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value for y, the interval between the final and lowest tones, is 5,
the same as for x. The variable z, the number of semitones in the

range, is represented here by 17. Hence, we have:

100X 5, 100 X 5
17 17

Level formula = = 29:29
Substracting the initial level from the final level, we find that
the level shift is zero. Therefore, the overall melodic line is
balanced.

On a more detailed level of melodic analysis, the prominence
of conjunct and disjunct movements may be examined. In the first
strophe of this ballad, there are fourteen conjunct and six dis-
junct movements. It will be of interest to know whether this is a
typical proportion for a classifiable part of the collection.

Referring now to the full transcription (Figure 4), I shall
point out the major strophic variations in the melodic line. Taking
stanza 1 as the basis for comparison, we perceive two distinct
cadential patterns at both the first and the last phrases (m. 4 and
m. 16). In the first phrase, the cadential approach (m. 4=5) in
stanzas 1, 4, and 5 may be represented by the contour \w/ﬂ\. In
the second and third strophes, however, the pattern is reversed and
the intervals narrowed -- A, - In the fourth phrase, the same
alternation occurs, but here the latter configuration is restricted

to the third stanza.
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A case might be made that these variants are, to some extent,
textually determined. The first line of both the second and third
staves begins, "At the early age of ...". The prevailing phrase
structure, AB3A (see the discussion of form, pp. 64-65, would lead
one to expect the recurrence of this pattern in the corresponding
fourth phrase (m. 16) of both strophes. However, the narrow motive
A~ is restated only in stanza 3, whereas stanza 2 reverts to
the pattern \V//\\ , established in stanza 1. Thit¢ )jrocess may in
turn be explained by the fact that, in this version, the final line
of stanzas 1 and 2 is exactly the same.h Hence, it appears that,
here at least, the influence of the text may overrule considerations
of melodic form.

Another instance in which the words conceivably affect the
tune is at the textual climax of the ballad (the third phrase of
stanza 5). In measure 12 of stanzas 1 arnd 4, the ascent from 3% to
e is a conjunct movement passing through c. Tl atively
small (a major second followed by a major third) and occur frequently
throughout the piece. On the other hand, the same bar in the last
strophe begins on the same Bb, but drops down a minor third to G,
and then rises a major sixth to the e by disjunct movement. The use
of a comparatively rare sixth at this incture has the effect of
drawing the listener's attention to this important part of the

text.
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The ascending appoggiatura which reiterates the preceding
tone (henceforth abbreviated p.t.r. appoggiatura) is by far the most
abundant of the three types of melodic ornamentation. There are
rine occurrences of the ascending p.t.r. appoggiatura in the first
stanza alone.

Throughout the song, there is a marked tendency for p.t.r.
appoggiaturas to embellish notes which fall on strong pulses (i.e.,
beats one or two of a regular 6/8 measure having two strong pulses).
However, they sometimes also ornament a long tone falling on a
syncopated beat6 which is proceeded by a leap from a shorter tone
(e.g., stanza 3, m. 4; star 1 5, m. 3 and m. 12).

In one instance, an ascending p.t.r. appoggiatura decorates
the initial - 1e of one stave, while reiterating the final note of
the preceding strophe (stanza 5, m. 1). It will be shown in Chapter

that the use of this kind of ornamentation across phrase and
stanzaic boundaries is a common element in the singing styles of
many Deseronto vocalists.

Glissandi sometimes appear in conjunction with appoggiatura
figures, but, as with the appoggiaturas themselves, there seems to
be no absolute consistency in their use among the stanzas. This
may suggest that these embellishments are either textually governed
(although there is scant evidence to support such a hypothesis) or,

what is more likely for this singer, a performance variable.
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In this song, slurred anticipation is often, although not always,
accompanied by a connecting glissando, as in the example above.

Appoggiaturas, glissandi, and slurred anticipation represent
the types of melodic embellishment most commonly found throughout
the corpus of Deseronto songs, and from performer to performer.
These and other aspects of ornamentation will be dealt with more
fully in Chapter IV, where generalizations about standard and

individualistic usage will be made.

Since the rate of pulse, J. = 76, remains constant for the
entire ballad and, apart from the obvious performance errors in
stanzas 2 and 3 (m. 9a-9b), the number of pulses remains fixed for
all strophes, it is 1fficient to calculate the tempo figure for
stanza 1 and assign it to the whole piece. Although it might be
argued that the number of notes may vary slightly from stanza to
stanza, the final result would not be significantly different. I
have chosen, throughout the analysis, not to count notes of 1ir 3 o
minate duration (e.g., grace notes and glissandi) for inclusion in the

second variable of the numerator in the equation:

metronome figure X number of notes
number of metronomic units

Tempo figure =
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While this is a somewhat arbitrary decision, it lends to the overall
results a measure of consistency.
Substituting the appropriate numbers from stanza 1 for the

variables in Kolinski's formula, we arrive at:

Tempo figure

Since the raison d'etre of this formula is to afford an

accurate means of comparison of tempi, the tempo figure of 155 means
little in itself. The process has been described and exemplified

so as to set the stage for such comparison.

Metro-rhythmic structure

As mentioned ) riously, the function of barlines in the
transcriptions is to indicate textual stress and melodic accentuation.
In "The Wild Colonial Boy'", the emphasis of text and melody conform
more or less to a basic 6/8 time, with two princi)_1 pulses per
measure. The first four bars of stanza 1 clearly establish this
pattern. However, if diacritical modifications of durations are,
for the moment, disregarded, the number of eighth note durations that
occurs in a given measure, without altering the two-in-a-bar feelirg,
ranges from 3.5 (stanza 1, m. ?7) to 7 (stanza 3, m. 9).? It is

noteworthy that while the total number of measures with less than
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raA= 2N

The various figures, U , L‘ , f’? , and [_r , comprise the
second metrical unit.

One might be tempted to explain these variants by suggesting
that they DOHproximate natural speech rhythms of the text. However,
even without a detailed analysis of the informant's linguistic habits,
this postulate seems doubtful. In stanza 3, the words "rich'" and
"he" are separated by a comma, but Mr. Silver sings the passage with-
out a break.

It would therefore appear that rhythmic elasticity is not
necessarily, if indeed at all, textually influenced. Such a pheno-
menon may, in fact, be a performance variable. This might be checked
by recording the song more than once from the same singer over a
period of time to see if the metrical patterns were consistent from
one performance to the next.

Another method v Lch some researchers have used is to sing a
certain passage themselves to the informant, varying certain elements
in a controlled manner, and then asking the singer for criticism.
This procedure is not foolproof, of course. The informant may be too
polite to tell the interviewer he has made an error. How  =2r, if a
good rapport has been established between field worker and vocalist,
valuable perspectives may be acquired through such interaction.

Finally, under the heading of metro-rhythmic structure, let

us examine the smallest unit of rhythmic significance, the duration,
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which includes rests as well as note values. For the sake of
convenience, I shall again use the first strophe as a model for
analysis.

Rests are employed almost exclusively as phrase division
markers. Most musical phrases and stanzas are separated by a
quarter rest, but other values occur whose durations are generally
determined by the number and length of the up-beats immediately
following them. In three instances (stanza 3, m. 7; stanza 4, m. 11;
and stanza 5, m. 15), short rests, ¥ and 1 , Separate sub-phrases
where there is punctuation in the text.

Eighth notes are more plentiful than any other duration,
there being thirty-five in stanza 1. This compares with thirteen
quarter notes, five sixteenths, four dotted quarters, and two dotted
eighths (i.e., ii} )e In additior to these types, the other stanzas
combined include two groups of two-sixteenths-in-the-time-of-three,
a triplet figure of sixte 1ths, and one thirty-second note.

In general, shorter durations are found at the beginnings of
phrases and function as pick-up notes. Dotted quarters, the longest
durations, are reserved for phrase endings. In fact, all phrases
but one (stanza 5, m. 13) end with these values.

In the entire song there is only one instance of tied notes
(two or more durations of the same pitch joined in the score by a
curved line to represent one tone length). This occurs in measure
12 of stanza 5. I have already suggested that this bar is part of

the textual climax of the ballad and, as such, receives special
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melodic treatment. The two eighth note e's are tied over the

second pulse of the bar, which is an example of rhythmic syncopation.
The use of this technique here heightens the dramatic impact of

the text and melody. Add to this the unusual slurring of the word
"of" in this primarily syllabically set piece,8 and we see and hear

a culmination of elements leading to the succinct dénouement.
Form

"The Wild Colornial Boy'", like the vast majority of songs in
the Deseronto collection, has an overall stanzaic structure. Here,
a normal strophe contains sixteen measures and four main musical/
textual phrases. The rhyme scheme of the :xt, AABB, corresponds
directly with the end of each musical phrase.

We can get a sense of phrase patterns by examining rnot only
textual demarcations and the use of longer notes and rests, but also
the repetition of melodic segments. The tunes of the first a:d last
phrases are the same, except that the former begins with an up-beat
on the tonic, while the latter starts on the lower dominant. Phrase
one and phrase four could therefore be assigned the I .ters A and
A1. As the second and third phrases are identical, both may be
designated B. Thus, the four-part phrase structure is ABBA1 which,

incidentally, interlocks rather ingeniously with the textual rhyme

scheme, AABZ3.
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It should be mentioned that, in determining the phrase
structure of a piece, one does not usually consider subtle rhythmic
or melodic variations. Rather, only fairly significant changes in
metre or melodic line are shown. For example, stanza 4, in light
of the first stave, might be represented by the pattern AB1BA1, to
account for the elision of measures 7 and 8.

A comparison of bar length and phrase structure on historic-
geographic, functional, or performer-oriented levels could reveal

much about formal asy :ts of folksong. Some of these approaches

will be tested in the general analysis.

Other elements

Unfortunately, I was unable to elicit much information on
singing style from Mr. Silver. However, with reference to his
harmonica playing, he remarked, '"But, you know, a man gets up my

9

age, he hasn't got the wind he used to have." This factor would
undoubtedly also affect vocal endurance and dynamics for some

singers, although Mr. Silver seemed to me to be capable of a good,

full tone.

Summarx

The salient features which have been observed in Jesse Silver's

version of '"The Wild Colonial Boy'" will now be reviewed. The song



66

conforms to a hepta-typic, seven-tint tonal structure of the tint
complex FCGDAE3. A member of the C-mode, the mixed range has a
compass of seventeen semitones, and is of the configuration

g- The tonal centre and upper dominant are the most
significant notes in the tonal hierarchy, the remaining pitches
are of medium importance. Microtonal inflection is nconsistent

and appears to be a performance variable.

Interval size ranges from unisons to perfect octaves, with
a preference for stepwise movement and leaps of a third. There is
a preponderance of uni-directional leaps, whereas both uni- and
omni-directional seconds occur. The percentage of tone reiterations
is relatively small. The general direction of melodic movement is
balanced. 70% of motion in the tune is conjunct as compared with
only 30% disjunct.

Appoggiaturas, glissandi, and slurred anticipation figures
comprise the types of melodic embellishment in this folksong. Of
these, ascending p.t.r. appoggiaturas are the most common. Some
ornamentation seems to be influenced by the text, but more evidence
is required to confirm this.

The tempo figure established for the opening stanza is 155.
The metre is basically in 6/8 with two primary beats per bar. How=
ever, measures are occasionally lengthened and more frequently
shortened due to the flexibility of rhythmic motives and durational
values. The agents of these changes appear to dwell in both musical

and extra-musical spheres.
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It is not easy to assign A cause to rhythmic elasticity itself,
which does not seem to be affected solely, if at all, by stanzaic
variations in the text. The possibility of its being a performance
variable might be tested in the field through performance interaction
with the singer, from whom feedback on technique may be received.

This ballad contalins more movement in eighth notes than in
ar vther duration. Short notes function primarily as up-beats to
phrases, while the longest values are reserved for the ends of
melodic segments. Syncopation is rare and seems to be used for
special effect. Rests and t thing occur mainly between phrases.

Each sixteen-bar stanza is divided into four equal-length
phrases of the pattern ABBAq, with slight strophic variants. This
particular form is unique in the Deseronto collection, with the
exception of Ernie Dorey's version of the same ballad, and his
rendition of "Murphy's Charivari" which employs a slightly altered
form of the same tune.

Little data was gathered concerning dynamics and vocal timbre,
although Mr. Silver did mention that his lung capacity had decreased

with age.

Having demonstrated with one song the utility of a number
of analytic techniques, I shall go on to examine the stylistic

traits of the entire collection. We have seen that statistics
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relating to a single piece mean little in themselves. It will Dbe
shown in the next chapter, however, that the constituent parts of
a corpus, taken together, have a greater significance than do the
items when viewed individually. Not only will this holistic

approach be explorec but the material will alsc be considered in

light of performer- and genre-specific relationships.
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Notes

1G. Malcolm Laws, Native American 3alladry (Philadelphia:

American Folklore Society, 1957), p. 177. For additional versions
and references, see MacEdward Leach, Folk Ballads and Songs from the
Lower Labrador Coast (Ottawa: National Museum, Bulletin 201, 1965),
pp. 148-149; and Edith Fowke, '"'0ld Favourites': A Selective Index",
Canadian Folk Music Journal, (1979), 55. Mr. Silver's version
appears on 61-547, C5386B. Another version of this ballad in the
present collection is sung by Mr. Ernie Dorey (81-547, CSLOOB).

2

As it will be shown, rhythm is much more flexible than either
metre or melody. Furthermore, certain generalizations about the
types of rhythmic elasticity can be established. In the trans-
criptions, therefore, stanzaic variants do not show small changes

in rhythm, but only fairly significant metrical and melodic fluctua-
tions.

3The number of pitch occurrences as well as intervallic move-
ment are based on the first stanza only. Strophic variation will be
noted separately.

uIn most versions of '"The Wild Colonial Boy'", the first

stanza ends with the phrase, ". . . and dearly did his parents love
their wild colonial boy."
5

After categories devised by Cavanagh, ibid., vol. I, p. 195,
for the classification of melodic embellishment in Netsilik drum
dance songs. The third category, the double direction approach,
here defines only the specific appoggiatura figure in this song.

It will be reclassified in the general analysis (Chapter IV) when

a broader data base is considered.

6A normally weak pulse which is stressed.

7In stanza 4, measures 7 and 8 are united to form a three-
beat measure.

8A "syllabic'' setting of the text indicates a ratio of one
tone per syllable of text.

981-547, C53863.



70
CHAPTER IV

RESULTS OF THE ANALYSIS

The analysis of music in ¢ :ure is done in order to under-
stand the music to the fullest extent possible in its various facets --
in itself, in relation to the performers and listeners, and in
relation to other musics and processes. Although this study is
] -marily concerned with the first of these perspectives, its purview
also includes aspects of the other areas.

The main goal of this chap. .r is to determine the norms and
variables of structure and style in the Deseronto songs. This will
be accomplished with the aid of the methods described in Chapter
II, and using the analytical technique exemplified in Chapter III.

Three levels of analysis are explored, with more or less
consistency, under the different elemental headings. The results of
the analysis based on the entire sample of 112 items are always
provided. Where certain stylistic features of particular singers,
especially the five major performers, are noteworthy, these are
observed. Sometimes, specific tunes, or portions thereof, are employed
to reveal general characteristics of vocalists' repertoires. When
musical traits appear to be akin to textual categories of songs,
these relationships are mentioned.

Other analysts of British-Nortt American folksong have examined
most of the musical parameters considered in the present work. Their

findings are compared, where applicable, to the Deseronto material.
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Tonal structure

As noted in Chapter II, the Deseronto collection exhibits a
fairly broad spectrum of tonal types. The eight consecutive types,
from penta to dodeca, inclusive, are represented, and the number of
tints ranges from four to twelve. Figure 8 shows a breakdown of
the var: 3 tonal types and their respective tint numbers, with
the quantity and percentage of each, relative to the entire sample.

Since the tonal types could be determined with or without
consideration to the hierarchy of tones, two sets of data appear in
the table. The first set classifies the tonal structures without
distinguis ing the relative importance of individual tones. The
second set (enclosed in square brackets), which takes the tonal hier-
archy into account, requires a certain amount of subjective judgement
or the part of the analyst. ZFor instance, many songs seem to have
basically hepta-typic, seven-tint structures, but, because they
include a number ‘requently occurring pitches, albeit of slight
structural importance, these melodies are strictly classified under
"higher'" tonal types. By reclassifying each piece with the aid of
Kolinski's tonal diagram (see Chapter II, pp. 27-28), we can compare
the "absolute'" tonal plan with the '"mod: .ed scale

A further word of explanation about the format of the chart is
requisite before proceeding with a discussion of its revelations.

It will be observed that several 12l types and/or their tint numbers

are separated by an oblique (/). This means that different stanzas



Type (no. of tints)

[Penta (W]
Penta (5)

Hexa (L/5)
(5)
(6)

Hepta (6)
(7)

Hepta/Deca (7/9)

Octa (5)
(7)
(8)

Ccta/lHendeca (8/10)

Ennea (7)
(8)
(9)

Deca (8)

(9)

(10)
Hendeca (9)
(10)

(11)

Dodeca (12)

Figure 8:

No. of _»ngs

o [3]
1 £2]
1 (]
1 1]
v 8]
24 25
29 [20]
6 [11]
26 [s2]
32 637
1 [o]
1 [o]
2 [1]
7 (73
10 ]
1 [0}
3 [o]
10 2]
L 1
17 ]
2 [ ]
5 [0l
1 1
9 1
1 [o]

€ {o
1
H_
2 [o]

112
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Type %

0.9 5]
25.9 [26.8"
28.6 [}6.2]

0.9 (0]

9.8 [7.1]

0.9 o]
15.2 [B.§

8.0 [o0.9]

8.0 [b.g]

1.8 o]

100

Tonal types in the Deseronto collection
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or other large sections of a single song have two differirng tonal
schemata 14/or numbers of tints. Interestingly enough, the three
sorgs which have dual tonalities are all sung by the same performer,
Kon Miller.

Figure 8 clearly demnnstrates that seven-tint hepta- ana six-
tint hexa-typic melodies are predominant. The combination of these
two types in their absoclute forms represents 54.5% of the trans-
criptions. If all pitches are treated with equal weight, tunes ranging
from hepta/deca- to dodeca-types (i.e., tho: containing "accidentals'")
constitute an additional 4L.6%. However, if notes of minimal struct-
ural significance are viewed as modifiers of : :onal complex conforming
to a narrower range in the cycle of fifths, the latter figure drops
to less than 12.5%. The main beneficiary of this reduction is the
seven-tint hepta-type category which consequently doubles in size.

It is noteworthy that penta-type songs, of which Cecil Sharp
recorded many in the Southern Appalachians,1 are represented in their
absolute form only one song, '"Froggie Went a-Courting', in the
present collection. Xven if we include modified forms of the penta-
typic genus, the figure remains below 5%. What are the reasons for
a predominance of specific scale types in definite geographical or
cultural regions? This is a question whicl 2although beyond the scope
of this study, calls for a thorough investigation.

In order to ascertain whether certain vocalists tend to
utilize particular tonal schemata, a table showing the four levels

of Kolinski's classification system for each major performer has
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been compiled (Figure 9). Vocalists who did not sing over five
songs are grouped together at the end of the chart. All structures
constitute absolute forms.

One is struck by the fact that, for the two major female
vocalists, there is a very high conce tration of hexa- and hepta-type
structures; about 85% of the tunes in the repertoires of both Joan
Claus and Dorothy McCullough are built on these two tonal types com-
bined. However, Mrs. Claus, who sings mostly native American ballads
and popular songs with tragic love tyrics, has a larger stock of
hepta-typic melodies than does Mrs. McCullough, whose many children's
songs are more heavily weighted in favour of hexa~typic formulae.

Although, by contrast to the women, the three major maie
informants have a much broader and more evenly distributed range of
tonal types in their ¢ 1gs, it is difficult to ascribe with certainty
a cause or causes for this dichotomy. I have the impression that
songs from the Deseronto collection which had their inception in
the North American popular music industry have a fuller spectrum of
tonal types than do native ballads and traditional songs. However,

I must qualify this theory by explaining that I was not able to
track down references to every song I believed to be of commercial
origin. levertheless, it seems that the men know a somewhat greater
number of these more recent songs than do the women. This would
account for scale type percentage differences between the two sexual
groups. More research is necessary n order to substantiate this

tentative rpothesis.



Figure 9: Tonal

Joan Claus

Hexa-type

6 tints
Complex CGDAEB
C-mode:

Hepta-type
6 tints
Complex FCGDEB
C-mode:

7 tints
Complex FCGDAER
C-mode:

Deca-type

9 tints
Complex FGDAEBF#C#G#
D-mode:

Dodeca~type
12 tints
Complex FCGDAEBF#C#GH#HAF
C-mode:

Ernie Dorey

Hexa-type
6 tints
Complex CGDAEE

C-mode:

Hepta-~type
7 tints
Complex FCGDAEB

C-mode:
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classification by performer

Cdefga (2)
gaCdefga
gabCde
gabCdeg

gbCdef

Cdefgabcd
bCdefga
abCdefgabc
g-bCdefga
fgabCdef
fgabCdefga

c#Def fjggfabesd

f-ggifa-bCcitddtef ffgeffaailb

Cdefga
gabCde (2)

g~bCdefgabc



Octa-type

8 tints
Complex FCGDAERF#
C-mode:

Ennea-type
8 tints
Complex FGDAEBF#C#
D-mode:

Complex FCGDAEBF#C#
D-mode:

Deca-type

8 tints
Complex FCGDAEBG#
C-mode:

9 tints
Complex FCDAE! [CH#G#
A-mode:

Hdendeca-type
10 tints
Complex FCGDAERF#C#D#
C-mode:

Complex FCGDAEBC#GH#D#
C-mode:

Dorothy McCullough

hiexa-type
5 tints
Complex CGDAE
C-mode:

Complex CGDAB
G-mode:

Complex CGDEB
C-mode:

6 tir
Compiex CGDAESB
C-mode:

cdeffilgabCd

abciDeffig

fi#fgabec#Def fig

g-abCdefggiabe

TMbccidef f#gfta

gabCc idf#effiga

ggiabCciddiefg-a

g-Cdega

gabcd

gbCdeg

gabCde (3)
gabCdeg (2)
egabCde
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G-mode:

Hepta-type

€ tints
Complex FCGDEB
C-mode:

7 tints
Complex FCGDAERB
C-mode:

Octa-type
5 tints
Complex FCGAT #
F-mode:

Ennea-type
7 tints
Complex FGDAEF#C#
D-mode:

8 tints
Complex FCGDAERC#
C-mode:

Ron Miller

Hexa-type
L4L/5 tints
Complex CG(D)AB
G-mode:

6 tints
Complex CGDAERB
G-mode:

Hepta-type
6 tints
Complex FCGDEB
C-mode:
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Gabcde (2)
Gabcdeg
d-Gabcdeg

bCdefg
gbCdefg

Cdefgabc (2)
cdefgabCd
bCdefga
abCdefgab
defgavCde

Fffgac

ci#Def fitga

aci#fDeffiga

bCc#defgabce

(d)Gabc

d=Gabcde

bCdefg (2)
gbCdefg



7 tints
Complex FCGDAERB
C-mode:

Hepta/Deca~type
7/9 tints
Complex FCGDAER/FGDAEZF#CH#G#
C/A-mode:

Octa-type
7 tints
Complex FGDAEBF#
G-mode:

8 tints
Complex FCGDAEBF#
C-mode:

G-mode :

Octa/Hendeca-type
8/10 tints

Complex FCGDAEBF#/FCGDAERF#CH#GH

C/G-mode:

Ennea-type
8 tints
Complex FCGDAEBCH#
C-mode:

Complex FGDAERF#CH#
D-mode:

9 tints
Complex FCGDAEBF#Ci#
G-mode:

a-Cdefgab
gabCdef
fgabCdefg

Cdefgabc
Atci#deff#ggfa

bdef f#Gab-=-=f3

bCdeff#gabld
gabCdeff#g
gabCdeff#ga (2)

cdeff#Gabcd

fgabCde-fjga
c-de-f#Gabccsrddftef

gabCci#defg

efgabCcitdef

abcitDeffitg
abcffDe ff{tgab

ff#gabcfDef g

ffGabccfidef fitg
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Deca~type
& tints
Complex FGDAEZRF¥GH#
D-mode:

S tints
Complex FCDAEBF#Ci#GH
A-mode:

Jesse Silver

Hepta-type

7 tints
Complex FCGDAE3
C-mode:

Deca-type

9 tints
Complex FGDAEZF#C#GH#
D-mode:

Hendeca-~type

9 tints

Complex FCGDAXF#GH#D#
C-mode:

11 tints

Complex FCGDALRBF#CH#GH#DI

A-mode:

Dodeca-type
12 tints

Complex FCGDAEBF#CH#GH#DiA#

Femode:
Others

Penta-type

5 tints
Complex CGDAE
C-mode:

Hexa-type

5 tints
Complex CGDAB
G-mode:

Deff#ggiffab

deffjgftAbccftde

bCdefgabced
g-bCde fgabc
fgabCdefga

citDeffiggffabeitd

cddffef f#gg#aCd-ef

a-cciffddfef ffggi#Avccitd

aaftbcc#ddffeFf#; aaff=c

gaCdeg

Gabcd
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6 tints
Complex CGDALB

C-mode: gabCde
G-mode: Gabcdeg
eGabcde
d-Gabcde
Hepta-type
6 tints
Complex FCGDEB
C~mode: gbCdef
7 tints
Complex FCGDAEB
C-mode: Cdefgabc
Cdefgabcde (2)
gabldef
gat lefg
efgabCdef
Octa-type
7 tints
Complex FCGDEBF#
C-mode: Cdeffifgbc
8 tints
Complex FCGDAEREF#
C-mode: gabCdeffi#tga (2)
Ennea-type
7 tints
Complex FCAEBF#Ci#
A-mode: eff{Abcci
8 tints
Complex FCGDAEZC4#
C-mode: gabCcidefg
Complex FGDAEBF{C#
D-mode: Deffjgabcitd
abcjDef figab
9 tints
Complex FCGDAEBF{C#
D-mode: bce#leffi#gabceceid

deffi#gabccf#le



Deca-type

& tints
Complex FCDAEC#G#
F-mode:

3 tints
Complex FCGDAEBCH#GH#
C~mode:

10 tints
Complex FCGDAEBF#CH#GH
G-mode:

Hendeca-type
10 tints
Corplex FCGDAEBF#C#Di
C-mode:

Complex FCGDAESF#GH#D#
G-mode:

11 tints

Complex FCGDAEIF#CH#GHDH#

Femode:

C-mode:

accide¥ggia

el bCcitdef

bccide ff#Ggab

Cci#dditef f#g-abe
g-bCcidd#ef ffga
f#GgH#abcddfFe f £#

abcci#ddfteFf#ggfta~c

g-ablcitddffef ffggia

£
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The modal configurations reveal that there is a definite
preponderance of C-mode structures. It is also observed that the
tonal centres infrequently appear above the middle of the range.
There is no indication that particular singers prefer certain exact
configyu tions. 1Indeed, there is a wide variety of individual
structures. However, the most common configuration is the hexa-typic
gabCde, which occurs seven times in the repertoires of four performers.

When the tonal hierarchies are assessed for the entire col-
lection, it is found that, without exception, the tonal centre is
the tc .c. Even in the very few instances where the finalis is not
the tonal centre, there is a very strong sense of the tonic bteing
the foundation of tonality.

In S8 of the 112 songs transcribed (87.5%), the tone next in
importance to the tonal centre is the tone either a perfect fifth
above or a perfect fourth below the tonic (e.g., the tint G if the
tonal centre were C). In either form, this tone is called '"the
dominant".2

If there is a tone of medium significance which is of greater
structural significance than the others, it is almost invariably the
note a major third above the toric. This tomne occurs in thir{ -six
songs as third in importance after the tonal centre and dominant.

No significant differernces in tonal hierarchies were noted among the

performers.
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As in the analysis of '""The Wild Colonial 3oy'", I car £.nd no
corsistency in the sporadic use of microtonally inflected pitches
throughout the Deseronto songs. Neither does there seem to Le any
real diversity in the frequency of this phenomenon among the singers
of unaccompanied songs. The fact that guitarist Ron Miller's overall
singing style is similar in many respects to that of unaccompanied
singers, except for the virtual absence of microtones in his songs,
seems to suggest that microtonal fluctuation is a performance variable
related to unaccompanied singing in this idiom.

Almost one quarter (24.1%) of the Deseronto songs have a range
of twelve semitones (a perfect octave), followed closely by those
which span fourteen half-steps (20.5%).3 The most limited range
outlines a perfect fifth (3 songs),u and 27.7% of the songs trans-
cribed have compasses of less than a perfect octave. This latter
figure is especially noteworthy since it contrasts sharply with
Jerome Wenker's findings. In an analysis of the ranges of ninety-

two folksongs from Edith Fowke's Traditional Singers and Songs from

Ontario,5 Wenker discovered that no songs spanned less than twelve
semitones.6 At present, I cannot offer an explanation for this
significant dichotomy.

The most extensive range covers nineteen semitones (an octave
plus a perfect fifth).7 This broad compass occurs in Ron Miller's
rendition of a song entitled "Uncle Noah's Ark" (81-547, C5390A), in
which the singer imitates the sound of a tom cat making "an awful
row'"" by means of an ascending appoggiatura with glissando slurred into

a note in the upper register of his natural vcice.
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Another instance of a vocalist's use of the high register for
special effect is found in an example of yodeling by Jesse Silver
(81-547, CS5286B). Here, the male singer performs the notes of the
upper tessitura in his falsetto register or head tone.

The function of high or low register as an addition of colour
or emotion to particular songs should not be overlooked ir a complete
melodic analysis. It must also be considered that a performer may
have to extend his range in order to learn certain tunes or, conversely,
delete some from his active repertoire as age restricts his capabi-
lities.

During one of several interviews, Ron Miller san; 2 piece
called "Born to Die for Me'". As a preface to singing this gospel
song, he stated, "There's a lady that used to request this a 1l : at
one of the nursing homes I used to go to. It's one I can't do a
very good job of." After he had completed the performance for me,

I remarked that I thought he hze sung it quite well, whereupon he
offered the following information:

That's a difficult key, uh, piece. It goes exceptionally

high and exceptionally low. And it's hard for me to get

that high up and it's hard for me --. I have to .ay it

on that, in the two flats in order to reach both

Here, Mr. Miller refers to the fact that, because this parti-
cular song has a very broad range of a perfect twelfth (nineteen
semitones), he must sing it in B major, a key which he dces not
normally use cn guitar. Upon listening to this song, I found that,

as he sang it, the lowest note was 62 while the highest was D. ils
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fact, taken with the sirnger's own cowments, gives us a very clear
idea of his personal vocal range. His statements also suggest that
a public performer, such as himself, must be able to play in certain
unusual kKeys in order to deal with audience requests while, at the
same time, catering to his own vocal capabilities.

Let us pursue for a moment the subject of the interrelationships
between range and performance context. I asked Joan Claus, who sings
in a local church choir, if she thought she sang most of her songs
in approximately the same range. She replied, "About the same. Like,
at church, now, the organist plays a lot higher, and if I can get up
in that bracket, why then I can sing there, but I couldr't do it by
myself."9

Mrs. Claus seems to imply that when she sings in a group and
with instrumental accompaniment, there is an element of confidence
which 1s lacking when she sings solo. These factors apparently have
a direct influence upcn her ability to sing in a high register.

The soprano line, which Mrs. Claus sings in the choral context,
would have a normal range of C to g. In the unaccompanied songs which
I transcribed, her overall range was 52 to B (two octaves less a
semitone). This represents about the normal span of (male) tenor
and (female) contralto ranges combired. If indeed Joan Claus repre-
sents an '"average'" soprano in an '"average' Anglo-Canadian church
choir, her total range is by no means "average'! Not only would it

have a remarkable span of almost three octaves (i.e., 32 to g), but
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it would be divided into two separate ranges whose use would depend
upon what, where, and with whom she was singing.

In order to ascertain how a ! lksinger determines the initial
pitch of a song, so as to allow for its comfortable placement within
her own range, I asked Mrs. Claus, '"When you begin a song, how do you
know in your mind what note to start on?" "I don't," she answered,
"T just guess. That's how come I squeak now and again.”1o

This process of trial and error seemed to be corroborated in
a few of the performances of Ron Miller. Occasionally he would begin
a song in one ey, but after completing one or two phrases with some
vocal difficulty, would alter the position of his capo on the neck
of his guitar, and begin afresh in a rew and usually higher key.

It must be stated, however, that while the odd mistake in
initial pitch placement is made, in most instances singers have no
t1 .uble in finishing a piece in the originally chosen key. Field
tests could be devised to determine the consistency of tonality among
various performers o€ the same or different songs.

The way in which age may influernce a singer's range is shown
in an observaticn made by severty-year-old Ernie Dorey concerning a
"change'" in his voice since he was a young man. "I can't sing as high
as I used to," he said. "It cracks when I get up, you know."11

The effects of aging and performance context on tonal structure
are processes about which little is known. As such, they should be

corsidered by folksong scholars as topics for additional research.
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and, 1deally, others like them, should be cross-examined in detail
with a view to determining the reasons for their incongri 1ce.

A point of particular interest, with regard to the tonal
schemata, is that none contains solely the half-step interval between
either the second and third or the fifth and sixth scale degrees,
both of which are characteristic of what is referred to in Western art
music as a "minor" tonality. Where semitones do create the flattened
third and flattened sixth, these accidentals always occur in corjunc-
tion with their '"natural'" counterparts. Furthermore, the half-steps
usually function as passing, neighbouring, or other ornamental tones
of secondary impcrtance. Hence, the entire body of songs exhibits a
marked propensity for '"major" tonalities. Wwenker noted this same ten-
dency in his analysis of folksongs from a broader geographical regior
of Ontario.1

In all but three instances, the final cadential tone is the
tonic. Thit¢ vould indicate a trend away from the more frequent practice,
in earlier 3ritish-North American traditions, of firishing on other
scale degrees, such as the major second or perfect fifth above the
tonal centre. The scale degree of the initial tone varies to a
greater extent than the final. Nearly 70% begin on either the tonal
cerntre, a perfect fourth below it, or a major thi 1 above 1it, in about
equal proportions (21.4%, 25.9%, and 22.3%, respectively).17

Th

[¢]

folksinger's liking for tunes in the major and those which
terminate on the toric was noted by Bertrand Bronson in his Intro-

duction to The Singing Tradition of Child's Popular Ballads.18 3ronson

believes that certain characteristics of Child ballad tunes, including
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the two aforementioned traits, would be found applicable to melodies
outside the Child corpus. He asserts, '""What is true of the whole body
of Child ballad-tunes is not likely to be contradicted by the sum total
of our other folktunes." Exemplifyirg this generalization, he states
that "it will not be found that such exceptional aberrations [as
accidental sharps and flats] occur with sufficient frequency in the
great mass of 3ritish American records to challenge the basic modality
of our folk-song.”19 However, whereas DBronson's figures imply that
less than 7% of the Child tunes analyzed contained accidentals, the
Dese: ) material, as previously mentioned, showed 4i4.6%. Moreover,
while Bronson lists the inflected scale degrees, in decreasing order
of prominence, as sevenths, fourths, and thirds, the reverse order
holds for the current material.?o

These results in no way refute Bronson's pioneering work in
the analysis of Child ballad tunes. Rather, they suggest that further
study is required before stylistic relationships among various types
of folk music may be determined.

Some consideration of singers' verbalizations about their own
corcept of tonality and "key'" is warranted. Few informants had much
to say on these matters, and it is perhaps significant that the two
who did, Joan Claus and Ron Miller, have had experience singing irn
contexts where harmony is important. Mrs. Claus sirngs in the Anglican
Church choir which is directed by a professionally trained organist.
Mr. Miller has played and sung with various instrumentalists, ard is

currently a member of a group of musicians who perform gospel music.
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that she learned the song because she liked the words, rather than
for any aesthetic appeal of the melody itself. Second, the singer
obviously recognizes the value of an accompaniment (what she calls
""the music") for certain songs. Nevertheless, because the lyrics are
so meaningful to her, she is willing to sacrifice part of the song's
ideal total effect.

This does not mean, however, that the recorded version from
which she learned the song represents her concept of the "ideal"
performance. On the contrary, she declares, ". . . the girl that I
heard sing it had a real husky voice, you know, and she more or less,
well, to me, she wasn't ever singing with the music."23

If I digress momentarily from the subject of torality to remark
briefly on vocal timbre and general singing style, I hope the reader
will bear with me, knowing that the elements of music are all too coften
inextricably interwoven. Mrs. Claus makes it clear that she has not
imitated the original performer's quality of vocal production and thus
indirectly passes a value judgement on the '"proper'" vocal timbre for
this popular love song expressive of melancholy and hopeless yearning.
Mrs. Claus's view that the recorded artist "wasn't even singing with
the music" may signify a number of possibilities: a) that the husky
voice did not suit the character of the accompaniment, tune, or words;
b) that she was not singirg in time with the band; c) that she was
singing "off key"; or d) a combination of the above. At any rate,

Mrs. Claus learned the song despite these perceived performarce

deficiencies, but modified the style to suit her own tastes.
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Returning to the folksinger's concept of tonality, let us
exarine Ron Miller's explanation of his personal key preferences as
well as those of his friend, Graham Mansicle, who plays the fiddle
in their gospel group:

We play mostly, we play the most of our songs, when we're

-

playin', in D and G. I do it for Graham's sake cause

they're, those two chords are a little special for a

fiddle. A fiddler, all the old-time fiddlers played in

L or G pretty near, all their old-time fi 1le music

[l1aughs]. And he's an old-time fiddler. And so for his

sake -- he'll play any key I play in, but it's not so easy

for him as, and he won't, I won't get the same volume out

of him, you know, that will D or G or C. He plays the

others. He's got them down pretty good, all of tgﬁm pretty

good. 2But I play D and G mostly to help him out.

This testimony reveals that cooperation is an important element
in group performance. Keys are chosen to accommodate performers' tech-
nical abilities. Mr. Miller states that he practises the songs he
plays with Graham Mansicle in T (major) or G {(major) because these are

2> Of interest is the fact that,

easier keys for a fiddle to play in.
for Mr. Mansicle, familiarity with a certair key has a direct relation-
ship to the volume at which he can play. The increased confidence that
a knowledge of a particular tonality gives him may allow him to play
louder. Also, the increased resonant quality of the open strings on

a violin (i.e., qu D, A, and e) -- notes which would be sounded more
frequently in the keys of G major, D major, and C major -- might be
equated with an increase in volume by the informant. These factors

are comparatle tc a vocalist's preference for singing in certain parts

of his range because of what is thought to be a better vocal quality

in these registers.
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Melodic movement and design

3y constructing composite tables of intervallic movement for
the complete repertoire of each performer, we can not only compare
similarities and differences among singers, but also, by collating
and averaging sets of figures, come to a better understanding of
melodic design in the collection as a whole.

Charts such as the one used in Chapter II for the analysis
of "The Wild Colonial Boy'" (see Figure 7, p. 51) are functional for
this purpose. However, for reasons of limited space, I shall present
only one such table for the repertoire of a major informant, which
table shall be used as & springboard for the discussion of melodic
structure from holistic, performer- and textually-oriented perspectives.

The combined intervallic movement of the twenty-five
children's songs of Dorothy McCullough is encaps .ed in Figure 11.

Stepwise motion (i.e., minor and major seconds) is the most
common type in Dorothy McCullough's repertoire, as it is for the
complete collection. The dominant tendency of stepwise movement is
particularly evident in the more recent so-called '"popular songs" of
which only a very few deviate from this principle.

On the other hand, older songs which have been lorger in the
folk tradition seem more likely to have a higher proportion of tone
reiterations or intervals larger than a major second. For example,

three tunes associated with aws ballad texts have a number of tone
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Interval No. No. Total ' No. diff. ©No. diff. No. diff. Total
type asc desc uni asc* uni desc¥ omni¥*

1 327 |
32 178 210 288 23 37 59 119
32 16 Ly 22 92
P4 12 8 6 27
Tritone ' 1 1
PS5 166 162 329 € 9 1 16
+6 6 3 9
7 ! 1 1 2
P8 1 1
+9

Total Zh4 3273 1044 66 103 93 267

*These columns represent the sum of all the intervals of a given size,
direction, and movement from each tune. For example, the number of
distinct types of uni-directional ascending seconds is calculated for
each song individually, whereupon the figures are tallied.

Figure 11: Intervallic movement in Dorothy McCullough's repertoire
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reiterations greater than or equal to the number of stepwise intervals.
These are: "The Strawberry Roan" (B 18), "The Burglar and the 0ld
Maid" (H 23), and "The Broken Ring" (dB 29). An additional four Laws
ballad melodies contain a greater number of leaps than stepwise motion:
Tim Cronin's version of '"Marian Parker'" (F 33), "Young Charlotte"

(G 17), "The Wreck of the Number Nine'" (G 26), and Ernie Lorey's '"The
Wild Colonial 3Boy" (L 20).

Another textual functional group of scngs which does not
adhere as strictly to the standard ¢f predominant stepwise motion are
the children's songs. It is not particularly evident from Figure 11,
but ten of Mrs. McCullough's songs have a greater number of unisons
than steps, and a further nine contain more sxips than seconds. This
leaves only ¢ o which conform to the basic tenet.

In the entire collection there are thirty-three songs (29.5%)
in which the number of unisons is greater than or equal to the num-
ber of seconds. Twenty-six (23.2%) have a ratio in which leaps exceed
or are in balance with steps. Of these two groups, both phenomena
co-exist in five melodies. Thus, stepwise motion outnumbers either of
the other two kinds of movement in a little less than half (47.3%)
of the material.

A comparison of different performers' use of tone reiterations
can reveal the variability of one aspect of melodic movement in a

>mmunity's music. In discussing this technique, Mieczyslaw Kolinski
explains a simple process for calculating a melody's '"'reiteration

quotient":
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The importance of tone reiterations in a certain musical
style can be measured in terms of reiteration quotients,
expressed 1in centigrades and indicating the number of tone
reiterations and the t. . number of 1intervallic pro-
gressions in a melody.

Besides its application to individual pieces, an average
reiteration quotient (RQ) may be computed for a collection of music
or a singer's repertoire. Thus, for Lorothy McCullough's twenty-five
childrern's songs (see Figure 11), the average Rg would be expressed
as the ratio of total tone reiteraticns to the total intervallic
progressions -- 327:1044, or 31.30. This is very _-lose to the average
R for the five major vocalists of 30.90. However, their peculiar
repertoires range from a low of 17.80 (Jesse Silver) to a high of
35.7° (kon Miller).

The individual songs of vocalists may have quite a diversity
in their reiteration quotients. The most extreme example of this
relates to Julia ickey. The first piece she sang 7or me, "My Little
Grey-Haired Mother in the West', has an Rg of 43.30. The very next
song we recorded, "Red River Valley', has an kg of 0°.

The LCeseronto collection contains songs with reiteration
quotients ranging from 0° to 54.8°( My Name Is Yor Yonson'"). The pro-
portion of total reiterations to total intervallic movement for the
corpus 1is 29.10.

It is interesting to contrast this latter figure with Kolinski's
calculation of 21° as the average reiteration quotient for English-

Canadian folksongs,27 as represerted by Edith Fowke's anthology, Folk

Songs of Canada.28 Kolinsxi caations that "although the average

reiteration quotients of five European folk cultures [}ncluding English
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are ordinarily smaller than their ascending or descending uni-direction-
al counterparts.

The propensity of most songs for a greater number of descending
intervals would lead one to expect that the general direction of
melodic movement wculd also be downward. This is indeed true. L&4.7%
of the Deseronto songs exhibit an overall descending melodic line.
Ascending melodies constitute 32.1%, and the remaining 23.2% are
balanced. The degree of obliquity varies from a level formula of
0:78 to a descending slope of 100:0. Expressed in terms of the level
shift, the collection ranges from +78 to =-100.

The repertoires of the five major performers are somewhat
cdivergent as to the general direction of melodic movement. The number
and percentage of songs of a particular gradient for each of these

vocalists is expressed in Figure 12.

N asc. No./% asc. No./% balanced
Joan Claus 9/64.3 2/21.4 2/14.3
Ernie Lorey 2/18.2 6/54.5 2/27.3
Dorothy McCullough  10/40.0 5/20.0 10/40.0
Ron Miller 14/56.0 7/28.0 L/16.0
Jesse Silver 2/L2 .8 2/28.6 2/ .6
Deseronto songs 50/4L4.7 26/32.1 26/2%.2

Figure 12: General direction of melodic movement

While the songs of lMrs. Claus, lMr. Miller, and Mr. Silver

adhere more or less to the proportions established for the entire
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corpus, those of Mr. Dorey and Mrs. McCullough do not. It may be that
the latter's children's songs are more disposed to balanced forms than
other textual groups, although this requires substantiating evidence
from additional sources. In Mr. Dorey's case, there seems to be no
clear—-cut textual category to account for the high percentage of ascend-
ing tunes and the low proportion of descending ones. I observe only
that many of his songs have a plagal or mixed range and begin with an
anacrusis on the lower dominant. However, since this is the most com-—
mon initialis in the Deseronto songs, it signifies little. Clues +to
solving this and similar problems related to individual repertoires re-
main elusive at present and would demand further inquirye.

From performer to performer, the ultimate goal of melodic move-
ment is almost exclusively the tonice A considerable variety exists,
however, in the final pitches other than the last one of a major struc-
tural division (e.ge, a stanza or refrain). Considering four-part
phrase structures only (these singly and in combination comprise the
bulk of the collection), Figure 13 represents the proportions of scale
degrees used as final tones for phrases one, two, and three by each of
the five major performers.

Based on total percentages, the most common scale degrees which
function as finals for the first three phrases of four-part forms are:
1) 1 and 5 for phrase I;

2) 2, 5, and 3 for phrase II;

3) 5, 6, and 1 for phrase III.
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Folklorist Gerald Pocius has observed a somewhat s Lllar
situation in which a female singer from a Newfoundland outport (the
regional appellation for a coastal village) plays a subservient role
to her husband during a folksong recording session. Pocius comments
on the relationship between the informants, Vince and Monica Ledwell
(called Mr. Vince and Mrs. Mon by their friends) during an interview
at their home in Calvert:

Vince could rely on her for help if he forgot particular
words.

The law of self-correction, however, did not fully operate
in these situations. When Mr. Vince asked for help with
the words, his wife's advise was incorporated into the song.
Yet when Mrs. Mon tried to point out a mistake, Mr. Vince
did not ] ten. He always assumed that his version was
correct.-

Although the interaction between Mr. and Mrs. Ledwell is
parallel in some respects to that of the Dorey couple, the main differ-
enc 1is Mr. Dorey' readiness to recognize the validity of his wife's
direct criticism. Compare Erni 's admission that he was not singing
""the right air'" with Pocius's summary of a rendition of the song,

"Only a Rosebud'", by the Ledwells:

Mr. I 3well asl his wife to sing "Only a Rosebud'", but he

begins singing the song himself, and takes the lead throughout

the singing. When the chorus is sung for the first time,

Mrs. Ledwell feels that her husband has sung the last line

incorrectly. She does not stop him, but sings the correct

line after he is finished. After the second singing of the
chorus, she re¢ arks that he is wrong, but then adds that

she, too, forgets the words, thereb§3excusing his mistakes.

He takes no notice of her comments.

One of the reasons for Mr. Dorey's dominance seems to spring

from his own opinion of Carmelita's ability to sing. After Ernie had
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Il ve observ 1 that songs with fast tempi generally contain
little ornamentation. For inst 1ce, most of Mrs. McCullough's child-
ren's songs are performed very quickly. Eight out of twenty-five have
no embellishment whatever, and many others are sparsely adorned.

This might have been attributed to the textual category of her songs
but for the f -t that slower numbers such as "Rock-a-Bye Baby", "Three
Little Kittens'", and "Three sailors went a-sailing'"' re embellished
to a significantly gre ter extent. Furthermore, the livelier songs
of other vocalists tend to substantiate this hypothesis by their com-
parative dearth of melodic decoration.

In the singir of Joan Cl1 1s, I noticed a fairly consistent
usage of the ascending p.t.r. appo; iatura. Two genei 1 principles
se n to »ply, with a few exceptions, to many of her songs. Where
t}! re is an ¢ cending leap or si{ >, an ascending .t.r. appoggi tura
occurs:

1) on the first pulse of a measure;

2) fter a breath, phrase, or stanzaic division.

Other singers in Deseronto also adhere to one or both of these rules,
but with lesser degrees of consistency.

Where descending glissandi occur, there is some indication
of uniformity in their context. Many proceed from a note of long

duration and/or strong pulse to one of shorter duration and/or weaker
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pulse. This tendency is illustrated by a two-part example from "In

the Shade of the 01d Apple Tree'.-  The opening phrase begins:

0D o LN
= | T 1
> b—e . g + { ot
I { { 2 P — |
(3) ln the shode of +he olA ap - 'ole_ }ree
Howeve , when this melodic unit reappears, the thm is slightly

Ltered 1d a descending glissando is 1ded:

o " r—;:ﬁ *’Z : 1}
- r hp r ® ) f'h t |. — “
(8) | could hear the dull buzz of the bees

The lengthening of the ¢ to a dotted quarter, along with the corres-
ponding shortening of the F to an eighth note, se 1s to precipitate
the descending gli sando. Peripherally, one might 1so note the dis-
appearance of the ascending p.t.r. appoggiatura (F to A) which may be

the result of the shortening of the F.

The 1 agthening of a tone due to the omission of a textual
syllable may also cause a descending glissando to be used, as in the

following stanzaic alternation:

) 0
1 'Cand o~ Y S N
J 4 | P8 - { /1 4 4 ) |
(9 . L o f’_ LI Ji ol - _S&\T o ol LL :I\‘}b‘
J 7 M
3
3 1'm one of these je”‘y yeung A shoet time o-9go0 my

Descending slurred anticipation seems to occur most frequently
in songs having basically a compound duple metre such as 6/8. Where

the prominent rhythmic pattern is J lb, and the quart r is a higher
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and proceeded to describe his own style, at least partially, in terms
of tempo:

This isn't my type of song, but; I can't sing a slow; I'm

not a soloist, really. I sing more on a country and western

style, you know. It's a little bit revved up. But this

one was { 3ong I always liked, but I'd 1 ther somebody else

sing it.-

This last comment is also significant, for it implies that Ron recog-
nizes certain boundari s of his own music, while still appreciating
elements in other styles. This revelation opens up a whole realm of
possibilities for future inquiry.

It is cult to ascertain whether or not the structure or
subject of the text has any bearing on tempo. Since the 2 singers
are more or less individualistic in their textual choice of repertoire,
it is hard to tell which stylistic traits are performer-specific and
which re t xtually »>verned. A wider sample of folksingers and pieces
is necessary to addre ;s this problem.

Aspects of tempo dealing with performance context have been
left virtually untouched here. Some areas which deserve further explora-
tion include: the effect of the interview situation on tempo, the
different uses of t npo by private and public performe:

expectations of an 1dience with regard to tempo variety.
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Metro-rhythmic structure

The study of metro-rhythmic structure in the Deseronto collection
will be approached through a comparison of three singers' versions of
"The Letter Edged in Black'. In Figure 26 the melodies of the first
stanza have been transposed to the same tonal centre to eliminate a
possible source of confusion, 1d tI phrases are superimposed. Ver-
sion I is sung by Joan Claus, version II by Ron Miller, and version
III by Jesse Silver.38

The pr ilominant metrical '"feeling'!" of the three versions is
a 4/4 time. That is, we sense that, in the majority of measures,
there are four pulses with a quarter note getting one pulse. In the
entire collection, 4/4 patterns comprise thirty-four songs (30.4%),
second only in frequency to 6/8 time signatures which constitute
thirty-seven tunes (33.0%). Other basic metres, in decreasing order
of prominenc , 2 2/% (15.2%), 3/4 (8.0%), 12/8 (7.1%), 9/8 (0.9%),
and 3/8 (0.9%). The remaining five melodies (4.5%) involve some
combination of two of the aforementioned patterns.

"The Letter Edged in Black', and especially the renditions
of Joan Claus and Jesse Silver, demonstrate the the metrical structure
is most flexible at ph: se divisions. For example, measure 5 in ver-
sions I and III is reduced to three beats. It will be observed that
version II is more regular here and, indeed, throughout the song.

This regularization of metre is likely attributable to Ron Miller's
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rhythmic strumming on his guitar which keeps the melody going at a
constant rate. The only significant stretching of the pulse rate
occurs in his m. 2, where the second e: hth note is elongated to a
quarter.

Metre is notably more rigid, not only in the guit r- ccompa-
nied singing of Mr. Miller, but also in songs wit piano. However,
most of the latter type are sung by a group, which medium, in this
tradition, seems to require the use of a stricter and more unified
pulse t! n does solo performance. Thus, accompaniment and the num-
ber of performers are factors which influence the regularity of
metrical structure.

In the mus c¢ of Deseronto, rhythm, which was earlier defined
as "organized duration'" (Chapter II, p. 37), is much more elastic than
metre. This is true both on a stanzaic level within a single perfor-
r ace (see the analj of "The Wild Colonial Boy" in Chapter III,
pp. 61-62), and Llso a )ng different vocalists, as the example at hand
will illustrate.

Note the diversity of rhythmic patterns in measure 6 which
are molded by the three singers to a four-pulse bar accompanying
virtually the same text. The following patterns, excluding ornamentation,

make up the first two beats of m. 6:

Version I: .r—a .r_]
Version II: Vor_.H.‘_.rj
Version III: ,r__j .f_.\
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\
; or DY
The musical analysis of folkso 5 seldom been practised by

folklorists on this continent. The literary scholars and social sci-
entists, whose ranks make up the majority of this discipline's members,
have generally not availed themselves of the methods used by musico-
logistse Much of the reason for this, I believe, stems from the fact
that the language of music is highly specialized and commonly thought
by non-musicians to be difficult to master.

Unfortunately, by catering to readers with an intimate know-
ledge of music, analysts have not helped others comprehend their
meta-languages What is needed 1s a more sensitive communication sys-—
tem which c... be understood and utilized by all students sincerely
interested in examining musical stylee

It is hoped that this thesis has provided some methodological
tools which, in the hands of a keen scholar, may prove serviceable
in similar workse. Some instruments of analysis may have to be re-
Lfash d or replaced to suit the material being considered or the
approach taken,

In the present study, I have concentrated on a description of
musical structure and singing style in 112 songs performed by eighteen

Deseronto vocalistse Through a detailed parametric analysis of tapes
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and transcriptions, viewed in conjunction with informants' wverbal and
non-verbal statements about music and its context, we have reached a
clearer understanding of the fre vork o il

The lient findings of the analysis will now be summarized

and new directions for research suggested.

Tor . struct r

Over half of the Deseronto Igs examined have I xa- or hepta-
typic tonal structures in absolute form. If tones of slight struc-
tural importance are discounted, t :se scale types constitute 83% of
the ample.

Women 10w a greater proper ity than men for the simpler tonal
ty 2s. This may be a reflection of the larger number of older songs
in their 1 pertoires. The male sir rs know a somewhat higher pro-
portion of more rec¢ 1t popular songs which generally exhibit more
complex structures. It would be enlightening to discover why this is
so, and whether men are somehow attracted to songs based on these
scales.

A study of the tonal hierarchy ! s shown that the three most
prominent tones, in decreasing order of importance, are the tonic,
the dominant, and the mediant, or third scale degree. The tonal centre
rarely occurs above the middle of the range. The ioradic and incon-

sistent use of microtonal infl :tion suggests that it is a performance
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2) excluding the tritone, as the numerical size of an interval in-
creases away from a minor or major second, the less frequent is
the interval's occurrence;

3) the numt r diff rent omni-directional intervals surpasses that
of uni-directional descending movements which, in turn, exceeds
the quantity of distinct uni-dir :tional | :ending intervals;

L) the lai est omni-directional skips are ordinarily smaller than

scending or descending counterparts.

The general direction of melodic moven 1t is, for 45% of the
Deseronto tur s, de cending. 32% ar ascending and 23% balanced. The
level shift for the collection varies from +78 (ascending) to =100
(descending). Two of the five major performers' repertoires diverge
from these ratios, but the exact reg >ns for { is are unclear.

Although t : ultimate goal of melodic movement is almost
always the tonal centre, the finals of the first three phrases of four-
part forms vary to a greater extent. The most common cadential tones,
listed in descending order of prominence, are: for phrase I, the tonic
and the dominant; for 3} rase II, the supertonic, the dominant and the
mediant; and for phrase III, the domi: 1t, the submediant, and the
tonic.

An examination of conjunct and disjunct motion has produced
few significant results, either for the entire corpus or for indivi-
dual vocalists. Nevertheless, this is an analysis topic which has

been explored by few researchers and so merits further attention.
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Melodic embellishment

The five t; es of ornamentation which are found in the vocal
music of Des ronto are appoggiaturas, glis: 1di, slurred anticipation,
inveri 1 mordent , and vibrato. Of these, appoggiaturas are the most
prominent, with those of the ascending variety that reiterate the pre-
vious tone (p.t.r. appoggiaturas) being by far the most common.

In the cc :ext of an ascending leap or step, the ascending
p-t.r. appoggiatura is used, with more or less consistency by various
singers, in the following environments:

1) on the first beat of a bar;
2) aft r a breath, phrase, or stanzaic division.

Unlike appoggiatura figures, gli sandi and slurred anticipa-
tion appear most frequently in a descending motion. Both of these
latter emt Lllishments often proceed from a note of long duration and/or
strong pulse to or of shorter length nd/or weaker pulse.

Inverted mor« nts and vibrato are not in general use. If,
indeed, these devices are performer-specific, it would be of value to
ascertain why. We should also inquire into the reasons for the exist-
ence of different kinds and degrees of or1 lentation in the repertoires
of particular singers.

There is some indication that songs which progress at a fast
tempo contain less melodic decoration than do slow pieces. In order
to test this hypothesis in the field, the researcher could ask a singer

to ""slow down'' one of his livelier songs to see if ornamentation would

be added.
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to conform to folk patterns. However, it is advised that future studies
of community folksong complexes include this as a subject for careful

scrutiny.

Other elements

Without viable techniqi 5 for the consideration of dynamics

nd vocal timbre, it was necessary to glean information on these
parameters through an examination of informants' recorded statements.
It is obvious that we need to develc both a controlled methodology
for field recording and a systematic means of analyzing the da' in
the laboratory. Also, researchers should formulate questions speci-
fic .1y concerning these elements in order to elicite a singer's con-
ceptions.

In the resent work, dynamics remains the most elusive of all
musical aspects studied. Only one performer, Ron Miller, commented
on dynamics. He revealed that, in his gospel group, he sings his songs
in keys that are more familiar to the accompanying fiddler. This,
he says, has a bearing on the loudness of the performance. He also
implies that cooperation is important when musicians play together.

The testimonies of three Deserontonians indicate a preference
for a smooth rather than a harsh vocal timbre. In future, writers
should ad ress the reasons for and «te t of this predilection.

A few elements of folksong style have not been covered in this

thesis, although they relate to some of the traditions embodied in
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the Deseronto corpuse I refer primarily to accompanimental style and
harmonic texture.

In scngs where instruments other than the voice play a vital role,
their relationship to the vocal part should be thoroughly examined.
Different guitar picking and strumming techniques or the methods of
playing the piano "by ear" are just two areas for which researchis
recommended.

Harmony is a factor in much accompanied music and in some group
singinge The number of parts as well as thelr structural and contextu-—

al interaction could be considerede.

Final remarks

The interrelationships among various musical elements and between
melody and text have been demonstrated frequently. However, more spe-—
cific analyses of parametric dependence could be undertaken. Do songs
with particular tonal structures contain certain melodic contours?

What durations are commonly embellished? How do textual metre and form
correlate with their melodic counterparts?

Taking a broader perspective, scholars should determine if links
exist between musical structure and the structure of performance events.
For some singers, tempo and key are factors determining the order of songs
on a programme; this should be examined in detail. Likewlise, we should
assess the role of other aspects of style in programminge

The discussion of Mre. and Mrse. Dorey's versions of "The Drunk-

ard's Song along with a comparison with Gerald Pociusts article, sheds
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to studies of singers and performance contexts: public and private,

young and elderly, male and female, solo and groupe.

The study of music complexes in communities such as Deseronto
represents a valid approach to dealing with these problems, It will
require the concerted and cooperative efforts of researchers from

various disciplines to discover clues to their solutione.















APPENDIX

THE DESERONTO SONGS AND THEIR PERFORMERS

The titles (in upper-case characters) and/or first lines (in
lower-case) of songs collected in Deseronto are listed alphabetically
by performer. An s erisk ( *) indicates those which were transcribed

for analysis.

Paul Alkenbrack

JINGLE BELLS/same
THE STAR-SPANGLED BANNER/Oh say can yYou see

Lottie Anderson

MAGGIE HOWIE/I am an Irishman by birth
MAGGIE JONES/Now, Maggie Jones, she was a homely maiden

Joan C1 1s

*THE BLIND CHILD'S PRAYER/The: ‘ay, dear father, that tonight

*THE BE EN RING/The cowboy with his sweetheart stood

*DIG ME A HOLE/Bill and I were never seen one without the other

*EVERYBODY KNOWS U LEFT 1 /I can't show my face
HARBOUR LIGHTS/1 saw the harbour lights
I CAN'T | GIN TO TELL YOU/same

*I NEVER WILL MARRY/One morning as I rambled

*THE JEALOUS LOVER/Way down in lone green valley

*THE L TER EDGED IN BLACK/I was standing by my window yest'day morning

* LETTER TO HEAVEN/An old man was sitting at his table one day

* MOMMY, PLEASE STAY HOME WITH ME/A mother went out on a party
MOONLIGHT BECOMES YOU/same

*TRAGIC ROMANCE/Nestled in the heart of those Tennessee hills

* WEDDING BELLS/I have the invitation that you sent me

* THE WINDING WANA BAGO/By the winding river Wana Bago

* THE WRECK OF THE NUMBER NINE/On a cnld winter's night not a star was

in sight

YOU'LL NEVER KNOW/You'll never know Just how much I miss you

* YOUNG CHARLOTTE/''Oh, no, dear mother'", the daughter cried



Tim Cronin

*MARIAN PARKER/Way down in California

Carmelita Dorey

*#THE DRUNKARD'S SONG/The room was so cold, so cheerless, and bare
*THE LITTLE ROSEWOOD CASKET/There's a little rosewood casket
MY DARLING NELLIE GRAY/same

Ernie Dorey

*THE CONVICT AND THE ROSE/Within my prison cell so dreary
*THE DRUNKARD'S SONG/The room was so cold, so ¢« ‘erless, and bare
*GIVE MY LOVE TO NFILI,/Thre years ago since Jack and Joe
*GIVE MY LOVE TO N , (refrain only, with guitar accomp.)/Give my love to
Nellie, Jack
*GRANNY'S OLD ARM CHAIR/My grandmother she, at the age of eighty-three
HAVE I TOLD YOU LATELY THAT I LOVE YOU/same
*THE HISTORIAN/I was born a hundred thousand years ago
I HAD BUT FIFTY CENTS/I took a girl to a fancy ball
*MOTHE WAS A LADY/Two drummers sat at dinner in a grand ho! . one day
*MURPHY'S CHARIVARI/Come young [sic] people young and old
*A PICTURE FROM LIFE'S OTHER SIDE/In the world's mighty gallery of pictures
*#THE SILVER-HAIRED DADDY OF MINE/In a vine-covered shack in the mount l
*THE WILD COLONIAL BOY/There was a wild colonial boy

Edith Gaulin

*FROGGIE WENT A-COURTIN( ;ame
PUT ON YOUR OLD GE ( B¢ [ET/On an old farmhouse veranda
*TWO LITTLE GIRLS IN BLUE/same

Jim Gaulin

* COPDRR_COT.ONREN RAM/CAnner~coloured Sam, sheikh of Alabam'

® IN I'HN LITLE RED SCHOULHOUSE/same
*T.ONTAR /Mvaryv 1i++1a hraara geems to whisper, "Louise'

SWLLl LnlLlU/d>weet cnilia, you're driving me wild

Group (composed of Lottie Anderson, Arthur and Marjorie Hill, Jesse
Silver, and Helen nnicliffe)

*THE HAPPY WANDERER/I love to go a-wandering

* IN THE SHADE OF THE OLD APPLE TREE/same

*I'VE GOT A LOVELY BUNCH OF COCOANUTS/same

*THE OLD SPINNING WHEEL/There's an old spinning wheel in the parlour






*GEORGIE PORGIE/Georgie Porgie, puddiny pie

*HERE WE GO 'ROUND THE MULBERRY BUSH/same

*HI DIDDLE D E, THE CAT AND THE FIDDLE/same
HITMPTV NIIMPTV/Hirtmnmt v Dumpty t on a wall

*JOHN BROWN'S BODY/John Brown's body lies a-mouldering in the grave
JOHN PEEL/Do you ken John Peel
JUST REFORE THE RATTT.E. MOTHER/same

*LALY MARY/Lazy Mary, will you get up
LITTLE BO PEEP/Little Bo Peep has lost her sheep
LITTLE JACK HORNER/Little Jack Horner sat in a corner
MARY HAD A LITTLE LAMB/same
THE MTNSTRRT. ROV/Tha m- noatral boy to the war has gone

a party
OLD KING COLE/0Old King Cole was a merry old soul
THE RED, WHITE, AND BLUE/Give three cheers for the red, white, and blue
*ROCK-A-BYE BABY/Rock-a-bye baby on the treetop
SCHOOL DAYS/Nothing +~ do, Nellie, darling
*SEE-SAW, MARJORIE DA! ;ame
*SKIP TO MY LOU/Fly in the buttermilk, shoo, fly, shoo
*A SONG FOR JANUARY/I'm little January
*THE SQUIRREL LOVES A PLEASANT CHASE/same
SUSSEX~-BY-THE-SEA/Good o0ld Sussex-by-the-sea
*TEN LITTLE INDIANS/One little, two little, three little Indians
*THREE BLIND MICE/same
MPHRER I.TTTIRE KTTTENS/Three little kittans 1ast their mittens

~L1IMULHY Lkk/'I'he hungriest boy that 1 ever dld see
'IPPERARY/It's a long way to Tipperary

*TWINKLE, TWINKLE, LITTLE STAR/same

WAIT TILL THE CLOUDS ROLL BY/same

WHISPERING HOPE/Soft as the voice of an angel

Mildred McKuen

GIVE MY LOVE TO NELL/Three years ago since Jack and Joe

THE LAST LETTER/Why do you treat me as if I were only a friend
LITTLE JOE/What will the birds do, Mother, in the spring
MOTHER, THE QUEEN OF MY HEART/I had a home out in Texas



Ron Miller 3

BECAUSE HE LIVES/God sent his son; they called him Jesus
30RN TO DIE FOR ME/In God's world there is a mystery
*THE BURGLAR AND THE OLD MAID/Well, I'll tell you a tale of a burglar bold
THE CHILD OF THE RAILROAD ENGINEER/A little child on a sickbed lay
*THE CIRCUIT RIDING PREACHER/The circuit riding ~ide
Tarougnout the land
DO YOU EVER THINK TO PRAY/When the dreary day is over
EACH STEP OF THE WAY/I'm following Jesus one step at a time
THE FAMILY OF GOD/I'm so glad I'm a part of the family of God
*FIRE SONG/As the ending time draws near
FOREVER IS A LONG, LONG TIME/Our years are numbered, they are three-
score and ten
*FRIDAY/When did Jesus pray, "My Father"
GATHERING FLOWERS FOR THE MASTER'S BOUQUET/Death, it's an ancel sent
down fi1 1 above
*THE GOLD MINE DOWN MOOSE RIVER WAY/Way down in old Nova Scotia
*#GRAVF WHERE IS YOUR VICTORY?/Death, it's a sad appointment
HALL] I|JAH SQUARE/I saw a blind man tapping along
HE DIDN'T COME DOWN/He stood on the cross and he didn't come down
*HELP ME, BLESSED JESUS, BE THE MAN/same
HOLD FAST TO THE RIGHT/Kneel down, kneel down by your mother, my boy
*A HOUSE BUT NOT A HOME/same
*I CAME HERE TO STAY/Run if you want to, run if you will
I DON'T FLY OFF THE HANDLE ANYMORE/In the bible we may read about some
people
*I LOVE THE NAME OF JESUS/same
I WILL ABIDE WITH THEE/Who at my door is standing
I WOKE UP THIS MORNING FEELING FINE/Well, I woke up this morning feeling
fine
*IF I CAN'T SPEAK WORDS OF FAITH/same
IF THAT ISN'T LOVE/He left the splendour of heaven
*I'M JUST A CHRISTIAN COWBOY/same
*I'M USING MY BIBLE FOR A ROADMAP/same
JESUS RIGHT FOR WHATEVER'S WRONG IN YOUR LIFE/Before I met Jesus my
life was empty and vain
*THE LETTER EDGED IN BLACK/I was standing by the window yester' morning
THE LIGHTNING EXPRESS/Well, the Lightning Express from a depot so grand
*LITTLE TEDDY/In = humble little cottage lived a blacksmith and his wife
*THE MAN FROM GAl LEE/There's a sweet and precious story
MANSION IN THE SKY/It may not em welcome now at the cross of Jesus to
bow
*MARIAN PARKER/Way down in California
MARRIED BY THE BIBLE/Whet = =trange world we live in
*THE MIDNIGHT EXPRESS/Jir your wife is dying
MISSING IN ACTION/The war-snip nad landed and I'd come ashore
MY RELIGION'S NOT OLD-FASHIONED/There's but one true religion that re-
deems a sinner's soul


















