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ABSTRACT

This is a study of the life and repertoire of Frank Squires, a
musician and story teller who lives in a small community on the Atlantic
coast of Newfoundland's Avalon Peninsula. Frank learned his repertoire
from traditional sources and contemporary media: with it he establishes
and communicates his identity. This study examines Frank's goals in
performance, the value and meaning he places on his music and his
self-image as a musician, by looking at his life-history accounts and
conversations about music, and by describing several of our experiences
together. Frank's self-image as a tradition bearer and as a professional
musician is reflected in his selection, conception and use of his reper-
toire.

The thesis is divided into seven chapters. Chapter One contains
an introduction to the study and a discussion of techniques in life-
history and repertoire studies.

Chapter Two is a chronological account of Frank Squires' life
history, highlighting episodes in which he acquired his musical
repertoire and developed his performance technique.

In Chapter Three the interpretation of the life-history accounts
continues, but the focus shifts from historical commentary to analysis
of the narratives' thematic content, illustrating the value and meaning

the music has for Frank. -

(i1)
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Chapter Four is a more detailed analysis of Frank's musical reper-
toire. The terminology and taxonomy he uses to order his repertoire
are seen to parallel Frank's use of and technical approach to the various
elements of the repertoire.

Learning practices which have influenced Frank's performance
practices are discussed in Chapter Five, in terms of the need for an
appropriate audience response to the performance. His music and per-
formance practices are slowly changing within an expanding musical
community and new performance situations; these changes are discussed.

In Chapter Six, Frank's musical career is compared to the careers
of other Newfoundland musicians, and seen in terms of a regional model
of the operation of folk and country music in eastern Canada.

Chapter Seven is the study's conclusion, which reiterates the
personal and situational factors seen influencing the selection and use
of Frank Squires' repertoire, and the ways Frank uses both the narrative

and musical content of his repertoire to communicate a personal identity.



I believe every fiddle player, when they're
playing, they're expressing their past,

present and what they might have been.

Wilson Douglass, fiddler
Clay County, West Virginia

1977
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CHAPTER ONE
INTRODUCTION TO THE STUDY OF A

LIFE HISTORY AND REPERTOIRE

This thesis studies Fhe life history and folkloric repertoire of
Frank Squires, a 49-year-old fiddler, accordionist, guitar player,
singer and story teller, living in the small coastal community of
Witless Bay, 35 kilometres south of St. John's, Newfoundland.l (See
photograph one) It sets out to describe how one man selects, thinks
about and uses what he has learned from traditional sources and contem—
porary media. The study illustrates how Frank Squires uses his reper-
toire to establish and communicate personal identity.

Frank Squires is a local community entertainer, with a personal
style, repertoire and role, but without widespread commercial success
or stylistic influence. He is a participant in a regional musical
tradition; a study of his life and music illustrates an individual's
response to the cultural processes of which he and his private tradition
are a part. Because his musical environment and Frank's participation
in it are changing, this is a study of performance practices and a

repertoire in process.

I. Narrative and musical aspects in Frank's repertoire

Although Frank thinks of himself as primarily a musician, not a

story teller, his conversations contain life-history accounts, reminis-

@
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cences, memorates, anecdotes and legends.” Discovering the values and
concerns expressed in these narratives provides insight into Frank's
instrumental music, which does not have a "language" open to such
jnvestigation. Frank's expressed goals in musical performance and his
descriptions of instrumental music are used to understand dimensions of
his personal expression. The narrative and musical aspects of Frank's
repertoire are seen here as different representations of the same
expression; the two forms are both reflexive and reflective of the one
man's experience, values, purposes and self-image.

Selected portions of transcribed fieldwork interviews are used to
explain and exemplify Frank's repertoire and episodes of his life
history. Particular attention is paid in this study to repertoire

items which occur frequently, as they are refined and formalized through

use. I believe such re-use and formalization indicates that an it
matches a performer's expectations of proper and appropriate presentationm,
and is, or has been, successful in achieving his purposes. In this
study the meaning such items have for Frank are examined in order to

understand his goals.

II. The context of a repertoire

The content and use of a performer’s repertoire reflect the life--
Past and present--of that performer. The content mirrors the circum-
stances of time and place in which the repertoire was learned. The
Previous history of the performer has shaped the values, conceptions and
emotions which influence his contemporary practices.

Repertoire presentation is sensitive also to the on-going performance



situation. There is an "external context'--of time and place and
factors such as performer-audience relationships--which affect the
selection of the repertoire material performed and the manner of
presentation.3 An "internal context" of the presentation is
simultaneously formed by the performer's attitudes--toward his reper-
toire material, toward his role as a performer and his evaluation of

the performance.

III. Self-presentation in performance

The "internal context" is intimately tied to the performer's
personality, his purposes in acquiring a repertoire and his goals in
performance. As performance responds to this internal context, the
presentation of a repertoire item becomes part of the performer's
presentation of self.l‘ Self-presentational and self-definitional
features are particularly visible in folklore performance which is
1) invested with the personal commitment of responsibility for the
maintenance of a tradition, and 2) having special significance for
self-image and role-identity, as such expression will be seen to have
for Frank Squires.

By "performance" I mean something more than Frank Squires' on-
stage appearances as a musician. I view his presentation of self through

life-history accounts, memorates and other forms of conversation as

aspects of folkloric perf SUSTEL SO y here to rely on
n sg" R :
frame analysis" to distinguish performance from other modes of communi-
cation, nor to rank some "performances" more "authentic or authoritative"

than others.® Those parts of conversation not highlighted by stylistic
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or framing markers, as are some folklore forms and genres, operate for
the same self-presentational purposes as the highlighted forms.

When narrative and musical performance are considered together,
the presentation of self is a common and unifying feature of both
repertoire forms. This allows insights gained from one genre to pro-
vide understanding of the other. Any study of the factors influencing
the selection and use of a folklore repertoire must give attention to
and gain information from self-expression within the entire range of

performance.

IV. Influences on repertoire selection and use

There are many factors influencing the acquisition and use of a
repertoire. This study deals in particular with four of these factors.
It examines:

1) Frank Squires' response to the musical and social milieu in
which he developed his repertoire;

2) Frank's self-expressed motivation for becoming a performing
musician, as it relates to the sources from which he took his repertoire
and to his use of the repertoire for self-expression;

3) Frank's conceptualization of the repertoire items in terms of
Structure, content and symbolic meaning is discussed; this study looks
at Frank's manipulation of these structures and meanings in respomse to
his motivating purposes;

4) the final influencing factor discussed here is learning
Practices and judgements made concerning audience response which Frank
uses to determine the success or failure of his efforts to fulfill his

Purposes.



v. Life history-repertoire studies

Life history-repertoire studies are well represented in folkloristic
literature, especially in the area of music study; in recent years a
number of dissertations and theses in Folklore and related disciplines
have dealt with the :opic.6 Repertoire studies have sought to detail
the performer's creative manipulation of his material, to comnect life-
history crises and successes to item selection and performance style,
and to follow the operation of a musical tradition in a contemporary
commercial-music environment. i

Biographical and autobiographical sketches of fiddlers are numerous,
yet few are done with folkloristic concerns foremost. Most are disco-
graphical and historical accounts which attempt to find the place of the
fiddler in his social or commercial context. The majority of studies
are designed to illustrate the fiddler's contribution to or maintenance

of some regional, cultural or commercial fiddling tradition.s While it

is important to understand the historical development of the content and
styles of the musical milieu in which the performer participates, more
to the point for this study are the non-technical, emotional associations
which tie a performer to his personal culture, community and reper:oize.9
The majority of fiddlers written about in previous studies have been
recognized experts and innovators; many were influential, commercially
successful musicians whose music has wide distribution. Few studies
consider the observation of folkmusic collector Pat Dunford, that
exceptional musicians are not found in every community and to present

them as typical of folkmusic in general is wrong.

If one was to present a true picture of American



traditional music, he would have to locate about
18 dozen second and third-rate musicians for every
one first-rate musician. He would have to present
a square dance fiddler who knows about five or six
numbers and about as many violin notes. 10
11
Commercially successful, influential musicians need to be studied.
) But equally important are those musicians who are successful only in
their local musical communities, no matter how technically proficient

"outside" standards and aesthetics.

they may or may not be according to
One short work which illustrates the study of such a performer is
musician Hedy West's biographical/autobiographical collaboration with
Clay County, West Virginia fiddler, Wilson Dauglass.12 She portrays
Douglass not as a fiddler of extraordinary skill or influence, but
rather as exceptional in his intense love of and dedication to the music.
The article, a series of edited transcriptions, provides only a brief
analysis of the technical aspects of Douglass' playing--enough to help
identify his stylistic traditions. The quotations are chosen to give a
picture of Douglass' life, music and aesthetics; no explanation is

needed to clarify Douglass' attitudes, other than his own statements:

The fiddle was my choice, because it's beautiful.

--1 believe every fiddle player when they're playing

they're expressing their past, present and what they

might have been. 13

This thesis also attempts to avoid concern with "star" status, by

Studying the life of a "common" man. "Common" is a word Frank uses to
describe himself, and does not belittle his importance within his
Mmusical community. Frank is a unique performer, with his own style,

Tole and repertoire. He plays a number of instruments, and has a large

Tepertoire over a wide range of musical styles. He is an example of the



many local community entertainers who provide the music for parties,
concerts and dances within their immediate social network; a single
participant within a musical tradition. His importance lies in his
i attempt to maintain this tradition, not in influential stylistic
innovation or popular commercial success. As a folklorist, I am inte-
rested in the special use and adaption each individual makes of his
culture for personal expression. This study of Frank's use of folklore
forms and processes illustrates how one man, in a large tradition, can
create and communicate his own unique identity.

Life-history documentation and repertoire study may fall into two
E major mistakes. On the one hand there is the mistake of relying too
. heavily upon analysis, when the person being written about becomes
lost in the researcher's commentary. In over-reaction to this possibi-
lity, there is the mistake of allowing the oral history document to
~ stand totally by itself, without comment, for fear of misrepresenting
- the informant. In a review of Robin Morton's biography/autobiography
: of Irish traditional singer John MacGuire, Henry Glassie suggests the
- use of the informant-centred material without comment is superior to
\ the investigator-centred analytical approach, exemplified by his own
prior study of a singer, Dorrance Veir.“ Glassie maintains that a
monograph directed at why a singer sings the songs he does and not
others, carries the author into biographical and psychological con-

~ siderations that are difficult to face while the singer and his family

are alive. He suggests that such psychologizing as is necessary can be
~done without fear by researchers such as Edward Ives, who examines the

._xllves and work of song writers long dead.



Ives' speculation on the character and personality of the song
yriters he studies goes no further than evidence allows.™ 1ves has had
2 long experience of the tradition he studies and the society in which
ngnt tradition operates. Because of his genuine affection for and
7—;ynpl£hy with the material and his informants, Ives is able to present
an objective view which represents the material fairly, and a sub-
jective evaluation of the tradition, producing studies of high academic
yalue and great human interest.

‘ Morton had an association with his informant long enough that

_he felt himself competent to edit, without comment, MacGuire's con-
"ursatims to accurately present the man's opinions and personality.

‘ ton's understanding of MacGuire would be equally valid were it to be
:gxpressed in a less subtle form of commentary than his editing, since
that understanding has been shaped through their continuing relationship.
‘However, the book is about MacGuire, not Morton, and Morton remains, by
‘choice, in the background.

It is "sympathy" in the sense of "feeling together," which allows
‘Ives and Morton to do their work successfully. Glassie, by contrast,
is dissatisfied with his approach to and commentary on Weir's song
writing. Glassie was not sufficiently familiar with the man and his

life-situation, and brought to bear on the investigation considerations

formed in an academic worldview inappropriate for the worldview under

. Perhaps of his own dissatisfaction,

Glassie has changed his approach. He has recently written, "studying

0 must become a compassionate exploration for significance in
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" a sympathetic attempt

Y tance, an art centred on human qualities,
o understand the conditions of experience which shape the world of
and others, to see the generative principles behind cultural and

1
sonal works. o
In the interview situation of folkloristic fieldwork, the relation-

p which permits successful ‘dialogue is an aid to the necessary
ling together" of informant and researcher. In an on-going

dwork situation, both the and the fiel can gain

otional and intellectual knowledge of the other person as he presents
£ in the relationship.u It is on this principle of sympathetic
ogue in participatory fieldwork that research for this thesis is

ed.

The thesis is on a different level of discourse than Morton's

Day, Go Day on MacGuire. I cannot remain in the background as an
motator and editor of transcriptions. The intrinsic evidence generated
the structure and content of Frank's conversations must be pre-
ented with my subjective interpretation and analysis. However, as

m Filstead U to the logical paradigm,

actor is the principal source of information about his social world.
refore it is essential to learn how social actors construct explana-
tions of their vorld."m For that reason, this study centres on Frank
es' own account of his music and life history.

The following chapter provides a biographical sketch of Frank
uires' musical experiences, highlighting episodes in which he chose
Tepertoire. The biography suggests factors influential in Frank's
hoice of musical repertoire and performance practices and illustrates

i
"Periences important to the formation of his value system.
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NOTES TO CHAPTER ONE

l'Pri.\nax'y documentation for this thesis consists of a series of
sound and video tapes and photographs of Frank in his home, at community
 concerts and at regional folk festivals. Fieldnotes made on my personal
_experiences and conversations with Frank, at home, at house parties,
dances and on the telephone (where tape recording was not appropriate
or possible) form important secondary sources. The complete set of

~ fieldwork tapes and transcriptions, including fieldnotes and documentary
artifacts with a set of photographs, are on file with the Memorial

~ University of Newfoundland Folklore and Language Archive (MUNFLA),
under accession number 77-101.

Each MUNFLA collection is given a master accession number with

 which all material in the collection is marked. Each fieldrecording is
' designated with its own number, preceeded by the letter "F" according
to the archive shelf list. Each tape citation in this thesis provides

My collecting numbering system is also provided. It indicates the
order in which the tapes were made and the place on the fieldtape from
which the quotation comes. For example, RMS 77-2(a), indicates the
- first side of the second tape recorded with Frank in 1977. The date
of the taping is added after each citation. A master concordance of
and RMS numbers is on file with the tape transcriptions, MUNFLA

- 77-101.

Transcription conventions used in this study are:

square brackets indicate editorial gloss or explanation;

2) round brackets contain descriptions of sounds on the tape;

'3) three dots indicate ellipses of false starts or digressions of less
 than one sentence by the speaker, or a short interjection by another
'Tson which does not stop the flow of the conversation;

' 4) descending three dots indicate ellipses of a digression in the con—

~ Versation of more than a sentence but less than a page of transcriptionm,
usually about two minutes of conversation;

5) punctuation and paragraphing attempt to follow the Verbal punctuation
of pauses and drops in voice tone, or an obvious change in topic.

6) no attempt has been made to render "dialect" pronounciation of common
Words. One exception is the use of "cordine" for "accordion," a common
oundland pronounciation, as is the sccasional use of "bye" for boy.
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d z-mg terms memorate and reminiscence are not meant to be exclusive
categories in this study, however for convenience memorate will be used
to refer specifically to first-hand personal experience narratives;

reminiscence will refer to a more general, "what it was like in the old
days," story. Each may contain the other, in practice.

g For a summary of oral narrative forms and definitions followed in
this study, see Linda Dégh, "Oral Narrative," in Folklore and Folklife,
An Introduction, ed. Richard M. Dorson, (Chicago and London: The Uni-
Jersity of Chicago Press, 1972), pp. 53-83.

3For a Newfoundland study of repertoire zation and £
_audience relationships, see George Casey, Neil V. Rosenberg and Wilfred

W. Wareham, "Repertoire Categorization and Performer Audience Relation-
ships: Some Newfoundland Folksong Examples," Ethnomusicology, 16

© (1972), 397-403.

E AA complete discussion of the dimensions of the presentation of

- self is found in Erving Goffman, The Presentation of Self in Every-
day Life, (Garden City, New York: Doubleday Anchor Books, 1959).

SRichard Bauman, "Verbal Art as Performance," American Anthro-
pologist, 77 (1975), 291-293; Del Hymes, ] into P W
~in Folklore Performance and Communication, eds. Dan Ben-Amos and Kenneth
S. Goldstein, (The Hague, Paris: Mouton, 1975), pp. 16, 18.

6Such works concerning fiddlers include articles by Francis 0'Neill,
Patrick Shuldham-Shaw, books by Jean Thomas, and thesis and dissertations
by Malvin Artley, David Parker Bennett, Cecil Warner Calhoun and Burt
Howard Feintuch, listed in the bibliography.

b 7Such studies include articles by Frederick Danker, Kenneth S.
‘Goldstein and James J. McDonald, listed in the bibliography.

K 8See Michael Mendelson, "A Bibliography of Fiddling in North
‘America," in six parts, John Edwards Memorial Foundation Quarrerly,

11.38 (1975), 104-111; 11.39 (1975), 153-160; 11.40 (1975), 201-204;

12.41 (1976), 9-14; 12.43 (1976), 158-165; 13.46 (1977), 88-95. See

~also the cumulative bibliography of The Devil's Box, in the fourth
(December) issue of each volume; any current issue of Bluegrass Unlimited,

The Journal of Country Music, 01ld Time Music, Traditional Music contain

Studies of and interviews with fiddlers.

<]
b These emotional associations may be considered to form part of the
‘Performer's aesthetic. See Michael Owen Jones, "The Concept of

";’D;;:etic' in the Traditional Arts," Western Folklore, 30 (1971),
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10 Pn: punford, jacket notes to Traditional Music for Banjo, Fiddle
agp : Franklin George of Bluefield, West Virginia, with John

3 nxxamples of studies of influential musicians in a commercial

~ context include works by Charles R. Townsend, Lester B. Sellick and
oger M. Williams, listed in the bibliography. For a study of the

influence of commercial musicians on musical traditions, see the work

of Bill C. Malone, also in the bibliography.

nwilson Douglass, '"Clay County Fiddler: Wilson Douglass, his
tory as told to Hedy West," Sing Out!, 25:4 (1977), 17-20.

13

Douglass, "Clay County Fiddler," p. 19.

“Benry Glassie, review of Come Day, Go Day, God Send Sunday, by
obin Morton, Folklore Forum, (1974), 147-149; Glassie,)"'Take That
Night Train to Selma': An Excursion into the Outskirts of/ Scholarship,"
‘in Folksongs and Their Makers, ed. Ray B. Brown, (Bowling/Green, Ohio:
owling Green University Press, n.d.), pp. 1-68.

Edward Ives' books and articles are listed i

e e bibliography.

lel-lenry Glassie, "So " a review of
~Wellspring: On ture, by Robert Plant
 Armstrong, in Book Forum, 2:2 (

17George Herbert Mead, Mind, Self and Society, from the Standpoint
g{ a Social Behaviorist, (1934), ed. Charles M. Morris, (Chicago: Uni-
rersity of Chicago Press, 1962), pp. 298ff., 366£f.; Arnold M. Rose,
"A Systematic Summary of Symbolic Interaction Theory," in Human Beha-
Yiour and Social Processes, An Interactionist Approach, ed. Arnold M.
‘Rose, (Boston: Houghton Mifflin Company, 1962), 3-19. Rose employs
‘empathy" for a true communication exchange, to distinguish it from
Sympathy as simply "imagining" being in the other's place.

Bwilliam J. Filstead, "Sociological Paradigms of Reality,"” in
fhenomenolog Structuralism, Semiology, (The Buchnell Review, April
76), ed. Harry R. Garvin, (Lewisburg: Buchnell University Press;

London: Associated Umiversity Presses, 1976), p. 65.
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CHAPTER TWO
EPISODES IN FRANK SQUIRES' CONTINUING

MUSICAL BIOGRAPHY

This biography of Fra‘nk Squires is based on the stories Frank tells
of himself, illustrated with selected transcriptions of our conversations
and descriptions of a few of our experiences together. Our common
ground is fiddling and music; most of our conversations dealt with
these topics. Frank often used his life-history accounts to illustrate
points in our discussions. Frank uses such stories in all of his conver-—
sations, not just during taped fieldwork interviews. I have heard him
tell many of these stories several times.

All the recorded conversations took place in the Squires' kitchen-
living rc:om.1 The room is small, 12 feet by 12 feet, kept very warm by
the oil and wood burning stove in the centre of the room, and open to the
coming and going of neighbours, friends and pets. We were rarely alone
for the interview sessions. At first the presence of neighbours inhibi-
ted me. I did not ask certain life-history questions which occurredto me,
not knowing how private Frank would wish to be. Later it became clear
that the presence of both the Squires' and my friends was the natural
situation in which the stories would be told. There has never been a
session, formal or informal, at which music has not been played.

During an interview shortly after I met Frank, he told me:

Life is short really, you know, life is short. If you
live to be a hundred years, that's still only short. . . .
This is the best part of life: entertainments and en-
joyments, you know. You feel like you are on top of



95

the world when you get a fiddle, get up in front

to a large group of audience, you know. Most of

all when they like this type of stuff, you are

going to put whatever you got into there, you see. 2

'mugh Frank laughs, jokes and smiles easily during conversatioms,
it is difficult to see the enjoyment he feels while fiddling. His

: ncentration is so intense he looks like he is frowning.(See photo-
ph two) He becomes focused on the instrument; all of his energy'

s into the production of sound. Heoccasionally looks up, making
e-contact with a listener or the other musicians playing, but his

is almost expressionless. The sound is foremost, not the persona-
lity of the fiddler.

Frank has been a musician from an early age, but it was not until
was over 20 that he began seriously to play the guitar and fiddle.
he explains:

So the reason was, I felt that I should do some-

thing for me country and try to keep it alive in

the old Newfoundland style, you see. I remember

Premier Smallwood, J. R. Smallwood said we mustn't

lose our Newfoundland heritage. So I feel as

though by playing the fiddle, I feel as though I'm
going to keep this alive. 3

nsula area. Frank's appearances on radio and television, at local
munity concerts, dances and house parties, and more recently on the
loping Newfoundland folk festival scene, have influenced his choice

Tepertoire material and his style of playing, as these experiences
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v matched and confronted two of his main concerns in life: that of
uing and preserving his vision of Newfoundland's traditional

. jtage and that of performing for and pleasing an audience with his
ic. As his past history has shaped his music and performance, so
with new social and musical contacts, Frank's musical repertoire

4 AT
d presentation is continuing to develop and change.

1. Meeting Frank and first hearing his music

Frank's willingness to be interviewed, the ease with which he
ked about his music, and his apparent success with his local com-
nity audience were the factors which first attracted me to him as a
ect for a repertoire-life history study. I met Frank and his wife
irley at a St. John's Folk Arts Council-sponsored evening "time" in the
“ less Bay parish hall, February 1977.‘ Witless Bay is approximately
5 kilometres south of St. John's, on the Atlantic coast of the Avalon
nsula, (the "Southern Shore"). I had gone to the time with a group
Memorial University students and friends. Some of these people had
one fieldwork in the area and helped organize the entertainment with
local Folk Arts Council, gathering performers and supplying and ope-
fating the sound system. A few of us performed, but the majority of the
atertainers and all the audience but ourselves were Southern Shore
tesidents, about 250 people.s During the show Frank played several
§ on the fiddle and the accordion, as a soloist and to accompany some
INg step dancers. After the concert was officially over he borrowed a
tar and sang some Hank Williams songs, at the encouragement of a group

f teenagers who were waiting around and apparently wanted some more
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other than the older Newfoundland traditional music which had,

. the most part, filled the evening's entertainment.

Frank is a slightly-built man, about five-foot-five; he is

: oing and friendly. Before the show began I walked over to the

ner of the stage where he was unpacking and tuning his fiddle. He
diately introduced himself, shook my hand, and we began talking.
young son, Max, then five years old, brought out my fiddle case from
d the curtain where we were standing. Frank seemed surprised that
was a fiddle player, but when he practiced a bit of "St. Anne's Reel,"
1 recognized it, my credentials seemed to be established.6 He began
tell me about his appearance on CBC television in Cape Breton, when
‘played "St. Anne's Reel" with a band called the Cape Breton Western
boys.

Frank and I didn't talk long that evening, but I did sit for a while
Shirley, who was taking pictures with an old Kodak Brownie camera,

I was introduced to a few of their friemnds. Both Frank and Shirley
ed eager for me to visit their home; Frank was pleased I wanted to
Td and talk about his music.

That evening I heard the basic elements of all of Frank's music.
played fiddle tunes from the standard repertoire of North American
dling, but all the tunes I recognized have been recorded by popular
dian fiddlers--"Rubber Dolly," "Boil Them Cabbage Down," "Big John
B0 and "St. Amne's Reel."’ He played the fiddle without accompany-
» in short bursts of tunes—-not medleys but brief, separate items pre-
Ated one after the other with a definite opening and closing statement to

tune. The melodic contours of his renditions of well-known tunes did
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not always match the versions I knew. All were played in a strong
driving rhythm with a forceful, tense bowing-arm motion. Clothespins
on the bridge of his fiddle deadened the melodic tone and emphasised
the rhythm. In his bowing, a saw stroke or shuffle-bow rhythm predomi-
nated, accompanied with drones and double-stops.8 Frank stood still as
he played. There seemed to me to be a strong southern-mountain American
old-timey fiddling influence in his use of drones and shuffle rhythms,
with none of the lighter touch, ornamented, single-note fiddling which
characterizes much of eastern Canadian and Maritime firldlj.ng.9

When playing accordion, Frank's tunes lasted longer, often for as
long as the dancers felt like dancing. In rhythm and melody these tunes
more closely approximated the sound of Newfoundland dance music with
which I was just becoming acquainted.

The audience was attentive. If one person started clapping in time
to the fiddle and accordion, most followed. The dancers seemed to dance
more easily to his accordion playing than they did to another local
accordionist who played that evening. No one danced to his fiddle music.

When the concert was over and most of the adult audience had left,
a few young teenagers would not let Frank go without singing a song. He
obviously wanted to sing and had asked me earlier if he could borrow the
guitar of a friend. Because there was not enough time, Frank did not
sing during the concert, but was waiting at the end of the show to sing
through the microphones even though the audience had left. He did not
need much encouragement from the teenagers to start, and sang several
songs he introduced as "Hank Williams songs,"lo

Frank's guitar playing was common three-chord country and western
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e The melodies of the songs matched

‘11!‘15- played with a flat"pick.l
e 1 knew more closely than his fiddling matched the tunes I recog-

4. His singing was high-pitched, at the upper end of his range, and
ight-throated, not unlike the singing voice of southern Anglo-American
aditional singers who pitch their voices as high as the tunme will

. w.u Frank stood to play the fiddle and sing; he sat down to play
accordion. He was obviously "in his element" and presented a strong,
r performance, placing himself properly within range of the micro-
nes, as if experienced with the technology.

I saw Frank as an interesting and unique performer, with command

f a wide-range of musical styles and instruments, incorporating tradi-
jonal and contemporary material. He was friendly and willing to be
rviewed; I felt that meeting him provided me with an excellent

ortunity to learn more about Newfoundland music and the role of a

community entertainer.

II. Frank's family traditions and early history

Frank Squires was born in 1930, in St. John's, into a Roman
holic family with six brothersand five sisters. Frank's mother's
ather was a tin whistle player and fiddler from Ireland who

ed near St. John's. Although his great-grandfather was dead long
efore i?rank was born, Frank traces some of his musical ability and
nterest, in part, to him.

Frank: There are quite a lot of Irish people in
Newfoundland that belongs to Ireland. My great-
grandfather was from Ireland himself. He was a

fiddle player and a tin whistle. I guess that's
where I got some of his stuff from, (laughs). 13
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ank's mother often spoke of hearing her grandfather play for dances,
sarties, or just to pass the time. Frank's attribution of his love of
isic and musical ability to his great-grandfather might have been
suggested to him by me during one of our conversations when I explained
my own interest in the fiddle came from a fjddle-playing grandfather.
ank had mentioned his musical Irish ancestors previously without con-
cting them to his own ability. Yet in the recorded conversation

fter this, Frank definitely linked ancestry with musical ability

d playing style.

Frank: Now there's, it's said in a book of Scottish
dialogue now, you see, his father, his early people

all immigrated here from Scotland, you see. And the

most all this's picked up from down through the years.

In other words, it's passed down from family to family,

you see. Na son gets up, he's a good fiddle player;

well, he says his father was better than him and his

father was better than him. It goes right back down
the line. 14

While valuing his Irish ancestry, Frank does not "like" Irish

band-style music or the y Irish trios popular in
oundland. He connects Irish music more with the accordion than the
fiddle. Frank distinguishes between his own music and other kinds,

ing heritage to define the styles.

Frank: There's why I never liked Irish tumes, I
don't know. Me mother liked them, but I don't. . . .
The words are different. They're different. You
take an Irish song and a country song, there's two
different things altogether, you see. . . .
My mother is Irish as far as I know. My, my, my father's
people, Daddy was a champine step dancer, but he,
his forefathers they claim were from England, now,
you see.

Now they have me classed as an Irish fiddler, now
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I don't know. If I'm an Irish fiddler it's new

to me. Kelly Russell [a young fiddler who appears
on regional television and has played with Frank
at folk festivalsd said I was an Irish fiddler.
Said, I guess it must be on my mother's side. But
apparently I don't know. I doesn't care too much
about Irish anything.

Mac: You'd call yourself what? More a, more a
Newfoundland fiddler?

Frank: Ya, right, right, right you are, because
Daddy's people, the early people, I would say came
from England, see. Now on my mother's side, they're
from some part of Ireland, 'cause grandmother,
grandmother's mother, father, immigrated here from
Ireland in the early days, see, and he used to play
the tin whistle and play the fiddle. Now for sure

1 didn't pick it up from him, see C that is, didn't
learn it in person from himd . I said, this is the
Newfoundland tradition. This is what I really went
for. 15

Frank's father was a step dancer who enjoyed a good time, perhaps

: bit too much. He worked as a sealer, as a bridge master of a sealing
hip, a farmer and a landscaper in St. John's and, according to Frank,

a substantial wage. However the man began to drink heavily and when
died, at 52 years, left his large family with only a little over forty
lollars. Likely because of his father's experience, Frank does not

ink and explains often that he spends much of his time "trying to get
y from booze," and drinkers.

Despite whatever hardships caused by his father's behaviour, when—
Frank speaks of him, he praises the man. There is an obvious
fection in the memory. His father participated in and enjoyed tradi-
onal Newfoundland entertainments and employment, two things which

ank values highly.

Frank: Daddy was a step dancer. Wherever you were to,
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if you had any kind of an instrument, you had to
get it out to play it, especially if he had a few
beers.

This Newfoundland way of life, now. You work
hard all the week, see, usually weekends you end
up, have a few beers, a few jigs and reels going.
0f course, you had no trouble get him out on the
floor, you see.

Then I remember, I played to a dance in Ferry-
land, in Calvert. I'd bring the fiddle, when I
had the string band lined up. Everywhere I went
Daddy chased me. 'Course we got the jigs and reels
going, he was on the floor, you see.

So we did have a great time, in the past.

There was no joking. When Dad was with you, you
really did have a ball. 'Course the tunes I play,
this is what he was reared up with and what he
danced to. 16

Frank's stories of his father always deal with the man doing some-
ing Frank considers an essential part of the old Newfoundland way of

(fe: drinking, step dancing, rowing and sealing. He establishes for

s father an irrefutable set of Newfoundland credentials. These

ies occur in conversations when Frank is talking about his own

ression of Newfoundland tradition. I believe he is, in this way,
ining that his music is at once a personal expression, a family

dition, and a regional heritage. He has said:

- . . so, they say the pride of Newfoundland is the
fiddle. I admire fiddle players. It is an old New-
foundland tradition in, ah, what we say, the old-time
reels, old-time square dances. Usually there I play
the button accordine for the old-time Lancers. So I
can play several instruments. But my fiddle is the
favorite one I use. That's the best one that I like.

My father used to be a step dancer, and used to be
a reel, used to do the reel. My poor father's gone
now, so, ah, I try to carry on the Newfoundland tradi-
tion, through playing the fiddle. 17
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Frank's mother still plays the button accordion in what he des-
as the "old Irish style, slow airs and songs." He has a fiddle-
ing uncle, 2 sister who plays the accordion and a brother who plays
guitar and is 2 "cowboy singer."ls There was a radio and a 78 R.P.
ki phonograph, with a few records, in his home when he was growing up,
: Frank wasn't too interested in music then. There was always some-
else to do, he explains, like schoolwork and sports.

From a school friend, Frank learned to play the harmonica, and

a bit at small school parties. In 1940, Frank made his "first

c opening," playing the harmonica for a children's war savings

on VONF, the govermnment financed radio station, then located

‘the Hotel Newfoundland, St. John's. X

Frank tells a detailed nar-
ve of his appearance on this popular amateur-talent programme, and

s speaks of it as "my first radio broadcast."

III. Learning music outside the family

Around the time of his radio appearance, Frank heard his first
T. The following account of this experience is provided in detail
‘ause it contains many themes which occur frequently in Frank's nar-
Ves: how being a fiddler is "in the blood;" how a fiddler is paid;
Personal contact is necessary for learning; how Frank desired to
up where" the old-timers "left off."

Frank: But years ago and the old-time Scottish

fiddlers now, it must have been something to see,

though, and hear. Whereas I heard Mom talking when

she'd go to the dance and hear two old-time Scottish

fiddlers, got Scots blood in them, of course, they

are Scots, and they, 'cause they, their forefathers
and people down through the ages immigrated here.
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And lots of times she'd go to the dance and wouldn't
dance. The people used to go there and set down
and listen to the reels and the tunes they had, you
see. But I used to hear Mom saying when she was a
teenager, if she couldn't get ne'er a byefriend, well
know, you would go to the dance anyway. And when, then,
there was reels, mostly it was reels. It was one hour.
And then, they would probably play all night for
20-cents-a-fiddler; usually used two fiddlers some-
times three. But anyhow, they'd go just to listen to
the Scottish, Scottish reels.

Mac: When did you first hear a fiddler?

Frank: When I first heard a fiddler I was nine years
old. I was nine and I was after doing me first radio
show then, but I couldn't do anything with a fiddle.

Although that I was interested into it, then. But I

couldn't do anything with it. I was sort of getting
up in years before I started to get to play it.

Mac: Did you first hear them on radio?

Frank: First, ya. I heard them on radio first, you
know, but I never know, I had no idea how all this

was done until I saw a person playing it and even then
he was getting quite old. He was too old to play him-
self, but he managed to play a tune. His fingers were
all stiffened up. He was good, when he was young, this
old Mr. Fitzgerald from Blackmarsh Road, you see.

Well, I see him playing to a dance where he got
halfway through the reel and he got tired and he had
to give it up. I said, "By God, I wish I could play
like that," I said, "I could take up where you left
off."

"Well," he said, "Now son, now is a good chance for
you to learn," he said. "If you get interested," he
said, "You'll have no trouble to pick it up," he said,
"But there's a few things you must learn." 20

As Frank became older he "fell in love with the string instruments,
h as fiddle, guitar and mandolin, and the button ;ccordim. R 4
interested in these old fiddle tunes what the Newfoundlanders,

forefathers, used to play in the past."n
‘ Throughout his conversations Frank places a high value on formal

ation, and maintains the most beneficial effect of Confederation,
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 Newfoundland, was the up-grading of the schools, "to be just as good
thing on the malnland."22 He is very proud of his two sons who
completing high school. However, his own schooling was cut short.

he and Shirley have commented on the high cost of books and school

3 It is likely a low income in his large family forced Frank

2
lies.
of school into work. At the time of Confederation, Frank, 18, was

king at manual labour on the government road crews, for 23 cents an

- III.a Learning the accordion

Around this time Frank began to learn to play the button accordion.
d a fellow worker, "an old-timer," got two identical accordions and
man played a slow song which Frank copied. After learning "where
buttons were," Frank picked up the faster jigs and reels himself.zs
next time he was paid, Frank bought his own instrument and carried

th hin "on the road." Nine months later he was playing for parties

dances.

III.b Learning country music and Hank Williams songs

Frank's family had moved to Witless Bay, where he stayed for a few
S, but Frank returned to St. John's because he preferred the city
wanted to up-grade his education. In St. John's Frank had the oppor-
nity to see the singing cowboy movies of Gene Autry, Tex Ritter and Roy
TS. As he explains, "I seen hundreds of them."?® Later Frank was
see several of these singing-stars in person, in concerts. In many

they provided a role model he was partly to copy when he became a
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g musician. But it was hearing American country and western

on radio which sparked his interest.

E The American military base in Pleasantville, on the eastern edge
t. John's, had a radio station which broadcast American popular

for the service men. On this station, in 1948, Frank first

rd Hank Williams. Williams' band, the Drifting Cowboys, produced a
d of steel guitar and fiddle that Frank describes as perfect. With

t, he "fell in love with American country style music,"

and began

rn to play the guitar. He bought some Hank Williams song books

| although unable to read music, learned to play by copying the chord
-ammes drawn out above the vurds.” Shirley still keeps these books,

rved in plastic wrap, with her collection of autographed photographs

vie stars and country artists the Squires have seen in concert.

III.c Learning to play the fiddle

In 1953 Frank was a patient in the St. John's sanitorium where he
lso operated the patient canteen .28 While there he met Harvey Mowland,

n old-time fiddle player from Bonavista Bay."29

With Mowland's help,
began to learn to f.'uidle.30 Since he was already familiar with

e guitar, another old-timer suggested Frank start to fiddle by picking
P the mandolin, which uses finger positions similar to the fiddle.
found the mandolin "very easy," and learned to play it in a few
After this, he explains, he simply had to master the bowing
echnique.

Mowland taught Frank one of the two most important tunes in his

Pertoire, "St. Anne's Reel." Whether performing in public or private,

+ Anne's Reel" is the first or second tune Frank plays, alternating
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ngig John McNeil." Frank plays "Big John McNeil" with greater

quency and longer per playing than "St. Anne's Reel." But "St. Anme's

has about playing and the history of dancing and fiddling.

In these ways, through face-to-face contact with family musicians
] friends and through exposure to radio and movies, Frank heard the
o strands of sound which have woven together to produce the basic

of Newfoundland music: the older, relatively stable traditional
and dance music of European settlers; and the newer, constantly
nging mainland popular music styles, most often determined by

sting and recording industries in the United States.

IV. Finding an audience for his music

Within nine months of learning "St. Anne's Reel" Frank, accompanied
‘an Eskimo friend from Labrador, appeared playing the tune on a tele-
news broadcast, over CJON television, St. John's. This televised
Cavalcade" appearance is important to Frank; he has related the
to me many times. The narrative has become a formulaic narrative-
toire item, used by Frank to establish his credentials and competance
fiddler. The significance of this narrative is discussed in a
chapter of this thesis. Ironically, the "News Cavalcade" item
a silent film, however people did recognize Frank and his popularity
> ties increased.

Frank: Everywhere I went I carried the fiddle with me.

'Cause we did have quite many parties and students that

I met at school, I was asked to everyone of their homes.

And of course, I couldn't go without the fiddle and the
guitar. Some of the boys would have a button accordine



and when I got tired playing the fiddle, they would
pass me the 'cordine.

And the old-timers especially around Chapel Arm
and those places, well I spend quite a bit of time
over there. . . . There was a house over there I
couldn't get out of at all. They wouldn't let me
out. The old-timers there had a drop of 40 ounces
there and, it wasn't a hard place to get a drink, it
was no trouble to get a drink there. But if you
could do anything with a 'cordine or a fiddle, that's
where you were stopping. . . . Every week I had a
different place to go to. I was asked. . . .

And they would be at the old-time reels, old-time
dances, too, the old-timers. And one fellow I know,
fellow, fellow, fellow Hidgen, said, "Can you play
the fiddle?" and said yes.

"Yes," he said, "I can tell by the cut of you.
Now give me the "St. Anne's Reel" while I gets me
coat off," he said. (laughs) Be God, well anyway
1'11 never forget. I must have been there at least
three hours that night. I remember I had to rosin
i up the bow five times. Lot of people came from out-—
side, you know, and friends and neighbours 'round the
harbour; all of them came in and they cleaned out the
kitchen. The same night that I was there.

But I was only there in that house one night, but
I had several opportunities to go back to it again,
but apparently I just didn't get there, 'cause I had
other places to go you see.

. . . about a year and a half after [ he started
to play the fiddle_] after nine months was up, when
I finished, I was on television, see. People saw me,
and then of course, when you go into a community, now,
"This fellow was on television,” see. So, man, they
grabs you and haul you in their houses and when you
get into a house and they know you play the fiddle,
well, that's your home. You're one of the family.
They'll make you one of the family. That's the way
I found it. 32

In the mid-1950's Frank moved to Labrador City for a short while, to
work as a cook's assistant in the company cafeteria. Frank's dormitory
room became a social gathering place for musicians and friends. There
Frank first heard Scottish fiddling, a style of music he enjoys but is
unable to play. Frank has told me several times of meeting Jim, the

union representative from Scotland, who played the fiddle so well the room
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£i11 up with listeners until near dawn. Because the tunes were
gifferently," and "too complicated,” Frank was never able to

y up, NO matter how hard he tried.33

y. From amateur to professional

V.a Working with a dance band

When Frank returned from Labrador he changed his status as a

n; he moved from being an interested amateur musician who played
jends at house parties, into the "professional structure of

IR . .o atteupt o make money.s.  Frank had begun hisedu=
again, in a high school up-grading programme at the government—

ed vocational training school where he learned watch repair. In

“he met Stan Turnbull, "a cowboy singer." With Stan, another fiddler-
ist, a drummer and an electric guitarist, Frank played almost
Saturday and Sunday night for close to six years, in parish halls,
Halls and Fisherman's Union halls throughout the eastern Avalon

la area. The band made a wage of four to 25 dollars-a-night,

ank refers to as "big money in those days." Frank was the band
who arranged the bookings.

‘The band played traditional Newfoundland dance music for the Lancers,
g

ouple set dance with five figures, and other forms of square

+ During the breaks between the Lancers, Stan and Frank sang

Tary country and western songs for people to waltz and dance

B te band vas popular, and acquired regular bookings for

S and New Year's Eve dances and for special occasions like

and anniversary receptions.



Frank explains the music this way:

Frank: And then I was singing this American, this
Hank Williams. I used his songs, I, and I got quite
a good name for myself with this.

When I was singing these songs, you know, the
people were on the floor, you see. . . . So of course
if you heard a good cowboy tune, you were getting out
and dancing. That was it.

There was several of Hank Williams' songs I used
to sing.. I had to sing them five or six times during
the night. . . . The people wanted them, see. You
had to do what the people wanted and that was it.

Mac: So was cowboy music really popular then, at that
time?

Frank: See, I suppose it wasn't, you wouldn't call it
cowboy, I suppose on account of the artist was dressed
up in a cowboy suit. But you see, the songs he sang,
apparently it wasn't a cowboy song. See, just because
he sang a song about a girl and love or something
similar to that, they'd call it a cowboy song.

But the artist was a cowboy anyway, or maybe he
wasn't but he was from some part of Alabama somewhere. I
guess he just dressed in cowboy clothes to go out on
stage singing. But this fellow he made quite a repu-
tation. He was on records. I remember one song,
"Jambalaya;" he sold 10 million copies in four months. 36

You know, this was good . . . . So I used, I studied
his books, I studied his books and used his songs at
dances.

We used to listen to him on radio. And then there was
people all over the globe, all over the world that like
this gentleman. And it wasn't himself. They like the
songs and the words. The words that he had. He was a
good country music man; people fell in love with this.
This is the old-timers now, and even teenagers; they
used to get out and dance to his type of country music.

Mac: What do you think it was about the words?

Frank: The way he had the words put together, you know.
He wrote songs about the blues and stuff like that and
the words, the Americans told me themselves, that it
wasn't the song it was the words that he put into

cheém ', . . .
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Mac: It wasn't so much the sound as it was the
meaning, maybe?

Frank: No, but the sound he had was perfect. It
was good. . . . When people heard this they were on
the floor in a matter of seconds, you see. And then
on the juke boxes in St. John's and around the out-
ports, you'd see there several records of him there.
Ah, then see going in and sit down, watch what
button the people'd press.

"I'1l bet it'll be Hank Williams." And you're,
you're right. So regardless of what song he sung,
they knew it. So people loved this, and this is
what I studied. 37

V.b Radio work

‘When summer vacation came, in 1959, Frank and Stan were unemployed,
get off the street" they would go to the local radio stationm,

, one or twice a week, to sing for tapes to be played on a Sunday

oon country music show. Anyone could come in and perform if they

, according to Frank, and the boys received no pay for this. Frank
ten used the songs of Hank Williams and Doc Williams. Because the
the band members were working, they could not perform as a group
radio, nor did Frank do any fiddling. The studio once lent Frank
>tan a tape recorder for their songs, .when they were unable to get to
tudio in person. Frank explained, he did plan to play the fiddle on
), but school started again in the fall and he had no more time to

« The radio appearances brought attention to the band, and

cted audiences to the dances.

After graduating, Frank and Shirley were married, 11 February 1961;
was born a year after. The family moved to Sydney, Nova Scotia,

‘Frank worked for Altine's Department Store, in the jewlery depart-
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He explains, he worked himself out of a job, quickly repairing all
tches the store needed done. In Cape Breton, Frank again heard the

ih-style music he enjoys and again found he was unable to play it.

: g at Altine's in the evening made it impossible to perform publi-
'. but Frank did participate in house parties. "Everywhere I went I

the bloody old fiddle with me," he explains.

' V.c Meeting recording artists.

- Besides making friends with music in Cape Breton, Frank had the

ty to meet the "stars."

Frank: Through music I did have the opportunity to meet
several of the artists. Such one of these guys like
Johnny Cash. I guess the world knows him. I shook hands
and talked with him just as I'm talking to you there now.
And he's on top of the world. And quite a lot of our
Newfoundland people know him and heard him. And another
gentleman, known as Doc Williams; he's from some part of
Wheeling somewhere; I met him in Cape Breton. I shook
hands and talked with him. And I also talked with another
lady, the queen of country music, Kitty Wells. I shook
hands. I was talking half-an-hour with Kitty. And
another guy, he's from Cape Breton, some part of Cape
Breton, Hank Snow. I talked to Hank Smow quite a bit.
Through music I did get to meet the people I wanted to
see and I sat down and talked with them and I was happy
I did.

. They'd come in this community place, in Cape Breton,
vall I'd go in the night time, anyway, well they'd come
down 'round the stand and shaking hands with the people
and talking with the people. This is how I got to talk
with them. 38

' To Frank's surprise and pleasure these people, who had succeeded in
¢ business to which he was still a newcomer, were not "special’

other than that they were good musicians.

Frank: Although they are, they are, shall we say, with



34

2 high position, but they are common people like
ourselves, you see, they're common. Even though
they are on top of the world, they're common. Now
when you sit down and talk with them they're just
no more than, they're common like any man or any
woman that you've known personally all you life, you
see. Ned Landry is Canada's champine fiddler, or
he's supposed to be, but he is just like yourself

to come and talk to him. 39

Watching Landry in person, Frank saw him play "Listen to the
Bird," a trick fiddling piece in which Landry uses harmonics to
bird calls.bo Frank immediately went back to his hotel room and

to copy this in his own manner.

V.d Appearing on television

af dland working at Altines, introduced Frank
, leader of a band, the Cape Breton Western Playboys, which had a
CBC-television live-music show. The band leader invited Frank

show as a special guest. He played "St. Anne's Reel."

Frank: I only played one reel there, and so apparently
that I got fifty dollars. They gave me fifty dollars
for one jig. I was amazed, really, you know. I never
thought a Newfoundlander could go to Nova Scotia and get
fifty bucks just for playing one reel. I was really
amazed about this.

But years ago that was quite a few of these old-
time dances in ordinary houses. You'd get two old-time
fiddlers there. There were no salaries. Before Con-
federation two fiddlers would play at an old-time dance
for no salaries. The salaries were very low. You'd
get two old-time fiddlers to go to a dance and then
Pay ten cents to get in. These boys would play all
night for twenty cents-a-man. This was how it was. 41

t of money paid for this performance, like the information on

k of salaries for old-time fiddlers is always a crucial Part of
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frequently-told memorate. Frank was laid off from Altines after
months, axd the family, now with two young sons--Leo was born in
wved back to St. John's. With work coming irregularly at best,
_extra incore made playing music must have been important. A photo-
from this time in Shirley's album, shows Frank dressed in his
embroidered cowboy shir:; ready to go out to play, lying across
with his arm around the two babies and the fiddle.

However Frank's band broke up. Several of the men married and
the island to find work. One continued playing music and is still

r of an "old-time" band in the Avalon Peninsula area.

V.e Playing with American country musicians

In the mii-1960's Frank took a job on the American naval base in
tia, on th: western coast of the Avalon Peninsula on Placentia Bay,
roximately 110 kilometres from St. John's. As a singer and fiddler, he
introduced to a group of musicians, servicemen who played exclusively
rican tunes ind country music--no jigs and reels according to Frank.
ank still plars several tunes which he identifies as "popular with
bands" ani on television, that he learned from this group of Ameri-
musicians.

It was with this band that Frank perfected the blend of traditional

T country and fiddling evident in his music today.
he frequent us: of double stops; the shuffle-bow rhythm; lifting and
atching the iow for introductions and descending-scale tag endings;

e slow, slidig notes in fiddle sorgs, played with a more legato-bow

tion than is sed on jigs and reels; the number of breakdowns in the
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ctoire: all are marks of American country fiddling influence.
The Squires next moved to Witless Bay, to live with Frank's
In 1969 Frank built his own house, to his own design specifi-
Three years later their youngest son, Max was born, (See

aph three).

. yI. Contemporary history

VI.a Flaying in his local community

Frank does not support his family playing music, although he would
e could. He explains, he could never get the right people together
n another band. He still regrets selling his P.A. system, equip-

vital for playing professionally.

Frank: I kick meself in the end after, I should not
have sold it, because I, I still can get employment
now at this kind of work, but I just doesn't have the
equipment. And then, you can't go by yourself. You
got to have somebody to go with you. You wants to
have another gentleman to back you up, or maybe a
couple if you can get them, see, but like in this
territory you won't get them here. (pause)

Mac: What about working for radio and stuff like that?

Frank: I would, Mac, I would go to work for it, if I

could get employment at that, I would, I'd appreciate

it. . . . I would love to work for radio if I could

get employment at that sort of work, you see, but

then, like I say, it's hard, and if, if I could get

it, well, I would accept it. 43
Frank is encouraged by the increasing number of appearances by New-
land musicians on television, and by the growing number of young

ople learning traditional music and dance styles. As he sees it,

1ese old time are coming back," and will again provide him with work
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Now Frank is occupied doing the occasional watch repair,
pit of electrician work wiring houses in the community, and

in the woods getting the family's fuel supply. He makes

of and paints pictures of the "old-time" sealing vessels and has
se products. But as he says, "most of my work that I do is
44

the fiddle."

rley and young Francis, now finished high school, work occa-
in the Witless Bay fish processing plant.

e settled in Witless Bay, Frank began to participate in community
ing, especially house parties and parish and school concerts
its.

Frank: Now if, if there's something coming up special
now, we'll say that concerns old-timers, or if some
kind of a special show going ahead, they'll call me,
you see, and the old-timers knows that the old tunes
that I can play, they will go out for it. . . . if
there's something, something going ahead in the parish
hall, now, we'll say a concert or they wants some old
tunes, old reels, 'cordine tunes and country songs,
you see, which I'm well experienced with, and the
people, the head people, the head ladies or what not,
call me and said, "Frank will you play a concert or a
big time going ahead in the hall here tonight, or
something is going ahead." 45

3 at such a community music time, sponsored by the local Folk

uncil, I first met Frank.

ince then, Frank and I have worked together in four regional

estivals and one other community conceﬂ:.l‘6 Frank's participation

St. John's Folk Arts Council-sponsored Newfoundland Folk Festival,

John's Bannerman Part, July First weekend 1977, was an extension

Participation in the Folk Arts Council-sponsored time in Witless
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rlier that year. In November, 1977, several of my friends
ed the Good Entertaimment I folk festival, held in St. John's.

ted Frank to them as a possible performer.

.b A concert performance in Bay Bulls

t was through Frank I became involved in a community concert in

s, Sunday afternoon, 19 March 1978. Bay Bulls is 10 kilometres

| of Witless Bay. Women from a senior citizens' club were attempting

money for a newly formed 4-H Club, a young peoples' organization,

, with about 12 other people, was asked to play at a benefit
The concert was to have an Irish-St. Patrick's Day theme.

Frank does not like or sing Irish songs, he wanted to partici-

~ He telephoned me two weeks in advance of the show and six other

before the concert date. He suggested I attend and back him up on

. Frank asked me if he could use my guitar, a Martin D-28, "like

liams used to use." Frank had used my guitar at the earlier

tertainment I festival.

The concert in Bay Bulls took place in the large Roman Catholic

h hall, and Frank was concerned about the lack of an adequate sound
. He asked me about the sound system used at the Witless Bay time,

I eventually made arrangements with the St. John's Folk Arts Council

the amplifier and speakers. During the concert I operated the

instead of performing with Frank, although I brought my guitar

fiddle. Stan, Frank's friend from his string-band days, attended

and accompanied Frank on his own guitar, which Frank also used

_hsing. Frank was very pleased with the entire show; his only
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d regret was that be had gotten so excited he did not use the

to perform.

concert master of ceremonies was a local radio announcer,
es. Reeves knows Frank and has visited at the house in Wit-

3 y. He began introducing Frank by putting the microphone as high

; stand as it would reach, about 12 inches above Frank's head.

Reeves: Before we introduce our next guest I have
to adjust the microphone for him (puts it very high),
no, ya, that's about right. (pause). Ladies and
gentlemen, Frankie Squires!

(much laughter from the audience)

Frank: (coming to the microphone) Thank you Dick.

Reeves: (readjusting the mic stand) I'm sorry Frank,
1 get confused.

Frank: Dick Reeves, what? He's a fine gentleman, isn't
he? Dick Reeves, radio station VOCM's Dick Reeves, a
great fellow to know.
(guitar chord)

I would like to thank Dick for the introduction, now.
As I studied in the earlier '50s about American country
music (guitar chord) and I found out that American
(chord) songs meant a great deal to the people down on
the Southern Shore, (chord) and practically all over
the country, here's one of Hank Williams', the great
Hank Williams, and American people told me that he was
the greatest down in the states.

"They'll Never, Never Take Her Love From Me." 47
(sings)

(applause)
Frank: Thank You, (pause) here's another one called "The
Mansion on The Hill."

This gentleman went to the station manager, there at
WSM (chord) and the station manager said to him, "How
do I know you wrote this song?" He said, "I'll give you
a test," he said. "There's a boy,a rich boy, lives in
a cabin, and there's a rich girl, who lives on the hill.
G;," he said, "And see if you can make anything out of
that."
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Thirty minutes are not very long to write a song,
of course, but the great Hank Williams came back
with this song, called, "The Mansion On The Hill." 48

(sings)
iapplause)

Reeves: (very loudly) Alright, Frankie, ya ha,
Frankie Squires. .

Frank: I know it is a bit close to St. Patrick's
Day, but I'm sure St. Patrick wouldn't mind me
throwing in a little American country music.

Reeves: Well the sisters down there never complained,
did you sisters? (laughter) You don't want to, I'll
tell you that, right now. Thank you Frankie, thank
you.

Frank: You're welcome Dick.
Reeves: See you my friend. Frankie serves the meanest

cup of teain Witless Bay (laughter). Shirley does.
I'm sorry. You're the one who makes the tea. . . . 49

ter in the programme Frank came back to play the fiddle. With

-_' accompaniment he played "St. Anne's Reel" and "Big John McNeil."
ank plays "Big John McNeil' he uses a non-standard key change
the first and second parts of the tune. He collapses and re-
the internal melodic elements, when his bowing rhythm begins
te the melody. Stan at first got lost in the key changes and
ferent melody, then found the place and had no trouble fallowi.ng.so
at the Witless Bay time, after the concert was over everyone but
of the organizing women and some teenagers left the hall. Frank
t the Martin and sang several Hank Williams songs. The teenagers
ed Frank, asking him to sing Elvis Presley material. I played
Tock-and-roll songs after Frank said he did not know any Presley

and handed me the guitar.
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e concert made close to $500. The 4-H Club members were so

ced with Frank's contribution they took some of the money, took
. ollection, and bought a new fiddle, Chinese-made. (See photo-
| four) The new fiddle has better tome and is much louder than

d one, a Czechoslovakian-made instrument. The old fiddle now

on his bedroom wall, aboVve the bed beside a photograph of the
vessel The Florizel. The fiddle hangs in a place once occupied
o0il painting Frank made of The Florizel in St. John's harbour--
d the painting last fall. Since receiving the new fiddle Frank

b gun to compose tunes, and has become more concerned with keeping

le at or near concert pitch. (His old fiddle was often three

tones below concert.)

Vi.c A festival evening dance party

Frank was invited back to the Newfoundland Folk Festival, in St.

, 1 July 1978, but was disappointed the show in which he was

uled to play was cancelled because of rain. Although he played
onally during the next two days it was not enough to satisfy him,
ly when he was not asked to play during the final evening's

and other fiddlers were included.

side the park where the festival was held is a residence for the
ity graduate students. On the ground floor of the house a bar
perated by the Graduate Students Union. Performers and guests usually
Party at the Grad House Bar after festival concerts. On the final
L of the festival the performers were unexpectedly taken to another

. Prank was the only festival performer vwho was not told of the

€ and came to the Grad House. The bar was full of people, most of
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from the festival audience. Without prompting, Frank brought out
dle and began to play.

Grad House Bar common room is long and narrow with chairs and
es in a square at one end and a pool table at the other. Several
are arranged along one long wall opposite the door to the room.

¢ sat in one of these chairs; Shirley sat beside him and young Max
up to sleep in her lap. The people in the room drew back away

ank and gathered in small conversatiomal groups around the room.
floor space in front of Frank was empty.

-ank played several tunes and there was scattered applause at the

f each tune set. It seemed to me that the people were unsure how
this was not a ''concert situation' and applause seemed inap-
e, however, they did not want to appear to ignore Frank's playing.
A friend of mine and Frank's, who organized the Good Entertain-
tivals, was standing near us. I called her over and asked Frank
ay his composition, "The Isabella St. John Reel,"” a tune he had

n and named for another festival organizer as thanks for her work.
lend began to dance as she listened, and soon other people were

The applause at the end of each tune stopped as more people

0 dance and the event shifted from an ill-defined semi-concert

€ room became very crowded, especially the space in front of
Frank took occasional breaks for a drink of ginger ale or a
te. He never stopped playing long enough to finish a whole
€tte. During one break I borrowed Frank's fiddle to show a friend
‘tune I had learned; no one danced while I played. Frank thanked

Spelling him. He was still playing for the dancers when I
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jeft the bar at 2 a.m,
VI.d Regional folk festivals

Until recently Frank performed at parties and on stage in towns no
.mre than 80 kilometres from his home. Now, since becoming involved
in the growing provincial folk. festival circuit, he may travel several
hundred kilometres to play. He is, however, still playing to essentially
the same "community" of people, whose common ground with Frank and each
other is an appreciation and concern for Newfoundland music and tradi-
tion.

For several weeks before the Good Entertaimment II festival, 1-3
September 1978, Frank was undecided about going. The festival site was
in Gros Morne National Park, on the west coast of the island, a 12-hour
bus ride from St. John's. Frank and Shirley had never been that far from
home since they lived in Cape Breton. Frank was unsure about the trip,
the quality of the roads, leaving young Max with the older boys, and the
cost of the weekend. He was tempted to attend because he had greatly
enjoyed the previous Good Entertainment festival; several country
singers he met the year before were scheduled to attend.

He called me regularly on the telephone, explaining his uncertainty
and perhaps wanting me to make up his mind by saying I thought he should
go. It was difficult not to overly encourage Frank to go to the festival
because I did want him to attend yet did not want to be too influential
in his decision. I did not suggest he go, but said I would like him to
attend. I called festival organizer Isabella St. John to tell her of Frank's
indecision. She called to encourage him which might have helped make up

his mind. However, only three days before the festival Frank called and
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. pe was still thinking of not going.

the festival, I worked in a non-music area and did not see

'in concert" very much. After the day's workshops, there were

music and dance sessions in several of the site's buildings.

e dance sessions at which Frank played went on later than the

in my area, I saw Praniz only when he was surrounded by dancers.
how long the musicians played, the crowd stil called for

:n Frank explained, "You could play for 40 years and they'd all

up." (See photograph five)

several months after the festival it was often the first thing

ke of when he called me or I visited him. He keeps a complete

a local weekly entertainment magazine, The Newfoundland Herald

k, At g ly profiles and photographs of
jicians from the festivals and twice ran a photo-feature on the
which contained a photograph of Frank on stage.51 Whenever he
friend of mine, Frank asks why they were not at the festival and
the photos from The Herald. As he said in a telephone conver-

shortly after the festival:

- I think it is the most excellent thing a person could
be involved in. You meet new people from Newfoundland
and Canada and you have the chance to go and perform
before a large audience. It is one of the best things
I ever did in my life. . . . I'd love to hold out for
a week. 52

tivals feature strongly in Frank's plans for the future.

Frank: . . . back here mostly the times I was onm, I
Played with the private dances and concerts and such
as what we have here now, folk festivals. So I'm
into these now and I guess I'm going to stay as long
2 I'm allowed to live. 53
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ce this festival Frank has had the opportunity to visit the

ty to speak with and perform for Folklore Department students.
his visit he saw other folklore theses and dissertations in the

A and many of his misconceptions about studying folklore and

a thesis were clarified.- He has learned that studying folklore
than learning to play the fiddle, in the manner he studied and

] the Hank Williams' music. While visiting St. John's, Frank

for a local folk music club, of which I am a member, which he
about in The Herald. I have also written about Frank in a bi-
magazine published by the university's Extension service.SAMany
Bay residents have mentioned the article favorably to Frank.

t copies of the magazine to his family and friends and offered
aph a copy for me.

s biography is not a closed section of Frank's life, but a pre-
bn the music he will continue to play. While this thesis is being
Frank is preparing to perform for another St. Patrick's Day

in Witless Bay and practicing for the up-coming summer festivals.
s me regularly to tell me of his musical activities and plans.
next chapter of the thesis, discussion continues on the influences

is history on Frank's contemporary practices. The signifi-

several of the narratives he often tells is suggested, as they

on the place of the musical activity in Frank's life.
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NOTES TO CHAPTER TWO

'\ tailed description of the physical context of the collecting
. including tape recorded and written fieldnotes and photo-
record is on file with the MUNFLA, under accession 77-101.

ZNFLA 77-101 F3051, RMS 77-3(a), 25 Feb. 1977.
77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

“Folk Arts Councils are community and regional organizations

ited to encouraging and preserving local traditioms. The St. John's
rts Council, with government financing, employed students to do
lore collecting in outlying communities and to organize Folk Arts

s in those communities. The fieldworker and council encourages
ts and dances, or "times," at which local musicians perform.

“The Ferryland District on the south-eastern coast of the Avalon
asula, south of St. John's, is locally known as the Southern Shore.
was settled predominantly by Irish immigrants. See John H.

, ed., The Peopling of Newfoundland, Essays in Historical

phy, Institute of Social and Economic Research, (St. John's:
University of Newfoundland, 1978).

"St. Anne's Reel," (trad.), see The Cornhuskers' Book of Square
Tunes, Cornhuskers' Series of Canadian Square Dance Books, No. 2,
orough, Ontario: Harry F. Jarman Publicatioms, 1937), p. 1;

er, Down East Dancin', Vol. 4, onme 12" 33 1/3 RPM phonodisc,
1607.

“Although the tunes I specifically remember are 2/4 and 4/4 reels
downs, knowing Frank's repertoire and performance practices,

he also played 6/8 jigs that night. Jigs are more common in

n fiddlers' repertoires than in American fiddlers'.

bber Dolly," (trad.), see Ned Landry, Me and My Fiddle, one 12"
3 RPM phonodisc, RCA Camden CAL/CAS-2125.

“Boil Them Cabbage Down," (trad.), see Al Cherney, Blue Ribbon
one 12" 33 1/3 RPM phonodisc, RCA Camden CAS-989.

Big John McNeil," (trad.), see Don Messer, Original Old Tyme Music

Messer and His Islanders, (Toronto: Gordon V. Thompson, Limited,
P- 95 Don Messer, Down East Dancin', Vol 1, ome 12" 33 1/3 RPM
C, Apex AL 1603.
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saw stroke is a short bow movement, up-and-down, with one note

4 per-bovw stroke. A shuffle bow rhythm is a ;_ombinag_ion of long
7t bow strokes, usually in addid WL, 1, 28, 3, 4& rhytho.
otes, one-per-beat, are often played on the long-bow strokes
note-per bow stroke on the short, saw strokes within the shuffle
The shuffle rhythm is emphasised by the use of double-stops or
played with the melody.

double-stop is two notes sounded at once, created by fingering

more strings and touching. these "stopped" strings with the bow.

is also called harmonic bowing. A drone is an unchanging note
with the melody, usually by sounding an open string above or

; the melody string being fingered.

jee Tracy Schwartz, "Starting to Fiddle Country Style," Sing Out!,
(1967), 35, 37.

‘Many southern-American fiddling styles exist, usually differentia-

bowing patterns. Common to most is the use of the saw stroke and

‘bow patterns with drone or harmonic bowing accompaniment. The

minant, non-Scottish, fiddling style in eastern Canada, and in
ially recorded Canadian fiddle music is called, variously "old-

" "down-east,'" or "Messer Style," after Don Messer, a popular

rcial fiddler. Messer played with a swing-oriented rhythm,

slightly ornamented single note melodies with a light touch and

internal variation among renditionms.

veral works have been written describing North American fiddle
2ment styles. See those by Linda Burman-Hall, George A.
and Earl V. Spielman, listed in the bibliography.

For a detailed account of Williams' life and music, see the work
rt (Roger) M. Williams, listed in the bibliography.

he basic country styling played with a plectrum, or flat-pick,

s hitting a bass string, for one beat, and brushing up-and-down
ble strings for one beat, in a repeated pattern,ab Dt .l‘.l

the shuffle-bow rhythm of the fiddle, or 3/4 J {3 . Occasionally
ding or descending bass note patterns, called bass runs, connect

d changes at the beginning or end of a phrase. A note-pattern run,

Ig with the sounding of the tonic chord, is often used as a closing
iture. The tonic, dominant and sub-dominant chords are used almost
ively in any key.

Alan Lomax, "Folk Song Style," American Anthropologist, 61,
), 930, 937.

Smmm 77-101 F3052, RMS 77-2(a), 25 Feb. 1977.



il

hUNFLA 77-101 F4637c, RMS 78-1(a), 24 May 1978.
A 77-101 F4637c, RMS 78-1(b), 24 May 1978.
77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.
78-361 F4245, Good Entertainment II tape 5, 1 Sept. 1978.

ONeil Rosenberg suggests the Maritime use of this description stems
rformances of Wilf Carter and Hank Snow. See Rosenberg, "Studying
y Music and Contemporary Folk Music Traditions in the Maritimes:
Techniques, and the Archivist," Phonographic Bulletin, 14 (May
18-21; rpt. in Rosenberg, Country Music in the Maritimes: Two
Memorial University of Newfoundland Department of Folklore Re-
jes, No. 2, (St. John's: Memorial University of Newfoundland,
p. 3-4.

“ 77-101, F4646c, RMS 77-1B(a), 11 Feb. 1977.
MUNFLA 77-101 F4637c, RMS 78-1(a), 24 May 1978.
77-101 F4646c, RMS 77-1B(a), 11 Feb. 1977.
77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

Unrecorded conversation, 25 Feb. 1977; see fieldnote tape
77-101 F2704, 25 Feb. 1977.

A 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.
A 77-101 F3052, RMS 77-2(a), 25 Feb. 1977.
WJNFLA 77-101 F3051, RMS 77-3(b), 25 Feb. 1977.
““vunFLA 77-101 F3052, RMS 77-2(a), 25 Feb. 1977.
' UNFLA 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

avista Bay is a major bay on the northwest coast of Newfound-
Proximately 220 kilometres north of St. John's. Residents of the
ta Peninsula and the area surrounding the bay are commonly said
om Bonavista Bay.
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,”s,muel Bayard states, "Fiddlers are especially vague regarding
tion gained from older performers. . . . Three of my informants
that they learned 'how to play' from one persom, but went on

ers to amass their repertoires." See Bayard, "Some Folk Fiddlers'
and Styles in Western Pennsylvania," Journal of the International
ic Council, 8 (1956), 16-17.

3LyNFLa 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.
32ynFLa 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.
33NFLa 77-101 F3050, RMS 77-1A(b), 11 Feb. 1977.

"Mlﬁeil V. Rosenberg, "Big Fish, Small Pond: Country Musicians and
Markets," a paper read to the Folklore Studies Association of

, London, Ontario, 2 June 1978, (in press); see also Rosenberg,
Country Music, in Two Studies, p. 16.

”WFLA 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977; MUNFLA 77-101
, RMS 77-3(a), 25 Feb. 1977; MUNFLA 77-101 F4637c, RMS 78-1(a),
1978.

,“"Jaﬂhalaya (On the Bayou)," written by Hank Williams, copyright
se Music, Inc., 1952; see Hank Williams' Favorite Songs, (Nash-
: Acuff-Rose Sales, Inc., n.d.), p. 26; Hank Williams, The Very
_of Hank Williams, onme 12" 33 1/3 RPM phonodisc, MGM SE 4168.

L”HUNPLA 77-101 F3052, RMS 77-2(a), 25 Feb. 1977.

3alWNP'LA 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

39Ml]'NFl..A 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

4

0,
""Listen to the Mocking Bird," (trad.), see Ned Landry, Ned Landry,
33 1/3 RPM phonodisc, RCA Camden CAL-893.

&
hawrLa 77-101 F3050, RMS 77-1A(a), 11 Feb. 1977.

42,
Legato bowing is the playing of several differently fingered notes
t changing bow direction. The resulting sound is more smooth and
lowing than with saw-stroke or shuffle-bow motions.

4
¥ 314'UNFLA 77-101 F4637c, RMS 78-1(b), 24 May 1978.
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“‘HUNFLA 78-361 F4245, Good Entertainment II, tape 5, 1 Sept. 1978.
4SyuNFLA 77-101 F4637c, RMS 78-1(b), 24 May 1978.

“Jcl’m F. Moe would consider the regional festivals to be a
" -participatory" mass cultural folk festival, because there was

ttle performer-audience interaction other than communal singing and
cing. The community concerts were also non-participatory in terms
£ audience/performer interaction, but were sponsored and organized
by an in-community group to raise money for local projects. Both re-
flect local concerns and culture. See Moe, "Folk Festivals and Com-
munity Consciousness: Categories of the Festival Genre," Folklore
" Forum, 10:2 (1977), 33-40.
"7“They'll Never Take Her Love From Me," written by Leo Payme,
copyright Fred Rose Music Inc., 1950; see Hank Williams' Countrx Hit
. Parade Folio, (Nashville: Acuff-Rose Sales, Inc., n.d.),

403
~ Hank Williams, The Very Best of Hank Williams, Vol. 2, one 12" 3851/3
~ RPM phonodisc, MGM SE 4227.

4B"A Mansion on the Hill," written by Hank Willlams and Fred Rose,
copyright Milene Music, Inc., 1948; see Hank Williams' Country Music
Folio, (Nashville: Acuff-Rose Sales, Inc., n.d.), p. 2-3; Hank Williams,
The Very Best of Hank Williams, one 12" 33 1/3 RPM phonodisc, MGM SE
4168. This story Frank tells is a legend, repeated from oral tradition
and reinforced by regular appearance in print. See Robert M. Williams,

Sing a Sad Song: The Life of Hank Williams, (Garden City, New York:
Doubleday and Co., 1970; New York: Ballantine Books, 1973), p. 130.

“SMUNFLA 77-101 F4639c, RMS 78-3(a), 19 March 1978.

OMUNFLA 77-101 F4639c, RMS 78-3(b), 19 March 1978.

51The Newfoundland Herald TV Week, (St. John's: The Sunday Herald
Limited and Robinson Blackmore Printing and Publishing Limited), 6
Sept. 1978.

52l.!m:ecordecl telephone conversation, 10 Sept. 1978; see MUNFLA
‘ 77-101 fieldnotes, 10 Sept. 1978.

S3MUNFLA 78-361 F4245, Good Entertainment II, tape 5, 1 Sept. 1978.

Sl'nac Swackhammer, "Frank Squires--Newfoundland Fiddler," Decks
Awash, 7:6, (Dec. 1978), 54-55.
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CHAPTER THREE
THE MEANING OF FRANK'S MUSIC

AS IT IS EXPLAINED IN HIS STORIES

To know why a person plays music, it must first be determined what

the person thinks his music is and means; then investigation can turn
to the person's intentions in communication through performance. It is
this intention, or purpose, which provides, in part, the value and sig-
nificance of the repertoire items for the person.

One of Frank Squires' self-expressed purposes for playing the fiddle
is to keep his "tradition" alive. It is necessary to understand what
Frank means by his "tradition," and how he sees his music fit into this
idea. This chapter explains some of Frank's ideas about music by looking
at the stories he tells.

Frank uses narratives to explain himself and his music. Like the
music, the stories are part of Frank's folklore repertoire. They are
about the forces, situations and goals that shaped the non-narrative
aspects of his repertoire; the stories are also a response to these
same influences. Understanding some of the reasons Frank tells the
stories he does, and seeing the kind of image of himself as a musician
he presents in the stories, offers insights into his musical repertoire

and performance practices.
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1. The affect of media on the meaning of Frank's music

fe-history narration is a self-defining process. Social psycho-
Allen Pincus suggests the individual's self image can be inferred

. reconstructs memories into narratives: the content may reflect

ts; remini and may also be used to maintain

teem, reinforce a sense of identity or to work through personal
es.

smorates, especially those retold often enough to become formulaic,
ﬂ e than a record of past events. The necessity for the use of

in such narratives can be seen from this perspective: the nar-
needs to arrange his own conceptions--to order his past experiences
here will be the appearance, for himself and others, of a continuity
personality and purpose throughout life. Social psychologist
Strauss suggests, "Each person's account of his life as he writes
about it, is a symbolic ordering of evem:s."2 It is these

ns of symbols seen in the forms and formula of performance as they
inipulated for purpose and used for affect, that must be discovered
tradition bearer's repertoire.

loften-told memorates are the reporting of events which were, and

L are, meaningful in personal and situational terms for the narrator;
come to be told in the way which makes them--as a past event, as a
t¥, Or as a memorate--meaningful. The stories become invested with
onal significance; there is a purpose in their telling. Consider

ollowing versions of a memorate Frank often relates.
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C.During a conversation on playing his!:oryj
Frank: Within nine months from the first day I
started the fiddle, well I was on CJON television,
on t.v. within nine months, you see.

That's my first opening, (laughs). I had an
Eskimo from Labrador with me chording with the
guitar. We were both on the "News Cavalcade" to-
gether. x

Mac: You were living in Labrador at that time?

Frank: No I was living here in St. John's. My
friend came down from Labrador. He was Benny
Noland, an Eskimo. I believe he's dead now. But
Don Jamieson said he was a good guitar player. He
was the only fellow I could get to chord me the
Newfoundland jigs and reels.

Mac: Can you remember the tune you played that day?

Frank: Ya. One of them was "Uncle Jim" and the
next one was the "St. Anne's Reel." 3

CDuring a talk on media workd

Frank: I was on the "News Cavalcade" on a film run
with the fiddle. That was only a short film, see.
It was Don Jamieson said that there was a good
guitar player here. It was an Eskimo player from
up north. So I got him to accompany me, with me.

I said, "You come on t.v. with me?" And he
said yes.

The other guys wouldn't go. They were afraid,
see. What they were afraid of I don't know, but
anyway there was a gentleman come in from CJON
television and they rigged up their camera and
their films and stuff.

So they said, "Now all we want you to do is
play one tune." So Benny the Eskimo, from some
part of Labrador somewhere, he and I became quite
friends, and he said, "I'1ll chord with you."

So anyway we sat down that night and watched
ourselves. I was playing the "St. Amne's Reel."

Don Jamieson said, "That fellow does a pretty
good job of playing the guitar." &
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CDuring a conversation on learning to playl]
Mac: You live in St. John's then?

Frank: Ya, I was 20 years old then. We had,

a mostly, mostly I picked up quite a few fiddle
tunes from an Eskimo from Labrador and he was a
great singing. He was also a guitar player, see.
I picked up quite a few tunes from him too, and
different ways he showed me how to play. Yet
many of the people on 'round the bays played
much different from the way this, this Eskimo
played.

Mac: Played the fiddle different?

Frank: Oh yes. It was different altogether.

But this Eskimo is gone to, um, a land, what
they say?, ah, a land, ah, where you don't die
anymore. He died there four years ago.

Matter of fact my first film with CJON was
when the boys wouldn't go with me and I asked him
to go. He said, "I'll go and chord with you."
There's my first film, first one. Only played
them, we only had to play one reel, you see.

Don Jamieson used to read the "News Cavalcade."
So I sat down and watched meself that night, me-
self and the Eskimo playing. I played "St. Anme's
Reel" that time. And he chorded me on the reel,
see. The rest of the boys was afraid to get in
front of the camera.

story takes place within a new media situation for Frank. He
lained that, at the time of the filming, television had been in

d only about six months. He did not have a television and had

ch the programme at a friend's house. He emphasises the fact that
T band members were "afraid" to go on television; his and

8§ self-confidence in the new situation is illustrated. Frank reali-
importance of the new technology for advertising and has explained
televised appearance, despite the lack of a sound track, provided
nce for the band's in-person appearances and increased his

1 Popularity at parties.
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parrative is, on the surface, about Benny Noland. Benny is the
‘ nist who makes the appearance possible; it is Benny, not Frank,
s praised by the news ::m.\l'mem:at:m'.6 When studying patterns of oral
cive in a Newfoundland fishing community, Lawrence Small pointed

; t personal bragging was unacceptable in that egalitarian society.
sts memorates of past ;cccnrplishments or of momentous exploits
which the teller was associated serve the purpose of bragging in an
t, socially acceptable vay.7 Frank's story can be seen to serve
rical function of affect, establishing his own competence and

snce as a musician, while talking about his friend.a The story's
on and standardization suggest that the need for such proof is
and critical for Frank. It appears that he feels the situation,

h proof is necessary, arises often enough to create a formulaic
‘to meet this felt need. It is significant that the story was

ing our conversation when Frank felt ignored while other fiddlers
d at the St. John's Folk Festival.’

e memorates illustrate part of Frank's value system: for Frank
cess of an entertainer and his evaluation as a proficient

in is illustrated by appearance on or in popular media. Frank has
nde this statement overtly. What he says instead is:

I'm a professional. I'm a singer too, but I'm not on

records. I had a nine-week country programme with

CJON, that was a half-an-hour country and western
Programme and the fiddle was in there too. 10

Squires spend much time listening to the radio, watching tele-

and talking on the telephone.n Frank often makes reference to
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jsion, radio and newspaper statements as justification or proof of
:‘. qpinions;u many of his commonly told narratives are detailed
ngs of stories taken from popular publications.13 He sees media
ource of information, opinions and repertoire material, as well as
A1 and potential source of economic gain and personal prestige.
7‘“5 extremely pleased when I published a short personality profile
photograph of him in a free-distribution university-sponsored maga-
l he considers the piece equivalent to the write-ups of musicians
weekly entertainment guide. He tells a long legend about a man
ned a fiddle tune from the fairies, moved to the United States

a fortune" playing the tume on tadio;ls the money made with

through appearance on mainland broadcasting is one of the

nant themes of the story, and provides a "worth" to the tume itself.
same way, the fifty dollars Frank was paid for playing on the
Breton television show is a central part of another narrative, the

: Frank ever told me. 16

oadcasting media also influenced the form of Frank's music. When
g as a solo performer, either publically or privately, taped or
ded, Frank plays short instrumental bursts, one tune then another,
arate units, not a medley. This appears patterned after radio and
ion presentations in which a two to three-minute selection fits
um alloted time slot. This is unlike a dance context, where a
Played as long as the square dance figures last or until the

get tired and sit down.

Frank's stories, price is a mark of worth and quality. Music on

12 is paid for, thus is a valuable and proper model to emulate.
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ak, to be paid for playing music is the mark of a professional,
it is an "old-time fiddle player" receiving a salary of twenty
night. Being a professional musician is very important to
self-evaluation. When talking about recording artists, Frank

ins how he shook hands with and talked to them. Their association
illustrates, for Frank, that these famous people are not intrin-
petter than himself, not special in any way to deserve media

ion except they are proficient, successful musicians. At the

hen Frank attempted to become a professional musician--to make
playing music--this was a relatively new social role in Newfound-
The "stars" Frank met provided, in part, the role model. To find

s models were "ordinary, like ourselves,"

would have encouraged

) attempt the job.

ow, when he mentions other Newfoundland musicians who have appeared
levision, in the newspaper, or on records, Frank tells of working
them at folk festivals. His association with these people elevates
1f-esteem and status as a musician.

hese memorates about media experience reinforce Frank's sense of
B’ They supply the listener with a history not just of Frank as
lle player, but of a player who has been on television. The pro-
 he sat down to watch and the story about it become as important to
ntity as the actual performance. This helps explain why Frank is
© be interviewed and recorded--he has told me several times of

h school students visit to tape his music for class projects. It

Xplain why he poses sclf-consciouslywhenever a camera is visible--

°graphs in Shirley's albums show Frank performing or holding his
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nts;ls he suggested he wear his special performance embroidered

" ghirt and use my Martin guitar for a prop when I took field-
hotographs. It helps explain why he is anxious to have his

yal appearances videotaped and to see the tapes. These tapes appear
second best to records and televised appearances as a mark of

a professional.
Coupled with his concern for maintaining a tradition, the media

nology is doubly important, because it preserves the past.

Frank: I enjoyed working with them [_radio and
televisiond I enjoyed it very much. . . because
in radio everybody all over the country will have
a chance to hear you. . . . Whereas I heard meself
there on the radio there a couple of weeks ago, was
a tape they taped, Entertainment, Good Entertain-
ment show there. I heard that on radio.

But apparently, I guess, like everything else,
when they get you on tape and when you die your
music will still be there. You see. That's what
I like about it. It's better today mow as com—
pared to the past, you see. In the past they
couldn't; if you went on in life, that was it,
you know. It was all over. But now they have
tape today. They can tape you and therefore when
you're gone, the people behind you can still
listen to you playing. 19

The festival has somewhat replaced concerts and dances as the

e area in which Frank looks for success, and may be seen to be, for
2 new "media," especially when the festivals are taped and video-
orded, photographed and written about in magazines. Frank calls me to
0rt whenever excerpts from the festival tapes are played on local

lio folk music programmes. He has begun corresponding with festival
ors who have sent photographs they took of Frank performing. The

'foundland self-consciousness €vident in the regional festivals matches
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concepts of local identity and heritage. He sees the increasing

,st in traditional life style and entertainments creating for him
potential audience and market.

extension of the festival participation, is Frank's role as a
e" informant. My fieldwork has been an opportunity for Frank
rve his music on tape; ; speaking to the university folklore
nts, Frank emphasised descriptions of "old-time" music and dance
own maintenance of this tradition. Connection with the univer-
the festivals is providing him with a forum for his role as

on bearer and "professional" musician.

. The role of heritage in the meaning of Frank's music.

s dual role of tradition bearer and professional musician is a
e to Frank's two-part motivation: 1) that of preserving New-

tradition, and 2) that of performing for and pleasing an audience.

Frank's self: ibility for the of New-
tradition is an integral part of his personality, even though
the music he plays is not strictly "native" Newfoundland. I have

Frank, "Why do people play the fiddle?"; he has answered simply,
in their blood." This kind of appeal to heritage permeates Frank's
ces, no matter what the source of his musical material.

What Frank thinks his music is and how it fits into Newfoundland
tion, may be seen in the vocabulary he uses to describe both the
and the tradition.
In his study of the life history as an oral narrative genre, Martin

Ce attempted to understand the sense of the words in stories by the
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y" they kept. He found certain concepts and certain words were

4 in "associational clusters," or formed "associational equacions."zo
an equation or cluster appears in the stories Frank tells about

ng for dances, for he never talks about playing for dances without
ing the salaries. It indicates a relationship between the two

of playing music and making a living: that being 2 musician

g a job.

A similar associational relationship exists, for Frank, between

a person's place of origin and establishing their identity. 1In
le of any narrative, if a new character is introduced his home

ty is indicated; Frank never meets a person without asking where
"belong to." The same connection of place and identity--or nature--
, for music, as Frank's taxonomy of fiddle tunes and songs is based,
t, upon geographical/cultural distinctions: Newfoundland versus
and Canadian mainland tumes.

the taxonomy/terminology is explained in this thesis, it is
trated Frank uses two basic criteria to distinguish between and
items in his musical repertoire: nature and use.21 Nature, as

by Frank in geographical/cultural terms, is discussed first,
followed by a discussion of naming by use in the next chapter.

It is in part the heritage of the composer and/or player which

S a tune with a nature. For example, Frank has mentioned "The
gton Skipper" as a tune used for the Newfoundland square dances,

g it is not a jig or a reel--names derived from the dances done
tain fiddle tunes--but a "Newfoundland (’.uﬂe."22 The following

Sation contains both naming criteria, but the fact that the tune
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.nish—-i:s nature via heritage--is more important as a definitional
ture than the dance dome to the tune--its use. The description of
mpature' is an indication of the repertoire item's significance in
k's performance as a tradition bearer. Note also how music of one
jtage may be played by musicians from amother, but is not played

erly because it's not "in the blood."

Frank: . . . so there was another young fellow there
with the same question, he was there watching it too,
and he said, "The way you play is sort of on a
French style," see. And I said this is how I picked
it up, from Quebec Frenchman, from, ah, from Quebec
in Labrador City, see. . .

British Columbia too, has another tune they used
one night for a square dance there that was shown
there on television. Now that tune I picked up years
ago from people from Bonavista Bay, but I never even
thought it was. used for square dances too, you see.

There's tunes too that, there's lots of tunes in
Newfoundland, fiddle tunes are made up, you see, the
old-timers make these up, see, and these, these tunes
if they were recorded today, I'm sure they'd sell.

. . . There was, see, too there that, ah, one of
the Ryan's Fancy do there, played one of these Scot-
tish tunes, there, but it was played in a different
style. It was played different. You heard an
ordinary fellow, now playing it better than the or-
dinary Irish fellow himself. Some of them play a
Scottish tunes but not so good's the other fellow can,
you see. They are Irish and that's it. You can't
get it out of their blood, you see.

(story here of meeting a Scottish fiddler)

Like the "Rawlington Skipper" is Irish, you know. (plays)
See, that's Irish, see Mac, now see, you take note. It's
different altogether from a Newfoundland, Newfoundland
fiddle tunmes. It's a difference, see. . . . There's,
there's, I don't know whether it's a jig or a reel. I
don't. 1It's not a jig or it's not a reel, all I know's
it's Irish. "The Rawlington Skipper."

I suppose it has something to do with an Irish
fisherman. I guess this is where, I don't know who
wrote it or where it came from, but it is an Irish
tune, you see.
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Now I guess when me and Kelly played it together,
at the Good Entertainment show, well now, I guess when
he got talking about them, he said I was an Irish
fiddler, you see. But apparently I'm not, you see.
(plays another tune)

Now Mac, that's a tune I made up myself. I have to
put a title fast to that. I don't even know what
that is. I made it up there a couple of weeks ago,
see, but anyway it's going to be a Newfoundland tune,
anyway 'cause I don't know what it, I have to put a
title fast to it. I never heard it before 'til I made
it up. 23 =

:Il.l The description of the heritage as "old-time"

Frank's interpretation of his music and musical activity there
cialized vocabulary which holds for him connotations of identity

ture, in addition to the geographical/cultural names. Words like

," "traditional," "folk," "country," and/or "western" carry an

beyond their descriptive characteristics. The fiddle tume acts as
olic statement of a life style conjured by the adjectives; playing
ic, for Frank, is an affirmation of and a participation in a set
s associated with the life style.zl‘ This life style is essen-

an idealized conception of Newfoundland "as it was."

Frank: Used to the days when the sealing, when the
steamers be going off to the ice, they'd have all sorts
or parties, like this you see. Where'd they's be square
dances and fiddle tunes, and of course when the sealers
be ready to leave St. John's, of course there's a big
party that night. 'Course there was no trouble to go
into a house and see a big large number getting ready
to sail the next day to the seal hunt. 'Course there'd
be fiddle and button 'cordine and a little drop of booze,
or whatever you call it, in, alcoholic beverage. But
nobody got out of the way. They'd have a few drinks
and a big feed and the next morning they'd sail to the
seal fishery out to the ice. But always before they
II:Ielft there'd be a big party before they left, you

ow.

You get two old-time fiddlers there, 'cordinme.
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Then in St. John's and these old places, they'd
clear out the kitchen. Out came the stove maybe
if possible. If there was room emough for to get
a big crowd dancing on the floor. Then you'd be
another room maybe have a big feed of cabbage,
potatoes, pease pudding, salt beef, you know. Mom
would have old-time ginger bread and stuff cooked.
So this was a great day in the old timers. And
this is what they want, see.

So when they sailed to the ice the next day,
then too, there was ‘danger of a man being drowned
or a man being killed or the possibility of being
blown up. . 5

B (story here of The Viking disaster)

My father was a sealer apparently. He, he made
three trips to the ice and he, he, he had a, he made
a good wage, you know and, usually these days that,
you know, if you got a berth to the ice and you
were lucky enough you got a berth, well this meant
through cash to you, 'cause the fishery was the
only means of, ah, of ah, income to the Newfound-
land people, you see, 'cause there was no other thing.
No such thing as employment around on the land and
stuff, construction. There was none of this going
ahead. But if 'you were luck and you got a berth to
the ice, this meant through cash for you. You see.
This is the same for the cod fishery. I mean if
they do get codfish well, you, you, you receive a
great deal of money in this.

But years ago there was a different thing. As
we became a province of Canada, now we have greater
opportunities. . . . Now the old people don't have
to go to work anymore, due to the fact they draw the
old age pension. And there, we have our school kids
getting the best kind of education, probably the best
in Canada. Then if a fellow is unemployed through no
fault of his own, where he can draw unemployment
insurance. . . . Usually now it's higher jobs, higher
education and better opportunities. See, so our
people growing up now don't have to do what our
forefathers done. They, they don't have to do it.
Because due to the fact that when we entered Con-
federation it made it great for Newfoundland. And
I think Joey created Heaven here on earth. That's
my, my opinion of all of it. 25

To Frank, like most Newfoundlanders, the seal fishery is a
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essential Newfoundland occupation. Above Frank's bed is a

I‘;ph of the sealing ship The Florizel at the ice fields. Beside

:4 to hang an o0il painting he did of The Florizel leaving St.
harbour. Frank lists painting such pictures and making scale

s of the "old-time sealing vessels" as part of his work experience,26
ative repertoire includes detailed retelling of sealing stories
iling disasters--like the wreck of The Florizel--taken from oral
tion and popular publications.27

ank lives in a society which traditionally measured the worth of
by his employment and the ability to support his family in a
Iznvironment.za Frank has neither the strong physique or desire

y iry for employment in the traditional inshore cod or seal fishery.
f;“ has said, "That is no life for a man, for a boy of 13 to put

rubber boots and go to work in a dory."29

But through his nar-
about sealing, through his father's activity and through his own
g of the sealing vessels, Frank is able to support and participate

iis Newfoundland cultural experience.

wfoundland" cultural heritage. Fiddling and sealing have similar,
identical, symbolic roles, evocative of a similar set of emotions
jies . (It is interesting to note Frank's old fiddle hangs on the
ﬂn the place of one of his oil paintings of The Florizel.) Frank
le to use fiddle playing as a viable alternative, psychologically
as economically, to traditional forms of employment, like

and sealing, because of such a cognitive connection between the
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spite his concern for the old Newfoundland ways, Frank speaks

y of contemporary Newfoundland. He sees the raised standard of
and increased educational opportunities as positive results of
ration. He criticises the old economic system of the province,
ch fishermen were dependant on city merchants. He speaks of the
ts collectively as explo{ters, and of traditional fishing as
-breaking slavery.

An apparent contradiction exists between Frank's valuing of the

) d the new; it is partly through his use of conceptions and

logy like "old-time" that Frank is able to bridge the gap be-
the old and the new in his repertoire and performance.

The description old-time is used in studies of fiddle music, no
because of its ubiquitous popular use. Sam Bayard, writing on
tions in Pennsylvania in the 1940's, set the phrase in quotation
to distinguish it from an academic musicological :erm.31 George
T, studying three distinct fiddling traditions in Ontario in 1960
old-time used by his informants to describe all three.32 Even
"regular old-time music itself there seem to be regional dif-

35

s," he states. Neil Rosenberg, studying in the Canadian

imes in the 1970's wrote:

My research project entailed a year-long study of
the relationship between the commercial music
system known as "country" or "old-time" (most of
my informants used these terms interchangeably)
and the folk music traditions of the Maritimes. 34

interested in recorded American music employ old-time to refer to

Section of the 1920's and 1930's commercial country music roughly
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ent to Columbia recording company's 15000D series or Okeh's

1y music.35 Okeh Records itself often labled tunes as "old-time
‘n36 This designation includes the Anglo-American song and dance
pertoire and style of the rural American south and mid-west,
those areas closely associated with it through geography or

jon migrationm. 2 ‘

t if old-time's meaning is relative --chronologically, geographi-
and stylistically--from tradition to tradition, I suggest its use
e for the participant within the tradition because the term is
emotionally. What is called old-time in one tradition is not
as in another, but the criteria which make something old-time
to be consistent from tradition to tradition. Old-time customarily

for something from the generation before, what parents and

y d tsand their ies had and did. It may be

g which only mimics or is associated with these forms and

rather than the thing itself. Often it is necessary only for a
icant features of the form and style to be old-time-like to
entire thing or event called old-time.38 Certain aspects of
itage become abstracted and idealized; components of the folklore
S come to stand for the whole.39 Music, dialect and work ex-
Particularly are used as evocative of the entire cultural

ce.

T Frank, old-time stands for the products and possessions of the
generation, remembered from youth, which he considers typically
d material, unique to his heritage. Although much of his

tal repertoire is non-Newfoundland in source, it has become
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’ foundland entertainment in the way that Irish and British
of New!
des operate within the singing tradition, side by side with
composed songs. As Frank explains,

See, a fiddle and a violin, there's no

difference in them. If you want to be a

violinist, well you don't play jigs or

reels, you play this classical music,

whatever you prefer. That's a different

thing altogether. But now, if you, you

are going to playing, playing jigs and

reels, you are considered to be a fiddler,

an old-time fiddler, we'll say,'cause

this is the music that our forefathers

used when they were young. . . .

These old-time fiddle tunes are what the

Newfoundlanders, our forefathers, used to

play in the past. 40
Even if the material is not Newfoundland by source, it is played on
u ents which are traditional in Newfoundland--the fiddle and the
‘accordion--in a style developed and played by Newfoundlanders as
oundland music." Songs and music "from away" have become Newfound-
music through inheritance, the natural operation of tradition. Songs
ted through other media channels are also adapted, localized and
nted in a manner matching indigenous performance styling. Often
cal forms and styles nasult:.l‘1 Through use and adaptation, instru-
L music of Great Britain, Ireland, United States and Canada has be-
ewfoundland music; this music is used by Frank and called "old-
associated with the past--his heritage.
times it seems that, for Frank, the instrumentation is more im-—

than age or origin of the piece for its designation as old-time.

ordion points to Newfoundland dance music, particularly lancer
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, regardless of the actual origin of the melody; fiddles play
jigs and reels."

ank clearly distinguishes between old-time and other music, even
. Country music, for the most part is vocal music or song

Each geographical or cultural region has its own old-time
:‘nd style which may be p1ay‘cd and shared in other areas, although
‘ les remain distinct. To Framk, country music 1; an American

A:, not Newfoundland old-time and occasionally even distinguished
erican old-time.

ank has delevoped a way of thinking about and talking about his
mgh allows him to fulfill his purposes of pleasing an audience
ntaining his heritage. Words like old-time bridge the potential
mm his role of tradition bearer and professional musician.
fiddle music" stands as a symbol for old-time Newfoundland;
such music is an affirmation of and a participation in that life
As the life-history narratives are significant in Frank's self-
l:ial and identity as a musician, his conception of the music

orces this identity byplacing him as a player within the stream
time Newfoundland tradition.

reverse of this is also true, since for Frank the nature of the
y be provided by the performer's heritage. Frank's identity as
mdlander places his music within the scope of Newfoundland

M, whatever the ultimate source of the music.

the following chapter a more detailed description of Frank's
taxonomy and terminology is provided showing further distinctions

{ hin the musical types. The study shifts from the narrative



tion of Frank's performance to a concentration on the musical

rtoire and Frank's performance as a musician.

70
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CHAPTER FOUR
THE MEANING OF FRANK'S MUSIC,

SEEN IN ITS USE AND PERFORMANCE STYLE

ank Squires has heard and learned from the two musical traditions
have produced contemporary Newfoundland music: the older, relative-
le traditional songs and dance band music of European settlers;
newer, constantly changing mainland popular‘music styles, most
determined by broadcasting and recording industries in the United

As Herbert Halpert suggests:

Apparently singers in Newfoundland are doing what
Charles Seeger observed that Appalachian mountain
boys did when they heard songs and song-styles on
hillbilly recordings and radio. First they tried
to imitate this prestigious music; but eventually
they adapted the material creatively, developing
their own musical styles. One might say that
these artificially introduced styles ed
their own dynamics. 1

might argue over the phrase "artificially introduced,"” but it is
that during inter-cultural contact acculturation is a constant

. Musicians and performers consciously and unconsciously parti-
in it, even on an inter-personal level. It is a natural part of
ing process for those who have an opportunity to experience

ther than their cw-n.3 In Newfoundland much of the "new" material
Vative performance styles have been gleaned from popular media

Tather than in the face-to-face interaction situation considered
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the sphere of folklore study." This should not prevent the use of

such terms as "traditional" or "folk" when dealing with performers

1ike Frank who have been influenced by popular media sources. Frank
places himself and his musical efforts directly in the mainstream of
folk tradition, while maintaining clear distinction between that music

and popular music.

Mac: How come you bought a fiddle when you couldn't
play it?

Frank: I was interested in old-time fiddle tunes and
our people of Newfoundland, 'cause, 'cause Newfoundland
was well noted for the old days and the old men years
ago. This is all they used to use, you see. If it
wasn't the fiddle, it was accordine. I, so I became
interested in the fiddle because I thought a lot of
our old-timers years ago.

Now it's not like that today of course, because
we have these big rock string bands, and very rarely
you'll see a fiddle being played today on account of
the new bands have been taking over, so the people
go for this stuff.

But mind you, if you do get a couple of good old-
time fiddle players and go to a hall or some parish
place like that in Newfoundland, you'll get people
sit down and watch you and listen to you, see.

So the reason was, I fell in love with people. I
felt as though that I should do something for me
country and try to keep it alive in the old New-
foundland style. You see. I remember Premier
Smallwood, J.R. Smallwood said we mustn't lose our
Newfoundland heritage. So I feel as though by

| playing the fiddle, I feel as though I'm going to
| keep this alive. 5

Frank: Mostly I fell in love with American country
style music, western. This is what I fell in love
with mostly. But in order to keep Newfoundland
tradition on the move, I must the fiddle. . . . 6

Frank's musical performance style--his choice of instruments,

technical practices, idiom and repertoire material--includes traditional



79

land dance music played on the button accordion; a combination
fiddling styles from Newfoundland, Canada, Scotland and the United

, with which he plays dance music, show pieces and country and

rn songs; and 1950s popular hit parade country and western

, sung with a guitar in a high-pitched, tight-throated voice. The
g band Frank organized wi:h. several friends in the late-1950s

a concrete example of these musical ideas.
The band played with an amplification system and electric guitar,
too loud just so the people in the back of the hall could heu."7
members wore embroidered cowboy shirts on stage.8 The band played
music with button accordion, piano accordion, fiddle and drums for
Lancers and other Newfoundland square dances. Frank and another
member sang contemporary country and western songs with an acoustic
r, for slow dancing and waltzes between Lancer sets. The band's
ce consisted of older and younger people who demanded both

itional and modern music. As Frank explains, "You had to play what
people vanted."g

These musical materials and performance styles were not blended into
but in conception and practice remained separate entities--distinct,
categories with different functions and portions in the show/dance.
use of amplification did not alter the class of music, but was added
ch to give the band versatility and increase its professionalism.
features are still true for Frank's performances and the distinct
ions between Newfoundland and mainland music, between old-time and
try-western music are present in his conversations. In Frank's
ng, even the physical approach to the instrument differs from

1 type to musical type as he understands them. e
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1. Frank's use of Hank Williams' songs

The reason for the personal aesthetic, or taste, which singles

‘ ticular items among others for acquisition into a performance
toire may remain m‘ysterious. Frank's preference for the sound and
of Hank Williams' songs over Irish songs is not easily explained,
-d“mg the value Frank places on his musical Irish ancestry. How-
the purpose with which he sings these songs may be suggested from
of them. When Frank sings "They'll Never Take Her Love From
or "Never Again (Will I Knock on Your Door)," he is communicating
his wife Shirley.ll He often speaks asides directly to her while
, pointing out lyrics which are especially applicable to their
onship. At times Shirley sings along and usually laughs or

s at Frank's spoken commentary.

As Frank explains, the songs are about "a girl, . . . love, . . .
lwlues."12 Like many country songs, the lyrics deal with un-

ited love, lovers' quarrels, mistreated lovers or forbidden love.
is a humorous irony in Frank's communication to Shirley through
songs. The songs may have featured in their courtship, since all
rly pictures of Frank in Shirley's photo album show him perfor-
or with a guitar.

Why these particular songs and not others were used is a result of
availability in the popular music of the time, and their applica-
to the situation, as well as the Squires' personal taste. That
11 Never Take Her Love From Me," and "A Mansion On the Hill," are
ISt two songs Frank sings whenever he sings, is indicative of

gs' significance. This significance may have surpassed personal
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te as an active force in establishing the songs' place in the per-
ce repertoire.
D.K. Wilgus has demonstrated the presence of the value system of
cowboy myth" in hillbilly and western music.13 He points out that
k Williams was a bridge between the rural and urban music audiences,
he expressed the forces and fears operating in a rapidly changing
rican society. Something about the Hank Williams style of music
struck a responsive chord in Frank and his audience. As Aaron Latham
s written on the contemporary "urban cowboy" life style in Texas:

One way the Cowboy Code is transmitted to the new

urban cowboy is through country-and-western music.

How C the urban cowboy—} sees his world is shaped by

the songs he hears on the radio and the lyrics sung

by the band at Cthe bar J . Country music is the

city cowboy's Bible, his literature, his self-help

book, his culture. It tells him how to live and

what to expect. 14

Latham and Wilgus both discuss the communicative content of the

music--the lyrics--and illustrate the symbolic, referential function the
music may hold.15 It is important to note, as well, that the local
community entertainer may use the content and referent of the music as
his own message.

Frank Squires heard and "fell in love with American country style
music," especially Hank Williams. The words and music, the meaning and
the sound, appealed to his personal aesthetic. This music was also
Popular with an audience Frank needed to please in order to become a
Successful entertainer. These two motivations were complementary and the
Hank Williams' songs entered Frank's active repertoire. The songs remain
in his active repertoire as he uses them to convey a private message,

to his wife, through public performance.
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Frank's description of the music, according to its use

Because instrumental music does not have a denotational language
at from which to determine its "meaning," investigation must
to the words used by the musician to talk about his music. The
standing gained from the semantic distinction may be checked
nst non-verbal performance-practice distinctions. For example,

Frank differentiates by name, he uses differently in practice.

II.a Jigs and Reels

Frank speaks of "jigs and reels" often as a unit, referring to a

» of "old-time fiddle music." For much of our early conversations I
the terms "jigs" and "reels'" were interchangable when referring
es in general, in Frank's use. Frank once referred to "The
IR - mquite.a tecl L° fHe pave ‘such descriptionsiss:

I only played one reel there, and so apparently

I got fifty dollars. They gave me fifty dollars

for one jig. I was amazed really, you know. I

never thought a Newfoundlander could go to Nova

Scotia and get fifty bucks for playing one reel. 17

S, certain tunes were called reels and others jigs, despite or
rary to the presence of the designation jig or reel in the tune's
Occasionally "jigs and reels" was contrasted with "tunes" when
Ting to some music.

echnically jigs and reels are contrasted by their time signature,
ythmic structure: 6/8 or 9/8 for jigs and 2/4 or 4/4 for reels.

0 Frank wrote a 6/8 tune he called it "The Isabella St. John

" because, he said, it was the kind of tune like the old Newfound-
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Frank

19
reels-

not know whether it was a jig or a reel;

‘gared Mule," a 4/4 tune, as an "old Canadian jig."

‘tune.

20

1 was confused by these different uses of the words jigs and reels

associated them with certain technical aspects of the tumes

obviously used other criteria to judge between a jig, a reel
Eventually it became clear to me that Frank was speaking of

ces done to certain tunes, and the name was determined by the

Mac: You don't make up many reels do you?

Frank: Not a lot, no. I'm after making up quite a
few different tumes, but I wouldn't say you'd call
them reels. They're more of, of a jigs, I guess.

Mac: What's the difference between a jig and a reel?

Frank: A reel is better than a jig. A reel is better
than a jig. There is a great difference in the tume.
Like for instance, you take "The Rippling Water Jig,"
you'll fiQd that's a different tune from a reel, you
see.

(plays a 6/8 tune, using no shuffle-bow strokes, only
saw strokes) 21

Mac: But that seems to have the same sort of rhythm
like the one you made up for Isabella although you
call that a reel.

Frank: It may have the rhythm, but it's different,
you see.

Mac: I still don't understand. . . . like "Big John
McNeil," is that a reel or a jig?

Frank: Well Mac, I do not know. I guess you could
call it, it was used years ago as old-time square
dances, you see.
(plays "Big John McNeil)

There is a fast start. Ah, see, and fellows and
8irls are out changing up on the floor, see, changing

When playing another 6/8 tune, "Uncle Jim," Frank said

he refers to "The



partners. There's a fast, and if they turned this
into a reel, they are going to have to be on the
floor one hour steady dancing.

Mac: Oh, so in other words, a reel is a kind of a
dance?

Frank: Ya, it is.
Mac: And a jig is a different kind of a dance?
Frank: A jig is different altogether.

Mac: So it doesn't really have anything to do with
the tune itself?

Frank: No. See the two different tunes are different.
They are different altogether. . . .

CIn this way Frank is also saying "different" tumes
have distinct, recognizable melodies..)

. and then too, there is the step dance tumes,
where you get out on the floor and a fellow will step
dance to himself. Now that's a different type of tume
altogether. . . . (plays a tune)

Mac: Now, you call that neither a jig or a reel, but
(pause)

Frank: No. That's what you call a step dance tume.
We used to use, we used to use, the old man used to
step dance to this tune, "The 01d Man and The 0ld
Woman"  this is what we used to do it here in this
country. 22

Now I don't know if they used the same type of
tunes on the Canadian mainland or not. Now that I
don't know. But they use, I see a gentleman there
one night on television playing "Big John McNeil,"
and they turned it into a step dance. I seen a young
girl doing this on t.v., now I don't know if this is
correct or, or not. Or maybe the fiddler doesn't
know a step dance tune probably to play, but he
used "Big John McNeil" for a young lady doing a
step dance. . . .

But usually years, when I learned it from the old-
timers, it was always done, it was an old-time New-
foundland square dance. See. So that's all I can
tell you on that part of it. But I see this gentle-
man, he used "Big John McNeil" for this girl from some
pPart of Quebec somewhere. . . and she step danced to
this tune that he played. . . . I know it is differenmt
altogether from a reel or a jig. It is different tunmes,
You see, different types. 23

84
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alizing Frank's criteria for naming depends, in part, on the
done with the tumes, helps explain why the emphasis of his fiddling
. strong, punchy rhythm rather than melody. It suggests Frank's

ja for good and bad tunes is based not on the sound of the tune
whether or not the tune is easy to dance to.“ The proper

tion of Frank's playing can bnly be done when the music is under-
to be "dance music," intended to stimulate and satisfy movement
sive listening. Frank's deviation from standard tune models,

in structure and melody, was a secondary consideration for him,

ed to making music with a solid danceable rhythm. Now that he is
more with musicians who have different technical and aesthetic
rds, and playing in new performance contexts other than dances,
is becoming more aware of standard or "right and wrong" ways of
ing a tune. This process is part of Frank's learning experience

is detailed further in a following chapter.

II.b The "turn" of a tume

An important word in Frank's descriptions of music is "turn." The
has many meanings. The majority of fiddle tunes are two-part pieces.
St strain is designated [AJl; the second strain, usually chromati-
higher than the first, is designated [B] . Basically, the turn of
is the second part of the two-part reel or jig. At the change
 the [AD to the CB)-part in the tune, the square dancers change

S, Oor swing; the change in the music supplies the cue. Because

» instrumentalists have developed tricks in making the change to
ond part more prominent. Accordion players, for example, may

3ir into the bellows at the end of the CAJ-part, and begin the
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! yrt with an increased volume or surge with a quick closing of the
In this way, "turning a tunme" also has the connotation of how
ys the piece. To play the turn means both to play the second

: of the piece and also to do the proper technical movements in-

4 with playing the CBl-part properly. "To turn a tune" can

mean to play a tume. '

_ Qccasionally when Frank says a tunme has a "lot of turns" in it,
‘< mean there are certain tricky note patterns, or "turns;" also

d "putting in runs." When someone is said to "turn a tune"

rently than another player, this means putting in different notes
namentation, called turns--around the basic melody. Essentially it
one version sounds different than another. For a fiddler, turning
differently may involve using different notes, different
ntation, or different bow patterns and phrasing, all of which

the piece sound "different" or distinctive.

~ Words and labels provide clues to the speaker's conception of objects.
ctives may carry connotations and implications from other experiences.
ord turn implys a linear, movement, orientation in its use with
tunes. It may have first been used because dancers turned, or

at certain points in the tune. At the same time it indicates the
tanding of a change of direction, or part, in the tume itself.
knows there are two parts to each dance tune, except, for him,

S, since he used song melodies for these slow dances. At the same
h! does not play the tunes in regularly repeated patterns, as they
be needed for a dance. Fiddle tumes with C A7 and (B])-parts are

Tily played CAA)(BE][AAl(BB], and so on. Frank's renditions are
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comparatively erratic; at times he may play one part once, twice,
three times or more before changing. He often ends unexpectedly, without
completing the full two-part cycle.

Perhaps Frank never played with musicians who forced him to learn
the pattern of regular repeats. More likely the style of dancing was
changing while Frank was learning to play. Set and square dancing has
lost its prominence and has been replaced by single step dancing, or
step dancing in couples, without the accompanying figures.25 When the
figures were not done, the two parts of the tune had no meaning for the

dance, and their regular repetition was not necessary.

III. Frank's terminology and taxonomy for instrumental music

To continue demonstrating Frank's terminology and taxonomic
structure for instrumental music, some definitions must be established
for clarity in the discussion. These definitions follow Charles Frake's
method for the ethnography of cognitive systems.26

A terminologically distinguished array of objects is called a
segregate; a group of contrasted segregates forms a contrast set.27

For example, in Frank's use, "dance tunes" is a segregate identifying
forms of music, which contrast with other segregate sets such as "songs"
and "American country style" music, although in practice all three musical
segregates may be danced to. Segregates are formed and are contrasted
by certain features of the objects significant for the person who names
them. Songs are songs even when danced to, for Framnk, because he knows

them to be "worded," while dance tunes are instrumental music.

Some segregates include a wider range of objects than others and
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Irish
songs tunes
|
tunes tin whistle accordion
unes dance tunes slow airs songs

waltzes

rock and roll

—

tunes

folk western tumes
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,ubparcitioned by contrast sets. For example, the segregate "dance

tunes" contains the contrast sets "reels," "step dance tunes," tunes

d for the lancers, and "waltzes." 'Square dance tunes" is a

 use
segregate within, or sub-group of, '"dance tunes;" it includes the
segregates "reels" and tunes used for the Lancers but excludes the
segregate "waltzes' because walt‘zes are not square dances in Frank's
musical system.
It is necessary to determine the relationships of inclusion and
exclusion which organize the various contrast sets. Segregates in
different contrast sets may be related by inclusion in a hierarchical
ordering of categories; each contrast set is a more exclusive sub-
grouping within a larger, more inclusive segregate. A system of contrast
sets so related is a taxonomy.

This definition does not require a taxonomy to have

a unique beginner, i.e., a segregate which includes

all other segregates in the system. It requires only

that the segregates at the most inclusive level form

a demonstrable contrast set. 28
Frank uses two classification criteria which combine to provide for
a tune-type segregate. He uses classification by Nature, provided by
the known or assumed heritage of the tune or some technical property,
like instrumentation, of the tune, (see chart one). For example, songs
contrast with tunes because songs are known to be worded, and remain
songs even if the words are not used in performance. Frank also has a
definitional distinction by Use, (see chart two). For example, dance
tunes have different uses--the names of the tune types are determined by

the dances done to them: jigs, reels, step dance tunes, square dance
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NOTES TO CHART ONE:

Classification by Nature

lA known composer may provide the opportunity for the creation of
et, such as a Don Messer fiddle tume or a Hank Williams country/
/cowboy song.

2A song is known to be "worded" and remains a song even when the

are not used in performance.

3Px'.‘luk may say "old-time folksong," but does not say "old-time folk
An old-time tune may have a known author. A folksong or folk
‘does not have a known author.

“Hestem songs may at times be described as American folksongs.
r, in Frank's use, not all American folksongs are western songs.

The bracketed section and terms are implied in the conversatioms,

t specified. Newfoundland folk tunes are once contrasted, within
segregate set, with reels and jigs, implying that some folk tunmes
used for dance music.
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CHART TWO: CLASSIFICATION BY USE

unes dance tunes song:
2 3 4
jigs’ tunes square dance step dance waltzes
tunes tunes
square dm'me5 The Lancers reels
tunes
The uhrsdor6

Reel

.l’runas meant for listening are contrasted with dance tunes and songs,
ve no special name other than "tunes."

annk has both said that jigs are not dance tunes and are meant for
g, and said that jigs are a type of dance which gives its name to

380::9. dance tunes are contrasted with square dance tunes, and are
called "tunes." This is a contrast set of tunes for which Framk
not know the dances done. The segregate called "tunes" may exist
Ty level of t as an y y to f£ill
in knowledge.

4,
Songs may be used as waltzes but remain songs even if the words are
8.

'sl'tmk has both called The Lancers a kind of square dance and has

ted Lancers with "an old-time Newfoundland square dance." He has
done this with square dances and reels, but more commonly contrasts
and jigs and square dances.

6,
The Labrador Reel may simply be a specialized kind of reel and not
arate category.
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s. In this way, a slow song may be used as a waltz and may, at

, be called by either name.

It can be argued, from Frank's conversatioms, that the particular

, of a tune is determined by something about the tune's technical

re. As he explains, "they are different types of tumes," 'the
different tunes are different,‘ they are different altogether." How-
, the tunes appear to be more "different" in the dances done to them
in their nature, since a "square dance tune" may be "turned into
eel" if the dancers care to be on the floor long enough to dance
hour-long reel sel’..z9
With these criteria of nature and use, a particular tune may be

ed to as an "'0ld-time Newfoundland reel." The old-time
Newfoundland aspects of the definitional label are provided by the
's nature and heritage; it is a reel by use.

Frank's initial segregate categories are "old-time" and non-old-

I can find no word in our conversations which he uses to mean
1ld-time" because it is a cognitive more than a linguistic

ction. Old-time is something "our forefathers" had or did;ao
old-time is "different."

Each cultural/geographical region may have both old-time and non-
music. Unless Frank is specifically speaking of another
al/geographical region, when he uses old-time he is probably

& of Newfoundland music. Within each cultural/geographical old-
' Segregate are various other contrast sets, beginning most commonly
the contrast sets of songs and tunes played on fiddle, accordion

T "old-time" instruments like a tin whistle, flute or pipes—-

1y not the guitar. Tunes meant for listening and not dancing are
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trast set to the segregate dance tunes, but are only called

s." "Dance tunes" also contains a segregate set called simply

," which contrasts with the segregates "reels, step dance

s
," and so on--that is, it is a dance tune but Frank does not know

t kind of dance is done to the tune.

There is, to me, a certain Qmunt of ambiguity in Frank's use of the
"jigs." He has said that "jigs are not dance tumes," and that he
jigs at dances between the sets of Lancers, playing jigs for people
listen to while they rested and waited for another dance,al At other
he clearly contrasts jigs and reels, on the same segregate level
contrast within the category of dance tunes. A similar problem
arisen when discussing the Lancers, a form of Newfoundland quadrille.
has spoken of doing "the old-time Newfoundland square dances, the
rs," and also talked of square dances which were not Lancers,

g of "square dances and Lancers." His interest in, and description
reels contrasts that dance, and the tunes used for that dance, with
square dances and the Lancers. The following two conversations are
. uncommon in their strict, but ambiguous, definitions.

C After playing a set of fiddle tunes and being asked

for the name

Frank: One of them is the Newfoundland's own "Rawling-

ton Skipper" and the other one is "The St. Amne's Reel."

It's quite noted here in Newfoundland for the old-time

square dances. The first onme I played I don't, I'm

just not quite sure what it is but it is a Newfoundland
tune.

There are some Newfoundland tunes and old reels I
play, but some of the names I do know what they are, but
most of them I don't know. This the old-timers could tell
me what these old-time tunes are, you see.
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But mostly "St. Anne's Reel" now, and "The
Rawlington Skipper," they are also played in
Canadian and mainland tunes, too; the same "St.
Anne's Reel" is quite a favorite, mostly on t.v.
and in the old-time Newfoundland square dances.
This is where they used the tune at, see.

Who wrote "St. Anne's Reel" I don't know, but
it is a good tume. And "The Rawlington Skipper"
is noted here in Newfoundland, usually used in
square dances. I do believe it is a Newfoundland
tune. This "The Rawlington Skipper," now. Most
of the old-timers themselves used this quite often.
And you get two old-time fiddle players they'd
play this tune together and they would do the
Newfoundland square dances. This is what they
used to dance to.

It takes an hour to dance a reel. This old-
time reel. "The Dusty Miller's Reel" is another
one is called the "Big John McNeil." This is the
early days where they used to use this one too for
a Newfoundland square dance.

Like I said, it takes an hour to dance a reel,
and there's sixteen sets in a reel. That's a
Newfoundland reel. Now there's sixteen sets in
this part and it takes a whole hour to dance this
and this would comsist of two old-time fiddlers.
This was in the past now. 32

[ Talking about kinds of musicl
Mac: Then, a lot of Newfoundland waltzes are songs

Frank: Ya, they are, they are songs but you can use
them as a waltz, you see. If the person is singing
this song, you can get, um, what he's singing, what
the 'cordine plays, see is a song, but you can use it
as a waltz and the old-timers will get up on the floor
and waltz to it. 33

In any segregate, tunes and songs with a known author may be pro-
with their own segregate category--for example a "Don Messer tune"
"Hank Williams song." This, however, does not change the basic

of the category just adds a further refinement within the con-

set.
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7o divide Frank's categories of American music is more an analytical

ce than one which is 'y in conve on He has many dif-
¢t terns to refer to American music. It is obviously not "jigs

reels," but whether, in practice, "American folk songs," '"western

," "American early folk western tunes," "American type country

"o "

," "American country style music," "western," and "cowboy" music
contrast sets is questionable. The music is different from

can old-time fiddle tunes," and during conversations it appears
does not think that all American folk songs and tunes are country
. However, Frank's interest in American music is limited mainly to
e of music and that specifically to one artist. He may not have
osure to enough variety of American music to develop a strict
with completely exclusive categories.

b

fusion arising from the multiple use of the word "tunes,
the inclusive/exclusive nature of terms such as dance tune, square
tune and reels, arises only in the abstraction of the taxonomy out
conversational context--in which the taxonomy operates naturally--
an analytic chart for exposition--where the taxonomy is forbidden
xibility allowed in practice. In spoken language it is not
for the same linguistic form to designate segregates at different
of contrast within the same system.al‘ The terminology must be
d with a parallel taxonomy in the way the named items are used.
Frank's playing technique, which differs between musical types in
sification, and the differing uses he makes of the various types
ic he classifies, offer further refinements to the abstracted

« What is obvious, and important, is that the unique conception
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holds of the music and his personal aesthetic, or taste, are well
tined on practical as well as terminological levels.

Mac: What's the difference between a Scottish tume
and an Irish tune?

Frank: The Scottish tune is a better tume. The
Scottish tume is better.

Mac: But what makes it better?

Frank: It's a different altogether, you heard an
Irish tune and Scottish, is different. It's a
different tune, you see. The Scots seems to be a
better tunme than the Irish tume is. Although some
Irish tunes are good, but I prefer the Scots tune
the best.

Mac: You mean they sound better, is that what you
mean?

Frank: They sound better, ya, they sound better.
(pause)

Mac: More notes or less notes or what?

Frank: I'd say there is more notes. There is more

notes and their bowing is different. The bowing is

quite a bit different in, there is more bowing and

more notes in the Scottish tunes than in the ordinary

Irish tumes. 35

~ What is especially significant in Frank's use of the terminology is

lat it indicates there is, for him, a marked distinction between country

ic and old-time music, and between musics which come from different

tural/geographical heritages. These distinctions are paralleled in his
system, in his separation of the music styles and products in per-
ce, and his technical manipulation of the instruments he plays.

As an alternative to the analytical structure indicated in Chart

s "Classification by Nature," it could be suggested that Frank's
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tjal contrast sets are the cultural/geographical regions from which
e music comes. Within these segregates, then, the music would divide
.0 segregates of old-time and non-old-time within each cultural/geo-
ohical category. This would produce a different diagramme, however

, segregate sets would still operate on the same levels of inclusion/
clusion and contrast within the separate branches. Such an analytic
ucture was not used because of the presence of the segregate "rock"
‘Mrock and roll." This type of music, which belongs primarily to

g people, not the "old-timers," is a form of non-old-time music

ch is not geographically bound. 28 Frank does not consider the age
rence of the players and audience a cultural distinction on the

at which he distinguishes between American, Scottish, Irish and
foundland things. Also, old-time music from various areas may be

red and used by members of various heritage groups-—-while not playing
"perfect." This indicates that the character of the music's old-
meyness is preemptive to the geographical/cultural distinctions. Frank
‘adopted "the Canadian polka" and "The Rippling Water Jig," and uses

. side-by-side with his Newfoundland music. He knows that "St.

e's Reel" and "Big John McNeil" are not indigenous Newfoundland tunes,
that "The Rawlington Skipper" is a Newfoundland tune from Ireland and
o Played in "Canadian and mainland square dances." It is the tunes'
‘time character which allows Frank to use the fiddle to "keep New-
‘hnd tradition alive."

Frank has a personal way of classifying his music; he also has an
lividual way of playing it. Understanding his classification and use

music provides insights into the meaning of the music, for Frank,
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does not explain why Frank plays the way he does. The life-
has indicated several factors of time and place which were
tial in Frank's choice of musical repertoire items. The voca-

and taxonomy indicate how Frank thinks about the music. In the

chapter learning practices are di d, to for

'g performance practices and the manner in which he developed his

's role.
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CHAPTER FIVE
HOW LEARNING PRACTICES HAVE INFLUENCED

FRANK'S PERFORMANCE PRACTICES

Previous chapters of this thesis suggest several reasons why Frank
l“ugs plays the music he does, by examining how Frank talks and thinks
ut that music. The linking of "old-time music" with his cultural
tage, and a desire to preserve this heritage led Frank to start

ying the fiddle. In an attempt to support himself he became a semi-
fessional dance band musician who played both older and modern music
response to his own aesthetic and audience demands. An equation of
dling with traditional employment--in that both keep "old-time"

e style alive--allowed Frank to balance his two self-defined roles of
tion bearer and professional musician. His choice of repertoire
terial came from a wide range of sources; the material is categorized
used according to Frank's understanding of the music and his purposes
performance.

This chapter suggests why Frank plays the way he does. Learning
tices which have influenced Frank's repertoire and performance

tices are discussed. Particular attention is paid to the performer's
for proper audience response with which to judge his music.

Frank Squires is an idiosyncratic fiddler in several ways; his tune
itions do not always match standard varients in their structure or
dic contours. In contrast, his accordion playing does not differ

tly from regional norms; his song repertoire and performance closely
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roximate standard models of country-western styling. Whether Frank's
ormances are idiosyncratic or standard, his renditions are consistent
ughout the examples taped over the past two years. Now his music is

1y changing in response to influences discussed in this chapter.

1. Frank's methods of "picking up" music

For Frank, tunes have identity, with separate natures and uses. In
story he tells of the fiddler who received a tune from the fairies,
tune "passed along beside" the man——Frank has specified about 20

t away. The man "picked it up," and used the tume to make his

tune .

Frank: . . . there was people came from every-
where to hear him, but my Jesus, they couldn't
pick it up. . . . but there's tunes they said
fairy tunes, or what, reels or whatever or
whatever kind of reels they plays, they plays
lots of different tunes, that's not even, you
know, we haven't got it in books even. 1

tever it is about the tune that makes it "different" from others, it
the player's brain that has to do with picking up, or learning,
ording to Frank. There are some tunes a man can't pick up "no

ter what kind of a brain you got," but when it comes to learning,

's the brain, is all it is," he explains; and desire, for "if you

your mind to it, you can do ic."z

Frank: The fellow that writes Cthe tune], now
he's, he's, if he sits down and writes the tume,
by accordine music, he is going to do it accurate.
But the fellow who's playing it, there may be a
couple of notes or maybe one note that he would
miss, you see. But not knowing that, he, he him-
self, see. He only just got the tume just by
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listeming to it. But there is a possibility that
he cownld make a mistake . . . even if he was,
could read music. 3

I.a The role of print in learning

The refererce to books, of fiddlers coming to hear the fairy tune,
and to the writfng of accordion tunes, illustrate how Frank distinguishes
petween the two means of tune transmission: oral tradition and print
media. He appears to favour print media for accuracy. Just as he
studied the Hanlk Williams' books to get the songs and chords correctly,
an instrumentalzist is more likely to get a tune accurately from print,
while one who jwust picks it up byv listening may make mistakes. But

Frank has never learned to read music.

Mac: Can you read notes Frank, can you read music?

Frank : No I can't read music, but if a guitar, I
can feollow the notes, 'cause it's already there,
drew «out on the book for you, there. The chords
are t’here with the piano music and it's there by
the f£iddle too, but I doesn't know it, see.

But the chords in the country song books, I can
play that, by whatever chords, notes, is there, I
can do it, 'cause I had to use the books to sing on
radio and in some stage shows. There are so many songs
1 knosw, western, country songs, that I had to take
the brooks to follow, see. And I has no trouble to
follosw them them, see.

UWisually if I go at a stage show now, I'm going to
bring a country book with me, I, so I has the words
in front of me and the chords so I can make no mis-
take . But usually most of the time I has them off,
like poetry. You know it off by heart. All down
throwgh the years I've studies this, so when you sing
these songs you can't forget the words. 4

Shirley keeps These song books, preserved in plastic wrap, with her photos
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of movie stars and country artists she and Frank have seen in concert.
It is important to note here, Frank is responding to critical
standards of his audience, as well as his own. The audience was
familiar with the words and melodies of the country songs. In order to
please listeners Frank had to know and sing the songs correctly according
to the audiences' standards. The audience was well informed of the
"proper" rendition from radio, juke boxes and records; Frank relied on
printed sources rather than his memory.
Alan Merriam suggests that music learning

must be a continuing process since the response of

the listener to music sound determines, ultimately,

the form which that sound must take. If the product

is rejected, the musician must "re-learn " his

music, in order to satisfy his audience. . . .

It is through the learning process that the relation-

ship between product and concept is established via

the response of the musician to the criticism of his

performance by his listeners. 5
Ballet books and other printed or manuscript source material, broadsides
and newspaper columms, are common tools of the performer and fan for
learning and keeping songs.6 Several studies have been done on such
books and learning practices, but I know of none which correlated the
reliance on printed material by a singer with the knowledge of the
audience and its familiarity with the songs.7 Musically literate
fiddlers, however, appear to be common particularly within those tradi-
tions which stress accurate renditions and replications of tume perfor-
mances rather than variation. Cape Breton and Scottish fiddling tradi-
tions are examples of such a t:zlse.8 In Cape Breton, where massed-

fiddles rallies and fiddlers' associations are organized so many
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jcians play together, festival organizers and associations print and
cribute copes of tunes, so that every fiddler will know and play
Mgame'' rendition. Such a demand for accurate renditions is part of
Newfoundland folksong tradition aesthetic, however insufficient

rk has been done on Newfoundland instrumental music traditions to

gest whether the same aesthetic standards hnld.9

I.b Learning from another person

Frank also learned by listening to records, radio and television. He
sts that if it is a Newfoundland tune, he can "pick it up." But
r the most part, Frank did his learning in a face-to-face situation.
learn to play the accordion he and his teacher had two identical
truments and whatever the older man did, Frank mimicked. An American
fiddler in Argentia taught him shuffle-bow patterns, the opening and
sing scratch-bow country fiddle tags and how to play the slow
try songs; Harvey Mowland taught him "St. Anne's Reel." Frank
1ls such interaction is the passing on of a traditionm.

Frank: Most of it I learned this from Newfoundland

people, the old-timers. I picked most of it up

from them, you see, clear of the one that I made

up myself. . . . But most of it I picked up from

the old-timers, usually from Bonavista Bay. I

picked it up from them.

From where they learned it, I guess from their

fathers, their fathers. Money was scarce then and

they used to make their own fiddles, used to make

their own fiddles and they would teach the sons

how to play. 10

When Frank speaks of learning tunes, he usually mentions a visual as

11 as auditory contact. He learned "Listen to The Mocking Bird," from
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ing Ned Landry in concert; "The Rippling Water Jig," he learned

om seeing Don Messer on television when the camera was brought close
Messer's hands.n As he explains, "I heard [fiddlers] on radio first,
know, but I never know, I had no idea how all this was done until I

a person playing it."lz

I.c Learning significant details

Despite his enjoyment of Scottish music, Frank says he camnot play

t because the tunes are too difficult. Burt Feintuch's dissertation

on a New York fiddler, explains that his informant could not learn

dern music" by ear like he learned his fiddle music,

because modern tunes were outside the parameters

of the emic musical system he participated in as

a fiddler and were therefore difficult or impos-

sible for him to learn by ear. 13

[ think there is a similar reason for Frank's inability to assimilate
Scottish music into his repertoire. The elements upon which Scottish
fiddle music is built are sufficiently different in structure and tech-
lique from Newfoundland music to be so foreign to Frank that he cannot
wlicate them, except for the most basic, significant features of the

‘ ic which, in some ways, match certain features of his own playing.
During a fiddle workshop at the 1978 St. John's Folk Festival, Frank
ed a song melody on fiddle, "The Little Ball of Yarn," in what he

0ld me later was "Cape Breton style," starting slowly and speeding \.\'p.]'4
has heard on television, Cape Breton fiddlers who customarily

Play medleys of tunes. One common medley set is a lament and two strath-

YS; another set is a slow strathspey then faster strathspeys or
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o1s. These are separate tumes, played at different tempi, slow then
fast. Wnen Frank played "The Little Ball of Yarn," he began playing
h melody note with a single stroke of the bow, or using a slow
“ffle—stroke to play two notes. The speed was slightly slower than

s normal reel-playing speed. After playing the tume twice, he in-
eased the speed of his bowing arm, playing a double-time shuffle-bow
y:hm, but he did not increase the speed at which he fingered the

lody notes. The melody continued to fall on the strong beats of the
rhythm. He played twice as many notes; his bow arm moved twice as
t, but he did not increase the tempo of the tume.

During a session together, 30 January 1979, Frank and I listened to
cords of Cape Breton fiddlers and I pointed out specialized bow
vements like triplets and the characteristic bow cuts--the inverted
tten rhythm of the Scot's Snap,d‘.l‘ . When Frank later played his
ttle Ball of Yarn," there was a pronounced attempt to.imply the snap

hythm and bow cuts missing from his earlier recorded version.

II. Changing performance practices because of new learning

experiences

His attempt to play Scottish music is one of several examples of
attempting to change his usual performance practices in response to
" expanding musical contacts. During a session with a fellow fiddler
I, Frank said all of his previously recorded versions of "Big John
eil" had been wrong.lj The mistake had been pointed out to him by a
ing fiddler at a festival, he explained. When I first met Frank, he

yed the first, low or [A}-part of "Big John McNeil" in the Key of D;
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_ second, high or UB]-part in the Key of A. (Frank now plays the LA~
art in the Key of G, a change I attribute to my influence.) The
hrases of Frank's CAl-part of "Big John McNeil" are collapsed and re-
etitious; his shuffle-bow motion dominates the melody, forcing it
st of regular sequence. His high, (B}-part is closer to the standard
odel than the lower [Al-part. However, Frank explained it was the [E]-
art he had wrong. When he played the tune for us that afternoon, there
s no noticeable change from the previously recorded versions. That
fternoon we played "Big John McNeil" with Frank at least 30 times
through. We adapted to his key changes, using the Key of G and the Key
A--most fiddlers play the entire tune in the Key of A--but we did
change the melody structure like Frank does so there were conflicts
n melody and timing as we played. Frank continued to play the tune the
ay he always did.

later Frank played us his version of "The 0ld Man and The 01d
" He said he had played this tune at the Good Entertainment IL
festival with Emile Benoit, a french fiddle Frank admires from Black
Duck Brook, on the Port au Port Peninsula of Newfoundland's west coast.
Benoit is a well-known fiddler in Newfoundland and has appeared on natio-
broadcast television programmes originating from St. John's. Frank
d his own version of the tune differed from Emile's but that "when
ying with a fiddler like Emile you have to play it his way." Frank
demonstrated the two versions and there was a notable difference in
elody, although the rhythmic structure was very similar.(See photograph
)

‘Frank then played us a tune he learned from Rufus Guinchard, during
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the same festival. Rufus is a popular fiddler from Hawke's Bay, New-
faundland, who has recorded and appeared on television.16 He is a
fiddler with a distinct personal style: holding his fiddle to the right
of his chin, Rufus grips his bow in the middle of the stick and accents
his tunes with short, strong, up-bows. When Frank played Rufus' tunme,
the phrasing was more choppy and the accents were more pronounced than
normally found in Frank's fiddling. Frank explained he learned the
tune by playing for one hour with Rufus at a festival dance session.
Conflicts between his tune versions and other fiddlers' do not often

‘bother Frank, who maintains:

No matter who he is you can always learn something

from another fiddler; every fiddler is different,

they are all different. One is always better than

the other one, and regardless of where you go there

is always someone better than him. . . . Another

fellow can put in more notes on the fiddle and it

sounds better. 17

It is difficult to determine what, for Frank, constitutes "playing

t different" and "playing it wrong." Frank distinguishes between two
es, "The Rippling Water Jig" and one he calls simply "a Canadian
lka." To my ear the two tunes are almost identical, except for the use
a pronounced trill in one melodic passage of "The Rippling Water Jig"
ich is not used for the same passage in the unnamed tune.ls How—
T, when we play '"Smash the Window" Frank leaves out the entire
cond phrase of the [B)}-part, without making up the time at the end of

Phrase, while I include the part he o\'nit:s.l9

This puts our renditions
of synchronization in melody and timing. To Frank, who realized we
Ot play the tune together and stops fiddling when we try, this makes

T Versions "different," but what we play remains the same tune.
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When Frank played and practised alone, concern with similarity in
pitch and key to other instruments, or between his tune renditions and
other musicians', was not necessary. Frank has explained that for a
fiddle to play with other instruments like an accordion or guitar in a
band, it must be tuned up. But at times, in key and rendition
differences among Frank and other ensemble players have caused con-
fusion.zo

Frank does have a sense of music. He can identify tunes that he
knows when other fiddlers play them, and can usually accurately identify
various fiddle styles, even if he has not heard the particular tune
played 'nefmre.21 He is able to comment on bowing style and melodic
structure of the tunes he hears. When he accompanies fiddlers with a
guitar he is able to follow and chord properly to tunes he has not
likely heard before. Yet his own fiddling, the music he favours and
cares for most, is in many instances idiosyncratic enough, far enough
away from standard tune models, to be considered mixed up or "wrong" if
it were to be judged simply on technical criteria. It is not that Framk
does not know the tunes and makes mistakes in his renditions; he has
performed consistent renditions of the tunes whenever I've recorded him.

An answer to why Frank plays the way he does is suggested by the fact
that now, with increasing contact with other fiddlers and musicians,
Frank's music is changing. His instruments are now being kept up to
concert pitch, when before they were usually two to four tones below
concert. Several of his commonly played tune renditions are being
smoothed out; although shifting phrase-elements are still frequent the

2

versions are becoming regularized.z He is beginning to play regularized
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eat patterns in his two-part tunes, a feature absent from his music
23

P

when we first met.

III. The role of a reference group in the learning experience

Both Alan Merriam, discussing music, and Ward Goodenough, discussing
guage, consider some form of "feed-back" process vital to any form of
1:ural leaming.zl‘ Music and language are culturally coded sound

stems. In order to communicate meaningfully a musician or speaker

st produce sounds which are recognized as meaningful by the listeners

jho judge the sounds acceptable/unacceptable within the appropriate

es. A child experiments and at random produces vocal sounds; occa-
jionally the child receives reinforcement in the form of positive res-
onse to some of those sounds and is encouraged to produce the sounds

jain. Slowly a repertoire of sounds is gained and becomes speech. Music
rning is similar. Both Merriam and Blacking cite examples of child-
hood imitation of adult music-making being an important stage in the
quisition of musical .ability.25 By judging from the performance of

ir elders, children learn what is an appropriate, or socially accepta-
» "musical" sound, and may begin to order these sounds into a musical
ystem. Each is then free to develop their own repertoire and performance
tyle within the system.

Goodenough points out that each person's speech behaviour is actually
n "idiolecr_," a private and unique code system close enough to the sur—
founding ideolects of his community members for mutual intelligibility.

There is something to be learned, a set of standards
for speaking. . . . By using the others as his guide
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the individual learner may someday manage to
discover what those standards are. . . . We
know that the individual learner plays an
active role in learning ; the standards he
arrives at for speaking and interpreting the
speech of others being his own creation.

What the learnmer comes up with in the end is

a feel for a set of patterns, and, at the same
time, a feel for principles by which to select
among the patterns to construct actual utteran-
ces. He has developed these principles out

of his experience of the behaviour of others. 26

1f there is no appropriate reference group upon whom the speaker or
ician can depend to judge his attempts at mimicking the coded sound
stem, to correct or help explain the principles and patterns he sees
the system, there is not sufficient feedback for him to properly

pe and modify his ideolect. At times this results in unintelligible
tterances. In the case of a musician, his musical products may sound
ghly idiosyncratic when compared to others which more closely conform

the common musical-language pool.

III.a Frank's response to his audience as a reference group

Frank's audience is his reference group for learning feed-back. He
aware of this when he learned the Hank Williams music. He had to
form to the audience's demands for proficiency in a particular per-
‘,Omance repertoire and style. The audience is not as knowledgeable

out fiddle music as it is of the song repertoire; its standards are
DOt so refined in its appreciation of fiddle music as of singing. The
ience's response to the fiddle is on a symbolic rather than a

‘ chnical level--the sound of the fiddle is enough to classify a musical

le and evoke a like/dislike response.27 The audience's primary
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purpose is to enjoy the social aspects of a music-making event, which
in Frank's case was usually a house party or dance. For a successful
dance, the music must be heard and supply a strong rhythmic pulse;
melody is secondary; a good fiddler is one who can play all night.

The audience is aware of and responds to the musical form in terms
of the music's social meaning and function, discriminating only on
significant features which affect it: such as a fiddler who provides an
unstable rhythm for dancing, is far out of tune with accompanying
4instruments, or who plays music inappropriate for that particular
ocial concext.28 The audience's discrimination between tunes or between
rsions of the same melody is not fine. This allows Frank, a fiddler
o0 does not read music, to vary from standard melodic models of tunes
re than he can from the words and melodies of well-known songs, and
till be a successful dance musician.

It was demands from this audience which Frank matched, and he re-
eived sufficient positive reinforcement for his performance to continue
ing what he was doing. Now after association with me and other
iddlers Frank is learning more about the technical demands of the
ic and is attempting to match them. As Goodenough explains:

Because each individual creates his own version of
what he understands the language of his fellows to
be, the degree to which his version approximates
their individual versions must depend aside from
his own apptitude for learning, on the opportunities
he has for discovering significant differences in
his fellows' speech. The more he and they talk to-
gether and the wider the range of situation and of
subject matters covered, the greater the opportu-

nities to discover these differences and adjust
speech to reduce the variance. 29
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puring 2 class presentation with Folklore students at the university,
Frank was asked if he ever tape recorded himself and listened to his
own music.30 This is a technique well known among contest fiddlers
who wish to polish their technique and rendititms?l After the session,
during a telephone conversation, Frank told me he is going to try this
tape recorder experiment, '"to see where I make mistakes." He has asked
me for tapes of several of my Cape Breton fiddle music records to see
if he can "pick up anything" from them. With the tape recorder tech-

nique and these new musical influences, I look forward to more changes

happening in Frank's musical repertoire and performance style.

III.b The reinforcement of the festival audience

Frank is adapting and using performance styles and a repertoire
learned both through the tradition-oriented contexts of house parties
and dances and the popular media entertainment contexts of radio and

~ television. He is now beginning to use these musical styles and items
in a new context: the folk music festival. The phenomenon of the
festival and festival behaviour--of performers and audience--demands an
entire investigation and thesis of its own.32 Festival behaviour is
complex, and its purpose and meaning cannot be observed with any degree
of objectivity, according to R.J. Smith. Smith writes:
Festival behaviour is meaningful . . . acquiring
its meaning . . . through tradition Cthat is,
through repetition in certain contextsd. Further-
more, the behaviour is symbolic. . . . The sig-
nificance of festival behaviour must be looked

for in the response of those toward whom it is
directed, in the meaning they assign to it. 33
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gmith suggests that festival behaviour has neither a strictly cognitive
or strictly affective meaning, but a combination of the two. In other
yords, the audience not only "knows" or "recognizes" what is happening
on stage or between themselves and the performers, but the material per-
formed at a festival, and the festival situation itself, have an
‘..or.iornal association and meaning for the aufli.em:e.3A Especially under
the influence of a revitalization movement, festival behaviour has
symbolic meaning, and is evocative of a complex set of social, political
‘,md private emotional respmes.3s

The symbolic meaning of fiddle playing for Frank--in his equation
f "old-time" and Newfoundland tradition--commmicates through his per-
formances to a festival audience. The festival, which displays selected
aspects of regional or cultural heritage, provides an opportunity for
ddentification with the heritage as a member of the regional or cultural
group, through an appreciation of the festival content and participation
in the festival activities. It is at a festival that Frank shares with
s audience a concern for old-time Newfoundland music and entertainments
d the associated life style these things symbolize.

In the final analysis Frank plays what he does the way he does because
a set of beliefs about what the music is and what playing music means.
The technical properties of the music and the performance practices are
Vehicles for his personal expression of an understanding of folklore forms
d processes. As a performing musician he has had to shape and adjust

8 personal, private expression, in response to its public reception.
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CHAPTER SIX

THE SHAPE OF FRANK'S MUSICAL CAREER

Imput and influence from various media sources and styles on New-

: foundland musical traditions have .been documented‘l Each performer within
 such a dynamic tradition develops his individual conception of his music
and heritage, and the adaption and use he makes of music from various
sources to fit his own model is mique.z Adaption, conception and use is
selective and idiosyncratic, although in so adapting the performer may be
- seen as an example of a larger cultural process. Similarities among per-

formers in a musical tradition allow the construction of analytical study

mdels.3 The concurrence with or deviance from such a model by a single
performer illustrates the specialized influence of personality operating
within the larger processes of culture development and change.b

Certain aspects within a tradition, such as repertoire content and
performance style, are similar and remain fairly constant from performer
'to performer.s This may illustrate those aspects of the tradition domi-
nated by attitudes of maintenance and conservatism. Frequent differences
between performers point to features of the tradition in which personal
Creativity and individuality are allowed greater expression.

Rosenberg has developed a model of components relating traditional
Music and country music in the Canadian Maritimes, particularly New Bruns—
'ick.6 With a small amount of manipulation, this model can be used to
Understand facets of Frank's repertoire and performance style, and the

formation of his musical career.
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Although Frank cannot read musical notation, he fits Rosenberg's
pattern of the literate folksingers and musicians who "refurbished
their repertoires through reference to pri.nt."7 His use of the Hank
Williams books and their careful preservation in order to ensure con—

tinued a y in perf was a to the popularity of

Williams' music and Frank's own taste. The distribution of Williams'
music on radio and jukeboxes informed the audience of the correct way
of singing--a standard it demanded of Frank. This is one factor of
conservatism which demands not only that the repertoire be familiar,
but that it also adhere to a norm. Frank had to give the people what
they wanted. Because he did, his band was locally popular and success-
ful.

Some of the audience, and part of Frank's character also, demanded
the maintenance of another familiar music: the jigs and reels of tradi-
tional Newfoundland dance music. Frank values the old Newfoundland way
of life and to preserve his heritage began to play the accordion and
fiddle. It would be interesting to have a recording of Frank's playing
of jigs and reels before he became involved with a country band. There
are cognitive and technical differences in the way he approaches the dif-
ferent types of music, as he sees them, however a certain amount of
country colouration affects his playing of the older music.

The importance of familiarity with a standard musical repertoire is
illustrated by Frank's inability to learn Scottish and Cape Breton
fiddle tunes. The "turns" of the tunes, that is, the note patterns and
rhythmic motion, ornamentation, the bow timing and phrasing, are dif-

ferent from the musical style Frank is used to. He camnot "pick up"
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the sound. When he attempts to play a Cape Breton style he uses the
significant musical features familiar from his own stylistic repertoire.
However, a sound he is used to, or similar to one he knows, is less
difficult for him to learn and incorporate. Canadian and American
fiddle tune repertoires overlap; Frank's most common fiddle reels are
from this shared area: '"St. Anne's Reel," "Big John McNeil," "Boil
the Cabbage Down." The jigs he plays are more common to Canadian tune
repertoires.

Rosenberg states the appearance of records and the growth of radio
affected Maritime instrumental traditions just as it affected singing,
partly because of the ubiquitous popularily of Don Messer. When Frank
plays a Messer tune, particularly "The Rippling Water Jig," again he
does not duplicate but exaggerates significant details--the pronounced
trills in "The Rippling Water Jig" are the only significant difference
between that tune and another unnamed jig Frank calls a Canadian polka.
Frank plays tunes his own way, using double-stops, drones and sliding
finger-note patterns not found commonly in Messer's music. Frank employs
some conventional Canadian-style ornamentation--trills, grace-notes
and triplets--but his bow arm conforms more to American fiddling patterns
of shuffle rhythms he learned with a country band.

Too few regional style-studies have been done with east-coast
Newfoundland accordion players or fiddlers; it is presently impossible
to say whether Frank's playing conforms to an area style, or is more a
result of personal learning experiences. Since his sources and teachers
Were local men or mass media peformers, other dance fiddlers and accor-

dionists of his age may be found with similar Canadian-Newfoundland-Ame-
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rican country style musical blend. Separate studies have shown both

a syncretistic musical response to acculturation in Newfoundland and
the assimilation of musical styles which are kept as discrete elements
within a repettoite.8 Frank's terminology, technical manipulation of
his instruments, and the use to which he puts the various elements of
his repertoire, indicate that separation in his repertoire is more
common than syncretism.

Country music stars influenced Frank's musical career, not only
by providing tunes and techniques, a pattern which conforms to Rosen-
berg's model, but also by supplying the image of the musician Frank
and Shirley like to hold: an artist, commercially successful but still
in touch with the common people. Frank's greatest compliment about any
musician is that he can support himself financially through music and
is still ordinary "like ourselves." In stories Frank often links
himself with these people by explaining how he shook hands and talked
with them.

Few of the people Rosenberg interviewed had not played for money
at one time; fewer however were full time professionals who could
afford to quit their "day job." He states, these people were not
hobbyists,"

they are important people within their community

. . . to whom others turn when there is a need

for music. . . . These are the folk entertainers

for the working class of the maritimes. 9
Frank is one of these people. He plays on request at concerts, benefits,
house party celebrations and regional folk festivals. I have never

visited his house, or had him visit me, without music being played.
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But why did not Frank Squires make it up one more rung of the
professional—status ladder, even only on a provincial level’.’10 it is
obviously one of his goals and would contribute to his self-worth as a
musician. Parallels and differences between Frank's career and those
of other Newfoundland musicians suggest several possible reasons.
Wilfred Wareham's thesis deals with'an older Newfoundland musical
tradition, the unaccompanied ballad singer, but provides insight im:o’

Frank's life and music.n

Wareham's informant was of an older generation
than Frank; raised in an outport, the man made his living on the sea
and participated in the traditional Newfoundland way of life and employ-
ment. Early in life the man became a singer because he realized that
singing could be an advantage in gaining prestige and recognitiom, and
an aid in establishing a unique identity in an egalitarian society.lz
As social structure in the singer's community--and Newfoundland in
general--changed, the singer's performance style, repertoire and pur-
poses changed. Through it all the man was respected, not only as a
good worker and capable skipper, but as a singer; his folkloric ex-
pression was a means of establishing and maintaining his status and
identity.

Wareham adds a new dimension to studies of traditional musicians
as deviant or social outsiders, showing examples of his informant being
different or "deviant" in an upward, positive way, capitalizing on his
reputation as a good worker and good singer for his own purposes, in
Some cases,.contrary to community custom. Music making was one tool
with which Frank Squires also managed to rationalize a felt difference

between himself and his community, using it to create the positive social
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role he needed to participate in and contribute to his community.

In a traditional Newfoundland society, a strong connection is
made between occupation and concepts of manliness and self-worth.u
A man is respected for his ability to perform a difficult job well,
and to provide for his family under adverse conditions. Frank values
traditional Newfoundland life style’s and occupations as symbols of his
heritage; at the same time he is unable and unwilling to be a fisherman
or sealer, and saw music-making as a viable economic alternative. By
equating music-making with traditional occupations--because it keeps
old-time Newfoundland ways alive--fiddling playing became a viable
psychological alternative, providing the feeling of accomplishment
and self-worth other forms of work could not pmvide.l5 To accomplish
this, however, Frank had to make money playing music, which depended
upon a market.

Michael Taft's study of Newfoundland singer-guitarist Jimmy Linegar
has shown professional success in Newfoundland popular music required
three things: access to media, for exposure and advertising; high
mobility for touring the outports where the market was; a good business
sense which could determine the product the people wanted and the
price they would pay.l6 Linegar and Frank's careers parallel each
other closely up to the point Frank married and began a family. Linegar's
first radio broadcast was on the children's savings programme; he quit
school and supported himself playing music; he modeled himself on a
Popular country star, in this case Hank Snow; and appeared singing
Hank Snow's songs regularly on local radio. But Linegar chose to disas-
sociate himself from traditional dance music, partly because of taste

and partly because of market demand; he performed solo and did not have
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to split his wages with a band nor attempt to keep an operating band
together. He was younger than Frank whe;'n he started to play professionally,
unmarried and free to travel.
Linegar succeeded, for a while, because he associated himself

with "modern," *

prestigious' music on the popular media at a time when,
after Confederation, the greater ‘impact of mainland culture increased
the association of traditional music with the old "bad" days.17 Frank,
however, stayed with a foot in both worlds. One might think this should
double his potential audience, but more likely the decline in apprecia-
tion and practice of the Lancers and their tunes, especially in the
urban area, was an overriding factor, since Frank was limited in mobi-
lity to the St. John's and urban areas of the Avalon Peninsula.

Linegar and Frank's se.lling point was a deliberate imitation of a

popular "star," which provided a very much d dant on the

cultural and political climate of the island. When the mainland popular
culture changed--especially after the appearance of Elvis Presley--and
their performance repertoires did not adapt, both Linegar and Frank's
careers failed.

Taft suggests accordion player Wilf Doyle's success, achieved with-
out having to leave Newfoundland, may be attributed to his specialization
in dances rather than concerts and his maintenance of an image as a
traditional button accordion player. Doyle is also a very innovative
musician, willing and able to continually expand his band's musical
repertoire and ar_yle.ls Perhaps Frank, with more mobility to tour and
a band able to play full-time, may also have succeeded. However, Doyle

did have the advantage of being primarily an accordion player, an instru-




129
ment now more popular in Newfoundland than the fiddle, partly because
of Doyle.

Jimmy Linegar, Wilf Doyle and Frank Squires, all about the same
time, were entering into a new social role in Newfoundland--the pro-
fessional musician. Previously, the singers and musicians were members
of the community, who had ccrmmﬁnity—oriented occupations; their musical
abilities gave additional status and certain ones were deferred to for
performance, but their abilities were used for special times as commu-
nity em:ert:a.immem:.l9 Music was not something you paid to hear.zo With
a changing society, changing media, and changing popular concepts about
musicians, a new alternative opened up for those who prefered music-
making to other forms of employment. A man no longer had to be a
carpenter or fisherman who sang and played the accordion; he could
become a specialist, and make his living as an entertainer, in and out
of his local community. The varying success of these men indicate the
various forms of specialists the society was willing to accept in this
substitutive role.

Unable and unwilling to find satisfaction in the traditional
employment roles provided by his community, Frank attempted to find a
new role in the realm of artistic expression. He painted and made models
of sealing ships; he read and retold stories of Newfoundland's past;
and he tried to make a living playing music. In these attempts he
turned to the content of the traditional artistic expression available
to him and to the new media technology which provided, for him, both
substance and means for his expression.

The changing media was also affecting his community, and opened up
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the possibility of success within the new, self-chosen social role
of professional musician. His practical failure in this attempt—-he
does not make a living playing music--can be attributed to many things,
not the least of which was the lack of a sufficiently attuned musical
reference group in which to hone his musical skills. The changing public
taste in entertainment was also a deciding factor--only the old-timers
knew and practised the traditional dances, and the young people's taste
passed beyond Hank Williams-style country music. Now another changing
social circumstance and changing media style are again opening the
possibility of a new social role for Frank--that of professional folklore
performer.

Again Linegar and Frank's experience parallel. Linegar began to
perform more frequently after his contact with Taft and other members
of the Memorial University Department of Folklore. His appearance at the
Good Entertainment folk festivals have lead to increased exposure in the
local press, and, in co-operation with the Department of Folklore and
the university, he has been featured in a documentary videotape film
"Country Music Pioneer," shown on local cable television in St. Jol-m's.]'2

Frank's contact with the university, as a folklore informant and as
a classroom visitor, and his participation in the folk festival cir-
cuit are new ways to fulfill his purposes--which have remained unchanged
for so long--that of sharing his knowledge and understanding of tradi-
tional Newfoundland ways and entertainments and that of performing for
an audience which appreciates his music. It is appropriate that a
Tecent profile of Linegar in the Newfoundland Herald T.V. Week is accom-
Panied by a photograph of Linegar and Frank performing together at the

Good Entertainment II festival.22 (See photograph seven)
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Frank Squires is an entertainer responding to a variety of needs
and demands which arise internally from his self-concept and purposes
and externally from the expectations of his audience. His music has
developed through a situation in which his own needs and goals and the
demands of his audience were complementary and conflicting. Frank has
used both traditional musical material and contemporary media products,
adapting them to his own standards, to mediate successfully between the
various demands. Using his folklore repertoire, the narrative and
musical material, he has established an identity in his chosen role of
entertainer and tradition bearer. Now with new social contacts and new
performance situations, there are new demands on Frank and his music.

The music is slowly changing to meet these demands.
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CHAPTER SEVEN

CONCLUSIONS

This study illustrates an individual's self-expression through
folkloric performance. It demonstrates how Frank Squires selects, adapts
and uses narrative and musical material from traditional and contemporary
media sources to create a repertoire which fits and communicates his
self-image.

The terms motivation, conceptualization and manipulation have been
used to describe processes which are not as straight forward, one
dimensional, or linear as the written description makes them appear.
These forces in Frank Squires' life and their expression through his
stories and music are in dynamic relationship; a change in one brings
about a change in the other. Change has been seen during the course of
this study, and it is understood that Frank, his repertoire and his per-
formance practices will continue to develop.

In Frank's life history, certain factors of time and place have
been shown to have influenced his selection of repertoire material.
These influences have come from:

1) his personal contact with traditional musicians and musical
traditions from Newfoundland, Canada, the United States and Scotland;

2) popular media, which offered a form and forum for his expression,
standards by which to judge his music and a potential income.

For example, the availability of American country music on radio

and the opportunity to play with a band of American musicians helped
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Frank develop his fiddling style. As a performing musician, Frank
was also influenced by audience demand; he had to play what the
people wanted.

Other private factors, such as motivation, taste and self-image,
cause Frank to select and use his repertoire in a personal manner.
Studying the life-history accounts to understand these internal factors
provides insight into Frank's musical performances, since these same
factors have been the shaping influence for both the musical repertoire
and the autobiographical stories.

The thesis focused on those aspects of Frank's personality, the
attitudes and values, which made him 2 musician and a performer. A two-
part motivation caused Frank to become a musician:

1) the desire to maintain his cultural heritage;

2) the desire to perform for and please an audience.

To fulfill these purposes he plays the music he learned from both sources
of his musical tradition, the older Newfoundland dance music and styles,
and modern country-western music, particularly that of Hank Williams.
The choice of Hank Williams' music was a matter of personal taste re-
inforced by audience demand.

Frank appreciates the advantages of contemporary Newfoundland, yet
places a high value on the old ways. While using sealing as a major
theme in his repertoire of stories, as a representative of the things he
respects, he considers such traditional employment systems exploitative
slavery. Frank wishes to maintain his cultural heritage as a Newfound-
lander, yet he plays music which he knows is not Newfoundland by source.

He is able to Tationalize potential contradictions in these attitudes
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and behaviours by a conceptual manipulation of his repertoire, illus-
trated by the common use of the adjective "old-time." The symbolization
of selected aspects of the life style of his heritage, particularly
fiddling, as "old-time" creates a link between these two important
elements in Frank's life.

In Frank's understanding, music is defined by its nature and its
use. The nature, expressed in geographical/cultural terms, is provided,
in part, by the heritage of the composer and/or performer. Frank
establishes credentials for his father as a Newfoundlander and traces
his own musical ability through his ancestry. The music he plays
is also used for Newfoundland dances; "It is what the Newfoundlanders,
our forefathers, used to dance to years ago," he explains. By these

descriptions Frank is showing his music is, at once, a cultural heritage,

a family tradition and a 1 expressi dland no matter
what the ultimate source of that music.

The need for employment is a crucial consideration for Frank. This
need is filled by being a "professional" musician, being paid for
playing music and appearing on popular media. Frank's use of "old-
time" music in performance allows him to simultaniously fill two roles—-
that of being a tradition bearer and that of being a professional musician.
Playing such music serves as an economic and psychological alternative
to more traditional forms of employment, providing a sense of self-
worth and a positive social role in his community.

It was a changing media situation which offered the opportunity for
this new social role, while also supplying the form and substance of the

expression in this role. However Frank's repertoire did not continue to
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change with the media or popular taste. His attempt to support himself
as a musician failed. Now another change in popular taste and media--—
exemplified in the folk festival--is offering new opportunity for
Frank.

Frank is an idiosyncratic fiddler. His renditions of tunes appear
irratic when compared to standard models, although they are consistent
among themselves. It was a lack of a sufficiently attuned musical
reference group in which to perfect his fiddling which partly accounts
for Frank's style in technical production of the tunes. The strong
rhythmic pulse in his music, emphasised at the expense of melodic
structure, is a response to the demands made on him as a dance fiddler.
Now in new performance contexts other than dances, the music and
Frank's technique are slowly changing to meet new demands.

The repertoire items, narrative or musical, and Frank's presentation
of them, are chosen in response to changing "external" contexts of
performance situations. The "internal" context of his performance--his
attitudes, values and evaluations--remain fairly constant, as Frank
places himself and his music directly in the mainstream of Newfoundland
tradition.

Through performance, Frank Squires has established and communicates
an identity as a professional Newfoundland musician, a local community
entertainer whose personal expression is helping to keep his tradition
alive. Frank's self-descriptive life-history narrations provide a
picture of this personality and purpose throughout his musical career.
His music acts as a symbolic statement of his heritage and the values

inherent in that life style. No matter what the change in the vehicle
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of expression or the market to which it is directed, this identity
and meaning communicated through Frank's folkloric performance remains
consistent with his motivational purposes, of preserving his heritage
and pleasing his audience, and consistent with his self-image as a

tradition bearer and a professional musician.
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