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This thesis examines “the role.. of ccmmermt tecordmgs msde by Cape -

Bl:eton ndd\grs in the hddle ‘music tndnmn'gf Cape Brawn'lshnd Tha‘ tudy

beg'ms with an overvnew of the Cspe Bretnn fiddle tradmon -mcludmg‘, an E

exammatmn of the origin and development or the trndmon m the centext of the

hlsconcal setzlement of the Islah% Somé ‘treatment is. ilsc _given to the plaee

the ﬁddle m tHe general musxc and dance traditions, ol Cape Breton as well as.to 5 i
the slgmncdut fole thal the Romun Cathollc church has played in the populnr

development of the fiddle in Cape Brétos, - * +°

Exnmmmon ul the complex role that commercml recur(imgs huve played m

the tra\dmon begms W'Ilh a dlscnsslon of thu'recordmg industry“and the muny "

record companies that have been involved in the production ot_Cnpe Breton fiddle

) recordmgs Whnt follows this is’ an mqmry into the I‘gv:torr}hlch hveﬁﬁllvnter

.the hddlers to record ¢ \' lly includi ional vs. hnnnclal
! motivatioss; haw these factors have changedwith the introdugtion of iudependem .

record producnon the problems wluch fiddlers have enconntergd’ in theu- denlmgs
wnth record d i And the,growing ional Atmude that fiddlers are - .

deve)opmg towards then- record pruduchon and theu- music in geneml

The study next shlfls l’ocus from the prod\lcer to the consumier with an

" examination of tl\e vanons dlstmct groups of people who buy: Cape Breton hddle
‘recordmgs Tlus leads to i ducussmn of the ways which the” recordmgs have heen
-



. & : L i ’ - ¥
used. Emphasis is placed here on the use of \the recordings by the fiddlers

themselves as tools in the learning of music; particularly style and repertoire:

This inquiry shows that ercial recordings, along with home-made’ t{pu,

have -become an im.l;orunl exteh;ion of the fr ;un‘.l learning pnx‘m not \
only in the Cape Breton fiddle tradition but in’most other folk music traditions as -

. : o . o
well. F

. : € o
At the core of the thesis is a discograply and tune listing which were
e

compiled with _theqnse of 8 mit database

814

roats comprise the to the thesis

’ﬂa\nre ])ret’:eded bya liscussion
S

[ i - 3,
iscographic theory as veell as the methodo Zgy z\\ae was de




(/'J In the course o(

ledg \\l dropped in to: the
: MUNFLA) f}gr a peek at« wlnt

l Umvemtys Folklore(;

students hnd t: _En in the pnt&n prepmng\lhm

Lckt of Folklore thu; one

" _name in punéulnr kept popping uj A.Nell Rosinber le\,h;d gnned s

yrepuhuon in the depnrtment 8 8-V nblg rw)}u'ca

A\
p\lrveyor ol 1deas, and as a0 incisive edllo
X

.%s the sk{)elvwor of my\thm Neil-
wu all of these tlnngs Iam grnteful‘ \

N \ 1
\In thasa scknowlengemenu 1 hnve ‘opted. l'or bemg mcluswe rsther thnn
exclnslve in the nonng of the many supporters of my work Mnny hnve mmled

my thesm ‘study d|re¢tly These mclnde Rlchard MacKmnon tmd DAVI Buehnn

who, over scotch in a quiet bar in Sydney some Iour years :go, encourages \me to

attend - Memoml University's Folklore Grsduate Pragnm, tha Mem rial”

Unlverslty of N wloundland School of ~Graduate Studies for lwnrdmg me\a

g'raduate l’ellowshlp to make Lhu posslble, the Institute of Social and Econuml

Rmearch for provxclmg {\mdmg for ﬁeldwork dunng the’ s\lmmer of msa. Gerald

ial; the De

or mforng(ntlon, u a
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references in the early stages o!,msggﬁ(ng; Philip lﬁscpck Alan Kearley and the
'co‘sultants at Com;)uting0 Servic

b)lhﬂp computer problems Mnry, Mn“rg, Ra.ndy, ann, Glen and the other eyer-

nglnnc staff of the Computi Services Operations desk in the ‘uri Harvey
i : :

Bulldmg (better known as the Hen Honse]
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in Cape Breton lnclude Kinnon Benwn, Elmer Brignd, .lnhn Cnmphell Ron
" Caplan, Winnie Chafe, Stan' Chnpmm, Archie .Neil Chisholm, Lochuu Clusholm,
Kate Dunlny, Estwood Davndson, the late Wmston Scotty Fitzgerald, Vlrg{nm

smmn, Jeny H‘ollnnd Bnl] Ln.mey, Howne MncDonsld Alluter MmGﬂlwray,

“Macl Carl  MacKenzie, Doneld MacLellan, Buddy

'MscD nald, Don ie Campbell, Dave Maclsnc, Mrs.- Bernie Maclsnc, Donme

Mncgoﬁn d, Herble acLéod and Paul Wells, Three people in pnrhcllhr at the

for theu(' usxstnnce in tackling at least ten ’

. w
University Ilege~ol‘ 'ape Breton who have_been good friends and invaluable
| ‘sources of mlormatmn hnve been Elizabeth Beaton, Sheldon Maclnnes and Dnugxe
- MncPhee . . i
There are a great many other people who have made mdirect contributions R
',e._v \ .to my work. This sort of sl'mpa'n huv ‘come l;y way of fnendshlp and‘

encoil{q;ement4 The 1ast three and a half years of my life have bgen hn‘ppy ones

(for the most part) because of these people. For this I would espetially like to
P . ! P

thank: Jerry Pocius, Melissa Ladenheim, Adrian Coady, Bob and' Babs Morgan,
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- Felix and .[lcquelinL Park u‘nd family, Domlgln M‘ae!(!nunwud Clara Mutphy. - I

woula» also like, tq ‘thank bl‘ny hoummies' Kevin McAln:nf, Barbara Dowsley,
Jackie Gallagher, Bl.\l Jona nnd Fred Lloyd-Smm: vrho continues to put up.with *

my antics and queshonnble euisme Tlnnka nho to Jim Dannellm‘ Jamie

Maclnms, John Mf;cLean, Michael Chlxholm Sgphle Meyer, Gordcn Mlcuonlld .

Jamie Moreira, Morgiana Halley, Wuyne Moug, Ahn Mchouglll Jock Mchny %
and Martha MncDonald h

H Music hu been one ol the great joys of my li;e' ‘Sihnce c‘oming‘ to St. ' John's’
I've become mnch more serious about lt terms of pnchce and perlorm;nu T've
found music a wonder{ul outlet for the many tensions which have nccompnmed

my. nrey a gra‘duatg ‘;cudenc. My piping, in particylar, h.; developed md .

imp}oved thanks J‘to the inupintion nnd exnmple of the faned MacDonald brothers. <,
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The office for graduate students in Folklore unhl recenuy was located in the '
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 Chapter 1
INTRODUCTION

s

’[‘hls thesns examines the role of commercial recordings made by Cupa

Breton l'lddlers in the fiddle mugic tradition of Cnpe Breton Island. Cape Breton
fiddlers began their long and c:'n'\ylex lationship with the ial g

ipdustry in the 1020s; the first releases issued not by Nova Scotian .or even

Canadian interests, but rather from burgeoning record companies like Col\mbia

and Decca in the northeastern United States. In the slxty years since the issue of

the ﬁrsl Cape Brebon fiddle record on 78 rpm disc in the 20s, over three hundred‘

commerclal recordmgs lentunng Cape Breton hddlers huvex!:een produced on

more than forty dl{l’erent labels.

Contrary to- what is implied in the thesis title, *Fiddling to Fortune,*’

cémmercial' recordiﬁég made by Cape Brebog fiddlers have never known vast

i ‘éuncegs on the national or international mn_rket.a;,l Only a select few have peaked

the 10,000 mark in sales. Cape Breton fiddlers, in other words, have never‘

become rich through the sales of their records. The truth in the title *Fiddling to

!The phrase, *Fiddling to Fortune,® is borrowed from the titles of two LPs released on the

Rodeo label (Dan R. MacDonald, Rodeo RLP-59 and Jobn Wilmot, Rodeo RLP-47).
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Fortune,* on the other hand, manifests itsell in ways other than those tied

directly to monetary gain. For performing artists, recordings have played a

ifi

role in blishing and further p ing i i careers in
the Cape Breton repon For apprentice Cape Breton ﬁddlers as well as amnteur «
fiddle enthusiastg f{om other ayeu of Nofthi America, the recordings have been of
use as a %od\l f.or learning the style and repertoire of the masters. For Cape

Bretoniers living away from the Island in urbsn and suburban communities P

h the i the i ing has served as a vital cultyral

link with home. By serving these and ofher functions, the Cape Breton fiddle
recording has proven -itself invaluable as an artifact in the Island's cultural

‘process.

In explormg the complex mle that commetcial recordmp ph\y in a folk
music tradition, the natural stnnmg p_omb is an examination -of the recordmp
themselves. This is best done by means of disc(‘)g-rapliyA In the simplest terms, a

is a of erci gs. There are a vnnety of

approaches whlch may be taken wnth |t A performer dlscogmphy, for example,’
will center on the recordings pmduced by an artist, while a numerical discography .
will focus on reco‘rds released on a s;;eciﬁc record label (e.g.-Decea, Columbia,
Cell{c,.etc.)‘ Discographic studies Kave also in more rec‘ent years tsqu n.‘[egional

tack as in the case of Michael Taft’s regional discography of Newfoundland and’

~
Labrador, published in 19752 Thé discogtaph hed and compiled for this

thesis represents one fufther approach in discographic research by focusing on
i .
e
Michael Tlﬂ, A Regional Discography of and Labrador 1904-1972 (St. John's:
MUNFLA, 1975). -




recordings which fe,atufe a particular musical genre.. éizniﬁcn;t work has been

done in this regard in the jazz genre, for example, 'by Charles Delauney and with
blues recordings by Ro‘hert MW Di_;(on and John Godrich.® Thbugh considerably
smaller in scale by COI;I[)SI'i!OlI to the jazz and bluex geni’w, the mu:icli g\evnxa -
which lies at '.he center-of the drscognphy complled for this thesls, Cape Breton

fiddle fusic, may offer a sigaifi ibution to dis ic scholarship as

well as to the study of instrumental folk music in general.*

One proof of this lies in the detailed listing of tune titles (found in appendix-

H) extracted from the close to three hundred commercisl recardings produced by
Cape Breton fiddlers. Thu bady of neaily lour thousnnd tunes pmvndes an
‘accurste reflection of the collecnve Pepertoire of Cape Breton fiddlers Beeause of
this fact, the listing may function as a data bue thrm‘ggh wl\ich a number of
‘inquiries may be made, such as an examin‘n'wn of the l‘requen’cy.bf use of
partlculm’ tune typu w:thm the tndmon, or nn mveshgahon of the brelﬁ‘down

of tunes by publlshed origin (e.g: the extent l.o which Scotmh tune collections

have beeggused in the learning ‘b tines versis Amencm collections and natiye

Cape Breton collecmns) The ducoguphy of Cape Breton ﬁddle recordlngs can

also tell us something of the changes that have taken place over the past sixty

years within the tradition in terms of i tune jon and
pmfesslonuhsm ’I‘Jmese are all topics whlch have been mvesnﬁhed and will be
P
ducuaaed later. v . /
3Among the publllhad discographic works by these people are cn.m( Delagtvy, New Hot
o

Discography (New: York: Criterion, 1948), 3nd Robert M. W. Dixon and 17 n Godrt@, Blues and
Gospel Records: 1002-1042 (Londol Storyville, lDﬂﬂ) s

4Considerably more detailed discussion on dlunznphle scholarship mr. b- foind in m
concluding se¢tion of this chapter. For an u
compling the discography of recordiags made by Cape Brelon fiddlers emm 4
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As useful as the discography can be in a study of this kind, additional

) 3 5 >
research is essential if we are to understand fully the role that recordings have
N

- played and con‘tinue to play in the Cape Bréton fiddle tradition. Accordingly, my

research has included a thorough survey of the literature hinging on the topic.. In

‘addition, a large number of interviews were conducted dunng the two field

seasons thnt 1 spent in Cape Breton during the summers of 1988 and I987 This ,

method cﬂnqulry was and to be particularly useful. 1 mtcrvwwsd fiddlers who
had been lnvolved in recording commercmlly. as well as wnh those who had not.

I also spoke with non-musicians who are noted anthormes on the tradition. I will

. turn to the information which emerged from this 1 resem-ch later. First, howevef, 1
\

want to delineate the basic descriptive terminology used in this Study.

1.1. Definitions *
b2l

1.1.1. The Fiddle : k
‘The fiddle and the violin are, of course, the same instrument. Use of the
fvo words usually depends “upon the context in which the instrument is found.

The more formal of the names for the instrument, vmhn, is genernlly used in the

classical context whxle fiddle is most often used in relauon to folk music’

tudltlom. The violin is seen s ®respectable® while the fiddle is perceived as’

. "common.® The terms convey, then, ‘very different social images. Interestingly, "

it is ‘the fiddle and not the violin “which society has often equated with
¥ A .

malevolence.” The quantitative figure of speech, "as thick as fiddlers in hell® gives




evnd ce of tlng Legend md song thmughout the westem world has had the
fiddle a3 the devil's chosen mstrnment for centuns Whan the *devil went down

to Georgl\looluﬂg\for a soul to steal, 4 a3 recor d in,the try-cross-over hit
\ -

recorded\by the Charlie Daniels Band in the early 19809 for enmple, lhy
* musica} duel thn} takes phce between he and the local hero pm fiddle lgmns!
“fiddle. %, .

a v ) ; Some in Cape Breton use the word fiddle with reluctance when refdrlin; to-
‘a the }c:}k music of the Island. Pianist Marie MacLellan' who- recorded several LPs

. with h\ét\sister"fhereéa and brother Donald s the MacLellsn Trio feels strongly in

£ . this regard L & n&qer heard it called a fiddle. It was al\hys 4 violin i in our home.
You check the dictionary. If Im not mistaken, you'll find thnt -a fiddle is a part vl

T ot the dlshwssher . and T think our glayers in Cape Breton are above that.*®

‘Wmme Ie also _refers to her music as 'Cape Breton Scomsh vwﬁn music® on

hw\ nlbum overs and concert posters. Both of these musicians. have chosen their

labels carefully. For them, the term violin conveys respectability while the fiddle

v suggesfs the commonplace, which conflicts with their proud\feelings fowards the
music tradition. Despité the feelings of MacLellan and Chale in this regard;.
- however, 'ﬁqdl'e' is the term most often used in the Cape Breton tradition and

. will thus be the word used throughout the text of this thesis.

-
2

~

-




. Old-Time Music syl

The *old-time® label is an intr’iguing‘ one. .The‘ term *old-fime® was the
label given a particular }.ype of r‘nusic by newspapers in tha&nited States at the
turn of the century. Old-time music combined Anglo-Celtic fiddle tunes, square
dance numbers, play-party tuncs, Vicforian parlor songs, native American and
British ballads, sacred songs, and minstrel songs. *It was ‘old-ti‘me" ’becaus_e‘it
symbolized old-time rural values for an era after World War 1 when everything

seemed modern.*® The-champion of old-time music was the contry !iddler who

was at the center of i i h h the ninet century

'
. Much the same can be said about Cnnndmn old-time musi®—On the other hand,
prominent Ottawa Valley fiddler Dawson Girdwood speaks about one pnrticnlarly

- important  figure in the shaping of the wld-time style in- Canada, the' famed
3 4

Maritime fiddler, Don Messer. N
At ‘Shelbourne contests; if is'scu!ed in the rules \thn the music must be
accepted ‘Old time playing’ or ‘Old time style.’ \And this has failed to
be defined, wkat lies Yithin ‘accepted Old time'style.’ But basically
speaking, it is the style bf Don Messer, or supposedly Canadian style of
fiddle music.” .
Don Messer was cértainly a huge influence on fiddle styles in most regions in
Canada. ,Glrdwood continues, 'Hxs music was everywhere We were nble to- get

[the] Don Messe: show on radio and then laler on of course, the television shay

oSh'mm J. Bronner, Old-Time Muuc Makers of New Y\ Sllle (Syracuse: Syruuu University
Press, 1987) xiii.

"Garmelle Bégin, Fiddle Magie in the Otiaws vulq Dawson Girdwood, Canadian Centre for
Folk Culture Studies, Mercury Series, Paper No. 40 (Ottawa: National Museum of Man, 1981) 1.
Xn the United States,&he fiddling style which dominates the contest circuits is the Texas lun;-bow
style, ofl;n in fact, Iabeled the *contest style® (Nancy Grant, *Alison Krauss,* Frets December
(1988) 43)




. which was on 106 thjnk, twenty years, 8 For reasons whlch u<e d\scllsued in the

. section’in the prwent\chnpter on elmsm within the Cape Br:wn tndlmn, Cape o

Breton was never a substantial market for Don Messer tecords. |

1.1.3, The Cape Breton Fiddler
At the commencement of this w;rk, a working definition was neéded for

Cape Breton fiddler. This .process for me‘wuj somewhat of a voyage,of discovery.
L{'ke mgnyl others famillér M’th the Cape, Breton} ﬁddle‘cradicibn, I had a certain

. perceplit;n of what the tradition is: a pure music un\lain_t_ed by outside inﬂne;\ces,
a vestigial monumez.lt to:‘ the so-called *Golden Age® o‘f the Scottish, f'uidle, a
musical tradition bmught‘hy agreat wave of immigrants to torthern Nova Scotia

in the late eightéenth andwr eirly nineteenth centuries and plnyed prmnliy by the .

d d ; &

of those. i

The efiniti finally arrived at has chnnged

i
I'rom that ongmslly concewed-m the early suges of research It has evolved-over.

hme as new d ies were discovgred during the course of research.

What I came to appreciate was that C;;;e Breton ﬁd(\ll‘e music, though having &

firm foundation in Highland Scottish music \t‘rnditiol'm, has been influenced to an

_ extent by Irish as well as Canadisn and Amer'icn\n “old-time* styles of fiddle
music:

The :p'lnyers also! inclur‘le‘ not only those n;I’ Scottish extraction, but also

Acadian French, Irish and Micmac Indian among others. The definition I have

éstablhhed for tl‘le’-\iiscognpl\iy reflects this fact by including recordings bi such
g . 5 s

Begin 7.
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fiddlers as Joe Cormiei-', an Acadian from Cheticamp, Inverness County; Johmgy
Wilmot, a noted Cape Breton Irish fiddler; and Lee Cremo, a Micmac Indian who'

lives presently on the teservation in Eskazoni and who plays his fiddle-in the

aforementioned old-time style. The definition also g

who were born and mlsed‘ in Cape Breton but w' moved to live elsewhere, for *
example John Campbell and Alick Gillis who moved to the Boston area in
Mnssnch\{seus and Jimmie MacLellan who made his home in Ontario. Finally,
the discography includes recordings featuring .{iddlers like Dave Maclsaac, of
Halifax andl Wilfred GillisAam_i Colin Boyd of Antigoni‘sh County on/’tbe‘ mainland

of Nova Scotia. These ﬁddlers never lived in Cape Breton, but are gereraily

recognized as bem'g 'Cape Breton fiddlers.* . Ultimately I decided to defi ine the
Cnr&e Breton hddlgr, lorahe purposes of thlsythesw. as follows: a ﬁddler who has .
) had some, connection wnh Cnpe Bn:ton “Island elther by havlng hfd there or by
. labeling hi# or her music Capg Breton fiddle music. e
Despite the outside influences on the tradition, however, Cape Bretan ﬁdd]‘ei

music remains very muca tied to Scottish and especially Highland Scottish music

’

traditions. Reference came again vnnd agdih in interviews to the *Gaelic® that is
amsle to the true Cape Breton Scottish fiddle style. Bill Lamey told me; '6ur
music is the way it is traditionally because it originally camie from the language.
lt really did . . . before there was an instruménl before there was written
mnslc 2 w The center of Gaehc cullure in Cnpe Breton-has always been lnvgmm
. Ccnnty-the area where many feel also lies the heart of the Scomsh fiddle music.
4 Toa '

Bill Lamey, personal intérview, MUNFLAC8706/86-379, 8 July 1986.

™
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tradition. Blll Lamey mentions, for example, that the Antigonish players like the
*Polka King® Hughie MacDonald and éolin Boyd were great, "but not in
compatison to the ‘heavy hitters' coming out of Inverness Gounty like Angus
Chisholm, Donald Angus Beaton and Satidy MacLean.*!® This point was
repeated by Sheldon Mnclnn:s in an interview [ h.ld withhim. His sn"ggeltinn wns.

‘iy;nt the Inverness fiddlers have always set the standard for the fiddlers on other

== p.m of the Island.!! . Traditionally thgre were stylistic pockets of fiddlin. in
Cape Breton in centers like Margaree, Mabou Coal Mines, the Glendale-Kingsville
area, lona and Cape North (;’ee map of Cape Breton in figure 1-1). Even at-the
turn of the ‘century, roads were poor and electronic media ‘were virtually non-
existent. There was a great degree of isolation betwﬁe‘n‘these communities. With ~
the openmg‘ of the cosl mines in the Sydney-Glnce Bay area in_the ﬂrst decades of
the century, people begnn mxgnlmg from thelr rural’communities for wofk. This
brought -about a certain degree of homogenizing among the subtly ‘different

slyles,m

o

10, amey.
" Mgpeldon Maclanes, personal interview, MUNFLA C8709/86-379, 24 July 1986.

- \
12Fr. John Angus Rankin, personal interview, MUNFLA C8707/86-37, 20 July 1088,




Cape Breton
Cape North

# Margaree Forks
Broad Cove

Figure 1-1: Map of Cape Breton Island.

1.1.4. Musical Tradition

Already in this thesis, reference has be‘en mm‘.le to !h’e Cape Brelqn fiddle
music tradition. The term *tradition® is self-explanatory and at the same time
zusive in ils.defmition. In-his own inductive examination of the ways ®tradition®

has been used in folklore scholarship Dan Ben-Amos observes that the %skifts in
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uses and meanings of tradition’ differ from country to country, language ‘to

1 and genération to ion.*! Within music the term *tradition® is

commonly used in i broadest sense to refer to music and musical customs
v . ,

handed down from generation to generation.

In his dissertation on North American fiddling, Earl Spielman further

extends the discussion on music and tradition to differentiate between_the more
specific terms of *triditional music* and *musical traditions.* Traditional music

per se, he suggests, has been generally defined as sny music or body of music

which is handed down orally from generation to generation. With *orally® being- "

the pivotal 'word here, he "further. argues that traditional ‘music” excludes newly
composed music, any older music not handed down to succeeding genemfions, sny
music which was concelved on paper, preserved in written form and’ p:rl‘ormed 8o

as to realize or re-enact the ideas of the creator or composer, nnd finally by

extension, any older music whet® emphasis and /or authority today is placed on,

or rests on a written source, despite its origins.'*

Any‘ type of music not falling into one or more of the categories described
above would, therefore, not be considered traditional. Because of a strong
association with printed music and for other reasons which !will explained at a

latter point in this thesis, under this definition, Cape Breton fiddle music could

not be generally looked upon as traditional music. Cape Breton fiddle music ma.y'

13Dan Ben-Amos, *The Seven Strands of Tradition: Varicties in Its Meaning in American
Folklore Studies,* Journal of Folklore Research 21 (1084): 101-2.

MEan v, Spielman, "Traditional North American Fiddling: A Methodology for the Historical

and Comparstive Analytic Style Study of lnstrumental Musical Traditlons,* diss, Univerly of
Wisconsin, 1975, 103. 1

. ¢
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be better thought of in this case as a *musical traditjon.® Musical traditions have
|i¢;|= or nothing to do with musical compositions. Rather, musical traditions
pelllin' to the manner of performance, the performpnce practices, the
performance contexts, and selection of a ire; whether from ®aditional or

»
non-traditional sources.!® %

The discussion which follows will illustrate the background, the stylistic
.
qualities, the approaches to music and the performance practices and contexts

which together define the Cape Breton fiddle music tradition.

1.2. The Origin of the Cape Breton Fiddle Tradition

¢ ' -

Although stress has just been placed on the fact that Cape Breton fiddle
music has felt inﬂl;encu !}on; 8 vnrie'ty of traditions other than Scottish and ‘that
the music is played by many other thagthose bearing . Highland lineage, the fact
remains that the Cape Breton fiddle tradition is very firmly rooted in Scotland.
This is acknowlegged by Lee Cremo, a Micmac Indian who makes his home in
Eskazoni, Cape Breton County. Though often pegged as playing in the old-time
style, Cremo interestingly considers himself a Scottish fiddler. In the following

interview excerpt he reflects on his exposure the Cape Breton Scottish music:

. . it's hard to play this kind of music. You have to hear it a lot. It's
like a language. If you hear a strange language it's pretty hard for you,
but after a while if you stay with them yoy speak it. It's the same with
Scottish music. It's hard: You'll never learn it in one year. You have

15g. " ' =
'Spielman 104, * 7N
< e



to be almost born ‘with it. “Or surrounded like where I lived. It's all
Scottish. Everywhere I go I hear the tunes.10

The Scottish influences in the Cape Breton fiddle tradition may be traced to
the late seventeenth century. The violin first'made its way int Scotland in the
early 1600s as a newly fashionable instrument for the performance of classical

music.!” The instrument was readily adaptable as both city violin #nd country

fiddle. By the beginning of the-eighteenth century, homemade violins were being
produced in Scotland and the instrument soon after ot least matched the  bagpipe

in popularity.'® The burgeoning popularity of the violin in eighteenth’ century

Scotland coincided with the re-emergence of dancing as o popular form of

enterlamme‘nt‘ The violin was the primary instrument for dgncmg indoors, as
was the louder bagpipe for outdoor danciog and other festivities.!®

Dances of the gentry were normally held indoois, so the ‘violin became
linked, with the new dantes of fashion and the printel‘lv collections of thése dances.

Writien,apd printed records of Seottish “date from the inception. of

* genteel involvement with this musier” Most Scottish instrumental manuseripts
appeared during the 1750s tkfough 1830s, the years of the most sctive and
, broadest social acceptance of instrumental folk -musie in Scotland. This

remarkable period of effervescence of this music, often labeled the *Golden Age*

16.Lce Cremo Speaks,* Cape Breton's Magazine 1 (1073): 4.

< .
David Johason, Music and Society in Lomtand Scotland in the 18th Century (London: Oxford
“University Press, 1972) 111.

“Fr.ncu Collinson, The Traditional and National Music of Scotland (London: Routledge and

Kegan Paul) 203.

19George 's. Emmerson, Rantin’ Pipe and Tremblin’ String: A History of Scottish Dance Music

* (Montreal: McGill-Queen's University Press, 1971) 27.

-




of the Scottish fiddle, resulted from the conjunction of the rising popularity of the
violin and of dancing with the involvement of jonal musiciahs in its

prAdnctian,m The music. and dance of the period, though most often being
- . >
composed and choreographed for the plens-;re of the gentry, extended to all

classes. Fiddle music-was the *pop music® of the day.

The pr. ional icians and during this period were coming

out of both the Highland and Lowland regions of Scotland. Among the !I;al-

known musicians/tune at that time were Niel and Nathaniel

Gow, Robert Maglntosh, Willism Marshall and Captain Simon Fraser. The

cighteenth century .also saw the evolution of many Gaelic-speaking

whose ft—yle of compos'ition was mnc‘y\lenced by the music of the Highland
bagpipe.?! It was during this great flurry of fiddle music popularity in Scotland
that a mass mlgrnhon from the Highlands began. Large numbers of emignnu
found new Home! across tﬂ‘g Atlantlc in Cape Breton. Preceedmg and
contributing to this movement were a number of significant political events.

“Christopher Jack Goertzen, in the Low Ground": The Hulory of an American Fiddle
Tune,* diss., University of Illinois, 1083, 42.

/

2UThere have been several works written which feature detailed discussion on the history and
development of fiddle music in Scotland. In addition to those books by Collinson, Emmerson and
Johnson already cited, publications include: Mary Anne Alburger, Scottish Fiddlers and_their
Music (London: Victor Gollsact, 1983); Alan Bruford and Ailie Munroe, The Fiddle in _the
Highlands (laverness: Ao Comunn Gsidbealach, 1073); James Hunter, The Fiddle Music of
Scotland (Edinburgh: W. and R. Chambers, mo) Divid Jobason, Seotis h Fiddle Music in_the
18th Century (Edinburgh: Jobn Donald, 1983).
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1.3. Highland Scottish Settl

in Cape Breton

The eighteenth century had brought with it great change in the destiny of

the people of the Scottish Highlapds. In 1715 they rose against the Hanoverian

Géorge 1, and attempted to place James, the Old Pretender, upon the throne.

Although this attempt failed, il:l ‘1‘.745 they rose against George II- in support of the
il sdvaniesd by the Pretender's son, Charles Edward {ak.s. Bonnie 'Prince
Charlie). But at the Battle ol' Culloden in 1746 the nghland Jncobltes were
vanquished. The decades that lollowed witnessed the bzeak-down of the clan
social structure as well as the traditional ug‘fnnan tenant system of economy on
the Highland mai‘nland: Lnl;d owners throughout the region sensing the superio‘r
financial viability of sheep farming began to evict tenants from their crofts. This
marked the beginning of the Hig\hlgnd‘cleamnces during’ which thousands of
Highlanders found little choice but to emigrate and attempt to carve a decent"li{e

for themselves and their families in the-*new world.* In the fifty or sixty years

that- fell between ale la‘te igh and early ni centuries,
- approximately 20,000 of these Highland Scots settled in Northern Nova Seotia and
on Cape Breton Island.?? .o
.The first Highland settlers to Cape Breton did not land there dir‘ectly, but
rather strayed into the area from an earlier Scottish settlement on the mainland
: |
227he definitive publication to date on Huhh‘nd Scottish settlement in Nova Scotia is Charles

W. Dunn’s The Highland Settler: A Portrait of the S:glmll Gael in_Nova Scotia (Toronto:
University of TorontoPress, 1953) /
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of Nova Scotia k'nov;n_n Pictou.?® These people settled onilhe northwestern
shore of Cape Bre‘lon, especially around the present communities of Judique, Port
Iood and Mabou (see map of Cape Breton in figure 1-1). There they found good
soil and favourable areas for fishing. These pione;ring settlers sent )u;me such
positive accounts of the country, that many of their friends and relatives were
persuaded to join them. This prompted a steadily increasing demand for ocean
passage to the new world,”a demand that shipping companies were more than
happy to accommodate. Perceiving the quick and easy profits to be made by
transporting human cargo, these shipping companies can even be said to have
augmented and accelerated the flow of immigrants to Cape Breton by advertising
the place to Highlanders as a veritable utopia; a p;ue. they sugg;wd. where
krent tracts of fertile: land could be secured at no expense, where wild gan‘le was
plentiful and fish of every assorted species could be plugked .from the water by
hand.2* ‘Thou;hAsomewlm ex':ggented, the advertising ploy was succ!nl in
filling the often ‘rol.ting emigrant ships bound for Cape Breton and other North

Amerjcan colonies. _ * I

ZCape Breton lsland was originally inhabited by Micmac Indians. In the early eighteenth
century it was claimed by France and named Isle Royale. The French population was
concentrated around the' Fortress of Louisbourg. Following the Seven Years War in 1762,
however, the island came into British possession and was named the Colony of Cape Breton;,
separate and distinct from the Colony of Nova Scotia. Though the two colonies were eveptually
united in 1834 the division remains evident even today. A person from the Islaad working in

- Ontario or Alberts, for example, when asked of their geographic origins will call themselves a

Cape Bretoner rather than a Nova Scotisn. Cape Bretoners geneally take great: pride in their
collective identity. When settlers from Highland Scopland began to arrive in the late seventeenth
century, Cape Breton was also sparscly settled by Acadian French. These two groups-along with
‘the Micmac Indians contiue today to, form the overwhelming majority of the population of the
Island.

HDunn 18.




Mmy of the newly arriving nnmlg;nnu to Cape Breton gradually begn

movmg mlnld from the coast. In the interior oICApa Brakon they found lqkel N

and mnumerable bays, arms and creeks lined with good fertile land. The llrgest
. of these lakes in ths Bras D'Or which is connected by channels to the ocean. In
the penod from 1802 to 1828 as more and more settlements.were emergmg Around
the Bras D'Or Lakes, it became policy for the shipmasters to sail d)rectly in
" through the ccannels to drop pussengeﬁ off at Qucy settlements as Grand Narrows
and lona. Tona was not the’ only n;a_w community in Cape Bx;eton to 'ru\‘splnnt a
place name from the “old sod." Inverness town and c(‘mnty also attest to ‘the
ancestral home ofsthe settlers, as do the communities of Strathlo;ne; Glencoe,
Dm;dee and Skye Glen.
One thing that the nghlnnders could not !mnsplant from Scntlnnd to thelr
7 new home in Cape Breton was the climate. - In Cape Breton, the settlers were to
P fmd the summers much hotter than in Scotland, and the’ winters, cnnaldembly
colder and more severe. Butvlntereshngly. the Highlanders seenied "to have
adapted w‘their new climate and sur_ro.undings admirably. In 1843, a geol?gist
and explorer named Dr. Gesner travelled through Novn‘ Séotin and New
Brunswick and made the following ohsarvationn ol the Highland pioneers in Cape

Breton:

Perhaps there are no race of people better adapted to the climate of
North America than that of the Highlands ‘of Scotland. The habits,
employments, and customs of the Highlander seem to fit him for the -
American’ forest, which he penetrates without feeling the gloom and
melancholy expenenced by those who have been brought up in towns
and amidst ¢he fertile fields of highly cultivated districts.

‘Scotch emigrants are hnrdy, industrious, and-cheerful, and experience
has fully proved that no people meet the first difficulties of settling the

’
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wild lands with greater patience and !m-‘tit»ucleﬁ’ﬁ

Despite the complimentary ;;{cture painted here by duner, the hardships
were certainly not without complaint.  For the Bard MacLoan’who settled in
Nova Sgotia after the break-up of his once strong clan in Scotland, the principal
complaint against -the settler’s life was directed ‘towards the back-breaking,
exhausting job of clearing trees from the land. In a translation from his Gaclic

narrative Bard MacLean reflected wearily, %

% wonder that I'm gloomy living here back of the mountains in the
mlddle of the wilderness at Barney's River with nothing better than
plain potatoes. Before I make a clearing and raise crops and tear the
tyrannous forest up from the roots by the strength of my arms, I'll be
worn out, and almost spent before my children have grown up.

The generally stoic forbearance of the Highland Scottish immignnts served

them well ih coping with a pioneer hl’e in Cape Breton that wna both hard and

- lonely Comforts Were-few. The rural commumnes that the gettlers le{t behmd in

Snotland had nlsc had little in the way or matenn] means, snd as a result of this,
Gaelic aural nnd oral tradmons served as the principal source or entertainment.
Not surprisingly,” thls contmued‘to bz the case |Q their new settlements in Cape
Bremf Chief among the musical mstrnments whlch were transplanted to take

root in !i:e new land the llddle

258 quoted in Dunn 24-25.

284 quoted in Duna 28.
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1.4, Cape Breton Musical and Dance 'i‘r.dlelo;u W ”

The importance and popularity of the fiddle in Cape Breton as well as in
North America in general is not adequately -accounted for by the fact that it was

h centuries. Its

popular in Europe in the h #nd
there mlght explam why the fiddle was mmally brought to the New World.
However, the fiddle not only survived the transplantation, but also thrived in

North America, accompauymg people wherever they settled. Earl Spielman offers

some explanation for this phenomenon:

The fiddle flourished not primarily because it was considered
- intrinsically betfer than any other instrument on musical grounds, but.
because it was more practical than any other instrument. It was
relatively inexpensive. and ‘begame relatively easy to obtain and oA,
maintain. As it was compact, it was fully adaptable to nll sitaations

and Jocations.?" % -

Though the fiddle has, since the early eighteenth century, provided the

" musical focal ‘point for, Cape Breton private and public social gatherings, other

instruments have shown prominence; the highland bagpipe being one. The
bagpipe once functioned regularly with the fiddle as an instrument for providing

music for square dances.8 . Piping, however, suffered some setbacks in the

eighteenth century due to probl ssociated with the i itsell. 'In

k]

spielman 202-3.
2Bpeter Motrison, personal interview, November, 1984, This interview took place as s part of the

research. fora three-part television feature that | produced og the bistory of piping in Cape
Breton. This séries was aired on the CBC Cape Breton evening ngws television program *Cape
:SY on deposit at the Beaton

Breton Report* ‘in December, 1084 A video tape copy of this fe:
lmmuu of the University Collqe of C:pe Bmol, Sydney, Cape Bre
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comparison to the fiddle, the bagpipe is more difficult both to make and to

maintain. The instrument lost much ground in popularity to the physically less

. sophisticated fiddle as a result. The bagpipe fegained popu{arity in the 1940s and M}

50s in Cape Breton, but the role had changed. Prior to this time, the bagpipe had
been played most often as a solo instrument sharing a largely common repertoire
with the fiddle. Cape Breton pipers who joined bighland regiments in the first
and S‘ECbl{d world wars bfou_ght back with them from Britain a militarized style 'i{
playing characterized b}: standard settings of tunes and considerably slower jig,
strathépey ‘snd réel tempos. ‘The popular ontlet for thie hagpipe after this. period
became the pipe .ban& and the most corr;mon performance venue, "the, -street
pnrade.” w ) . o
Other instruments I;sve entered the Cape Bre':on musicul traditiog primarily-
as mstruments of accomplmment I'or the ﬁddle. In the early years of seulement
on the Island, prior to he mmdumon of the piano, accompaniment to the fiddle _
gftcn came with another [iddle, or else a percussive effect in the farm of a pair of
knitting needles of spoons, or foot tapping (also known 1 *clogging®) from the™~_
musician himself. Clogging.is an infectibus m;d excit}ng practice whereby the

fiddler, who is seated, stomps out a rhythmic. pattern while he is playing. Around

_Lhe turn of the tyentieth century, the pump organ came to- be used .in

accompaniment to provide a drone or chording effect beneath the fiddle melody.

‘By the 1030s, however, the upright piano had moved in to dominate the area of

215 more recent years there has been a movement among several leading pipers in Cape
Breton to reintroduce the eatlier. less structured style of pipe playing making the music again
siited for step or square dancing. Exponents of this style include Dr. Angus MacDonald, Jamie
Maclnnis, Barty Shears, Paul MacNeil and myselr. )

3
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fiddle accompaniment. The piano became the predominant accompaniment
instrument not only in Cape Breton, but in many other Cnn:dinnriqd American

fiddle traditions. Today they are readily fourd in schools, churches, and public *
. -
halls as well as in many homes. *

Piano playing in Cape Bretonis dominated by women, just as the fiddle is

\dominated by men. This suggests ion of traditional male, !emnle rolu
;

zhe male playing the dominant or lead nmrument and “the felmle remaining in
the backgronnd on the secondary or accompanying instrument. Although this has

been the pattern, it is certainly not the rule.
» .

The large families . . . the girls were.never relegated strictly to piano ~
accompahiment; although some of them Went in hat direction all right,
maybe because the men were more “anxious to ‘play the violin, When
thers was a father in family of a large group of kids, he'd certainly hand
the violin Ya_the girl as quickly aq to the boy, |f she had the talent and
the desire.

Presenﬂy it is begaming increasingly more common to find a guitar joining
or Ieven/ \(eplu‘mg the piano in providing accompaniment for the fiddle, but ver‘y .
rarely an; Per instruments. Instrumental sccompaniment in the Cape Breton
fiddle tgﬁ:on is for the most plr‘t chordal. Occnsionally.b however, if the
accom/pgsing })anist is familiar with th{ tune the fiddler is playing, he or she will
double the melody with the right and While continuing to play chords with the

left.

0Atlister MacGilliveay, interview, Cape Breton's Magasine 20 (n.d.): 43.
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1.4.1. Dance
Throughout North America in the nineteenth century the fiddle was the
lead instrument in the.playing of music for dances. Within traditional.dance

semngs in Cape Breton at present this continues to be the case. Allister

MacGllhvmy notes: ‘
-

> I think the violin playing in Cape Breton and the danting runs parallel

- the whole inflection of our playing, the Gaelic flavour of it, the lift

of Cape Breton swing-it's a kind of thing that makes you want to beat
your feet and get up out of your chair.?!

Historically in Cape Breton, as in the Scottish Highlands ﬁnd the Western ~
Isles, a good deal of dancing took place in the people’s houses.? The early ’

Scottish settlers in Canada built for themselves considerably large frame houses:

with three or I'our good-sized ‘roorns on the ground floor, and thus had much ‘more

room in their home: for dancing than i m their old croft houses i m Scotlund The

only alternate places lor indoor dnucmg in the early days were barns and
schoolrooms, for public halls were not built until the early years of this century-
the first in Inverness County was built about 1600, Among the younger people
outdoor dances were alsé common, the wooden bridges being particularly popular

as thmcing‘i)laces.33

3‘Mucimmy 38.

S2This practice of Kolding dances in houses was in fact common evérywhere in Western Europe
and North America until universal education' brought with it the construction of school houses
which provided an alternate space for communal gatherings.

33, Rhodes, *Danciof in Cape Breton Island, Nova Scotia, sppendix, Traditional Dancing in
Scotland, by J. F. and T. M. Flett (Nashville: Vanderbilt University Press, 1064) 260-70. This
study includes & detsiled discussion on solo step, daacing and dquare dancing in Cape Breton.
Concerning the use of wooden bridges for holding dances, Neil Rosenberg has received reports of

" the same practice taking place in southwestern Nova Scotia as well as in Newfoundland.
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Organin_;{ dances ‘eventually became a msjor perfarmance oullsi for_the
Cape Breton ﬁddler. When no _particular formal socisl occasion pruentet‘! itself,
the desire among th_e people fgr more dances soon led to the: utabliah‘men; of
sch?ol-house-dmcu and eventually to t’hz construction of dance halls.2$
The dances taken to Cape Breton by tbe Scottish settlers seem, to. have
consisted only of ‘four-handed Reels,’ ‘eight-handed Reels,’ a group of solo dances,
and & few of the old Gaelic dance-games.® These original square dance sets have
" developed differently from one county to the next.* Commonly, iowevermnluet
is made up of thre; sepsra’te figures; two jig figures and one reel figure as in the
case of the *Inverness set* or one jig figgre tollow:zd by two reel figures, as in the
"Sydney set.” ’
The majority of the slep; used in the various solo dances in Cape Breton are
very uniform in s’tyle, and emplo‘y a‘ form of, steppiné in'which the dancer marks

the rhythm of the music v.vifh toe and heel beats and brushing movements, the

-feet being kept close to the ground throughout and the upper body.fairly rigid

with the arms hanging close to the sides. - This same sort of stepping i~ very
largely used in the “setting® periods of the square sets, Betweed square sets

fiddlers will often play music fog 'roul{d dances.® These are generally waltzes or

34 pllister MacGilliveay, The Cape Breton Fiddler (Sydnéy, Nova Scotia: College of Cape
Breton Press, 1981) 2. . N

polkas, thus the music is slower and in 3/4 time.3¢
3

33Rbodes 270.

36A recent study of folk dance in Newfoundland, which parallels Cape Breton traditional dance
" in many respects, is Colin Quigley's Close to the Floor: Folk'Dance in Newfoundland (St. Joha's:
* MUNFL, 1985). ) i : :
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At present,\dances remain extremeiy popula‘r events for nﬂ ages. Oie of the
best known of¥hese dances is held every Thursday evening du;ing the summer in
Glencoe Mills, Inverness County. Part of the reason for its continuing populsrity
is the l’act‘thnt the regular fiddler is Buddy MacMaster, considered by many to be
the leading practitioner of Cape Breton fiddle music at present.- The Glencoe
Mills church hall is used for these dances, and because no alcohol is served, there
is no age requirement for admission.’’ As a xesull twelve year olds may be seen
dancing with partners fifty years Beir senior. -

Dancf lessons have been given in Cape Breton since the early 1800s. At
.pr:csent, hes;des private‘ inslructibn given by such people as Jean MacNeil of
Sydney Mines and Harvey Beaton of Port.Haslings, the University College of
Cape Breton offers an extension course in step and square dancing taught lzy Fr.
Eu}ene Morris and Betty Muthes;)n at the Knights of Columbus Hall on George
Street in Sydney.

E ]
1.4.2. The Role of the Church in the Cape Breton Fiddle Tradition

One institution in particular that has exerted a tremendous influence on the
de‘ve]opn\wnbof the Cape Breton fiddle is the Roman Catholic Church.. The great

majority of Highland settlers in Cape Breton were of Roman Catholic stock.

Overall, this infl has been a 'y one, though some obstruction

" was evident in the mid-nineteenth century. During this period, some ;)f the more
. .

S50 ot ko uay thas the there 1 oo aieobol coneumad st thess and similsr évents, Bowaver:
Any drinking that s done, is generally done outside in the parking lot with car hoods serving 53
consters for glasses and beer bottles. "
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a-ulwnt of the.CApe‘Butnn clergy held to the puritanical ﬂ!w that pipes and
fiddles were instruments of the devil. As was the case in Pr(ubyuﬂﬁ Sconli.h

communities on occasion, these fire and brimstone clergymen uumﬁud to stamp’

out_the music and all the perceived debauchery that ed it. The best
known case of this in Cape Breton occurred during the pastorship of Father
. Kenneth MacDonald who was parish priest of the Pvlfubon-Wu't Lake Qimlie
parish from 1885 to 1894. In an aftempt to quell the demoniacal atmosphere
which he felt centered around the music in his parish, he had all the pipesv and
fiddles gathered up and burned. . = '

Fortunately the Catholie Church was not Alw:ys 50 hnsh on the traditjonal

music of the people. Through hme lt in fact came to be its yeatut exponent

The Catholic priest has traditionally held a i rolg in' his ity. flis
decisions governing the spiritual and temporal welfare of his flock have- been
generally respected and followed. People have thus looked to their parish priest

for wisdom and leadership. In the tv feth century the traditional folk arts in

Cape Breton have gained the Church’s stamp of approval, with some of the best
fiddlers, Gaelie singers and step dancers being themselves Catholic priests. With
such glowm; acgeptance of the music and dance coming from the Church,
Cathnhc Cape Bretoners have had the conﬁdenu to pursue their music and dance
with free conscience, )

The Scottish Catholics’ have never been as strict as their Presbyterian
countrymen in the observnnce of the Slbbnth In Presbyterian colr%umhu in
Cape Breton, as in Scotland, the day of rest has traditionally been a day dgvoted

"to solemn prayer; the only music permitted being the Gaelic psalm singing in .
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church. In Catholic Cape Breton communities, on the other hand, Sunday
alternoons were highlighted by fiddle and pipe music sessions, particularly during
the winter when work loads we;e lighter. During these sessions, old tunes were
exchanged and new tunes composed. This was also the setting in which younger
* players received their greatest exposure to the music.

In the late 1880s, a new social event .c’ame into prominence called the
*Parish Picnic.* These picnics were sanctioned by the Catholic Church as fund-
raising events. They were usually held over a two day period and ‘consisted of *
suppers, sporting events and mf:st importantly afternoons and evenings filled with
fiddle and pipe mnsic and dancing. 'lt was not uncommon for musicians at these
dances to play the sun up' the following morning. A select few of the annual
parish picnics changed over time to became huge outdoor Scomsh concens with
continued sponsorship from the Catholic Church. When the Cape Breton Fiddle
Fe:tiva! started on afi annual basis in io’i3 it was hosted by Fr. John Angus
Rankin’s parish of St. Mary's in Gléndale; invemss County. These coacerts
.conl'rr;ue to be the best attended” events on a very/w—\wded calendar of Cape

Breton summer festivals and celebrations.®

380 neighbouring Prince Edward Island, Roman Caiholic clergy have also actedas proponents
the most promisent for méty years being Bishop Faber MacDonald,
himself a fiddler, yh\ is now Bishop of the Diocese of Grand Falls jn Newfoundland.

. s TN




1.4.3. The Cape Breton Style

Withéz_i the context of a regional instrumental loik music tradition like Cape
Breton's.fiddle music, style is generally a difficult thing to describe due in part to
the stylistic variations which arise between individuals. ‘When such an uuly:%s is
done onme must therefore seek t‘he ‘denominators which nr_; common to the
‘majority of the players within the tndition.‘ Earl Spielman writes that ®analysis

of one work or one p g of the th of the analysis,

> 5 .
cannot produce definitive findings about the characteristics of the musical style. .

Only when data is compared with other works or performances can st);listic

characteristics be determined.®® What follows, then, is an outline of the
elements of style which are common to the majority of players in the-Cape Breton
lradi‘t@on. . .
)
“Cape Breton fiddlers generally have a very distinct conception of howtunes
should sound. Spielman writes, *. . . over the last century, they have altered
Scottish fiddling so‘ that in essence they have created their own fiddling style
which " is still cl(.;sely related to, b_u/c nevertheless different from, its parent
x&(‘)d‘el}in Certain tunes are expected to be per!or.med in certain keys at certain

tempos with certain emhelli{ments put in certain places in the tune. Even when

no printed version of a tune exists, fiddlers scem to agree upon what the

A
—_N
3%pielman 114, Spielman also distinguishes herc between itional style® and

*performance style.* The first, he argues, pertains Lo those aspects of 3 work which the qpmposer
bas decided.to include in that work (e.g. selection of pitches and rbythmic values, embellisbments

and phrasing). Performance style, on the other hand, pertains to all the same aspects of a work

2s does compositiona| style, except that the elements are discerned from the performance of the
work irrespective of what the composer may have predetermined (115).

405 pielman 427,
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*correct® melody of a tune is.#! Extensive variation of the overall tune, influding
the melody and basic rhythmic pattérn, is frowned upon: For the moa‘t part,
then, the fiddler is per‘mitled only subtle internal yariations of portions of the
melodic line or \cadenti_al passages. Through these slight variations each ﬁddler_'
will stamp hi; own individual style onto his music. An ndept_listeﬁer hearing a *
particular rﬂdler's x.'ecording on the radio can often identify the player by l'liS or
her distinctive style. There nret however, stylistic techniques which are common
to t‘he majority of Cape Breton ’Iﬁ/dlers. Allister MacGillivray suggests that these-
techniques may have sprung from a time when there was no rhythmic
‘acwmpanimenl like piano or guitar: *. . . you had to develop new techniques for

volume, to emphasize a chord progression. *42

.

Many of the more obvious elements of style emanate from the distinctive
Cape Breton bowing technique.. The bowing style played by most Cape Breton
fiddlers is characterized by the use of single bowstrokes for each note, using slurs

only for emphasis or to change bow direction. This arti¢@lated bowing sets most

fiddlers in Cape Breton apart from contemporary Ivish fiddlers, who genemll}: use .

more legato bowing and from fiddlers in parts o!}wtland today who tend to
make use of the slur, particularly in their strathspey plt;ying. As Kate Dunlay
notes in her brief study of C:;pe Breton fiddle music, the single note bowing found
in Cape Breton is probably the oldest style of Scottish playing in exist:nce mdayf

) : ~

*IThis concept of "correctness® in the Cape Breton tradition is deaft with at greater length in-
the section on the commercial recording in the learning process in chapter 3.

S —

4MacGilliveay, intetview, 37.

.
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"This is consistent with the general historical trend; early violinista-
everywhere tended to play with separate bowstrokes. This was due in
part to the shorter aversge length of violin bows and in part to their.
primary fole as dnnce musicians who were reqmred to prodnee a strong,
precise rhythm - -

With’ this bowing te;hnique there are several ornaments that seem to
emulat; the hng)-)ipe These include the droning effect and the 'Scctcll snnp
. (the dotted rhythmic figure so chnructerutlc of Scottish ﬁddhnﬂ, is baslc lo much
of the music. In addition, another embellxsh;nent, a very rapid triplet !_’l;ure on
the sameg‘izch, is extremely commoA in Séottish-Canadian fiddling. In Scotland,
these figures are known as *birls® (from piping) and are used occasionally. ) In
Canada, they have become kno\‘:vn as "bow cuttings* or/}cuts' and have hecanE
such an integral pQrt of the tradition that ®if you're not able to‘ put the 'guts‘_ in,

“you're not-considered a good player.:“ \

The cuts are best- done. with a“loose . wrjst instes& of from a rno‘tion
eomine cing_in the shoulder. When Carl M ie was learning ths violin he
s:?h_l he had attempted in‘ the beginning to hold the bow as he was sceing it

demonstrated ‘in. the tutorial books, holding the frog a certain way with the

il in the classical ique: He Jiscusses the changes that he eventually

made in his bowing technique and the reasoning behind them: -

N

N

43Kate Dunlay, Traditionsl Celtic Fiddle Music of Cape Breton (East Alstesd, NH: Fiddlecase,
1086) 20, In this séudy, Dunlay,_discusses these various stylistic techniques in some detail. Herselt
. fiddler, Dunlay spent extended periods of time in Cape Breton listening and learning from moted
l"ddlen like Buddy MacMastet and Carl MacKenzie. She divides her discussion 3n ornsmentation
into sections on basic bowing, droning, cutting, making use of the upstroke, gracing (or grace mote
playing), warble, ubisons, vibrato, slides, back strings, substitutions and variatios. .

“4h1ugh (Buddy) MacMaster as quoted.in Spielman 420-30. _,
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45Garl MacKenie through the words of Allster ch.u.my interview, 38,

30

I was wondering how Winston ‘Scotty’ Fitzgerald was getting those -

beautiful cuts-in so distinct. So one day I examined how he was holding

the bow, and it was completely contrary fo classical technique, He wad

sort of supporting it with his thumb passing through the hofe ol the frog

and his index Linger just clamped above and the other three fi ingers just

.~ floating in the air, basically not doing anything—-so that his hand passed
.back and forth " very [res . If Scotty’s doing that, and that’s the
sort of sound [ want, I think l Il tr¥ it.4

-

When Cxpe Breton fiddle music is performed today in’ public it is nearly
always amplified electrically. Prior to the introduction of amphﬁcsnon alternate
tumngs, commonly refen‘e( to as *high bnss' or *scordatura® tunings, were used
to add to the yolume flowing out of the fiddle.$® Some common, scordatura
tunings -iftlude the .'high vbass,' .u mentioned (a d’a’e*), and 'high &:ass and
tenor® (a e'a’e®). BeSIdL‘S add ng nddmonnl volume to the violin, as noled above,

these alternate ummgs also laclhtw{d the playing o{ octave harmonies when there

- were two or more l’lddlers playing; ~ne fiddler could double the melody on the

back_ or bass strings wnhout hnvmg to learn an eutlrcly new \fingering for the
tune. ?

The added volume which could be M.‘h‘ieved with the scordatura tuning was
especially lmpormnt in crowdéd dance halls where lhe sound fmm the dance ﬂoor
could emly drown out the musician’s music. Alluter MacGllhvny stated in an
interview: '

\

\ N
For a fiddler playing alone, this would be a tremendous advaitage. It
would stimulate dancers, to hear all this sound roaring out of the violin.

#
46 cordatura is the llian wo i for *mistuning.*”

"Dunlay 17.
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When a Violin is tune) in this tcordltun '.unln‘, 4it's jubt chucking out - S
these extra notes all the time. All of these notes parallel to the
harmony. Some of them are legitiniste harmonies as we look at them
now. A lot of them are clashing dissonances; like- n bagpipe fote that's
held through even though it doesn’t fit sometimes. ‘

Though most fiddlers in Cape Breton todsy play the uhndlrd tuning (g
H’t'e'), tunes empleymg the old scordaturs tuning Inve _b:cn en]nyln; somewhat

of a revival in the past few years ‘9

144, Repert.oln *

The dnnée music tndltlons of Scotland and Cl]n Breton are very clmlyq

" h

. tied. Tune types known as reels, a pip jlp are the dards for
~ both. The major pnrt of this dance music is” in 2/4 or 4/4 -andgis eommonly

utllogued'ln two principal categona—-reel nnd nullupey The uel was

originally in Scotland the title for & dancé set to the musi¢c of & tune :plled a

*rant.* The Tant is not &' Gaelic word but rather a Germanic one meating to

ic or to romp. This t;pe of tune is found most often pdtated in music in dth;t ’

4/4 or cut time ¢ . The double sixteenth/eighth note grouping is a regular
characteristic m The strathspey, o the other hand' developed out of the

rant or reel. ll denva its name from the ;eognplnc;l area of the same name in o 7

the Scottish Lowlnnds The atnthspey is slower in tempo in compmson to the B

9Fiddle instractor Kylé MacNeil whb taught at the Gaelie College In St. An
summers of 1084 and 1085 was very interested in tesching bis pupils tunes -n{‘
tuning.  MacNeil, who s bis mid-twentics, is widely ackaowledged now as being

2 lesding
exponent of the younger generation of fiddlers who sre.now popular for dance playing-throsghout
the Island. Others in this age group ave Howie MacDonald, Dougie MacDonald, Neil Beaton, Jobn
Morris Rankin and Brenda Stubbert.
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uel and is chauctenzed by a dotted rhythm; a sixteenth note followed by a
dotted elghth or sn eighth note followed by a dotted qunrter ﬂ J, &
Hornpipes and glolgs are very close in notation and tempo to tife reel. The jig, on
the other hand, is usually notated in' 6/8 time.* In addition to the st;ndnrci
dance tune types, other classes of tuges known as marches and airs are also quite
common to both' the Scottish and Cape Brelo.n folk music traditions.5!
- Altogether; thirteen different types of tunes have becn identified from the
sclections commercially recorded by Cape Brefon fiddlers. The calculation seen in

figure 1-2 is based on the 3769 tunes listed in the tune list (appendix H).which

accompanies the discography in this thesis. . This provides a fairly accurate -

reflection of the frequency that these types are played within the tzadition.
In the Cape Breton tradition tunes are_very rarely played one at a time;

) R ' .
rather they are grouped together in medleys. Within these medleys, fiddlers

follow a fairly rigid set of unwritten rules which dictates the specific tunes that

may be combined and (f keys in which they are to be played. More
importantly, they dictate the kinds of dances which may be combined and the
order of then combination. Hornpipes, for example, rarely if ever follow pastoral
airs, or vice versa, but lrequenlly [oll{)w clogs and reels. Strathspeys, on the other
hand, often follow sirs and prece# reels. Jigs are generally played by-themselves

(see figure 1-3). % 3 )

50The 9/ g or slip jif which is populat among lish fiddlery i rarely played in Cape Breton.
e it

S1This is bua brief explanation of the major tune types in the Scottish snd Cape Breton fiddle
muse traditiow. For s more delaled discusion on thse types, sce Geire S. Emmerson, Rusin’

Pipe and Tremblin® S"lll‘ A History of Scotfish Dlnu Music cited elﬂlﬂ

{
{



air/lament .....

{5 (. CHRO £ - .
waltz 45

polks 36

slow ltr-t.h oy a3

schottische .. . 11

breakdown . - 10

slov march - . L) .

uniden, ifiud e 7 '

~ Figure 1-2: A bmkdown of tune types based on d:e 3100 hmm luted in the

i tune ist (; dix H) which phy in this
" ,\ - thesis. L S
- . % v o
J 1..Jiga 2 v
2. Reels
‘

3. Strathepeys —----> Reels Cor hornpipes)

4. Slov air ---=-> Strathspefs -----> Rusls (or hormpipes) . &
~ ™ 8

5. March =-n-- > Strathspeys:

--> Reels (or hornpipes)

Fl;nru l 3: The five most common tune-medleys. The first two, the jig and
reel medleys, are played most often for square dances. 5;,\’l'ha
medley composed of strathspeys followed by reels (# 3) would be - 2
found played for s solo step dancer. Medléys 4 and 5 would be - .
most. likely heard in a concert sciting or in a house session. With
‘the medleys which combine  different tune types, the progression

2 vill always be from the slower tune types towsrds the faster (eg.
fjom the slow air to a Taster tempo in the.strathspeys and finally

« ‘to the reels when "all the stops ate pulled®). ~

The tunes within a medley are expected to be played in the same key or in
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closely related keys such as the dominant, sub-dominant, relnéive or Lamllal
minor. Unlike L)ther North American fiddling traditions where the vast l;;njoril.y
of the melodies are based on the| maj«;r diatonic scale, the Cape Breton tradition
has a great many melodies and melodic progressions which utilize minor as well as
modal (partieularly Dorian wd  Mixolydisa) patterss, some of the latter

undoubtedly d;rived from the bagpipe scales.5?
The tunes themselves come from a v;\x:iety of sources. The majority of the
tunes which’ comprise the collective repertoire of Cape Breton ﬁ'ddle‘rs were
_composed by Scottish composers) prior to 1840. Many of these have "been
disseminntéd by aural tradition, but many others have ‘heen learned f;‘om the
» Scottish tune_cullec‘tions which were published before and after this datL” The
names of many of these composers havebeen lost over lime-fnd their
c:impositinns ”hnve come to be “labeled simply as “traditional.®  Another
substantial pnniqn of the repertoire is. made up of tunes composed by Cape
" Breton composers, the most prolific having been the late Dan R. MacDonald who
k6 SaIH6 iwve oo in wi SF W6 thoiad tunes in bis lfetime. Figure
1-4 below shows a number and percentage rundown bvy composer as known at

present, based again on the 3769 tunes included in the tune list.

The repertoire is not exclusively Cape Breton or Scottish, however. This is

a common misconception which springs from the thought that the tradition is a

525 pielman 4289,

S3Further discustion on the use of published callections ia the Cape Breton tradition i included
in the section on the commercial recording in the learning process in chapter 3.
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. 2323 (62%)
920 (249
Tunes composed by Cape Breton composors.

526 (id¥) -

Figure 1-4: A number and percentage rundownh by composer (as. known at
present) based -on the 3760 tunes included in the tune list in
appendix H.

pure or untginted one,'ha’ving survived !f;r two cgnturiu in a virtual vucuum.i‘
* This, in reality, is far from the truth. At"uound the turn of the century, ﬁddle;a‘
_began moving back and forth from Cape Breton to Bostqi:, Detroit and Toronto
” among other major centers Jin North America.5 S;’aendiﬁg time in these locations,
the 'ﬁddlerq“ld not help but be influenced by the fiddle traditions they found
there. Muck of this influence came in iér;ns of repertoire.” Ever hungry for new
tunes, Cape Bremnv fiddlers like :Angus Chﬁhoim a‘d Winsf.on. }ﬁugétnld, A:w!xo
both spent considem‘ble periods of time in the Boston area, pur‘qhued whatever
new tune c_ollections they could find ¢ ere. On’e standard tm‘xe collection that
’ they introduced tb Cape Breton {rorf the northeastern United States was One
Thousand Fiddle Tunes.
) Through the common use of One Thou'sand Fiddle Tunes and other po}:ulu '

tune collections, (fnpe Breton fiddlers have come to share a substantial portion of

54Starting around the turn of the century there was a substantial number of Cape Breton
people who moved to these aress in search of employment. Some of the ramifications of Wis,
movement are discussed later in chapter 3 in terms of the commercialrecording vm"dlng’:
culturallsk. i

N ’
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their collective repertoire with other North American fiddle traditions.5% Dawson

Girdwood,.an Ottawa Valley fiddler, for example, mentions this book in relating

his own background:

. whep I was about fourteen, I started to go to some country dances
and I beiame interested in fiddle music . ... I had a copy of the One
Thousand Fiddle Tunes and, of course, there was a lot of very common
square dance music being played here, pieces like the *Irish
Washerwoman®, the *Little Burnt Potato® and a lot of Don Messer
music was available on records. So that was the type of music that the
fiddlers were playing here, and that's what I picked hp.?“

Far too often fiddle traditions throughout North America are regionalized

and perceived of as distinct from each other. In his book on old-time music in

ew . York State, Simon Bronmer includes a list of tunes which compares ~
. -

ingerestingly to the tunes which have been recorded. by Cape Breton fiddlers. In
the commentary. accompanying the list Bronner writes *In response to an inquiry

. to the New York Folklore Quarterly in 1952 about New York's favorite fiddle

* A .
tunes, Editor Louis C. Jones published this list given'by Lettie Osborne of Orange
. Country, New York who learned the tunes traditionally.*®” This list has been
- : ~ .

1n raference to these popular tune collections, Earl Spiclman writes: *There has always been
a demand .in America for notated versions of traditional tunes and dances, but relatively few
colections of actual,transcriptions, as opposed to notated examples, exist. The result has been
the publication of strictly commercial collections of traditional music which consists of ‘non-
transcriptions' . . . . Commereial collections of this type are telatively easy to prepare. Collectors
o editors conveniently waive all responsibility to provide busic information regarding reseatch
and transcription procedures as:well as reference material regarding tunes and performance style.
Even when the written versions are based upon specific recorded renditions rarely are recordings
o tapes made available either & commercial phonodiscs or s data housed in traditional music
archivey (06-7)." Further discussion on the use of One Thoussnd Fiddle Tunes and other tune
collections in lesrning repertoire is intluded in chapter 2.

8y ¢gin 4. i
Toromer 18, 08 '

e



1. Arkansas Traveller . 20. Livnpool Hmnpipn‘

2. Bonnie Dundee* . 30, Low-Back Car
3. Captain Jinks 31. Marching Through Georgia .

4. Coming Through the l"uld g 32. McDonald’s Reel*

5. Delaware Hornpipe® . 33 Miss MacLeod's Reel® -

8..Devil's Dream® * 34. Money Musk*

7. Dick Sand’s Hornpipe* 35. Moonlight Clog*

8. Durang’s Hornpipe* . 36.My Love is But A Lassie Yet
.9. Emerald Isle 37. New Century Hornpipe =
10. Emigrant’s Reel - 38. Oh Suzanna
11. First Two Gents-Square * 30.0ld Crow

Dance 40. Old Rosin the Bow (Beau)

12. Fisher's Hornpipe* s 41. Opera Reel
13. Flogging Reel 42. Paddy Whack*

14. Flower of Donnybrook 43. Pop Goes the Weasel
15. Flower of Edinburgh* 44, Praties are Dug
16. Galway Reel . 45, Rakes of Mallow
17. Garry Owen 48, Rickett's Hornpipe »
18. Girl I left Behind Me* * 47, Rory O'Moore. !
19. Golden Slippers - . 48, Sailor's Hornp.pe*

20. Haste to the Wedding* . +  49. Soldier's Joy*

21. Highland Fling?,. 50. Speed the Plough*
22.Irishman’s Heart to the 51.St. Patrick's Day'in the

Ladies* Morning*

23. Irish Wuherwomln‘ 52. Ta-re-ra Boom De Ay
24. Kerry Dance & 53. Top of Cork Road*

25. Kingdom Coming 54. Turkey in the Straw*

26. Lamplighter - 55, Virginia Reel
27. Larry O'Galr* 3 56. White Cockade*

28. Little Brown Jug 57. Wind that Shakes the Barley*

Figure 1: “This is'a list of tunes extracted from l recent publication by Simon
Bronner entitled Old-Time-Music Makéts of New York State. As
Bronner notes, it represents a fairly good cross section - of the old-
time. fiddlers’ repertoire in New York State. The list has. been
compared with the listing of tunes recorded commercially by’ Cape
Breton fiddlers. Of the fifty-seven tunes listed, twenty-seven, or
approximately hall, have been recorded by Cape Breton ﬁddlnn
(marked wnth %), .
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compsred with the list of tunes recorded commercially by Cnpe Breton fiddlers.
Of the ﬁlty-seyen tunes listed by Lettie Osborne, twenty-seven have been
' reco;ded by Cape Breton fiddlers (see figure 1-5). This displays an interesting

over-lap in repertoire between the two regions.

1. Contests

One of the most striking. differences between the Cape Breton fiddle

tri:.ditian And practically all 6ther'l‘i'ddle traditions in North America concerns the

of formal petition among its iti Much of the musical

activity in other North Amneri fiddle  traditi p ly centers around

contests which is ;onsiderably different from Cape Breton. In his PhD
dissertation Earl Spielmsn went so far 15°to state that *Cape !’lreton, the center
of Scottish-Canadian fiddiing, bas no contests or conventions’ ‘whatsoever, nor do
any of the other Scottish-Canadian communities.*! Spielman is slightly off the
mark in this. regard. Although formal contests have never been very prevalent in
Cépe Breton there have been some through the years. Several of the fiddlers
interviewed spoke of efltuing competitions through t!:e W:’f()s, 40s and 50s. Bill
Lamey, for one, told me sbout a contest at the Gaelic Ct‘:llege in St. Ann'sin 1947
or 1048 which attracted “quite.a g'ronp.“ -In the last three decades, whatever -
little contest. activity there was in Cape Breton bas virtually grouid to s halt. In

1979 and- 1980 contests were staged in Port Hawkesbury, judged by Bill Lsmey

Ispieiman 431,



. would only serve to stir up ill-feelings between’ musicians on the Island.%

and Winnie Chale,-but mrwre 'poor so the event was discontinued.5®
The rarity of contests and the lack of interest in them uen} to stem from

the fact that Cn})e‘ Breton is a very closely knit island and fiddlers throughdut the

' Island generally know each other fairly well. The frequent dances and concerts as

well as other private *ceilidhs® (pronounced kay-lees) or house parties provide
ample opportunity for fiddlers to hear each other. and play together.” What is

suggested by the relatively docile situation of Cape Breton is that “ohtests might

’ P
" have negative social repercussions for people who work and liv- and relate in all

other ways so closely. Many fiddlers [ spoke with suggested that competition
!
e’

The potential for outright hostility resulting from these coitests among
i -

Cape Breton fiddlers is very clearly evident in the following account from Archie

Neil Chisholm of Margaree Forks concerning a contest held in Baddeck that his

brother Angus was involved in:

>

59The earlier contest mentioned by Bill Lamey here was adjudicated by .Professor

J. MacDonald, a prominept music teacher from the Sydney area. There were fourtcen or fifteen

Cape Breton fiddlers competing that day. The Cape Breton Island Gaelic Foundation was the
L Thae vearines

. sponsoring organization. It was an open he were to play a march,

strathspey and reel or a slow air strathspey and,teel. Players were adjudicated separately on the
tunes and scores were accumulated. These contests would rarely offer cash prizes. Instead the
winner could expect a trophy ot medal (Bill-Larhey, personal interview, MUNFLA C8706/86-379,
8 July 1986). ¥

D awson Girdwood suggests that the promineace of thes} contests in Optario bas had 3
detrimental effect on the repertoires and individual styles of the participants. *A great deal of
the fiddlers today bave only played for contests, Those who are playing in the contest circuit are
all playiog X number of tuses, they are playiog very much in the same style and the same
mannerism. In fiddle contests, thé musicianship is better; the music is not better ‘because, instead
of the fiddlers broadening their repertoire, they ire narrowing their repertoire which on the other
band they play very well . ... There is not a large varicty of. music played ia contests: we are
only basically touching waltzes, jigs and reels® (Degin 6). This feeling is also borne out by Alison
Krauss, the young star of the American fiddle contest ciréuit who has left. the contests bebind to
pursue a professional music career (Grant 42). * )
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Tena Campbell was playing and a whole bunch of them. It was suppose
to be's free for all. Angus went in and they asked him to play and
when he went up to go backstage, Teng Campbell and all those said "
‘that tRey refused to play if Angus Chisholm was going to play. They
were not going to play. Well alright, that shqould have been a
stipulation beforehand. It was made open to everybody. And Angus
got mad and he swung at somebody, Angus wag a big man . . . he
weighed about two hundred thén. And the first thing the cop, I'm
telling you the truth, the mountie that was in Baddeck couldn't hahdle
him at all, and a fellow by the name of Douglas MacDonald who was a
big man and supposedly & friend of Angus' helped the cop. They
wrestled Angus to the floor and then they got the cuffs on him and they
threw him in jail. I went over for him the next day.
s \

While Cape Breton fiddlers have largely stéered away from competition on
their home island, many have comp;ted and excelled in contests staged in other
areas of North :\mericn. .Two Ontario contests that many fiddlers have entered
in the past are the Canadian Oltli-Time Fiddler's Contest in Shelbourne and
International Fiddlers Contest in Pembrook 2 Angus Allan Gillis' réndition of
*Johnny Cope® won him the St. Finian's Cup in ‘co;npet.lion at Alexandria,

Ortario. in 1933.9° Cape Breton fiddlers haye also.competed in contests keld at

1A rchie Neil Chisholm, personal interview, MUNFLA C8818/86-379, 28 August 1986 Sheldon

Maclnnes. relates another story, concerning the- detrimental effects of competition. *Donaid

MacLellan and' Cameron Chisholm competed against each other in a contest in Ontario a few
years ago. Donald won and the incident led to some awkwardness between the two families back
in Cape Breton af the time®* (M:dnnn interview). ¥ .

2uianie ‘Chate related-n an nterview with some pride how'she entered the Iatter of these

. contests in 1964 and ised Scottish fiddle .music, though staying within the rules of the

competition, to win. Since she was the first woman to do so her story was carried in the
Canadian Qress. She ‘was Mso invited to appear shortly after her victory on a CBS television
program in New York called *To Tell the Truth.®

83y T, ibut the 50th Anniversary of the First Celtic Recording of eer_Cape, Breton

. Fiddlers, by Rq‘y MacDonald, CJFX, Antigonish, N.S., 9 Dec. 1085.
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Though at pment‘ formal contests are mot held to any extent in Cape
Breton, there is constant "silent compa}ition' ‘among the fiddlers. Riv:lgy and
criticism are prevalent but most often masked. One fiddler, for example, is
constantly criticiz‘ed for her rig-idity in\strathspey, reel and jig playing; Su! l;ot ’
directly. The criticism comes through\a simple pnue of her stylistic strong
points: *Oh she" s good to play the slowairs.* WJfat is in fact being said here is
that the fiddler’s airs may be pleasant to listen to, but when it comes to the’ real
meat of the tradition—the strathspeys, reels and” jigs—-her music is less than

desirable.

1.8. Elitism Within the Cape Breton Tradition

Cape Bretoners have a tremendous pride in their music and dance

STV s T

raditions. They see their fiddle music as the global hub of traditional Seottish -

fiddling. The fiddlers themselves play a very refined and exacting style. ‘Their
proficiency has led many of them to develop a very possessive and superior
attitude about their playing style in relation to old-time. style hddlers in the
region and even to- fiddlers in Scotland. fbm attitude is reflected ifi the very high

esteem in which Cape Breton fiddlers are held not only in their own community

A» but by other Seottish-Canadian fiddlers in places like Glengarry County in

- Ontario, Pnnce Edward Island and Newlonndlsnd 's Codroy Valley. The Cnthnhc .
Church, as pointed out earlier, hns served to reinforce the pridtd cnn'ﬁdence
. R A _

that Cfpe Bretoners have for and in their fiddle tradition.
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In an interview with Sheldon MacInnes T asked if he perceived the Gape

@8 Breton fiddler as possessing an attitude of elitism towards o'.herl styles of fiddling

. in Canada and Scotland: He responded: S &
Oh there's no doubt, oh gee, right to the core. Right to thd\core. Like ~
the Cape Breton fiddler has no time for, I mean we tilk about the
down-east fiddler, the down-east sound and the Messer sound, I mean,
N we know they have no time for that. They hardly have ¥me for ,
anything from Scotland. They hardly have time. They're hospitable,
they’re friendly, they'll exchange a piece of music here and there, but
they have no interest in buddying up with a lot of the stuff that we
hear coming out of Scotland today. There's just o.interest whatsoever.
There’s na flavour, as Dan R. [MacDonald] would say~ There's just no
flavour, there's no soul. And that's where these guys here are playing: X
fronf, the heart and the soul. -It's an extension of themselves. It's a -
. piece of themselves. It's what they breathe. They play the fiddle and -
. .. they breathe, it's the same thing . . . and that’s the way they want to
play and if people can’t accept chn then they have no time to convert
people

Maclnnes alludes in this interview excerpt to fiddling in Scotland. Much of
the fiddle music that is presunted to the public i; Sciotlnud today is the somewhat .. ~ ‘ \
classicized music by groups lfke ‘the Scottish Fiddle Orchestra. The tempos nm;
styles of these musical presentnuons ate closer to the military bagpipe tradition
than to the more traditional fiddle music found in other areas of Scotland. These
other areas mcl\lcle the northeast and Shetland Islands. Fr. John Angus Rankin
spoke to me. at some length about thie similarities between the Cape Breton ner
Shetland sty‘les of fiddle music. ’ He compared the music of Shetland’s present '
. leading exponent, Aly Bain, with the fiddling of Angus Chisholm and Bill ‘Lamey.
His explanation for the Iik;nesses sheds light on his e}hx;ocentrism. He related a,

story about a fiddler lron’| Cape Breton named Roddy MacDonald. MucDo'n;Id
/

O\ factnnes interview.
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c . was fishing in the North Ses with a bont ont of Glouce'a{ Massachusetts when
he was slnp-wmked on the ‘Shetland l:hhdn where he was loreed to spend an
9 Y . entire wmur. According to Rankin, M:gDon-ld- style of fiddle music so

I" + "-impressed the Shetland Islanders that a group of them strove during that winter
to learn his style. This, Fr. Rankin explained to me, is the reason why the two

styles have so much in common today.®

This superior attitude within the Cape Breton tradition also shows i':elf in

many narratives on the theme Of Scotland's faflure vs. Cape Bretons ~

~ 1

overwhelming success in maintaining and developing the Scottish fiddle tradition.

Winston Fitzgerald spoke of ‘'a conversation he -onte had with Scottish fiddler

Hector MacAndrews: : Q ‘e .‘

! Hector MacAndrew . . . told.me that they had the same kind of mul\g '

. as] played for him. And he said; ‘We had that over here. But we lost |
it." He said, ‘Skinner,’ J. Scott Skinner, the ‘King of Scottish music,''J. - .
Scott” Skihner came arpund, and he was a classical player . . . he-got all
the people interested in it, and we lost the old traditional music. And
the people that left héte and went over to Cnpe Breton . . . they-still o
have it down there. It should be us fellows going over there showm; T
you fellows how to play tmhhonnl And it's you !ellow: coming over _/
here, showing us.'®®

informants. I have been unable to verify it.

8\inston Fitzgerald, interview, Cape Breton's Magazine 46 (n.d.): 1.
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1.7. The Contemporary State of the Tradition

Though Cape Breton people may now rightly take pride in the vitality of
their fiddle tradition, there was a period when the music had begun to falter in
popularity. /l/:h\e late 1960s, while the fingers of the older gencration of fiddlers
were beginning to stiffen with age, few young people appeared to be stepping in *
to fill their shoes. > Then in 1971, the '(?mn'dian Broadcastil_:g Corporation
produced a television program which is now generally regarded as having been the
catalyst in the revitalization of fiddle music which took place in the 1670s.” The
prog';'um, *The Vanishing .Cnpe‘Bre_ton’ Fiddler,” suggested that unless more

childre’n began to take an interest in the music, it would in time vanish.87 - This

* chilling prophecy prompted the organization of the Cape Bretod Fiddlers

ciation. - In July pf 1073 the Association staged the first Glendale Fiddling

Felival which featured: over 130-players p ing before audi

5000. ain sevéral members of the cler&y, including Fr. John Angng Rankin,
stood at the forefront of the new Association. A new fire of interest in fiddle
music was vthus iinqled. Classes were organized and s‘qunre dances once again
rose to the top of preferred week-end activities. The success of the Cape Breton .

Fiddlers Association in over-coming this apparent cultura%ersity has also

effectively augmented the*pride that both players and their fans\feel towards the

tradition. —/

3

S7The Vanishing Cape Breton Fiddler, television program, prod. Ron Maclnnis, CBC Halifax,
1971 .
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Fiddlers, dancers and other perl’orm‘ers have been -ppen‘n‘mg actively at folk

festivals dunng the last twenty years throughout Canada and the United States.

" Master Cape Breton fiddlers like Buddy MacMaster and Carl MacKenzie hlva

beén giving workshops at such events as the Festival of Amancln Fiddle Tunes in
Port Townsend, Washington since 1082),.5 This western American interest in
eutern‘Cnnndinn fiddle music is an intrig\lin'g phenomenon. InsWashington State |
the!e s a Pccket of Cape Breton fiddle music enthusiasts ‘many of whom,
interestingly, have never ncu;llly visited-the Island. According to Stan Chapman

i ¥
and Dave Maclsaac, both of whom have been involved in fiddle music workshops

v 3 ‘ . w
in Port Townsend, Wpshington, interest in the Cape Breton fiddle in that area

stgms from two sources. The first source is a man named'Frank Ferrell who once

"\lived in the Boston area where he associated himself with a fpumber of Cape

Breton fiddlers also living in the area. ' When be eventually moved to the west
coa§t of the U.S., he took with hil;\ his_enthusiasm for the étpé Breton fiddle
style, sharing " it wnth other plnyera of lrndltmnel 'music in his new home.
Chapman and Mscluac point to the second source of interest as being Barbara
and Chnrhe MacDonald, daughter and son of a late master Cape Breton fiddle

named John Archie MacDonald. The two, who now reside in Californis, have, for

_ several years, been distributing tape copies of the old 78s which once bel_onged to -

their father. ¢

O3Folk festivals in the US. began to focus on Cape Breton music as early as 1065 when a group
of Gaclic singers were invited to petform *milling sogs® at the Newport Folk Festival. The
following year, in sddition to the singers, fiddler Angus Chisholm played at the festival,
sccompanied by Harvey MscKinnon (Cheryl Anne Brauner, *A Study of the Newport Folk
Festival and the Newpon Folk Foundation,* MA Thesis, Memorial Uiversty of Newloundlsad,
1083). 3 -
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In the chapters that follow, the history, development and ix;np]jcuiqn- of the
y  recording industry in terms of its relationskip with the Cape Breton fiddle
tradition will be examined at Iengti:. '

"




Cl;aptel; 2
* * CAPE BRETON FIDDLERS

ON RECORD "

2.1. The Record Industry

In the years following World War I, two very important devélopments took
place which changed the course of music in North America. The first was the

perfection of the( phonograph and the second, the grawth of the recordmg

industry. The phonograph as we know it today is a powerful ingtrument of
Itis a i now, primarily of musicn/p;rfolmancm

This differs from its originally intended use. Marshall McLuhan “Writes: -

. the phonograph was lnvolved in many muconcephons as one of its
early pli It wi ived as a form of .

. auditory wrmng lt was also cnlled pnpbnphone with the needle in
the role of the pen. The idea of it as a ‘talking machine’ was especially
popular. Edison considered it first a ‘telephone repeater’;. that is ‘a
store house of data from the telephone, enabling the telephone to,
provide valuable retords, instead of being the recipient of momentary




and I’leet‘ing conyerution,‘“

In Edison's detegmination to give the phonograph, like the telephone, a
direct use in business, procedures, he neglected to envision it as a meal‘ls of
entertainment. On the practical side, in 1890, it was only businesses and wealthy
private citizens who could afford to buy the machine. Its price at that time
averaged a hefty $180 (US.). By the turn of the century, however, with mass
production and distribution, the cost lowered to a more affordable $25.

Duri;:g the period following the invention of the phouogragh, .the new
tecl?nology was swl; by m;)l;y. asa *loathsome threat® to music. John Philip
Sousa, for one, labeled the spreading pc}ﬁlmiiy of the phonograph ®the menace
of mechanical m‘,mc" while Sousa’s fellow countryman Ambrose Bierce looked at
the machine as *"an irritatin; toy that restores life to dead noises.*™ Society has
alWeya kiiowe 5 sable scouipbatie clement which has been, by definition,
resistant to change. The phonograph represented change ‘and was nccordingl&
loudly eriticized by this element. Former Librarian of Congress Daniel Boorstin
writes, *Just-as when moveable type was introduced peopl_e preferred hand-made

Bibles to the machine-made Bibles, so when the phonograph came in people

. «
tended to prefer hand-made music to hi de music.*”!  Opposition soon
faded, however. The phonograph .asserted itself in North American life largely

because it was a democratic instrument. It was a machine which’ not,orly

Marshall McLuban, Understanding Media: The Extensions of Man (Tmm MeGraw-Hil,
1964) 276. 7

Both 28'quoted in Ethnic Recordings in America: A Neglectéd Heritage (Washington: Library
of Congress; American FolKlife Center, 1982) vi.

"guhnie xii,
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repeated experience but democratized it. While Sousa and Bierce could indicate
their fears concerning the phonagr;ph around 1908, within a decade or two it had
become one of the primary resources for r;aching every.body with music.”?

The Victor Company, for one, ized the possibilities of the ph h

for home entertainment as early as 1901. In the years immediately following

World War I, the Victor Company and the nenrly 200 other companies lhot bad

entered mlo the and p ion of ph h lnd records

pmduced nearly two million phonographs and almosc a million records per year.
It is safe to assume that by the early 1920, phonographs ‘and pnvnte‘reeord
collections could be lou'q_d in the’ hommﬂ hundreds of thousé;itiu of tamilies right
actoss North America. u . o

It wé during this pgriod, in the late 10205, that the’Cape Breton fiddler A
began his'involvement as a producer of music for. the recording inéustr‘y. Ei‘nee
that time over th;ee hlmdrved recordings have bee;n produced featuring some sixty-
three diﬂere;n Cnp‘e Breton ﬁdd‘ler.s (see appendix E).”* The earliest 78 rpm
recordings of Cape ﬁreton fiddlé music feature such‘mus&pinns as Angus Chisholm,
Dan J. Campbell l:ld Angus Allan Gillis, all of whom have achieved legendary
sntns among Cnpe Breton fiddle*music enthusiasts. Through the 1940s, 50: snd

60: fiddlers continued to produce recordings of their music on Such lnbels 28

Celtic and Rodeo. The 1970s saw the Rounder company of Mas;achusem

"2Etbaic xii.

3Ronald Gelatt, The Fabulous Phonograph: From Edison to Stereo 3rd ed., (New York:
Appleton-Century, 1665) 69-71.

- &
T4These figares are based on the recordings docamented to March 1988 and included in the
discography which serves as an sppendix 10 this thesis,
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producing a series of Cape Breton liddle recordings, while in the past ten years,

the majority of fiddlers have been producing their i p

Figure 1-1 displays a list of the forty-four different record labels on which
recordings featuring Cape Breton fiddlers have been released. Included with. this
list is a break-down for each Iabel in terms of the number of releases and their
respective formats. This will serve as an appropriate reference poi;n for the

discussion which follows on the record ies and producti inciples which

lie behind the labels.

5

Cass

ARC -
Audat : :
Banana Records

-Banf?

Big HaroYd

Boot.

Brownpigg

“Bruéwick 2
Buckshot

Cape Breton’s Magazine 3
C.B.C. >

C.C.B./U.C.C.B. Pre:
CLM Records
Canadian Cavalcade
“Ceilidh :
Celtic b1 1
Columbia . 13

Copley 3

Dab . 2
Decea 18

Glencoe 2
Hit Records .
Holbourne 1

Yy
P - N N )

-

'S
NS koo~

-



‘ Solar Audio

Record Format cont’d. 78 46 P’

Inter-Nedia * 4
Liberty 1
Lismor { 2
Mac
Mariposa 1
Point 2

RCA 2 1
Regal-Zonophone 1 =
Rodeo ' 34 16
Rodeo/Banf? 1

Salt

Shag Rock
Shanachie
Solar :

Stepping Stone
Topic
World
*no label name

e

o

Figure 2-1: A list of the forty-four different record labels on which
featuring Cape Breton fiddlers have been released;

Rounder 1
Simon Fraser Collection v T 1(2pt)

recordings
including &

break-down of the number of releases and their respective formats

for each of the labels.
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2.2. The Record Companies

2.2.1. g.r(y American Record Company Involvement

As noted in the introductory chapter, the first Cape Breton fiddle records
were issied not by Nova Scotian or even Canadian interests, but rather by
burgeoning record companies in the northeastern Unjted States. One of these
companics was the Columbia Record Company based in New York. The first

Columbia discs were issued in 1902 and included many *foreign® music recordings

featuring European artists and ‘sold fo immigrant markets. Latér, in the years.

following the first world war, Columbia and other record companies began relying
heavily on domestic talent to provide new material in their ethnic sales. These
were recordings of music again aimed at specific ethnic markets (e.g. Irish music

produced to be sold to an American Irish nrarket and Ukrainian music produced

to be sold n American Ukrainian market). Some of the slack was taken up by
shl'dio mgc:ms who churned out instrumentals and were given names like the
Columbia Polish Orchestra or the Victor International Orchestra.’> All of the
rém}dings produced by Columbia during this period which featured *ethnic

music® were included irf the *F* series, designating them as foreign. Out of this

phenomenon came the Cplumbia Scotch Band apd the Caledonia Scotch Band,

both, in fact, comprised of\tl\le  same musicians including Cape Breton fiddlers Dan

Hughie MacEachern and Charlie MacKinnon who were living in the northeastern

7®Ethuic s6.
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United States at the time.”® Their records were }elgued as part of .thq Colllmbi:

Scottish series (37000 F-37020 F) in 1928. Cape Breton fiddle music was
perceived, by the Columbia company at least, as' being Scottish music; it wn’

produced for sale to the Scottish gthnic market in North America. Interestingly,

however, one Cape Breton fiddler, Colin Boyd, was grouped in with the Irish !

series” (33000 F-33562 F) when his thr:e - rpm discs were r‘eleued on the
Columtia label in the late 1920s. Cohn Boyd glso did wme recording for
. Brunswick Records in Montreal in 1032. o Two of his 78 ducs (Brunswnck 533
and 534) Were released in the United States ig Brunswick’s 100 ‘Songs from Dixie’

series.™®

Decca Records, founded in '1934, also issued foreign recordings starting im

the late 1930s. Several of the company's foreign series in fact continued until the
early 1050s. Decca maintained a 14000 series devoted to Scottish music, but this

apparently ran to only thirty-three releases (in contrast with close to 300 releases

in Decca's 12000 Irish series). Cape Breton fiddlers.who had 78 rpm records .

released on Eis label include Alcide Aucoin, Colin Boyd, Dan J. Campbell, Dan
J. Campbell, Angus Chisholm, Alick Gillis, Aligus Allan Gillis and Hugh
A. MacDonald. Several of the records by these !lddle}s issued as part of the

Decca 14000 series were actually released earlier on the Celtic label.” The major

-

TOReference from Bill Lamey, personal interview, MUNFLA C8706/86-379, 8 July 1986. For
full discographic reference to these recordings, see the discograpby in appendix E.

7TThe Brusswick-Balke-Collender company entered record production in 1020. After 1930,
however, the label underwent many changes of ownership . . . .* (Ethaic 39).

T8Euhnic 188.

"Ethnic 40, 188.
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recording companies ceased issuing Irish ethnic recordings in the 1040s. Decca
was the last n\ujor company to pay them any serious attention.

Justus O'Byrne DeWitt sought to fill this gap in the Irish record market by
founding the Copley Record Company in Boston in the late 1940s. *During the
next ten years, Copley issued a wide range of Irish and Irish-American .mnterinl
aimed mainly at the more commercial Irish market, *80 Cape Breton fiddler Dan

R. MacDonald released three 78 rpm records on this label.

2.2.2. Celtlc

The first local record company to produce Cape Breton fiddle recordings
was.Celtic Records of Antigonish on the mainland of Nova Scotis. The company
was started by Bernie Maclsaac in 1035 and run out of his Celtic Music Store on
Main Sn‘eel in, Anti’gonish." Maclsaac was selling a good number of spring
wound phonographs at ;hat time, but had no reco‘rdings of Cape Brek_)_;x fiddle
music to sell along -vith them. He found himself receiving requests on a daily

basis for fiddle music on record.

So that was what pushed me to take what steps I could to supply the
- dehand. So I got the idea of producing them mysel( I made a deal
with the Compo Company ontreal and they did the recording and
pressing and evervthing else > . . Montreal was the only place, the only
small independent or more or ‘less independent I tried to deal with
becmu those blgger éump:mes don't hiave to pay .any attention to
smiall fry .

SOE¢hnic 04,
817he business that Maclsase bought was briginally MacDonald's Music Store.

82ernie Maclisac, personal interview, MUNFLLA C8705/86-379, 7 July 1086.

D g
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When Maclsaac began recording fiddlers on the Cellii record label in\|935
he took groups of fiddlers on two occasions to th! Comp9 Studios in Montreal.
The first of these trips, which 1ncl}|d;d fiddlers Dan J. blmpbell, Angus Chisholm
and Angus Allan Gillis and pinnis; Mrs. W. J. MacDonald, is perceived as a
milestone in the history of Cape Breton fiddle muste. On the fiftieth anniversary
of the trip in 1985, Ray MacDonald of CJFX Radio in Antigonish produced a‘
special program recounting many of the events surrounding the trip-%2
On this trip the fiddlers recorded twenty s;leethns to fill ten 78 rpm dises.
Only one hundred c’opiu of the first relfase were pr‘esse?.\Eventullly,_ ]nowever,
as the line got bigger, Pvi:clsuc began or’derix;g one thousand records at a time
from the Compo Company. These 78s were priced for retail sale at 75 cents each.
On the second trip to Montreal, Maclsaac took with him two Antigonish ﬁ;idleru!
Hugh A. MacDonald and Wilfred Gillis. ’

Of the records produced. by Celtic in the 1030s and 1040s, the great

majority were sold to local consumers in Nova Scotia (see the photograph of the ——

Celtic record label in figure 1-2). *The catalogue was too small and there was not

arently anotber master Cage Breton fiddler from loverness, Sandy MacLesa, bad agreed
to make this trip, but backed out at the last moment (Dave Maclsasc, personal

-interview, MUNFLA C8808/86-379, 17 August 1086). In the CJFX progtam, Rsy MacDonsld

Darrates: "At that time,-a return ticket, minus sleeping accommodations, of course, cost only
eleven dollars and West Sherbrooke Street had a string of, what we call today, bed and breakfast
places at a dollar a night. Practice sessions prior to the departure were hosted by s Bisbop
Alexaader MacDonald st St. F.X. Usiversity snd another At the Royal George Hotel under the
auspices of its then proprietor Alsn ‘the Ridge' MacDonald. Well, as might be expected in &
group so closgly, knit, the éventual train trip unveiled lots of music, Gaelic stories aad some
humorous incidents they were to create themselves.® MacDonsld recounts several of these storles
through the course of the program, some through the voice of Mrs. W. J. MacDonald, the pianist
on the trip (A Tribute to the 50th Anniversary of the First Celtic Recording of Pioneer Cape
Breton Fiddlers, by &ay MacDonald, CJFX, , N.S., 0 Dec. 1085). Some of these same
stories were also conveyed to me by Angus Chisholm’s brother, Archie Neil in an interview during
the summer of 1086 (MUNFLA C8818/86-379). °
.

/
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enough demand for that type of music in Toronto or in Montreal or, even in

Halifax.*®*  Over time Maclsaac had developed a syatem for® the distribution of

his records.
There was a while there I had dealers scattered around the towns of
Cape Breton. Of course Frank McKnight was always a good buyer. He
always stocked them. And then there was someone in Glace Bay,
someone in New Waterford, there was Baddeck and Port Hawkesbury
and Inverness and Port Hood. There was probably about a dozen or
more. I used to go around with a load in the car . . . what I'd do, I'd
give them a list of the new stock and then I'd have the old stock listed
and I'd check off what was still there to indicate which ones were sold.
So they paid for them after they sold thein and then they were supplied
with the new stock.. That would take me probably three or four days
. the larger the catalogue grew, the quicker the thousand would go.
But the first thousand, well there was only one record, two recolfi:,
three records .

Maclsaac handled other records besides the ﬁddle recordings in his. Celtic
Music Store A few classics, mainly hn parade and country Kitty Wells, gosh
sold them by the hundreds Hank lelxams, wilf Cnru.-r, Hank Snow.” Those
, were all good sellers.® In overall sgles, however, he was selling considerably more
recordings of fiddle music. than ;ny other musical genre. . <
Maclsaac continued to run Celli:: Records as a side-line out of his store in
Antigonish for thirty‘-five years before selling the label and all of the masters to
George Taylor in 1960. *The value put on was one dollar . . . it was j\,sz:omi'ng
to the point there . . . becn\llse things “were changing the; and there was more. .

' .
work and mote money afloat and more buying. Costs were going up and I didn't need

.
- P
~ MBernie Maclsaac, personsl interview, MUNFLA C8705/86-379, 7 July 1086.

BMaclsnac.



Figure 2-2: The Celtic record label.

that.*36 George Taylor took the label along with the notion of recording Cape
Breton fiddlers and continued both under the umbrella of his record production

company, Rodeo Records.

6Bernie Maclsaac, personal interview, MUNFLA C8795/86-379, 7 July 1986,
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2.2.3. Rodeo N .

Rodeo Records was started in 1951 by George Taylor, a Scot, and Donr
Johnson, then‘ the distributor of the Quality line of records in Quebec and the
Maritimes. Johnson's daughter Penny came up with the name Rodeo, and when
Johnson moved to California a year later, Taylor bought out his share of the
company. In 1953, Taylor moved to Halifax and became the Maritimes
representative for Quality Records wl;ich manufactured and distributed his Rodeo
product at that tim;A Shortly thereafter Taylor took over responsibility lor'
manufacturing the Rodeo line, and gave what was-then a small account to the
Compo Company for pressﬁ,g. In the twenty yean}hat followed, Rodeo
produced a host of 78 rpm recordings and over 350 LEs. Up until at least 1973,
Compo was continuing® to pre‘&? Rodeo discs with the volume of orders having -
multiplied many times over. ’

*In those early’ days of Rodeo, it was alwa‘ys an eYenl when I took a new
release into Phinney's store in Halifax,* Taylor remembers. *Denzell Ernst, -the
buyer, and Lori Bruner, the salesgirl, would put box upon box on the counter for
their gullible customers.*®” The majority 9( Rodeo LPs are devoid of cover notes
and what listings of the tunes that were included were often ordered improperly
or misspelled.

Wilen ten-inch 33 1/3‘ tpm LPs appeared on the market in tl;e early 1950s,

the fitst Canadian musician to have his music released on this format was

' Winston Scotty Fitzgerald (Rod;:o RLP-1, released in 1953-see figure 1-3).

~87As quoted in Kit Morg

*George Taylor's Rodeo Records,* RPM Weekly 11 (1060): 3.
-
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Through the 505 Rodeo.n!so released at least thirty-four 78 rpm records featuring .
Cape Bre.to{: fiddlers. Georgé Taylor eventually expanded lrom iiis Rud;o lnlbel
to gain control of six other reeord labels mcludmg Banff, Cn.mp\s, Caprice (l’or
French- Canndnu talent), Europn, Melbourne (for country and pop singles nnd
LPs) and Celtic as mentioned earher. 0! these labels, Cape Breton fiddlers have
appeared on three; Bnnn‘ Celtic and Rodeo: Tnylor also gained conkol of three
music pubhshlng companies; Banfl Music and Jasper Music’ (BM] Cnnadnv
affiliates) and Melbourne Mnsic (a CAPAC affiliate).

In 1962 Taylor decided i«: leave the Maritimes for Montreal. *To progress
with the times and compete with the best, better recording facilities were a .
‘must,’ and Montreal seemed a promising site.+3 He worked with Stereo Sdiind
JStudios antl began to concentrate on CO\I-IIH’y ﬂt;l!ic 'artists not only on th:“ ;';cord
production end, but ‘n!so, working with Ben Kaye Associates, in lhnnnging'vthe
careers of his artists. In 1967 he returned to Toronto,and in 1973 retired from the
business. "

After Taylor's move from ﬂ;’é Maritimes, his recording of new Cape Breton
fiddle music stopped. Fer.several years following, however, re-issues in various
configurations flowed from the préssm on a regulnr\)uis. The was a total
number of thirty-eight recordings featuring Cape. Breton fiddlers re-issued either
on th; original“Rodzo or Celtic label or. in some cases on the Banf{ label. The
majority of these were Cellié 78 pm :ecordings re-issued on’ the Rodeo ‘label.

Rodeo records nlso‘releued many 2 i p of

83Kit Morgan, *George Taylor's Rodeo Records,* RPM Weekly 11 (1969): 5.

o
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Figure 2-3: The paper jacket of the first ten-inch 33 1/3 rpm LP  produced in

Canada. Winston Fitzgerald, Canada’s Outstanding Scottish
Fiddler Rodeo RLP-1, released in 1953.

released on earlier 78s or LPs.8? The total number of such records is twenty-three
(see figures 1-4 and 1-5). These records never note the fact that they are made up

of cuts from previous records. It was very much a case of caveat emptor. In

89 or more discussion the four record categories (solo, group, anthology and miscellaneous)
designated in the discography, see the section entitled *The Discography Database File* in
chapter 5



other words itting were purchasing albums'of fiddle music which

included many .ulections that they already had access to on other records in their
collections. This was also a case of "let the performer beware® because ln‘mont
cases the re-releases snd n;zthobu records were being produced witl;oul. their
consent.“b The hbe’k' masters and existing stock of Taylor's record companies ’
was eventually bought by the Holbourne Company of Wenf Hill, Ontario. In the
simmer of 1986 Holbourne made an attempt to nqload s vast selection of old
Celti:, Rodeo and Banff LPs, most over twenty years old. Dn‘ring that summer
every record store in Novn Scotia that I vuned was llocktd full of these recordl
selling for bnrgnm pnces ranging from $3.00 to $0.00. Booths were also set up at
various l'esuvnls and events throughout the province o(lerlng th‘e same selection ol’

recordings for sale.

2.2.4. Folk kzvly-l Companles < *

There have been two promi:.ent American folk music record companies,
Rounder and Shanachie, which have have been involved in the recording 9[ Cape
Breton fiddle m{uic, releasing a total o! twelve EPs. To understand their
mouvnuon for wantmg to record a music form as seemingly esoteric as Cape
Breton fiddle music it wonld be wonhwlnle to first examine the folk record
company phenomencn in general. )

After i)eccn, Columbia, Victor and the other large American record

companies curtailed their production of folk music recordings in the 1940s, there

OOpurther discussion on the abuse of performers' rights by record compaaies may be found in
the section eatitled *Voices of Discontent® later in this chapter.
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Figure 2-4: The album cover of an anthology LP, 24 Cape  Breton Fiddle
Medleys (Celtic SCX 53), comprised of selections by Cape Breton
fiddlers all released earlier on 78s or solo LPs.

was a void left to be filled. What little folk music that was being released by
these companies after this period was aimed no longer at specialty ethnic markets
but rather at the mass market. George Avakian, the manager of popular albums

for RCA Victor in 1961 said at that time,
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FIDDLERS

Figure 2-56: The album cover of an anthology LP, 16 Great Canadian Fiddlers
(Banff RBS 1263), comprised of selections by a variety of fiddlers
including Cape  Breton fiddler Winston Fitzgerald. All of the
selections included on this album were again released earlier by
the individual artists on either 78s or solo LPs.

A major record company must look to the folk music in terms of sales
large enough to merit inclusion in a catalog where there is fierce
competition for retention in the face of a broad coverage of all kinds of
music and the financial demands of a large overhead which must be
covered by sales of the company’s product.®!

915 quoted in Robert Carlin, *The Small Specialty Record Company in the United States,®
JEMF Quarterly 12 (Summer 1976): 68
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Avakian eontinues to shy that a major Iabel like RCA cannot presgnt pure
or esoteric folk music, but' must préent more popularly oriented folk singers. Hé
cites Harry Belafonte as an example. This stance is echoed in. a more critical way

by Chris Strachwitz of Arhoolie Records, a company which has beén in the

forefront in the production of Ametican folk music di since the 1080s.

- *The big companies know that stuff [folk records| doesn't gell much. They don't
want peanuts, they want the-big immedine‘bucks.'" The smaller folk Iabels like
Arhoolie, Rounder, Shanachie and others have, however, been bharvesting these
*peanuts* with some success since the 60s. Robert Carlin, in his article, *The
Small Speciaﬁy_'Reco;d Comllsuny in the Upitea States," expresses the raison
d'étre for thme'ﬁﬂkg compsn’ies. *Folk m;xsic record labels are, in a sense, the
u‘m\lerground newspapers of the rgchding industry: They exist w fill the needs of
the minority tastes that are not being s_i;tisﬁed by 'the In:ge.‘“

The folk record companies grew out of the folk revival movemgnt in the

- United States in the 1960s. The people that established the com-panies very often

fit the stereotype of the well-educated, anti: blish P ge that led the
movement at the time. This is borne out in the following quote from an article
written by Gene Lees which adeptly displays the impassioned and even radical
motivation that s;;urs on the owners of many small folk record. companies. He
writes that the small labels are created out of ’

. .. the desire, the need, the pession to circumvent the big labels, the
paid off dise jockeys, the ill educated young program directors who are

92,4 quoted in Carlin 68.

%Carlin 68.
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.‘debuing the quality of American radio, and the great barn-like record
stores pounding with rock, splattered with posters, and crowded with
bin-browsers,fand get their music to that large minovity of the audience

that is blessed with selective taste. The big companies and the big

stores are no longer interested in that audience, and this has produced

frustration m both artists and listeners.® /

I'mre are substantial dnf{erence‘u between the major record companies and
smaller ones in terms of promotion, distribution, payment of srtists and pressings.
Large companies, for example, will spend sizable sums of money.in the promlotion .
of their products: A large staff is kept to place media advertising and to convince
disc jockeys and reviewers that the record is good. Most folk compu;ics. on the
other ‘hand, do not maintain a separate staff to 'promote record:.' The
owner/recording engineer/n.mil clerk, very often the same pers(:. does all the
promotion. Some advertising may be placed in folk music magazines. While the
major companies have large networks for the distribution of their products, folk
record companies work most often through mail order. Finally, in terms of
musicians’ income and pressings, major labels normally begin an album with an
initial pressing of twenty to thirty thousand, and pay their artists proportionally,
while initial presses of folk albums will ringe from five hundred to three
tholisn@, r.]epending on TMepgpularity of the artist. And often the folk artist will
make next to nothing from album sales and even end up paying part of the
album's expenses.” :

Rounder Records was started in Somerville, Massachusetts in 1971 by a

collective which included Ken Irwin, Bill Nowlin, and Mariqn Léighton, along

94 quoted i Carlin 68.

95Carlin 68-60.
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with varioug other less permanent meml;ers.' Rounder's quarterly ne;vdeﬁler, The'
Ron;xder Review, described the basis of the company in 1072; *Rounder il.l
collective, with all members pooling all resources. There is no real livision of
labour .. . no bosses, no hjerarchy, and we workers own ‘the whole thing
collectively.*® Their decision to produce Cape Breton fiddle records reflected
Mare Wilson’s interest in the Island v‘vhich he saw as *one of lile last areas where
tradition réally reigne(_l.'“’ Rounder’s involvement with the music began with the
recording of. Joe Cormier and John Campbell, Cap.e ‘Bretoners resident in the
B‘oston are\a, in 1974 and 1976 respectively. Erom this, Wilson e‘xpmded his
accivit_ies and made triﬂps to Cape Breton to record more musicians. During his
first trip” in 1978 he recorded Theresa MacLellan, Jerry .Holland and Carl
MacKenzie and then on subsequen!qlrips, Winnie Ch::l'; and the Beaton family of
Mabou. Joe MacLean also tecorded a tape for Rounder, but Was not satisfied

with the end product and rzl‘used to let it go to press.®® Rounder also released a

sampler LP entitled Tr‘admonal Music on_Rounder which features selections by..

Joe Cormier, Jerry Holland and Carl MacKenzie.
One of the advantages that the Cape Breton fiddler found in recording for
Rounder or .sim'ilzu- established record companies wu’ that they allowed him to

focus attention on the studio recording aspect of the production. The company

%As quoted in Neil V. Rosenbetg, Bluegrass: A History (Urbana: Univefaity of*llinois Press)
340.

97From a discussion with Neil Rosenberg on 8 May 1986 regarding an interview he had wijh
Ken Irwin on a recent trip to Boston. g .
. 9 : G TR
®iougie MacPhee, pysonal interview, C8803/86-379, 12 August 1986, MacPhee also recorded
an album of pis distinctive style of Cape Breton piano music for Ro\ndzr Records.
N 3

¢
- .




* was Jerry Hollaod (Jerry Holland, personal inter¥lew, MUNFLA C8816/86-370,

67
took care of the other details including the ‘design of the album cover and liner
notes, as well as the printing, pressing and distribution. The performer would, in
turn, be ;cnt royalty cheques from the company, the amounts in Telation to the
volume of product sales. Rounder and Shanachie have been on the whole fair
about fhis, unlike several of the other companies that the fiddlers have been

involved-with.®® Winnie Cﬁlle speaks hi;hly‘ef Rounder's approach to the record

. business:
~

Rounder Records is known as a folk artist company. They have high
mtegmy, they hnve a very, very excellent recording abilities. lee if I
want to go down in the States and record with them tomorfow in a
studio I could do that and I'd get the same treatment as Frank Sinatra
or some other singer down there. My albums yent to Arizona and they
were cleaned and they were balanced with the tape before they ever put
the album out. My tapes that I've received from Rounder Records were
made in Nashville, Tennesee, so I know they're very well done, I know
il's a good product and I'm pleased to be part of that (see figure 1-6).'%°

In retrospect Rounder's Ken Irwin said that they thought the 7000 series of
Cape Breton and Canadian fiddle music would find a market among the
enthusiasts of Irish fiddle music who were buying records in the United States.
The records didn't sell as well as expected, however, and the-company halted the

series altogether, having issued eight LPs, after “*getting burned® by one of the

" Cape Breton artists who had ordered recordings and wouldn't pay for them.'®

99For more on this, see the section *Voices of Discontent* found ltef in this chapter.
100Chate.

interview he bad with Ken
financial conflict w ounder
27 August 1086).
The details of this situation are ollluled h the section *Voices of Discontent® found Iater in this

10%210m the same discumion with Neil Rosenberg regarding
lewis. The Cape Breton ‘fiddler referred to bere who came lnl

. chapiter,



Figure 2-8: The cover of Winnie Chafe’s first album; produced by the
American folk record company, Rounder Records. Highland
Melodies of Cape Breton Rounder 7012, 1979.

The other contemporary American folk record company which has produced

recordings of Cape Breton fiddle music is Shanachie. This company started with

a wholly Irish and Irish-A i music date. After b i tablished in

the field of folk music record production, however, Sh hie began to look to

other related traditions for production possibilities. In 1978 and 1979 Shanachie



released three LPs featuring Cape brewn fiddlers Bill Lamey, Angus Chisholm
and Colin Boyd. Unlike the Rounder- LPs which were original relordings. all

three of the Shanachie LPs were releases made up of earlier 78 rpm recordings, re-

' mastered to imprové the quality of the sound, Lochifia Chisholm, a niece of

Angus Chisholm's, was ‘responsible for her uncle's recording on the Shanachie

label.' Her original intention was to produce an ori’gilml recording, hut the aging *

:Chisholm was unwilling so she opted instead for a re-release of his early 78s on a
compilation I“PA The 785 were sent to Richard Nevins of Shanachie in New York
*who filtered out the nmsb and re-mutered the selections.® The records were
sold around the Boston area by Lothlm Clusholm and marketed by Shanachie on
a wider buu, All three of these LP teleases on the Shanachie label remain in

print today.m!

2.3. Ind dent Record Producti

There havé been a number of small Maritime labels which have released
recordings featuring Cape Breton fiddlers.® Thfse include Audat, Big Harold,
Banana, Cape Breton's Magazine, Solar, Stel;gswne and U.C.CB. (Uni’ersity

' .

.

1921 ochina Chisholm, personal lnterview, 27 August 1088, Ms. Chisholm was unsure 8 to how
many records were presse or of how much Angus was to get in royalties. The record came out in
1078 1ad Aogas died the following year o 1979,

1937 he term *Maritimes* is commonly used to refer to the Canadian provinces of Nova Seotis,
New Brunawick and Prince Edward lstasd.

K i s /
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College of Cape Breton) 104 These labels are typified by the small catalogues they

have produced, munly of Maritime talent.

The Brownrigg label, started by a Scottish/Ontarian ucordion‘ player,

Bobby Brown, has several releases lnluring the Cape Breton Symphony. This

group, contrary to what its name" unyhu. is not a clunul orchestra; rather, it is

- comprised of a core of four C-pe Breton fiddlers unully lccompuued by pisno,

/

guitar,” bass and drums. Brown bas dmcted the Symphony since the' group first
appeared on the John Allan Cameron Show on national television in‘ the mid-70s,

The Symphony, v‘hich has had some changes in ;)_erionnel through the years, has

d four recordi gs on the B; igg label. The last of these, Pure Cape
Breton: A Souvenir_Album, is a comp:lmon Album made up of selections

recorded previously and releued on otber -lbums—-- pomt which Mr. Brown fails

to note on the :Ibum cover (see photognph of ulbum cover in. f igure 1-7).

Two Bnush recording companies have also taken some murut in ‘the

production of Cape Breton fiddle musig. These compglﬁu are Topic and _Lilmor.

. The two. LPs released by Topic were combined in a series entitled The Music of

4Be MuNC Of

‘CIE Breton, produced 'by Jobn Shaw, Rosemary Hutchison and Tol!yl Engle.

Volume one of this series, Gaelic Tradition in Cape Breton, is devoted mainly, as
the title suggests, to Gaelic singing, but does include fiddle selections. Volume
two, on the other hand, Cape Breton Scottish Fiddle, focuses on fiddle music

alone (see photograph of album cover in figure 1;8). The two Lismor t&cordlng‘p,

Down Home - Vols. 1 and 2, were produced to a¢ 8 Scottish televisi

1%%prior to belng granted university status in the early 10805, U.C.CB,, sigh with i mo,d
and book press, was n.p- a8 the c«u&iu of Cspe Bmu u ccb.
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Figure 2-7: The album cover of the latest release by the Cape Breton
Symphony, Pure Cape Breton: A Souvenir Album (Brownrigg
BRG 013, 1987).

series of the same name hosted by Shetland fiddler, Aly Bain. The recordings and
programs highlighted not only Cape Breton but a number different regions where
fiddle traditions exist in North America, Britain and Ireland.

Most of the recordings produced specifically for the Cape Breton regional
market have been produced by the fiddlers themselves. The first foray into

independent record production was by Winston Fitzgerald with the Mac label.



Figure 2-8: The album cover of vol. 2 in The Music _of Cape Breton series
produced by Topic  Records of Britain (Cape Breton Scottish
Fiddle Topic 12-TS-354, 1978).

Mac was launched as a joint venture in the 1950s by Fitzgerald and a man named
Lloyd Maclnnis who worked at the time for CJCB radio in Sydney. At least
seven 78 rpm records were produced on the Mac label. Later the same selections

were re-issued on an LP.1% Maclnnis handled the marketing of the records. His

1055 though the existence of this LP was suggested to me by several informants, I was unable

to locate a copy of it through the course of my discographic research
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employer, Nate Nathanson, did not approve of thi free-lance work, however, and

gave him a choice of either quitting the recording venture or losing his job. He

chose the former. In total *a couple of thousand records® on the Mac label were
>

distributed and sold from Sydney to Halifax.!%®

Apart ‘l’olfl this early enterprise with the Mac label, independent production
of Cape Breton fiddle recordings.started in earnest in