philip - 185

Murphy, William - 173

Murphy, William 1831 - 28, 124, 168

Murphy, William 1943 - 173

Murphy's, Boss - Dortmund - 126

Murphy's, Boss - Painting - 130

Murphy's, Boss - Buildings - 125

Murphy's, Boss - Mugs - 129

Murphy's, Boss - opening plaque - 127

Ó Dulaing, Donncha & others - 152

Ó Súilleabháin, Micheál Professor - 152

O'Brien family, Daly & Linehan - 150

O'Keeffe Family - 13, 216

Pearson, Peter paintings - 36, 215

Publications, Other - 219-221

Relihan, Dan - 161

Seán Clárach logo - 141

Shandrum Céilí Band - 68, 82, 114, 118, 161-

167

Sheets, Virginia (nee Delay) - 179

Sledge Hammer - 172

Smyth, Jenny & Fergus - 119

Smyths & Murphy - 2017 - 11

Spillane, John with Deirdre Murphy - 147

St Aloysius Church, Spokane, WA - 180

St Nicholas' Church - 62, 118

Townlands of Churchtown - 208

Vale Star - 136, 137, 138, 157

Vintage Poster - 206

Whelan, Simon & Gerry Murphy - 183

Caveat

While every e!ort has been made to

ensure the accuracy of the material in this 

book heritage research in Churchtown is 

on-going. In the future the online version 

of this publication will be updated as new 

information comes to hand. All comments 

greatly appreciated. Please email 

heritage@bruhenny.com.
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The 10 metre high limestone 

Obelisk at Bruhenny Village 

Green in Churchtown erected to 

commemorate the Millennium. 

Officially unveiled by Pat Cox, 

President of the European 

Parliament 2002 – 2004 on 4 

July 2009.





If this book does not include the Shandrum Céilí Band compact disc 

entitled The Boss Murphy Musical Legacy a copy may be obtained online 

at www.theshandrum.com/product/the-boss-murphy-musical-legacy/



John Francis Boss Murphy (1875-1955), from Churchtown in north 
Cork, held an ambition over the last 30 years of his life that the 
traditional music of his local area would be preserved and hopefully
revived. That’s why he took on the task in the period 1933-1935 of 
committing to paper over 300 traditional tunes from his local area.

The purpose of this book is to preserve the memory of John Francis 
Boss Murphy and his musical manuscripts and to complement the 
2003 publication entitled The Boss Murphy Musical Legacy and the 
2019 album of the same name by Shandrum Céilí Band. The book also 
seeks to assist traditional music students and enthusiasts by setting 
out how the research project was tackled by Dr Colette Moloney and 
how the album was created by Alan Finn and Shandrum Céilí Band.

Churchtown Heritage Society is grateful that John Murphy created
his hand written manuscripts of the traditional music of north
county Cork and, secondly, that his work was not in vain.

A GIFT TO FUTURE GENERATIONS ...

G E R R Y  M U R P H Y

This publication was compiled and edited by 

Gerry Murphy who worked in banking for 25 years  

before devoting a large part of his life to social 

entrepreneurship when he founded Churchtown 

Village Renewal Trust in 1997. The Trust changed its 

name to Churchtown Heritage Society in 2017.

www.gerrymurphy.com.
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