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ABSTRACT 

This thesis examines the ways in which Canadian composers have utilized folk 

music. This practice can be traced back to the emergence of widespread interest among 

the elite classes in vemacular art and culture in Europe and figures most prominently in 

trends of romantic nationalism. Through a detailed analysis of seven settings of the 

French Canadian folksong "Dans tous les cantons," 1 seek to discover answers to three 

main questions: What reasons do composers give for the utilization of folk materials? 

What source musics have they used in this process? How have they musically 

manipdated these materials? 

The first chapter examines the European rwts of the techniques ofutilizing folk 

music in "art" music composition. The second chapter outlines the motivations and 

attitudes which led to the development of the use of folksong in art music composition in 

Canada. The third chapter deals with the specific Canadian utilizations of folksong in art 

music composition. The final two chapters of the thesis concentrate on the French- 

Canadian folksong "Dans tous les cantons" and the detailed analysis of seven settings of 

it. In chronological order, these are: Sir E a s t  MacMillan's "Dans tous les cantons=In 

al1 the Country Round (1928), Alfred Whitehead's "ln ail the Country Round" (1939), 

Maurice ûela's "Dans tous les cantons!" (1949), Violet Archer's "Music 

Everywhere=Dans tous les cantons" (1953), Richard Johnson's "Dans tous les cantons- 



(1964), Morris Surdin's "Dans tous les cantons" (1970), and Howard Cable's "Dans tous 

les cantons" (1979). 

h the fourth chapter, the social and cultural dimensions of the seven composers 

are examined. Contextual biographies are given for each, exploring their philosophies on 

the use of this musical practice. The fifih chapter examines the music itself and how the 

composers have manipulateci the original m g .  Issues perîaining to the differences in 

these various instrumental and vocal settings are discussed in detail. 
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INTRODUCTION 

The uses offiik music are no4 found in the ariijicial furthering of a 
phenornenon-rather, in the taking ahiantage of a prime, generaiive, cultuml 
source. Ii is aiive in every corner of our society, in mery part of our individual 
beings. When we corne to ierm wilh il we will discover the defnition ... and then 
we will not need it (Richard Johnsion, 1974: 96). 

This thesis is a study of the uses of folksong in Canadian art music composition. 

Tracing the roots of this practice to earlier European antecedents, the thesis shows, by 

lwking both generally and specifically at Canadian art music compositions, how and 

why composers have utilized folksongs in their work. A detailed analysis of seven 

settings of the French-Canadian folksong "Dans tous les cantons" allows for a more close 

examination of the possible range of pariicular compositional techniques employed in the 

adaptation of one song. Through this combined analysis of motivations and techniques, 

the thesis addresses three main questions: What reasons do composers give for the 

utilization of folk materials? What source musics have they used in this process? How 

have they musically manipulated these materials? 

With this study it is my intention as weli to address a gap in the literature by 

offering a concise discussion of the practices of using folk music in art music 

composition in Canada. Coquenily,  each chapter has been designed as both a suwey 

of sources and examples capable of standing on its own, as well as king an intepl part 

of the work as a whole, intended to provide background for the discussion of 



motivations for and techniques used in the adaption of the seven settings of " h s  tous 

tes cantons." The layout of the chapters has been designed to move from the general to 

the specific, beginning by looking at the European antecedents of use of the practice of 

folksong in art music composition, and ending by examining the seven setîing of "Dans 

tous les cantons." 

1 began my preliminary research with Edith Fowke and Ruth Pincoe's "A 

Reference List on Canadian Folk Music" (1973). Their second section, ''Compositions 

based on Folk Songs," includes Pincoe's "necessarily limited" (Fowke and Pincoe I ) 

index of songs in this category. Drawing upon this index, and upon my research done at 

the Canadian Music Centre (CMC) in Toronto, Ontario, 1 have compiled a similar, 

though more extensive list of Canadian compositions which have used a direct folksong' 

quotation as their foundation. 1 have excluded those songs which, though basd on 

folksong styles, do not draw on any specific m g ,  or those which are based on other 

"folk" materials such as puetry, visual art, or narratives. My methodology in preparîng 

this list was to consult several sources, including databases and composer files at the 

CMC, as well as numerous articles throughout the Encvclouedia of Music in Cana& 

other reference works, books, joumals, recordings, web sites, cûmposers and scholars of 

Canadian music. I chose the data to be analysai from this list 1 compiled. 

Firstly, i recognize that this tenn is a problematic one. 1 do not attempt to define 
"folksong" here, but generally, as 1 will explain in fùnher detail later, throughout this 
thesis I have taken a Folksong to be any Song describeci as such by either collecter or 
composer who either "discovered" or "recreated" i t  



1 chose to focus upon "Dans tous les cantons," because it represents a variety of 

factors for analysis, including: a diversity of composers who have used it; a historical 

range of composition dates; several different gerues; and varying uses of the source 

material by composers. The seven settings of this Song discussed in the thesis include, in 

chmnological order, Ernest MacMillan's "Dans tous les cantons=ln al1 the Country 

Round" (1928) for male chorus, Alfred Whitehead's "ln al1 the Country 'Round" ( 1939) 

for unison chorus and descant with piano, Maurice Dela's "Dans tous les cantons!" 

(1949) for string orchestra, Violet Archer's "Dans tous les cantons'' (1953) for four hand 

piano, Richard Johnston's "Dans tous tes cantons" (1 964) for two voices, Mois Surdin's 

"Dans tous les cantons" (1968) for accordion, and Howard Cable's "Dans tous tes 

cantons" (1979) for mixed choir and piano or brass quintet. The penultimate chapter of 

the thesis discusses in detail what is  known of the motivations of the composeo in 

utiliu'ng both folk music in generat, and this m g  in panicular, in their compositions. In 

the final chapter I give a musical analysis of the seven settings. 

One of the principal challenges 1 have encountered in the writing of this thesis is 

the geeneral lack of primary sources on the motivations for and techniques ernployed in 

the use of folk material in art music composition. Unfo'ortunately, few composers who 

adopted tbis practice have written about it; oflen the only indications of intent lie in the 

presence of the scores themselves. 1 have aîtempted, ~vtienever possible, to include direct 

quotes fiom the composers themselves, however sparse. These 1 have found in a variety 



of sources, principally in program ndes in each composefs file at the CMC, along with 

brief articles both by and about the composers; occasionaily in biographies, such as those 

of Emest MacMillan and Violet Archer; and, sometirnes, on the scores themselves. 

Other than these few valuable resources, the majority of my sources throughout this 

thesis have been secondary ones, by musiçologists and historians of Canadian music. 

These include the Encvclouedia of Music in Canada, survey works on Canadian music by 

Kallmann, Ford, Amtmann, Proctor, Diamond, and others, as well as various articles in 

Canadian and international periodicals. T hese sources will be discussed further in the 

body of the thesis itself 

One of the first difticulties in presenting a discussion of this sort lies in defining 

the vague lines between "folk," "art," and "popular" musics. This classification is 

important for a number of re;rsons, many fiom a "pure" folklore perspective, while others 

are more practical, such as classifications for çranting and funding institutions. Barbara 

Kirshenblatt-Gimblett laments this hazy border, as she States the following from the 

perspective of folk art: "Much that has been put fonvard as folk art by American folk art 

historians will continue to be rejected by folklorists for not king folk and by segments 

of the art establishment for not king art" (Kirshenblatt-Gimblett 148). While the terms 

"folk" and "popular" remain widety used (sometirnes the two are used interchangeably), 

there is no consensus about how to succinctly describe music in the style of the 

"European elite." m e n  denoted as "art," "acadernic," "cultivated," "elite," 



"sophisticateâ," "conservative," "classical," or the more recent and trendy "WEAM" 

(Western European Art Music), a consensus has yet to be reached on an appropriate title 

for this music. For the purpose of this thesis 1 propose the term "art" music as king 

most appropriate, though 1 acknowkdge its shortcomings in suggesting that other types 

of music are not artistic, and that this term does little to des~nbe its inherent qualities. 

However, most of thea aforementioned tenns imply a class distinction which is not 

always present. Other tenns such as "Western" are also inappropriate as each of the 

musical styles discussed in this thesis are also present in the West. "Classical," though 

likely the most oflen used vemcular terni, describes a specific perd in the history of 

this music and cm easiiy becorne confiised. Thus "art" music is the term that will be 

employed throughout the thesis. 

Firstly, a distinction between the terms "folk," "art," and "popular" music should 

be reached. This thesis wiil not establish a definition for any of these terms, as this is 

wellnigh impossible at this point, but will merely suggest reasons for differentiation 

between the thtee, particularly in relation to the songs k ing  examined here. Several 

factors make the composition basai on folk materials "art music," including the 

changing of the original tune andlor text to various degrees and the instrumentation of 

the song, which may be different from instruments common to the culture in which the 

Song wos composed. The commercial intent of the song is also an important deteminer, 

as it is frequently perceived that once a petformer is paid, the music is no longer "folk." 



Many other problems arise here, however, such as the following: "Not to pay fair market 

value is to exploit traditional artists, but to commercialize exchange is to risk the 

depletion of value" (Kirshenblatt-Gimblett 148). Questions will also ultirnately arÏse 

here concerning the difference between a simple arrangement of a folksong, where only a 

chordal accompaniment is added, and the transcription of a folksong in a pubtished 

collection which has also had an added accompaniment. Intent, both in transcription or 

composition and in performance, is a large factor in this answer, which wilt be discussed 

in more detail in the third chapter. 

For the purpose of this thesis, 1 have taken a folksong to mean any song described 

as such by the composer who utilized it. The purpose here is not to debate current 

definitions within a historical and scholarly perspective, nor to give my own opinions on 

the definition of folk and art music, but to look at how folksong has been perceived by 

the composer who has used it. "Folksong" then includes such diverse material as al1 First 

Nations musics, Easter and Christmas carols, hymns, dance and fiddle tunes, and nursery 

rhymes. 

The relationship between folksong and art music is one that is both unique and 

cornplex. As most of the composers adopting the folksongs studied here have drawn 

their source music from printed coilections of songs, otlen ones that were published 

decades before the composition, oral variations by and transformations of the songs by 

nurnerous singers in different communities are, for the most part, ignored. Thus, the 



presence of these "new" art music works reptesents a very limited canon of song 

variants, derived principally from a relatively limited number of published folk music 

collections available in Canada This is not always the crise, however, as some 

composers have also collected the folksongs that they have set. This practice, though 

rare, adds a new dimension to folk-music-inspired composition and will be exarnined in 

detail later. 

David Spalding's article "What is Folk Music?" (1988) must be mentioned here, 

as he includes in his description of "types of music that are or have been called folk 

music" a category which he calls "traditionai music used as a basis for music in totally 

non-traditional styles" (33). He describes this as "music using elements of traditional 

music (tunes, words) but in a totally different tradition, such as the classical or jazz 

traditions, using only some elements and different forrns" (33). Thus, he suggests that 

this conglomeration of styles may be, and has ben, considered both folk and art music. 

That the new resultant work may also be considered folk music is a contestable point, but 

one that must be considered throughoui the reading of this thesis. 

Spalding also raises the point that this original source music has been 

incorporated into other musical styles k i c k s  that of art music. Through the popular 

music tradition, folk music has again taken on new forrns. Though the distinctions 

between the three genres (folk, art, and popular) are tenuous, "popular and folk music 

constitute the vernacular" (Nettl 122), while art music is oflen perceived ris representing 



an elite tradition. However, works of various styles have consktently been grouped into 

the category of "popular" music, including such diverse folk music %ansfnsformations" as 

Pepusch and Gay's "Beggar's Opera," scveral jazz pieces, early twentieth century 

compositions such as thme by Pierre Gauthier, and other modem "pop" works such as 

Paul Simon's "Rhythm of the Saints." Some of these works will be discussed in the 

thesis when appropriate in describing their influence in the furthering of the practice of 

incorporation of folk music intu art music. 

The practice of incorporating vernacular culture in what i s  perceived as elite art 

did nd begin with, nor is it limited to, music. This tradition has many antecedents in 

h t h  visual art and in literature, both in Canada and internationally. Several of the same 

theories that are espoused in the gmwing fields of folklore idas literature and folklore in 

art apply when discussing similar trends in music. It is interesting, particulady in the 

case of the extensive scholarship pursued since the late 1940s in folklore in/as literature, 

that no similar studies have been embarked upon when expioring the relationship of 

folklore, or folksong, i n h  an music. A yeat many parallels can easily be drawn, and 

several schematics employed in much the same ways. Needless to Say, each of these 

fields have much to offer each other, and t intend this work to be a jumping off point for 

further work in this direction. 

To briefly introduce the developments within the field of literature and folklore 

inias literature and some of the parallels to a similar study in folksong idas art music, I 



wilt begin by Iwking at Richard Dorson who, with his pioneering 1957 article "The 

Identification of Folklore in American Literature" essentially solidilied the beginnings of 

scholarship in this field. Here, he identified three ways in which a literary critic might 

evaluate the "Validity" of the use of folklore in a given text through the experiences and 

research of its author. Firstly, that the text shows "biographical evidence" that author 

would have "enjoyed direct contact with oral lore;" secondly, that the text itself 

demonstrates "intemal evidence ... that indicates direct familiarity of the author with 

folklore;" and thirdly, that "corroborative evidence supplement[s] ... proofs from 

biographical and interna1 evidence" (Dorson, 1957: 5-7). Later, in a 1972 article "Africa 

and the Folklorist," Dorson identified a fourth category of "intennediary literav sources 

or influences ... kindled by ... reading" (Dorson, 1972b: 26-7). These categories, although 

useful in an inauguration of the field, were concemed mainly with the perception of the 

author, and of how close he or she was to the original folklore which t h y  saw fit to 

include in theit work. As Neil Grobman has astutely observed, "this is ail right as far as 

it  goes, but has littli: to do with how to interpret an author's simulation of folkloric 

phenornenon" (Grobman 18). 

Earlier, in 1948, Archer Taylor had already begun to look at the connection 

between folklore and literaîure in different ways than what \vas to become Dorson's 

accepted formula. He emphasizes that "folklore is merely another discipline that the 

literary student [one might also easily substitute "composer" here) has at his command ... 



The materials of folklore are already admirably arranged for his use in convenient 

reference works that guide the searcher to the needed information" (Dundes 37-40). This 

earlier attitude takes away from the idea of authenticity through persona1 experience; one 

which is undoubtedly more understood in the practice of utilizing folksong in art music 

composition. 

One mi@ further elaborate on the closeness or distance of an author or composer 

to the folklore they choose to employ in their work by utilizing Tristram P. CoRin's four- 

part schema, which Grobman summarizes as follows: 

(1) as a member of a folk community, fully integrated into a folk group to the 
point where folklore is second nature ... (2) as a collector-observer of a folk 
community ... (3) as a mis-user of folklore or a fakelorist, who uses folk traditions 
in a commercial, populnr way ... and (4) as a psycho-mythographer, based 
primarily on a combination of Biblical allusion, Freudian syrnbolism, 
comparative mythology, the Junpian concept of the collective unwnscious, and 
various aspects of the myth-ritual approach to literature (Grobman 24). 

ln the analysis of the seven settings of the folksong "Dans tous les cantons" thcse 

distinctions will be important ones to make. As Grobman comments, "in al1 fairness, 

Coffln's four divisions are not meant to be a classification system, but merely questions 

to be asked" (24). Here, both the relationship of the author or composer to the folklore 

king used, as well as intent or perceived respect for authenticity are addressai, making 

these divisions more comprehensive than those of ûorson, and important factors for 

analysis in a study of this type. 

Another third classification set which also outlines important questions about the 



nature of both the auhrlcomposer and his or her work is that of Donald M. Winkelman. 

Winkelman suggests a threx-part ciassification of the use of folklore by authors, which is 

summarized by Grobman as follows: 

(1) The first chooses from the materid of his cultural milieu, the speech patterns, 
fol kways, aml thought processes of his social background, (2) The second also 
draws u p n  this social background, but does so in or&r to add local color and an 
air of realism to his work, (3) The third is the sophisticated artist who skims 
through anthologies to add an air ofauthenticity to his wn'ting (Grobman 23). 

Thus, the distinction between the author/cornposer who emulates the folk style of his or 

her own emic community is contrasted to the author/composer who essentially "cuts and 

pastes" for the sake of lending added validity to a non-researched piece of folklore. 

Though Winkelman's essential divisions are sound, his assumptions concerning the 

motivations of the composer/author in choosing their degree of farniliariiy are someiimes 

not. Though it is ttue that many componrs "skim through anthologies" for the sake of, 

as Coftin suggests, "us[ing] folk traditions in a commercial, popular way," others who 

are innately fmiliar with their own, or another culture's folklore may stili choose to 

pense, research, and employ the folklore present in what they may consider to k a 

valuable anthology. Convetsely, an author/composer who has relatively little familiarity 

with a folk culture may choose to incorporate what they perceive to be the "style" of the 

folklore in a new 'elite art" piece. However difficult these inients rnay be to determine, 

it may be assumed that these situations are rare exceptions and W inkelman's 

assumptions might be considered, for the most part, correct. 



On examination, it can be seen that Winkelman's system models itself closely on 

Coffin's tirst îhree categories, employing the three distinct personalities suggested by the 

latter, and assuming from their background what type of work they would most likely 

produce. 1 might suggest another intermediary four-part classification scheme, in 

keeping with the basic premise suggested by Winkelman and Coffin, based on the type of 

final product to be created by the artists, regardless of their background with the folklore 

in question. First is a product which is composed using themes or patterns of the culture 

king emulated, with no direct quote of any particular folkloric item. Second, a 

combination of folk themes with some inclusions of specific folklore items. Third is the 

direct transcription of a folkloric item with some, though minute, embellishments in 

order for the new work to be considered of a ditkrent form with a distinct authorship. 

Fourth, the use of a direct quotation of an item of folklore within a tapestry of mistic 

creativity not related to the original item or its culture - in essence, a work of fiction 

using the folkloric item as a jumping-off point. 1 feel that this four-part systrm, teamed 

with the schemas of Coffin and Winkelman, by applying each individual 

auihor/composer's motivations with the type of work to be produced, will answer some 

essential questions, and best fwther the fields of both folklore inlas literature, and 

folksong in art music. I will apply this system to each of the composers and settings of 

"Dans tous les cantons" to be studied in this thesis. 

SimiIar ground has also been covered in the study of the distinctions between folk 



art high and "elite*' or "high" art, though not with as much time depth and with as many 

publications as the combination of folklore and literature. Perhaps the most significant 

paper here is Barbara Kitshenblatt-Gimblett's %fistaken Dichotomies," in which she 

decries the detrimental tension between pure and applied folklore, and how this 

specifically affwts perceptions of folk art. She clarifies thus: "Defined as having been 

produced outside the academy and art world, folk art is thereby assimilated into both 

arenas, whether as a subject for study or as a commodity for the art market*' 

(Kirshenblatt-Gimbett 146). Thus, definitions between what is to be considered "folk" 

and "ari" are again difticult to solidi fi, with boundaries often crossed in the middle. 

Kirshenblott-Gimblett champions the cause of applied folklore, or the perception of the 

object, its maker, and of its consumer, rather than of its "historical formation and 

institutional character" (146). She emphasizes that "it is now a commonplace that 

American folk art was 'discovered' and institutionalized as part of the art world by avant- 

garde ariists, dealers, galleries, and modem art muspums ..." (l46), much the same as 

folksong has ken insti tutionalized in eit her collections or through c'compositions*' and 

"arrangements." As with folksong, "the spirit of folk art... makes it resistant to definition 

and to k ing  put into an academic discipline" (Apfelbaum 31). 

Though these advances in folklore and literature scholarship are important ones, 

issues pertaining to the final adapted work are rarely addressed, or pushed ûside while 

perception and background of the author takes the fore. Here, in my study of folksong in 



art music, 1 intend to focus not only on the composers' motivations in assembling their 

works, but also at the art music pieces themselves, to determine what devices have been 

used to alter the original source son& and how much of it has ban presewed As music 

can arguably be measured more precisely than a piece of folkloric oratory, in that it 

contains more detailed component parts such as rhythm, pitch, harmony, as well as text, 

this analysis is perhaps a more appropnate one in the methodological study of folksong 

in art music, and will be examined in detail in this thesis. 



CHAPTER ONE: 
THE BEGINNINGS OF FOLK-MUSIC-INSPIRED COMPOSITION 

We are apt to imagine that bars offive and seven. irregular bar lengths, and so 
on are the privilege of the moàemist composer: he is probably only working buck 

to thejkedom enjoyed by his ancestors (Rulph Vuughan Williams 35). 

En purcotrrunt l'histoire de la musique, qu éIIe soit écrite pur des hnça i s ,  des 

Allemands, des Anglais ou des Américains. un ne peut manquer d'itre 
impressioné par l'importance qu'a pris le folklore dans 1 ~ v ~ l u t i o n  arristique de 

tous les puys, depuis ,Jean-Sébastien Bach jusqu 'u nos jours (Oscar O'Brien 3 72). 

This thesis examines the use of folk music in an music composition in Canada, 

particularly through a close examination of settings of the French-Canadian folksong 

"Dans tous les cantons." However, before beginning this investigation of folk-music- 

inspired composition in Canada, the beginnings of the antecedent European practice of 

using folk music in art music composition must be explored. The roots of this practice 

are dificult to trace. The most logical place to start would be when the conceptual split 

between "high culture and "primitive" culture began, and, thus, the beginnings of the 

fascination of dite artists with the culture of the "folk." However, littlc is known about 

when this actually might have occurred. Wiora suggests that "the history of hi& culture 

begins around 3,000 B.C., that of village culture two or three thousand years earliei* 

(Wiora, 1965: 2 1). Michael Broyles also emphasizes this distinction in musical class 

structure by stating that "a high culture-low culhîre distinction has existed for centuries 



in Western music ... aristocratie opera differed from folk play" (45 1). It is not necessary 

Iiere to discuss in detail the origins of this practice of using folk music in art music 

composition, but the traçing of earlier European examples of compositions created in this 

style is important in determining the motivations which later Id to the establishment of 

this practice in Canada. 

For the sake of this chapter, I have used as my principal source Donald I. Grout 

and Claude Palisca's The Historv of Western Art Musiq. Though inuch has been written 

on various art music periods and composers, and several other survey works exist, sorne 

of which 1 have also incorporated in this chapter, Grout and Palisca's is the rnost widelg 

acce~ted textbook for general study, and oRen regarded as the rnost accurate. The 

quotations taken from it are mainly statements of fact that serve as documentation of 

various early uses of folksong in the art music tradition. As well, Grout and Palisca have 

included a significant amount of documentation and analysis of this practice throughout 

the history of Western art music; one that is rarely present in other suwey or even 

specific works. 

Before embarking on this survey, it must be noted that much of the classification 

terminology employed here in distinguishing between "folk," "popular," and "art" 

musics, as well as between various periods in musical history had not ken  introduced 

and explored by scholars until the beginning of the eighteenth centul and afterwards. 

This discussion thus retlects a retrospective glance on what is known of the musical 



activities of the p s t  based on, and employing the knowledge and scholarship which we 

now possess, but was inevitably unknown at the time of the original musical cultures, 

especially before 1700. 

The practice of borrowing previously composed musical matenal for use in new 

composition is a venerable one. Its first apparent usages in art music can be traced back 

to the Middle Ages with the adaptation of plainsong for new sacred works to tK Sung as 

part of the liturgy. Many reasons may be suggested for the occurrence, and continuance, 

of this phenomenon. Perhaps this "lack of creativity" reflects a deficiency of 

compositional skills, thus explaining the integration of familiar musical material as 

documented in the early histories of the art music of any nation or region. However, it is 

also known that Medieval and Renaissance composers were not as interested in 

originality in composition as they were in finding new and complex ways of setting 

standard musical pieces. This technique, hoivever, mriy also have other purposes which 

will be explored later in the thesis. 

Sorne of the first known utilizations of folksong by what are considered today to 

be early practitioners of the art music tradition oçcurred at a time when composers of 

sacred music were beginning to look for new music to inteyrate into their compositions. 

Many turned to secular songs, despite their obvious lack of comection wi th the church. 

As these songs were not connecteci to a particular Mass Ordinary, they could be Sung at 

any time throughout the liturgical calendar. As well, their musical structures were more 



pronounced than those of plainsong, adding interest to îhe new works. Most important 

here, however, was the impetus from the congrqation, who took pleasure (as it still 

does) in hearing a familiar tune in the church music. 

These exchanges of musical materials between sacred and secular, particularly 

evident in the thirteenth and fourteenth centuries, led to a broad corpus of liturgical 

works using folksong as a "cantus fimus," or a foundation around which the rest of the 

composition is constructeci. Early motets, both sacred and secular, were often composed 

with a folksong cantus fimus, as is articulated by Grout and Palisca: "The structure of 

the [thirteenth-century] motet, with its motley concourse of love songs, dance tunes, 

popular refrains, and sacred hymns, al1 held together in a rigid mold based on plainsong ... 

encompasses and organizes a universe of secular and sacred ideas within a rigid 

theological structure" (133). The use of folksong before this time in similar musical 

works is probable, though difticuh to trace for lack of suiviving manuscripts. As 

thirteenth century composers began to favour scripteci compositions over improvised 

ones, as well as devise new notational systems for k i r  preservation, more concrete 

examples exist. Other musical forms were also beginning to emerge. Grout and Palisca 

tell us that "in addition to monophonic secular songs, there were also in the Middle Ages 

many monophonic religious son@ not intended for use in church. These songs were 

expressions of individual piety; they had vernacdar texts and were written in a melodic 

idiom that seems to be derived a b u t  equally fiom church chant and popular folksong 



(90-1). Composers of early fonns such as the German lied and quodlibet, as well as the 

ltdian and English madrigals followed suit, using foksong as a direct foundation or as 

an inspiration for new compositions. 

Undoubtedly, the most influential graups to use folksongs in their compositions 

wre the early jongleurs and minstrels, as well as the Troubadours, Trouvères, 

Meistersingers, and Minnesingers. The jongleurs and rninstrels, French traveling 

professional musicians, first appear in the tenth century. "The minstrels, as a class, were 

neither pe ts  nor composers in exactly the sense we give to rhose ternis. They sang, 

danced and played to songs composed by others or taken from the common domain of 

popular music, no doubt altering them or making up their own versions as they went 

along" (Grout and Paliscl 83). The Troubadours and Trouvères of France followed 

shonly aAer, and were active from the eleventh to fourteenth centuries. Though also 

traveling musicians, they were nonetheless considered a pan of the aristocratic circles, 

and thus hold an important place in the history of the art music tradition. T h q  both 

created and sang their songs, which have been preserved in collections called 

"chansonniers," oAen using folk music as inspiration. Specitic fonns of their songs, 

particularly "the pastourelles and other ballad songs were aristocratic adaptations of folk 

material" (86). The German Meistersingers followed the trends of the Troubadours and 

Trouvères in the fourteenth, fifieenth, and sixteenth centuries, and were then succeeded 

by the Minnesingers, tradesmen and artisans of the Germm cities- Their music also 



often employed folksong as a foundation. 

Modem ballad scholars have made us aware within the last century that the elite 

art sang of the late Middle Ages and Renaissance was not composed independently, but 

often relied heavily on the use of folksong, and on the ballad in panicular, for its source 

material. This is not surprising, for although it is impossible to determine when balladry 

traditions began in any given culture due to the ephemeral nature of what was inevitably 

transmitted orally, scholars have proven that ballads did exist as early as the Middle 

Ages. Friedman is as clear as possible on this point: 

Although one generally supposes that the ballad might have been in existence as 
early as 1100, we might have only a few fragments which, in the hands of 
ingenious scholars and afier a long process of conditional constructions, can be 
made out IO be possible telics of early traditional bellads ... We do find allusions 
in medieval writings, principally chronicles, to traditional and commemorative 
verse circulating among the people, but we can never be quite sure that the ballad 
is intended (Friedman 1 5). 

These ballads ohen became muses for many of what are now tenned by modern scholars 

to be the "elite art songs" composed during this period. Again, scholarship has oRen 

leaned heavily in the direction of intent for drawing these boundaries. As Siegmeister 

suggests, "folk music, you must always remember, is an applied art. The idea of art for 

art's sake has no place in the pnmi tive consciousness" (Siegmeister 33). 

Definitions again present âificulties, as the difference here between what is now 

classitied by scholars as a Medieval or Renaissance "folksong" or an "elite art song" is 

tenuous at best, as the two ofien existed in a reciprocal arrangement, constantly 



borrowing fiom each other. M i l e  the eariy aristocratie sonmters did often îake their 

inspiration from the folksongs which surcounded hem, the "folk," upon hearing the 

traveling musicians perform, a h  adopted the aristocratie music and transrnitted i t  orally 

as if an original folksong. This influence of the Troubadours and Trouvères on the folk 

music later swig in French Canada is significant, and is o f h  notai by scholars of 

Canadian music. Clifford Ford tells us that "En roulant ma boule" was originally a 

fifieenth century French jongleur Song, which later became a favourite of the voyageurs 

(143). Willy Amirnann also describes the significant impact that these arisiocratic songs 

had on sons  Sung in Canada: 

The influence from above to below is shown to some degree in the stylistic 
features which appear occasionally in the French-Canadian folksong; some 
illustrate the Troubadour style in the verse stnicture, whiie in others the textual 
similarity and the florid style of the melodies indicate the affinity with Trouvére 
sources. The ethnologist likes to ernphasize that a great number of rediscovered 
and registered folksongs resemble the mistic creations of the chivalrous knights 
of ancient France and had teachecl the lower social mata through the wandering 
minstrel and jongleur ... But we must bew in mind that rnost, if not all, of our 
e.risring or knuwn folksongs show clearly the features and technical devices 
which originated in the vocabuliiry of art music, such as strict meter and measure, 
clear and regular phrases, well-defined tonality (at times with some reminders of 
modality), definite structural fonns, tnadic intervals, etc., and ive must also 
remember that the balanceci union of these components did not exist in the 
Middle Ages (Amtmann, 1975: 166-7). 

This influence of art music on folk music is one that cannot be overlooked in an 

examination of the use of folksong in art music. As one, in many cases, has evolved 

from the other, Spalding's aforementioned arguments a p p r  to ring ûue. 

Manus Barbeau, however, disputes the fact that the folksongs sung in French 



Canada originate completely with the earlier French minstrels. He insists that 

Our French-Canadian] folk songs as a whole were an indirect legacy fiom the 
troubadours of medieval France; so we were at first inclined to think. But we had 
reasons to demur. Troubadour and rninstrel songs were written on parchment 
mostly for the privilege of the nobility; they bdonged on the whole to the 
aristocracy and the leaned, not to the people; they affected the mannerisms, the 
verbosity and the lyrical finesse of the Latin decadence ... The troubadours 
themselves labored between the I 1' and 14' centuries, while many of oiu best 
songs klonged to the two hundred years that followed. What is more, upon 
going through collections of their poems we failed to meet the familiar 
landmarks; the spirit, the technique and the themes had little or nothing in 
common with those of our records. They were two worlds apart; and we fail to 
see how the chasm can ever be bridged ... Our only sunise is that, while the 
troubadours journeyed from castie to castle and penned their meticulous lines for 
the lords of the land, another cless of pets sang their songs among the common 
people, who were not so easily beguiled by a more fashionable art (Barbeau and 
Sapir xvi-ii). 

Many contest Barbeau's views, however, by suggesting that several of these French- 

Canadian folksongs have been traced back to the desks OC medieval scholars. Amtrnann 

again sugpsts that 

il reste que l'on sait de la vieille chanson française qu'elle est fait des éléments 
évolués de la musique d'église et de celle de l'élite. Autrement dit, la musique 
folklorique, tout en participant au progrès de la musique, particulièrement sur le 
plan mélodique, a subi aussi l'influence d'une musique savante devenue de plus 
en plus accessible. Cette influence descendante se dégage jusqu'a un certain 
point des traits stylistiques qu'on retrouve à l'occasion dans la chanson 
canadienne-Française. Elle prend parfois m&le sur une form poétique ou encore 
s'appuie sur une forme mélodique ornée qui rappelle le style troubadour. Les 
folkloristes aiment souligner le fait que, pamti les chansons redécouvertes et 
enregistrées, nombreuses sont cetles qui s'apparentent aux oeuvres que 
composaient les seigneurs lettrés de la France médiévale et qui, par 
l'intermédiaire des jongleurs et des ménestrels, ont fini par rejoindre le peuple 
(Amtrnann, 1976: 202-3). 

This assimilation of art music into folk and folk music into art is not one that was 



restricted to these earlier foms. Throughout the history of Western music as a whole, 

this reciprocality has been, and stiil is, present. Bartok gives the title of "popular art 

music" to this type which has been disseminated and hmsformed through constant 

interaction between the two groups. He espouses the view that many of the "folk" pieces 

adopted by composers throughout musical history were actually these popular art pieces, 

and do not accurately represent the perceived ideal "true, untainted and pure" music of 

what he terms the peasantry (Ranki 84). This view, although somewhat tangential to 

this study, is a point that is rarely perçeived by the composers themselves, and is 

therefore one that must be noted. 

Many art music composers in the fifieenth and sixteenth centuries continu4 this 

trend of using folk music in their works, p~rticularly in France. Virgil Thomson tells us 

that even "Palestrina, like any number of his predecessors, based a Mass on a bawdy 

song from Crusading times called 'L'Homme armé', for the most part concealing the 

tune with contrapuntal encrustations" (Haufrecht v). Amtmann further suggests that "la 

mélodie de certaines vielles chansons servit de cun~usjirr~tus a des oeuvres adaptées pour 

trois et quatre voix par les maîtres des XV et XWe siècles. De ces chansons se dégage 

l'influence des modes ecclésiastiques ..." (Amtmann, 1976: 203). Two specific examples 

of how these folksongs were adapted are presented by Thomas Brothers in his 1981 

article "Two Chunsons Riu.riques Ù 4 by Claudin de Sermisy and Clément Janequin." 

Here, Brothers discovers that Sermisy and Janequin, ttvo prominent sixteenth century 



French cornpers, bas& several of tbeir polyphonic charisons on melodies (chansons- 

rustiques) h m  French rnonophonic chansonniers. This discovery was si gni ficant as it 

was perceived before that the majority of the works by these two composers were freely 

conceived, or newly composed without the aid of bonowed melodies (305). Yet these 

chansonniers oilen contained text only with no tune. ïhus, this proves the existence of a 

strong oral Song tradition in sixteenth century France, one that included these two "elite" 

compasers in its circle in same way. Writing these pieces from their own hearings of the 

Song is  a practice different from the more common modern technique of adapting 

folksong meiodies from printed Song collections. Brothers describes the adaptation of 

Claudin's tunes as uiilizing some compositional devices to alter thern, though the main 

melodic shap and original lyrics are presewed. Omamentation is sometimes applied, 

and rhythmic durations changed slightly. The polyphony of the new works also follow 

closely the structure of the cantus fimus. On the other ha&, Janequin's melodic lines 

are mare freely adapted, estimated to relate very sparsely to the original tunes. Much 

embellishment is used and the potyphonic lines have litîle relationship to each other. 

Brothers suggests that this practice of using as a cantus finnus a rnonophonic 

Song from a chansonnier in the composition of a three-part polyphonic work was 

common in France at the tum of the sixteenth century- Its popularity \tas espeçially 

prominent at the court of Louis Xi. However, "such arrangements had practically 

vanished from the royal court and from Paris by the time [Atîaingnant's] presses had 



commenced" (3 17). This then explains the fact that very few works of this type remain 

in existence today. 

Up until the end of the seventeenth century, the use of folksong by art music 

composers was steady, but still rather sparse. English composers such as Morley (1557- 

1603), Byrd (1 542-1623), Dowland (1562-1626), and Purcell (1659-1695), and the Dutch 

composer Sweelinck (1562-1621), al1 produced a canon of works based on folksong. 

Most of these were vocal arrangements with simple added virginal accompaniments, 

most ofien in a madrigal style. Haufrecht tells us that "during the Elizabethan era, when 

there was a great flourishing of music and theater, composers were quite familiar with 

the folk and popular music of their day. Their secular music was in geai measure 

devoted to variations of folk tues and to dances then current" (1). Reese, in his Musiq 

jn the Renaissance, also describes these pieces: "The frequent drawing on folk and dance 

twies with their metric nature gives virginal music a rhythmic impetus Iacking in purely 

contrapuntal writing" (863). 

In the midst of the Baroque period, both Scarlatti (1685-1757) and J.S. Bach 

(1 685- 1750) also began to use folksongs in some of their compositions. Scarlatti, 

primarily a composer of keyboard works, is suggested to have integrated folkloric 

elements in his music. Scott suggests that, "there are many passages in Scarlatti's pieces, 

in which he imitated the melody of tunes sung by carriers, muleteers, and common 

people" (132). Bach, though pnmarily a composer of church music fiom his post as an 



organist in Leipzig, would oflen integrate folk melodies in his sacred works, much the 

same as his Medieval and Renaissance predecessor: "3.S. Bach, in his cantatas and 

chorale preludes, strove rather to ornament and to h o w  into maximum relief Lutheran 

hymn tunes no less secular in origin" (Thomson in Haufrecht v). O'Brien tells us that 

even in his famous Toccata and Fugue in D minor, Baçh used a dance tune from his own 

country (372). Mer the revival of Bach's works by Mendelssohn in the mid-nineteenth 

century, Berlioz even opposed the use of Bach's compositions in the church due to the 

inclusion of these secular dance tunes. Johann Sebristian's sons followed their father's 

example by utilizing folksong in their own work. One such example is Johann Christian 

Bach's setting of the Welsh tune "Llwqn Onn" as one of his themes in the rondo 

movement of his Sonata in F major for piano duet. 

Undoubtedly one of the most influential eariy art music works to incorporate 

folksong was John Gay and Johann Pepusch's The Seaat's Oberg in 1728. "Expressing 

as it did a middle-class revolt against the stylized Italian opera which had dominated the 

musical scene in England since before Handel's arriva1 in 17 10, the ballad opera 

consisted of popular songs (anonymous ballads or arias by known composers), dance 

tunes, and spoken dialogue in the vmaculaf' (Proctor 20). Gay and Pepusch's work was 

an essential one, by starting to bridge the gap between vernacular and elite, 

demonstrating a "complex interplay of high and low" (Dugaw, 1996: 345). This opera 

sparked the begiming of a trend in the composition of ballad operas in England based on 



both popular and folksong. It would also become the later inspiration for a number of 

Canadian ballad and folk operas based on folk and popular song, particularly at the 1928 

Quibec CPR festival, which will be discussed in more detail in the following chapter. 

At the beginning of the eighteenth century, nationalist sentiments were beginning 

to emerge throughout Europe. Wiora suggests that the nationalist movement did not 

begin with Herder, though it undoubtedly gained its popularity from his witings mid- 

century. Undoubtedly, as is show by Dugaw in her writings on Gay, this composer of 

The Beggr's Qxq was one of these precursors to Herder's evolutionary witings. 

Wiora emphasizes that there was a much earlier awareness of each nation's distinctive 

cultural traits, particularly within the realm of music: 

Matheson says [in 171 31 that in music the Italians are best at execution and 
surprise, the French at diverting and charming, the Gennans at composing and 
studyng, the English at judging and recompensing. Yet the nations' awareness of 
their own and their neighbors' special qualities was in general too rough and 
generalized to reflect the various nuances in these actual differences. 
Furthemore, national styles were not tixed from the beginning and for al[ time. 
They developed, changea weakened in the course of history (Wiora, 1965: 138). 

This atmosphere in the early eighteenth century was an ideal one for Herder and the 

Grimm brothers to lay the seeds for more pronounced national sentiments. The time of 

this nationalist movement, combined with a building sense of Romanticism, was to 

become the most prolific and infiuential period in the history of folk-music-inspired 

composition. Grout and Palisca tell us that "nationalism was an important influence in 

Romantic music. Differences between national musical styles were accentuated, and 



folksong came to be venerated as the spontaneous expression of the national soui" (664). 

The eighteenth century began with the climax of the Baroque period, and led into 

the height of the Classicist movement, which would lay the foundations for the later 

Romantics. Grout and Palisca tell us that 

the eighteenth century was receptive to influences from distant ages as weil as 
distant places: the Classic movement twk inspiration and example fiom the art 
and literature of the ancient world; toward the end of the century, with the 
beginnings of Romanticism, attention was tumed to the Middle Ages, while 
musicians and pets alike displayed an interest in [what scholars now refer to as] 
folksong (544). 

As well, "the eighteenth century Stream of humanitarian idealism did not markedly 

affect music until the time of the French Revolution, and may even be considered, like 

the nse of national opera and the growth of interest in folk song, as a pre-Romantic trait" 

(548). Thus, this interest in the utilization of folksong is one that was already well 

established by the time the romantic-nationalists decided to use ii as a demonstration of 

their movement. This early nationalism, however, may also have k e n  a safeguard 

against the impeding musical dominançe of the Gennans. Though Herder in his writings 

lameats the inteltectual and literary dominance of the French which aided in spurring the 

German educated elite into a counter-hegemonic defense, it is undeniable that it was the 

Gemans who were the dominant nation when it came to musical accomplishment. 

Spurred by the musical developments and international acclaim earned by Austria and 

Germany in their musical endeavours, other European nations were seeking to raise their 

own art to the same revered level. Grout and Palisca tell us thar, even later into the 



in England, France, United States, Russia, and the countries of Eastern Europe, 
where the dominance of Gennan music was felt as a thrat to indigenous musical 
creaîivity, the search for an independent, native voice was one facet of 
nationdism. Another was the ambition of composers to be recognized as equals 
of those in the A u s t d e m m  orbit. Thes aspirations were ofien in confiict. 
The best way to gain recognition, pwticularty at home, was to imitate the foreign 
composers and to compete with them on their tenns. Products of this kind of 
imitation were dso most exportable, but they lacked ethnic identity, By 
ernploying native folkwngs and dances or imitating their character in originally 
invented music one could develop a: style that had ethnic identity but might not be 
as acceptable tu traditional audiences ahd the European public in general. Still, 
music that had a national colour was oflen found attractive because of novel, 
exotic elements (772). 

It was also the coinciding of these romantic-nationalist sentiments with the 

emergence of the ballad revival, two events which are not at al1 unrelated, that made the 

impetus to compose based on folksong twice as strong. Witb the publication of Bishop 

Thomas Percy's Reliques of Ancient Enalish Poetrv in 1765, the first internationally 

recognized compendium of folksongs, other collections began to sutface in greater 

numkrs. Through this revival of interest in folksong and with the pa t e r  number of 

collections to draw upon, composers began to adapt more of these songs, often with 

nritionalistic fewour. Though some scholars, such as Alben Friedman in his The Ballad 

. . 
hr  Qti 

. . 
-@y -cd Poetw, insist that the ballad 

revival was restricted as a pursuit of the educated and "sophisticateci" dite, Diane Dugaw 

counters this, by susesting that the baliad revival "in fact flourished on the popular level 

as well" (Dugai, 1987: 72). Though the revival was one that permeated al1 levels of 



society, it was also the composers who became interested in utilizing these ancient 

"reliques" in their works. 

The Classical pend demonstrated some increasing use of folksong in 

composition, though the primary motive here was not always nationalistic. Even Mozart 

was known to have composed some of his pieces with inspiration tiom folkloric themes, 

such as in the rondo of his Violin Concerto, K. 216 based on an ancient Austrian carnival 

song; in his Divertimento, K. 289 which adapts a Bohemian spinning song; and his Piano 

Sonata in A, K. 33 1 which quotes a sixteenth century German tune (Wiora, 1957: 22 1-8). 

His operas Entfuhrugg au$ dem S e d  (1782), The Marrime of Fimo (1 786), and T& 

M a ~ i c  Fluk (1 79 1 ) also contain some German folk dance and Danish folksong 

quotations. 

Despite Mozart's obvious hegemony over the art music of the period, it was 

Haydn (1 732-1 809) who was one of the first at this time to compose a great deal of his 

music based on folksong. He oRen used folkloric sources for themes in the development 

of his symphonies, and arranged several folksongs as vocal chamber works. These 

included his Lerchenauartet based on a German folk melody; his "Farewell" Symphony 

with a theme taken from a German Landler dance; the finale of his D-major Symphony 

from a Croaiian melody; his Symphony in E-flat on a seventeenth century German song; 

and his "Jahreszeiten- lied based on a Bohemian dance tune (Wiora, 1957: 221-8). Due 

to the overwhelming number of Croatian melodies used by Haydn in many of his works, 



a debate began in 1880 "claiming Haydn as a Croat instead of the good German 

composer everyone had supposed him to be" (Scott 1 19). 

Haydn was also commissioned by George Thomson to arrange severai folksongs 

of the British Mes, often combined with the poetry of Burns and Scott. Haydn was very 

pleased with his work with this material, and said in a letter tu Thomson that "1 boast of 

this work and by it 1 flatter myself my name will live in Scotland many years afier my 

death" (Haufrecht xiv). Thomson, who eventually published over 3 15 of these songs, 

m g e d  by Haydn, Beethoven, Weber, and Hummel, winted to keep these arrangements 

simple because "'our young ladies.., don't Iike and are not able to perfom a dimcult 

accompanirnent' and the public tuouid feel the complex sîyle inappropriate to the 'simple 

melodies' ... He even invited Beethoven 10 maice any slight changes in the songs 'where a 

passage seems disrigteeable to you and which you can improve'" (SV). Despite this 

artistic license, which would have -meatly skewed the original Song, both "Haydn and 

Beethoven have been criticized for their lack of understanding of the national idiom, and 

because iheir arrangements resemble their own style rtml personality more than the 

traditional folk style" (xiv). Hoivever, both Haydn and Beethoven were German 

çomposers who were aiready experienced in setting the folksongs of their own native 

land. Their expriment with exoticism did not result in nationalistic works for the 

British. Oscar O'Brien, adopting a similar Mew to that of many other scholars, States that 

"Beethoven a harmonisé audelà de trois cents chansons pour une maison d'édition de 



Glasgow; on' n'a jamais entendu dire pour cela que Beethoven fit un folkloriste 

écossais" (365). 

Beethoven (1770-1827) was also an important figure in the use of folksong in his 

compositions. He incorporated folk melodies in most of his symphonies, parîicularly in 

the Sixth (Pastoral), in which his main motive of the first movement is a Croatian dance 

melody, and in the Ninth: "Le thème de l'hymne a la joie n'est pas autre chose qu'une 

chanson allemande, rendue sublime par le génie de Beethoven" (O'Brien 372-3). The 

tune used for the Pastoral was not likely taken from a folksong collection. "It is much 

nearer the truth to say that Beethoven heard this melody from a bagpipe played in West 

Hungary, where Croats are also settlers and where he oflen stayed ... The tune appealed 

to Beethoven and as it just seemed to give a picture of rural life he used it in his 

symphony without acknowledgnent-as was in fact usual at the time" (Bartok 328). 

When the 1821 Berlin premiere of Weber's Die Frischütz scanhlized critics who could 

not accept the idea of Weber introducing folklore into his opera, by suggesting that it 

"lacked dignity," Beethoven spoke for the importance of this innovation. For him, it 

ensured that al1 foreign influence in German music was removed. O'Brien quotes from 

one of Beethoven's letters that, "Weber devrait maintenent écrire sans hésitation des 

ornas les uns après les autres" (373). Beethoven's other prominent compositions which 

contain folk music quotation include the finale of his FiRh Symphony, based on a 

seventeenth century German m g ;  the trio of his Second Symphony with a quotation of a 



Moravian folksong entitled "$a jest M a  do iaje;" a theme from the bera l  march of 

his "Eroica" Symphony from a Geman folk tune entiiled "Dort droben in jenem Tale;- 

and a set of variations on the airs "St. Patrick's Day," "The Groves of Blamy," and 

"Merch Megan" called "Air Ecossais" in his Ten Varied Themes for Piano Alone. or 

with Flute and Violin, op 107 (Wiora, 1957: 22 1-8). 

During the Romantic period' nationalist schools of composition emerged al1 

across Europe. The most prominent of these were the Russian, French, German, and 

Czech, though many individual composers, such as Liszt in Hungary, Chopin in Poland, 

Grieg in Norway, and Sibelius in Finland, were also instrumental in furthering îhe music 

of their respective countries. Very rarely did a European composer of this period not 

adopt the folk music of his homeland in his compositions. As there are too many to 

discuss in this chapter, 1 will touch upon the most significlint; particularly those that were 

most instrumental in intluencing the use of folksong in composition in Canada. 

In Germany, Brahms was respectfui in his adaptation of the many popular folk 

music themes that he select4 for his cmpositions, changing neither notes nor rhythms. 

O'Brien says of his music, "c'est ce qui donne à sa musique une vigeur et une fraicheur 

toute particulière, en plus de lui donner son caractère nationai" (373). Brahms wrote 260 

Lieder based on or inspired by folk music, and arranged many German folksongs, 

including a set of 14 published in 1858 dedicated to the children of Robert and Clara 

' In musicological studies, the Romantic period is most oflen approximated to be 
between the dates of 1 800 and 1900. 



Schumann, and 49 published in 1894. His well known Academic Festival ûverturg alço 

closes with the Song "Gaudeamus Igitur." Grout and Palisca conclude that 

the simplicity of these songs, the care taken never to detract fiom the tune by 
intricate or harrnonically inappropriate accompaniment, is ali the more striking in 
a composer who was a master, when occasion demanded, of most sophisticated 
musical constructions. Brahms declared that his ideal was the folksong, and 
many of his own songs, as for example the familiar Wiegenlied, are in this style 
(672)- 

We also find folksong in the German works of Schubert. Schubert was renowned 

for his prolific output of lieder, several of which were inspired by folksong. These 

include his "The Shepherd and the Rider," based on a Gennan love song; "The Organ- 

Grinder," which imitates a Bohemian dance tune; and "The Ship's Farewell Song," 

which closely resembles the Flemish ballad "Er zat een vrouw maged" (Wiora, 1957: 

221-8). Several of Schubert's instrumental works were also inspired by folk music, 

including the minuet and trio of his FiAh Symphony based on a thirteenih century 

English dance tune, and one of his sonatas based on the aforementioned Flemish ballad. 

The Russian school was especially strong in the composition of national music 

based on folksong, due particulariy to the efforts of "moguchay kuchka" or "the rnighty 

hanffil": Mily Balakirev (1 837-1910), Alexander Borodin (1  833-87), César Cui (1835- 

19 181, Modest Musorgsky ( 1839-8 1 ), and Nicolay Rimsky-Korsakov ( 1 844- 1908). Grout 

and Palisca tell us that 

their lack of schooling in traditional music theory forced them to discover their 
own ways of doing things, and in the process they called on the materials nearest 
at hand, namely folksongs. Their frequent use of actual or imitated folk material 



for the generating themes of a work "has iiterary parallels in the borrowing by 
Pushkin and Gogol of folk-tales as the bases of so many of their most 
characteristic stories" (773). 

Many of these Russian tive were directly exposed to folksong and used it in their work, 

but they also drew from printed collections. They also frequently composed in a folk 

style; their melodies are often described as very folk-like. 

The Czech national school was also prominent in folk-music-inspired 

composition. This group was led by Bednch Smetana (183484) whose numerous 

compositions incorporate various folksong and Czech dance quotations. The most 

prominent of these is undoubtedly his six-part syrnphonic poem Ma vlast. He uses the 

Hussite chorale -'AI1 Ye Who are Wamors of God as the basis for the fifih and sixth 

movements, as well as several other folk-like melodies throughout. Mid-century, a 

famous debate raged betweem Smetana and the Czech Count Hanach concerning the 

nature of national Song. Though both supported the fact that a national music must 

include aspects of the nation's folksong, it was the means in which this was attained that 

was contested. Harrach, who sponsored a competition for the best Czech musical work 

based on Czech themes, espoused the view that a composition must include direct 

folksong quotation in order to be considered truly national. Conversely, Smetana, who 

won the cornpetition with his opera The Bradenbureers - in Bohemia opposed this view by 

espousing the belief that a national music need not quote folksong directly, but employ a 

similar style, which is naturally inherent in the composer who has been bom and r a i d  



in that country. This is a debate which has resurfaced in various locations over various 

historical perds, and which has affected composition of this type in Canada. It is also a 

distinction that has been made by folklore in literature scholars, such as Winkelman who 

distinguishes between the author/composer who "chwses from the material of his 

culhiral milieu, the speech patterns, folkwayg and thought processes of his social 

background and the "sophisticated artist who skims through anthologies to add an air of 

authenticity to his writing" (Grobman 23). Unfortunately, it is Winkelman's bias in 

espousing Smetana's side of the debate which makes his theocies contestable, in 

believing that one who quotes dicectly Gom a folksong (alkit presumedly one taken 

from an anthology) is not as familiar with the folklore of that particular culture and, thus, 

less qualified to represent it through his or her work. This discrepancy will be discussed 

further in the following chapters. 

Both Dvdak (1 84 1-1904) and Le& Jansek ( ! 854-1928) were also instrumental 

in furthering the Czech school. Dvotak espoused the ideal that it was the duty of 

composers to reflect in their music the character of the country to which it belonged. His 

Slavonic Dances based on folk dance forms from his Czech home, and his Threg 

Slavonic Folksongg, op. 43 are most representative of this. AAer a move to New York in 

his later life, he was inspireâ by Afncan American spirituals and the Native American 

music of the Southem US, and used non-specific portrayals of these in his Symphony no. 

9 ("New World"). Janatek was a collecter of folksong, and composed many works 



based on Moravian peasant speech and Song which he amassed fmm his own fieldwork. 

Probably his most prominent composition to employ this music is his TwentySiq 

&plat Bal la .  

In Nomy, Grieg (1 843-1907) composed several wotks based on the folksong of 

his homeland. These included four sets of piano arrangements of folksongs, severai 

"Slitter," wtiich are Nonvegian peasant dances amuiged for piano fiom transcripts of 

couny fiddle playing, as well as many other pieces using Norwegian folksongs and 

dances. He oîlen employed modal melodies and harmonies, frequent meter changes, and 

included drone basses which sugest ancient Nonvegian instruments. 

Other Romantic composers, though still adopting the folksongs of their respective 

homelands, expenmented wvith foreign folk music. The most prominent example here is 

that of Mendelssohn who, after a trip to the British Isle in 1823, composed several 

works based on the music he had heard during his stay there. These included a piano 

concerto based on the Irish air "The Groves of Blamey," a Fantasv on an Irish Song op. 

15, an ovenure, The Hebrides, and his "Scotch Symphony. Like Beethoven and Haydn 

before him, the arrangement of these Scottish and Irish tunes did not make Mendelssohn 

an expert in British folklore, nor lvas he perceived as such. He was still a &man 

nationalist, and his expriment with exotica was regarded as exactly that. 

Moving into the twentieth century, nationalism in music was still a strong force, 

and more folksong collections were king compiled. Grout and Palisca describe this 



The nationalist musical activities of the twentieth century differed in several 
respects from those of the nineteenth. The study of folk material was undertaken 
on a much wider scale than previously, and with rigorous scientific meihod. Folk 
music was collected not by the dumsy proçess of seeking to transcribe it in 
conventional notation, but with the accwacy made possible by the use of the 
phonograph and tape recorder; and cotlected specimens were aanalyzed 
objectively, by techniques developed in the new discipline of ethnomusicology, 
so as to discover the actual chancter of the music instead of ignoring iîs 
'irregularities' or trying to adjust them to the mles of art music, as the Romantics 
had ofien done. More real istic knowledge led to greater respect for the unique 
qualities of folk music. Composers, instead of trying to absorb folk idioms into 
more or less traditional styles, used them to create new styles, and especially to 
extend the realm of tonality (810). 

As the phenornenon of folk music collecting and publication grew, the number of 

folksong collections available to composers increased. Cecil Sharp was an important 

figure here, and his contributions as a coltector, as a promoter of folksongs for use in 

schools, and as a \Miter, pariicularly on the utilization of folk themes in composition, was 

significant not only within the folk music movement in England, but internationally. 

Several other collectors, particularly Ralph Vaughan Williams and Percy Grainger in 

England, and Béla Bartok and Zoltan Kodgly in Hungary, were also significant in this 

respect, drawing extensively on their own collecting expetiences for iheir compositions. 

Sharp, Vaughan Williams, and Bartok also wrote about the combination of  folk and art 

music, while K&ly developed a unique system of musical pedagogy based on folk tunes 

of his native land. 

During the latter nineteenth and eady twentieth centuries, the adoption of 



recording devices in the collection of folk music was an important development. 

Transcriptions became more accurate when scholars could play and replay the original 

song without having to transcribe directly h m  the singer in the field. As well, these 

recordings then became avaiiable for other collectors, and even composers, to hear. 

Phonograph records, both commercial and field recordings, also played an important role 

in the dissemination of this music from the 1880s onwards. Though the printed 

transcriptions were of pnmary importance in that they were most oRen consulted by art 

music composes, these recordings must also be acknowledged as an important source. 

Béla Bartok ( 1  881-1945) was a key figure in furthering the use of folksong in art 

music composition both in Hungary, and intemationally. He coliected 2700 Hungarian, 

2500 Slovak, 3500 Romanian, and several hundred Arab, Ruthenian, and Turkish 

folksongs, wote books and articles on folk music, and based compositions on folk music 

and "develop[ed] a style in which he fused folk elements with highly developed 

techniques of art music" (Grout and Palisca 810). As a virtuoso pianist and teacher from 

the Budapest Academy, Bartbk was also an important figure in furthering pedagogy 

based on native folksongs. His Mikrokosmos (1926-37) consists of 153 piano pieces of 

graded difficulty, based principally on folksongs of his native Hungary. He himself tells 

us that "my idea was to write piano pieces intended to lead the students from the very 

beginning and through the most important technical and musical problems of the tirst 

years, to a certain higher degree" (Bartok 427). His For Children (1908-1909) is also a 



piano pedagogical compilation in four volumes, with the fitst two based on Hmgarian, 

and the second two on Slovak folksongs. "The folk songs [sic] appear here unchanged, 

in their full form and Vary at most in the way they are divided between the hvo hands" 

(Vikar 103). Bartok tells us that "1 wrote them in order to acquaint the piano-studying 

children with the simple and non-romantic beauties of folk music" (427). In an attempt 

to teach young Hungarians in a progressive manner the vanous techniques involved in 

playing the piano, Bartok also empkizes the importance of familiarizhg chiidren with 

the music of their heritage. He describes his motivations thus: 

I always had the feeling that the available matenal [for teaching piano], especially 
for beginners, has no real musical value, with the exception of very few works ... I 
myself tried to write some easy piano pieces. At that time the best thing to do 
would be to use folk tunes. Folk melodies, in general, have great musical value; 
so, at teast the thematic value would be seciired (Bartok 426). 

Several Canadian composers, particularly Violet Archer, who is one of the seven 

composers to be discussed in detail in the final two chapters, were greatiy infl uenced by 

Bartok' s pedagogical methods. 

Bartok's compositional style was also unique. Unlike many earlier composers, he 

did not attempt to preserve the original Song in his new composition. Instead, he altered 

it using various compositional devices, as well as expanding the realms of tonality. The 

Canadian composer Murray Schafer describes Bartok's style as follows: 

Bartok's approach to folk music is highly individual and represents at once the 
furthest extreme and yet the most authentic attempt to remain faithful to both the 
original music and his own artistic integrity ... He would isotate a special 
rhythmic or melodic gesture and, using no more than that as a basis, would begin 



to compose, varying it in every conceivable way his fertile imagination led hirn 
to, always conscious of building it into something, conscious of his power of 
becoming as well as its nobility of being ( 154). 

Of Bartok's numerous compositions based on folksong, some of which quote directly, 

and others which demonstrate an imitation of a specific folksong style, the most 

prominent are his Four Slovak Folk Sons  (1907) for mixed choir wvith piano 

accompanirnent, Fifleen Hunearkm Peasant Son= for piano, Rumanian Christmas Songs 

also for piano, and his Suite No. 2 for orchestra, op. 4, based on music from his own 

collections. 

Zoltan Kudaly ( 1 882- 1967) also produced compositions based on folksong, and 

published many folksong collections. His Peacock Variations, a cycle of variations on a 

Hungarian folksong, utilizes the full orchestral palette for the presentation of the theme, 

ad is ofien criticized as being too complicated musically for its intended subject. 

However, Kodaly w;is known primarily as an educator, and built a pedagogical system 

that onen incorporated elements of folksong. Carl Orff ( 1895- I W ) ,  a German 

composer and educator, also devised a graded musical collection for schools which 

incorporated folk music, and is often adopted by Canadians. Orff was also known for his 

large-scale work, Carmina B m  which he claimed embodied the spirit and the 

rhythms of ancient Hungarian folksong (Grout 8 16). 

In England, Cecil Sharp (1859-1924) was influential in furthering the folksong 

movement through his prolific collections of folk music and through his encouragement 



of the use of these songs in art music composition. Sharp became active at a period 

where folksong in England was considered to be nonexistent. "The ordinary townsman 

hardly knew of the existence of English folk music, nor were there many musicians who 

were better infomed. As a wit of the day expressed it: 'if there were any English folk 

songs, they were Irish.' And among the country people, folk song had gone out of 

fashion" (Karpeles, 1967: 33). It is significant that Sharp, along with Vaughan Williams, 

helped to build on what was a lagging interest in folksong. He encouraged its use in art 

music composition and, as a result, his collections were ofien consulted by several 

composers, including Vaughan Williams who used them to compose his Norfolk 

Rhapsodi~ for orchestra, and Holst in his Somerset Rhapsody. Sharp also composed 

several works himself based on songs fiom his own and other collections. In a 1907 

letter, Sharp States his opinion on the preservation of the original Song when king 

adapted: "1 am not against chromatic treatment if it can be used without destroying what 

seems to me to be the essential nature of the folk-melody. But 1 feel it is difficult - for 

me impossible - to use modem chromatic harmonies without going astray" (Karpeles, 

1967: 55). Opposed to Bartok's free use of tonality and the manipulation of other 

original elements of the source songs, Sharp's pieces, like those of most of the English 

Romantics (some of which emigrated to Canada and exercised their influence there), 

were much more careful in their preservation of the elernents of the original songs. 

Raiph Vaughan Williams (1 872-1958), Sharp's contemporary, was another 



prolific collecter and composer of music bcised on folksong. He was influenced greatly 

by his teacher Max Bmch, who himself had an interest in Scottish folksong and had used 

it frequently in his compositions. Vaughan Williams collected over 8 10 folksongs 

throughout England and encouraged composers to use this material in their works. 

Though the preservation of these folksongs was Vaughan Williams' primary aim, he a h  

had a second, not unrelated objective: the integration of these works into his own 

compositions to form the basis for a new, and hitherto absent, national English music. 

These two goals are not unrelated, as Vaughan Williams felt that by using these 

folksongs in his new music, he would also be preserving them. Concentrating on this 

objective, Vaughan Williams began to spend more time on his own composition, with the 

intent and conscious purpose of creaiing a music t h t  was partly individual and wholly 

English. He was an strong advocate of the s c h d  of thought that a prerequisite of any 

national piece of music is the indusion of a folksong. He explains his perspective thus: 

In the folk Song wve find music which is unpremeditated and therefore of necessity 
sincere, music which has s t d  the test of time, music which must be 
representative of our race as no other music can. This, then, or something like 
this is the foundation, it seems to me, on which al1 our an mut rest, however far 
from it we spread and however high above it we build ... I do hold that any sc hool 
of national music must be fashioned on the basis of the raw material of its own 
national song (Siegmeister 40-1). 

Elsie Payne in her article &Vaughan Williams and Folk Song" gives a list of 

thirty-eight of Vaughan Williams' compositions "which use or quote directly from folk 

song" (Payne 105-6). Hers is an excellent article, which describes the importance of 

43 



these sangs in his compositional success. Many of Vaughan Williams' instnimenta. 

works, several of which have standard titles, also inchde sections which borrow from 

folksong, Otherç, such as his "Pastoral" Symphony of 1922 have the "flavor" of 

traditionai music: "EquaHy characteristic and falksonglike is the trumpet tune in the trio 

of the third movement" (Grout and Palisca 822). His poem setîing, On Wenlock Ed* 

(19091, is  described thus by a critic: "The contour-but not the rhythm-of the opening 

phrase of the fol klike vocal line derives from the top voice of the richIy triadic piano 

introduction" (Morgan 133). Some of his other compositions based on songs from his 

and h m  others' collections include his cycle Folk-Sones of the Four Seasons (1950) and 

his -on'Greensleeves'. F 

Vaughan Williams also wrote and published piano accampaniments for several 

collections of English songs. His primary concm, very similar to Sharp's, in adding 

accompaniment to these songs was that "the harmony should be subsidiary and above al1 

impersonal" (Kennedy 29). Vaughan Williams t a s  also known for his lectures and 

writings on the subject of national music. He published his first book, National Musiç, in 

1934, based on papers he had given and revised on the ssubject since his early lectures in 

1902. Vaughan Williams also hsad connections to Canada: arnong his corpus of  

compositions are several based on Canadian folksongs. These connections will be 

discuçsed further in the following chapkn. 

At the begiming of the twentieth centwy, the French musical school \vas 



begi~ing to corne into its own. With such unique compositional styles as those of 

Debussy (1 862- 19 18) and Ravel (1 875-1937), who both composed works based on the 

folksong of their homeland, trends such as impressionism, neo-classicism, and the use of 

new scalar structures were introduced in conjunction with the folksong quotations. 

Debussy, influenceci principally by the Russian "moguchay kuchka" composer 

Musorgsky, whose own contributions to folk-music-inspired composition were also 

profound, composed many works using folksong or folklike melodies as a base. ïhese 

included his opera Pelléas et Melisande. as well as his Estamoes for piano and his Images 

for orchestra. Ravel also set many folk melodies, particularly exotic ones, in his 

R a d i e  and Haberna on Spanish idioms, and his La Valse which employed Viennese 

dance rhythm. 

One of the most prominent twentieth century compoxrs to include folksong 

quotation in his works was the Russian Igor Stravinsky (18824971). Though 

undoubtedly many of the themes and motifs of his pieces were based on direct quotation 

of folk meIodies, Sttavinsky was always purposely vague about which were real and 

which were invented. Bartok tells us that "Stravinsky never mentions the sources of his 

themes. Neither in his titles nor in footnotes does he ever allude to whether a theme of 

his is his own invention or whether it is taken over from folk music" (343). This 

"deceptionn was purposely produced by Stravinsky to allow a seamless How of music 

which he considered inherently national. This strategic ploy on Stravinsky's part was 



undoubtedly a scheme to avoid the inevitable deconstruction of his work as a pastiche of 

Folksong and art music techniques, much as hm been done with each ofthe other works 

of this nature. However, it has almost served an inverse pwpose: By intriguing scholars 

with the puale of first discovering what folk tunes he has employed, where they are 

found, and how they have been altered, Stravinsky has only managed to provoke the 

insatiable curiosity of musicological scholars. He has thus succeeded in bringing more 

attention to the dissecting of his works than any other composer who utilizes folksong. 

In his later life, Stravinsky was also reported as saying that he "was bord with 

folk music and even more so with the question of its connection with his work" (Mazo 

99). However, he continued to use it, and interspersed it strategically with folklike 

motives of  his own creation. His Le sacre du mintemm "is one of the best examples of 

the intensive permeation of art music by genuine peasant musico' (Bartok 325), and is 

most ofien recognized by scholars for its folklonc content. Divulging the fact that the 

ballet begins with a bassoon melody taken fiom an anthology of Lithuanian folksongs, 

Strauinsky ~fused  to make known any of his other sources, assening that tmly national 

music should not corne from the quotation of folksong but from the qualitics inherent in 

the compositional style of the country's individual composers. Stravinsky even ventures 

furiher to suggest in a 1930 French newspaper article that 

Some composers have found their rnost potent inspiration in folk music, but in 
my opinion popular music has nothing to gain by being taken out of its place. It 
is not suitable as a pretext for demonstration of orchestral effects and 
implications, and it loses its charrn by being uprooted (déracinée). One is 



adulterathg it and rendering it monotonous (Tamskin 503). 

Some of his other works, which, despite his protests still contain direct quotations of 

original folksong, include his ballets Les Noces based on Russian wedding ritual, and his 

Petrushka which is "rich in Russian folksongs and folk polyphonie textures'' (Grout and 

Palisca 837). 

Music in the United States throughout the twentieth century, as in Canada, was 

quick to adopt the European trend of the utilization of folksong in nationalistic 

expression. The US, however, was quicker in both discovering and discarding the 

practice, and had a significant influence on later Canadian musical trends. Several of the 

most important American composers in this regard include Charles Ives ( 1874- 1959, 

with many folksong-inspired works such as his In Flanders Fields based on quotations of 

various heroic and military songs (sometimes considered to be a part of the "Colksong" 

canon), George Gershwin (1 898-1937), with his folk opera Por~v and Bess and Roy 

Harris (1 898-1979) with his "Folk Song" Symphony for chorus and his When Johnny 

Çomes Marchine How for orchestra. Most influential, however, were Edward 

MacDowetl ( 1860-1 908) and Aaron Copland ( 1900- ). 

MacDowell "resolved to be an American composer in the way that Mussorgsky 

!vas a Russian composer or Dvofak a Bohemian one: by treating his own country as the 

equivalent, musically speaking, of a 'peripheral' European nation, and bringing the 

American landscape and indigenous Arnerican materials into his own European-based 



style" (Crawford 542). He oîlen inciuded folk music of his home country in his 

compositions and "has been credited with truly initiating the movement in the United 

States to use indigenous material as a compositional source" (Ketltor, 1995: 187). He 

was the first North American composer to base pieces on Native American music, using 

as his source Theodore Baker's 1883 Ph.D. thesis, which was the first collection of this 

sort. These works include his Second Indian Suite. From an lndian Loà~re. lndian Idvl. 

and American Indian MeIodies. Through this practice, MacDowetl pat ly influenced 

the course of both US and Canadian music composition, as many composers later 

followed his lead in setting these unique and technically difficult songs. 

Dunng Dvoiak's visit to the US from 1892-5, MacDowell became disiltusioned 

with the Bohemian composer's suggestions for the creation of an American national 

music. He protested Dvoiak's proposed formula for this national Song by suggesting 

that "rather than granting that choosing a melody to borrow, finding its essence and 

engaging with it rnusically could be a complicated process, Dvoiak seemed to be 

offering a prescription that could lead simply to arranging 'folk' melodies in fancier 

garbhardly a solid founhtion for a national an" (Crawford 557). Dvo?ak2s suggestion 

chat American music should be based on the quotation and style of African American 

spirituals seemed an alien concept to MacDowell, who himself chose, and encouraged 

others, to compose works based on music of the Native American people, which he 

considered more indigenous to North America. 



Aaron Copland was also instrumental in furthering folk-music-inspired 

composition in the US. Probably his best known work was m i a n  Soting [1944), a 

ballet which later became an orchestral suite. Using the "folk tune" of the Shaker hymn 

"'Tis the Gifi to be Simple" in a set of variations, Copland sets it sparsely, reminiscent of 

the pastoral nature of much of the American t a n k a p .  Copland also used Mexican 

folksongs in his orchestral suite El Salh Mexico (1936), and cowboy songs in the ballets 

Billv the Ka (1938) and Roclm (1942). Several of his other pieces do not quote directly 

but still have a folksong flavor. 

Copland, like other American composers of the time, were undoubiedly 

infiuenced by documentary film scores by Virgil Thompson (produced by the Farm 

Security Administration of the O.S. Department of Agriculture) The Plow lhat Broke the 

Plains (1936) and The River (1937), who cmployed folk tunes both whole and 

frapented, as well as "American" folk instruments, such as the banjo. These early film 

scores would a h  lead to many later employing folksongs in much the same way. Film 

composers such as Moms Surdin, whose sening of "Dans tous les cantons" will be 

studied later, were undoubtedly influenced by these works. 

Througtiout the nationalist movement, a variety of musical techniques were used 

by composers in setting folksongs which will be examined in more detail in chapter Bve. 

On a more abstract Ievel, it can be seen that a general evolution occwred from the 

eighteenth to the early nventieth centup in how folksong \vas treated in art music 



composition. Earlier, with the arrangements of Haydn and Beethoven, less case was 

taken to maintain the form or style of the original song, and it was changed as was scen 

fit to "improve" the artistic capabilities of the new work. Thomson tells us that 

composers have tended to choose folk tunes for their adaptability to king set, not 
in the style of the music's perio6usually unknown-but in that of the composer 
himself. They have even forced them a little at the joints-as Bach and Haydn and 
Beethoven al1 dibto fit them into current metric patterns, or smoothed out with a 
sharp or a flat some modal outline obviously archaic. The value of dl such 
treatments by conscientious and experienced composers lies not in their 
contributions to ethnography but in the taste of their musical solutions (Haufrecht 
v-vi). 

This lack of interest in the precise ethnographie preservation of the songs is one that soon 

reversed itself with the widespread publication of new folksong collections, particularly 

leading into the nineteenth centuy. As most composers accepted Bartok's suggestion 

that "it can be surmised that al1 European folk music that is well-knowvn nowadays owes 

its origin ta the influence of some art music or, rather, popular art music'' f 3 161, their 

efforts in preservation became more concentrated. Schafer describes this evolution thus: 

When the spirit of nationalism invaded the various countries of Eastern Europe, 
composers were at first inclined to be content with literal transcriptions of the 
melodies of their peoples ... Later it becarne necessary to rhapsoûize civer the 
material: now it was louder, now softer, now played on one instrument, now by 
the entire orchestra, now in the minor, now in the major, while undemeath the 
texture kcame more complex, suggestive perhaps of rural scenery or rustic social 
gatherings. But the fundamental tune was never altered or fragmented ( 15). 

As the movement progressed M e r ,  composers began looking for new and 

innovative ways of setting these songs in conjwction with the developing musicat styles 

of each new period. Thus, the preservation of the original Song again became secondary 



to artistic concem. The song was ofien lost amidst larger and more varied orchestral 

textures, became diMded through contrapuntal and developmental devices, and was also 

changed melodically through the abandonment of tonality or through the adoption of 

twelve-tone methods. Often, only fiagmented motifs of the original Song remained, 

sometimes played in different scalar structures, with its notes reananged in a different 

melodic order. These were the principal techniques in later twentieth century settings. 

As time progresse4 composas became more and more weary of setting these 

folksongs. Schoenberg, in his essay "The Folkloric Symphony," suggests that folklike 

motifs invented by the composer are preferable to existent folksong melodies. He 

demonstrates how in Beethoven's Fi& Symphony, the single four-note motif so well 

known is later developed and changed in many ways. Schoenberg attests that this short 

motif has so many possibilities for expansion, and yet he cannot think of a single 

folkloric tune that has these same possibilities, where several subordinate ideas may be 

derived from an original theme. He suggests that there can be no organic growth in these 

folksong-inspired works, as there remains a simple strophic repetition of the same 

melody with no hope for development. Schafer sums up these ideas by proposing that 

it is the difference between building the average house with a number of 
identically shaped bricks and constructing, say, Cologne cathedra1 wïth its 
interplay of Gothic arches, large, small, elliptic, triangular, functional, and 
omate ... Either the composer must take Irberties with his material - break it into 
germinal ideas, in which case the beauty and meaning of the original would be 
impaired or destroyed -or he must be content merely to transcrii his material 
and force his creative imagination to ûe still(l4). 



Thus, through time, composers in the art music tradition have inevitably changed their 

tastes in what is considered acceptable music for borrowing. Whereas in the Medieval 

perioâ, the once-fashionable borrowing of plainsong tunes and their reuse in new 

compositions was becoming stale, Schoenberg and others are now suggesting that the 

possibilities for expansion of folksong have also been exhausted. 

After outlining a general view here of the history of the European use of folk 

music in art music composition, many questions can still be r a i d  as to why or why not 

composers chose to adopt this practice. Schafer suggests that the motive was ofien 

sociological: "Folk music is a genuine expression of sentiment, perhaps the most 

genuine to be encountered in the entire sphere of music. For this reason it is, in itself, 

perfect. The serious composer who employs it scarcely hopes to improve it; he hopes 

rather to set it circulating amonç a wider, international audience" (1 3). Bartok echoes 

these opinions with the following stetement: 

The reference to folk music prescrits something refreshing and exotic to their 
works ... while the application of art patterns results in many banalities: the 
artistic values of such melodies cannot be compared with that of the untamished 
folk melodies. Popular art music rnelodies generally tack the absolute perfection 
so very characteristic of pure folk music (3 17). 

In recent decades, the process of using folksong in art music composition has 

fallen out of practice. Many reasons are suggested for this phenornenon, several of 

which echo the sentiments of composers such as Stravinsky, Smetana, and Bartok, who 

feel that a nationalist expression stems less from a formulait musical structure based on 



folk music and more h m  the individualist expression of a country's composers. Bartok 

demonstrates these sentimenis by stating that; 

it is not a question of merely taking folk melodies of our country and insening 
them into our works. That would have ken a supeficial procedure resulting, at 
best, in ptoducing a more or less incongrnus style. The important matter was to 
acquire the music fanguage of our peasantry as a child team his rnother tongue, 
and, in possession of this musical mother tongue, to use it as a naniral and, so to 
speak, unconscious means of expression in our works (348). 

Thus, the motivations for the use of folk music in art music composition have 

varied over time and region. Earlier, the desire to utilize a unique form of music which 

had greater interest than that of plainsong, led to the adoption of folk music. However, 

centuries later, composers are looking for new and unique ways to adopt this now 

familiar material. Undoubtedly, the most prominent motivation for using folk music in 

art music is that of nationalism, which was apparent both before and alier Herder and the 

nineteent h century Romantics. However, the use of folksong in pedagogy became 

important, in teaching young musicians not only the idiomatic tendencies of their own 

instrument, but also about the music of their own homeland; a music that was both 

unique and, often, simple to perform. Otten the choice of the adoption of this music wrrs 

not lefl up to the composer themselves, but was dictated through wealthy patrons who 

encouraged wht  they beiieved to be the best expression of a "national" music based on 

folksong. This can be seen particularly in the case of Smetana and Count Harrach, as 

well as with Haydn and his patrons, the Esterhiqs. Similar motivations can be seen in 

the adoption of this music by Canadian art music composers; motivations which were 



otlen inspired by these European predecessors, and which will be discussed in detail in 

the following chapter. 



CHAPTER TWO: 
ATTITUDES AND IDEAS: THE EVOLUTION OF THE 

POPULARlTY OF FOLKSONG iN CANADA 

He [Ernesi MacMillan] sur ai the piano. and we began to hum some ofihe runes 

in that book [Barbeau's colleciionl while he improvised an accornpanimeni on 

the keyboarâ, which struck nie as being beaui$tII 1 cruved for more of ihis t p e  

of musical lining for folk-lunes. The melodies of the early colonists and the 
lndiuns have always appeuled to me as prime materiuls for a musical expression 
in a language rhat is firsi ofall our own! (Marius Barbeau, jrom MacMillan's 
Music in Canada, 33) 

This chapter introduces and describes the conditions and attitudes which led to 

the devetopment of a rise and subsequent fall of the popularity of folk music in the realm 

of Canadian art music composition. This popularity, begun by research into the musical 

past of the nation through printed word and through folksong collection, and perpetuated 

by such events as the Veillées du bon vieux temps concerts (1919) and the Canadian 

Pacific Railway (CPR) festivals (late 1920s to early 1930s), sparked a sense of 

nationalism. Embraced by many composers who used folk music in their own works, 

this movement, which followed European antecedents, did not, however, meet with the 

same measure of success. The composer R. Murray Schafer explains that; 

This kind of nationalism (composition based on folk song) has never devefoped 
as extensively as it did in certain European countries. In the first place, the 
struggle for independence and national achievement in Canada did not coincide 
with the period of our most impressive artistic accomplishment. Then, too, 
progressive urbanization has rendered large portions of the popdation l e s  
conscious of folk art of al1 kinds; such material is much less meanineful for 



Canadian audiences t h  would be the case in, say, Eastern Europe (6-7). 

However, Canadian art music wmposers have undertaken and in some cases are stilt 

attempting to perpetuate this sense of nationaiism through the use and adaptation of 

folksong in composition. This chapter explores the developrnent of this movement by 

examining researchen, institutions, and events, and it offers my analysts of the cornplex 

issues surrounding nationalkm in Canadian music.' It alço explains how the folksong 

"Dans tous les cantons" came to be collected and prmwed, and discusses the 

motivatians and conditions which led to its utilization by various composen throughout 

the history of Canadian art music composition. Some activities and examples which may 

at first appear tangential to the examination of "Dans tous les cantons" are, in fact, 

necessary to insure a complete and accurate description of the folksong climate in 

Canadian art music. 

The song "Dans tous les cantons" is a French-Canadian piece which wams, 

somewhat jokinply, against entering into mamage. It was first published by Ernest 

Gagnon in his 1865 collection of Chansons Powlaires du Canah and was later 

harmonized by Oscar O'Brien in J.M. Gibbon's 1927 compilation of Canadian Folk 

S o m  Old and New. Over a pend of more than fi@ years, from 1928 to 1979, seven 

art music composers have ventured to set this folksong. Eacti of these "new" pieces stem 

' Please note that throughout ihis section, the musical activities described are those of 
the art music tradition, and bear tittle tesemblance to the progress of what can be 
considered "popular" music - a Stream which goes beyond the scope of this thesis. 



either directly or indirectly from Gagnon's original variant. These composers include, in 

chronological order of their composition, Ernest MacMillan (1893-1973), A b d  

Whitehead (1 887- 19741, Maurice Dela ( 19 19-1978), Violet Archer ( 1 9 1 3 - 2 0 ) ,  Richard 

Johnston (19 17-1 997), Moms Surdin (19 14- W 9 ) ,  and Howard Cable (1 920- ). These 

composers, their compsitions, and the original folksong will be discussed in deîail later. 

Most of the information in this and in the subsequent thtee chapters is taken from 

the perspectives of musicologists and historians who have endeavored to interpret the 

work of Canadian composers. Whenever possible, i have attemptcd here to include 

direct statements or ideas from the cornpusers themselves. However, this literature is 

Iimited, for most Canadian composers have rarely written about the music which they 

composed, leaving little indication as to their motivations for the utilization of diflerent 

practices or compositional techniques. Most of the theoretical descriptions of their work 

corne from brief program notes, or fiom scnibled references on the scores themselves, 

Though there are a few exceptions, why many of these composers selected these folk 

pieces, or why they were set in a panicutar genre can only be divined from a few scarce 

writings on the subject, and through an analysis of the scores. 

The main reference works which have been influential in shaping the 

historiography of Canadian music, and subsequently in the shaping of this thesis, include 

Helmut Kallman's A Historv of Music in Canada. 15344914 (t960), Willy Amtmann's 

Music in Canada 1600- 1 800 (1 975 j, George Proctor's Canadian Music of the Twentieth 



Cenîwy (l980), Clifford Ford's Canada's mu si^ ( 1982), and Timothy McGee's 

Music of Canada (1985). Several other essay compilations and regional study works, 

particularly Emest MacMillan's editing of Music in Cana& (KM), Willy Arntmann's h 

Musiaue au Ouebec 1600-1 875 (1976), Beverky Diamond and Robert Witmer's 

collaboratian on Canadian Music: Issues of Neeemonv and Identity (1994), and Timothy 

McGee's editing of John Beckwith's festschnft Takina a Stand (WH), have also been 

helpful in my research. Recent periodicals have also been usefiil, particularly & 

Canada Music Book, The Journal for the Societv of Traditional Musil; (originally the 

Canadian Folk Music Joumd, and Çanadian Cornooser. Very recently, Car1 Morey has 

also produced a comprehensive bibliography of research on Canadian music, Music in 

Canada (1997). Indisputably, however, the most significant work on Canadian music is 

The Encvclopedia of Music in Canada {hereafier referred to as EMCj, edited by Helmut 

Kallmann, Giles Potvin, and Kenneth Winters, and first published in 1982, with a second 

edition in 1992. 

As Leo Treitler has noted in his Jvlusic and the Historical Ima~rination: 

we do not like to acknowledge that, as historians, we are within history. We do 
not like to think that our choice of problems or our ways of identifying and 
evaluating evidence serve any particular ideologies or that they reflect the ways in 
which our worlds are structureci, or that they would respond to change in the 
circumstances around us (4). 

However, the inevitable reality is that through these works the musicologists, though 

relatively few, have shaped perceptions of Canadian music. In her article, "Narratives in 



Canadian Music," Beverley Diamond gives a synthesis of historiographie method 

ernployed by three of these main survey publications. She discovers that, in general, 

there has been relatively little research done on early Canadian musical history, and that 

researchers have tended to show a progressive growth in Canadian musical activity. She 

shows how an evolutionist viewpoint has been adopted by most musicologists, regarding 

musical activity in Canada as having moved from primitive to sophisticated, from rural 

to urban, from amateur to professional, and from a colonial culture towards a Canadian 

"identiiy," ln addition, she notes, there is ofien a regional bias show in the literature 

towards the more largely populated areas, and regions with smaller populations are 

poorly represented or overlooked altogether. Most of these historical accounts depict 

Montréal and Toronto as the largest and most influential musical centers, with l e s  

attention given to the Maritimes (though Halifax runs a close third), and to 

Newfoundland, and even less to the West. Diamond suggests that an historical account 

w-ritten by a Westemer is one that is long overdue. 

The historiogtaphy of Canadian music has been done mainly from an Anglo- 

Canadian perspective. There does not yet exist a survey of Canadian Music witten by a 

French-Canadian, even though the French originally dominated (and in many ways still 

do) Canadian composition. As well, the ethnic backgrounds of composers who 

emigrated to Canada from areas other than France and Britain have been largely ignored. 

When exarnining perceptions of folk music in Canadian art music surveys, it is 



evident that in most, if not all, of these publications, Canadian folk music has historically 

been perceived within three distinct categories: French-Canadian, English-Canadian 

(which is sometimes further subdivided into music in Atlantic Canada and English music 

West of Québec), and Native American music. Al1 of the musical traditions of this last 

category have generally (and perhaps erroneously) ken, and continue to be, considered 

"folk." More recentty, a fourth category has k e n  given more attention, that of ethnic 

musics not French or English in origin, though this group of songs is still only beginning 

to be explored seriously within the broader context of "Canadian music." Though 

accounts of Canadian musical history bear these ethnoceninc categorizations among their 

faults, they are nonetheless valuable resources. These biases must, however, be 

recognized before a more accurate understanding of musical activity in Canada may be 

reached. Each of these divisions and reasons for their existence will be discussed later in 

the chapter. 

At this point, 1 include a brief account of the history of Canadian art music, that 

focuses on details relevant to the compositional settings of the seven worlis based on 

"Dans tous les cantons." The first documented account of a musical event in Canada2 

tn exploring this historical progression, it is understood that Canada did not oficially 
becorne a separate country until 1867. When earlier periods in the country's histoty are 
referred to, the tenn "Canada" is used to indicate activities which occurred within what 
is now considered to be Canadian territory. 



was in 1 535.3 Such early sources are sparse and often vague. Generally, they paint a 

picture of Canada that indicates an expansion of musical activity that parallels the 

colonization of the country - thus, gradually improving in capabilities as it began to 

spread from East to West. Some fine examples of music composed in the styles 

corresponding to the European pefiods of the Renaissance and Baroque have survived, 

though it is surprising that little attention has been paid them by Canadian scholars. 

Though Kallmann and Willis in their EMC article "Folk-music-inspired-çomposition" 

indicate that the first known Canadian composition to be created by utilizing folk music 

was one by Frederick Glackmeyer in Ca. 1817.1 strongly suspect that this trend became 

evident much earlier, due to the existence of numerous earlier unexplored works. As 

many of the tirst Canadian composers emigrated principal1 y from British and French 

lands in the first two or three centuries of colonization, it cm hardly be disputed, due 

especially to the quality of some of these earlier compositions, that they wre familiar 

with, and educated in, trends in the contemporary and past compositional methods used 

by musicians in their homelands. As we have seen, these trends, particuiarly in France 

and in England, often included the "borrowing" of extraneous material, including 

folksong, for incorporation in a new compositional work. Thus, it is surprising that no 

such example has yet been discovered in the Canadian corpus. However, here the 

examination of this practice will begin with the earliest documenteci exampte of this 

When Cartier visited the Fimi Nations settlement of Hochelaga, he had the trumpets 
and other instruments sounded for the apparent enjoyment of the First Nations peoples. 



practice in Canada; thus the period in which Glackemeyer's composition is placed - in 

the early nineteenth century. 

The vast majority of Canadian art music compositions, particularly early ones 

such as Glackemeyer's, have not been published and remain in manuscript fonn. Thus, 

the dissemination and the study of these works have been relatively limited. Many of 

these pieces have not been studied at al], especially wvith the relatively sparse amount of 

research done on Canadian music as a whole, As well, many works have undoubtedly 

been lost since, typically, only one copy existai. Though a few small publishing houses 

were established in some of the larger urban centers in the mid nineteenth century, music 

phlishing in Canada did not begin with any great enthusiasm until after the 1928 CPR 

festivals in Québec, which will be discussed hrther in this chapter. Since many of these 

earlier works were never published, and since communication between composers across 

the vast distances of the Canadian landscape was extremely limited until the advent of 

radio and the formation of the Canadian League of Composers in the middle decades of 

the twentieth century, many compositional innovations were completed independently 

with little common influence. Thus, these f h t  early nineteenth century compositions 

basxi on folksong must be regarded with the iinowledge that they were motivated more 

by earlier and conternporary Eutopan trends than by the compositional styles of their 

cornposers' fellow countrymen- 

Most sources would have us believe that "sophisticated" musical activity was 



relatively slow to evolve in Canada throughout the nineteenth century, and that it was 

inevitably of a regional nature due to the vast distances between areas. Most musical 

activity apparenily occurred in the urban centers and less in remote areas, which lacked 

both musical instruments and professionally trained musicians. The quantity and quality 

of music in any given area depended completely on the musical training and talents of 

any musicians residing there. As a result, both rural and urban music revolved primarily 

around the local church. It was here that the first "significant" performances, deemed 

those of larger scale works of the European "masters" involving choir, organ, and other 

instrumentaiists, began to take place: 

Opera was also especially popular throughout the nineteenth century - McGee 

estimates that by 1810, approximately 100 operas had been mounted in the cities of 

Halifax, Montréal, and Québec (1985: 5 1-21. St. John's, Newfoundland had also 

sponsored the production of an opera in 1820. The establishment of amateur 

instrumental and choral societies also began in the early nineteenth century, which later 

grew into the founding of larger, more professional groups, such as the Québec Hannonic 

Society in 1820 (by Fredenck Glackemeyerj and the Toronto Philharmonic Society in 

1845. 

Instruments were relatively sparse through the beginning of the century, 

' For further information on the importance of the church in early Canadian musical 
Iife, see Lefebvre's article 'The Role of the Church in the History of Musical Life in 
Quebec." 



especially in rural areas. It is noted by Schafer that in 1783 there was still only one piano 

in Québec City, one of the oldest and most established musical centers of Canada at the 

t h e  (4). The earliest known piano builder began h i s  trade there in 18 16, and by 185 1 

there were seventeen piano makers throughout Upper and Lower Canada. As a result of 

this later boom in the supply and demand of what was rapidly becoming a staple 

instrument, piano salon music became especially popular, which t a s  most oflen 

published in popular Canadian periodicals. After 1840, however, publishing houses were 

founded in Québec City, Halifax, Montréal, and Toronto which then encouraged the 

composition and performance of such pieces (McGee, 1985: 53-4). 

By the twentieth century, communications technology was developing steadily, 

greatly encouraging the collaboration of musicians across the country. The most 

influential changes occurred after 1918, following the advent of radio and the 

phonograph. In 19 19, the Canadian Marconi Company began regular broadcasts. By 

1926, there were forty stations across Canada, and 1927 marked the first set of 

nationwide broadcasts (McGee, 1985: 83). The broadcast repertoire, as it expanded, 

included European art music  cla as sic^,^ as well as ballads, patriotic war songs, military 

bands, and folksong~.~ 

Phonograph recordings also began to make music more accessible. Berliner 

Grarn-o-Phone established itself in Montréal in 1899, then became RCA Victor in 1929. 

For further information on the advent of radio in Canada, consult Berland's article 
"Radio Space and Industrial Time: The Case of Music Formats." 



Many commercial recordings of folksongs were made, oflen adapted in a more "popular" 

style. 

The immense popularity of radio inevitably led to the establishment of several 

professional Canadian musical ensembles. These were based almost exclusively in urban 

centers. Though a handful of establisM ensembles already existed at this point, there 

was a drarnatic increase in these numbers following the advent of the ficst broadcasts. 

The first professional orchestra fonned in Canada was the Orchestre symphonie du 

Québec (OSQ) in 1902. The Taronto Symphony (TSO) followed shortly after in 1906, 

but was disbanded during the first World War, and did not restart until 1923. Other 

professional symphonies followed later, such as the Calgary Symphony (CSO) in 19 10, 

and the Montréal Symphony (MSO) in 1936. The availability of large instrumental 

ensembles led to the composition of a few select works for orchestra, however this genre 

has been sparsely explored in Canada to date, due to two main considerations: Firstly, 

there were still relatively few large musical ensembles capable of producing such works, 

especially in what were ot?en short seasons, and secondly, the repertoire of these 

orchestras consisted principally of major European works. The tlrst Canadian work of 

symphonic proportions to be petfomed in Canada was Healey Willan's Symphony No. 1 

in 1936. Only a few Canadian orchestral works, including a second symphony by Willan 

ruid hvo symphonic works by Claude Champagne, were created around the same time 

frame. Proçtor emphasizes this point by stating that, "the Canadian composer of an 



extended work was not always guaranteed a first performance; second and third 

performances were even mer. Canadian orchestras still tended to view their obligation 

to Canadian music as k ing  fulfilled with the insertion of a ten-minute concert overture 

as an audience-settier at the beginning of a performance" (73). This perception is still 

dominant even today, with few orchestral works king produced in relation to the 

number of compositions created for smaller chamber groups, or for solo instruments. 

Inevitably, the time commitment involved in the undertaking of such a grandiose work is 

a large consideration, as is the relatively sparse funding available for works of this 

nature. 

The establishment of government agencies that included the promotion ofartistic 

growth in Canada in their mandate began in 1936 when the Canadian Broadcasting 

Corporation (CBC) was inaugurateci. The CBC brought together a broad geographical 

b s e  of Canadians throu@ its broadcasts, and created numerous employment 

opportunities for musicians. In 195 1 the Canadian League of Composers was established 

to bring together and encourage the growth of composers in Canada. Also in 195 1, the 

federal government published the results of a national inquiry into Canadian culture, the 

National Commission on*Ans, Lettets, and Sciences, chaired by Vincent Massey, 

chancelier of the University of Toronto. His "Massey Report" was a document 

consisting of 450 essays presented by experts in various fields across Ernest 

No provinces from Atlantic Canada were represented in this report. 
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MacMillan, one of the cornpusers to set the folksong "Dans tous les cantons," was 

chosen to compile the report on music. He emphasized the urgent need for facilities for 

performances, facilities for publication, private foundations for support of composers' 

works, and widespread public propaganda for the nation's own music. Since that tinte, 

each of the areas outlined by MacMillan have improved significantly, due in large part to 

the efforts of MacMillan himself. 

As a result of this report, the Canada Council, a funding agency for the arts, was 

founded in 1957. Two years later, monies received by the Canada Council from 

govemment support and from wealthy patrons (such as the Floyd Chalmers Foundation) 

resulted in the founding of the Canadian Music Centre (hereafler referred to as CMC). 

This non-profit organization is dedicated to the collection and preservation of Canadian 

music written afler 1940. The CMC publishes scores, research, and recordings of 

Canadian music, and provides a library of scores with bmowing privileps. The first 

office opened in Toronto in 1959, followed by branches in Montréal, Vancouver, 

Calgary, and Halifax7 

Music education programs were also flourishing in schools at this point, 

encouraged by such programs as  the John Adaskin Project. This project, begun in 1961 

with the mandate to establish a "Graded Educational Music Plan," encouraged both the 

For more information on arts patronage in Canada, see Lazerevich's essay in McGee's 
Taking a Stand "Aspects of Early Arts Patronage in Canada: From Rockefeller to 
Massey." 



composition of new pedagogicd works and the teaching of Canadian repertoire to 

elementary and secondary schad students. Many of these works were created with 

nationalistic purposes, and ofien included folk music quotations. Some of the seven 

settings of "Dans tous les cantons" were composed under this mandate. Music education 

in post-wcondaty institutions was also developing rapidly at this tirne (thmugh the 

middle decades of the twentieth cenîwy), as prominent Canadian musicians were hired at 

univenities across the country. 

Although each of these events had a dramatic and Ming effect on the progres of 

composition in Canada, it was the impetus of the folksong movemenr in Canada, made 

possible mainiy through the collaboration of Marius Barbeau and John Murray Gibbon, 

which had the most profound effect on the furthering of composition based on folksong. 

Through the creation of the Veillées du bon vieux temps concerts in 1919, and of the 

Folk Song and Handicran Festivals sponsor& by the Canadian Pacific Railway through 

the late1920s and early 1930s, these two men were instrumental in encouraging a 

nationaiist movement bnsed un the tesurrection of folksong. This section will then 

explore these festivals in detail in relation to their importance in the furtherance of the 

pmctice of using folksong in art music composition. 

Marius Barbeau (1883-1969), boni in Québec, campleted his schooling at Laval, 

at Oxford, and in Paris in anthropology, ethnology, and archeology. While Barbeau was 

at Oxford, he was in the midst of the kginnings of the English folksong and dance 



tevival there, and was undoubtedly affecteci by this British nationalist movement. 

Barbeau was hired as an anthropotogist by the National Museum of Canada in 19 1 1, 

whereupon he began to record the folklore o f  various First Nations tribes. His 

contributions to the field of French-Canadian folksong collecting are vast, and wiil be 

discussed later in the chapter. 

Barbeau, along with Édouard-~otiqw Massicotte (1 86% 1947), wbo had cdlected 

over 5000 versions of foiksongs and stories himself, staged two concerts in Montréal in 

1919. Under the title of "Vrillées du bon vieux temps,'" these concerts, often perfomed 

by their informants, helped to draw attention to the folksongs that were king  collected 

by the two scholars throughout French Canada. Janet McNaughton, in her insightful 

M.A. thesis, A Studv of the CPR-Smsord Ouebec Folk Sones and Handicrafi Festivals, 

1927- 1930, States that "in these concerts actual bearers of traditions were put on stage 

before an audience of educated urbanites for the first time in Montréal. lndeed the 

Veillées du bon vieux temps may have k e n  the first events in North America to take this 

innovative step" (McNaughton 49-50). Also significant in these concerts is that some art 

This title is, in my estimation, an obvious descendent of the "Ordre de bon temps," or 
the sociable house parties staged in Pori Royal to avoid fatigue and ennui, put in place by 
Champlain afier his establishment of the settlement there in 1605. This tradition of the 
house Party, and its title, has remained an important one in French-Canadian cuhure 
since. Hawwer, Barbeau and Uassicotte's tetm may also be based on a combination of 
other terms: "Veillée," an old world term, suggests a traditional gathering for 
entertainment while "vieux temps" is most likely the French version of "old-time," a 
nostalgie term that gained cunency in the late nineteenth and early twentieth century as a 
respnse to the many changes precipitated by the indusirial rwolution. 



music arrangements of these folk songs were presented as well, tfius introducing this 

fom of composition as a viable one in Canada. The fact that some Canadian composers 

had already begun to use folk music in their compositions was not well known, and 

indeed their motives may have ken  very different than those of Barbeau. In fact, 

Barbeau was not even aware that several of such compositions already existeci, and stated 

in a pamphlet for the Veillées du bon vieux temps concerts that 

in order to point out the melodic thernes of the Canadian countryside to our 
composers, we wanted to have played on instruments a few rhapsodies or songs 
based on folk tunes [aires du pays]. AAer having sarched in vain, we chose 
banal variations for piano, cornposeci a half a century ago by a traveling German! 
Where were the Cad ian  composers? (Barbeau and Massicotte, 19 19: 4). 

Following the success of the first two, another group of concerts, also under the 

name of Veillées du bon vieux temps, were mounted from 192 1 to 194 I in Montréal, and 

featured important early performers of Québecois music. These concerts both promoted 

an interest in the performance of folk music, both in its "original" state, as well as in 

altered "sophisticated" musical forms, and led to the performance of folk music as a 

viable career. Thus, the careers of several professional and amateur singers were 

launched, including that of Charles Marchand (1890-1930) who became an active 

promoter of French-Canadian folksong. As a perfonner and composer, Marchand was 

instrumental in both the Veillées du bon vieux temps concens as well as in the CPR 

festivals. 

Sometime shortly before 1920, Barbeau was introduced to John Murray Gibbon, 



with whom he collaborated to produce the Québec CPR festivals of 1927 and 1928. 

Gibbon (1 875-1952) was born in Ceylon, and completed his schooling in Scotland and at 

Oxford. He also studied Sanskrit and Greek archeology in Gennany, and traveled 

extensively throughout his life. One of his most significant contributions to the folksong 

movement is his book Melodv and the Lvric: From Chaucer to the Cavaliers, published in 

1930. Here, he describes the "cornmon" practice of the unconscious use of vernacular 

culture in elite an. He espouses the opinion that, historically, English poets have 

consistently written with either folk or popular music in mind, and that the rhythm and 

meter of their poems were influencecl greatly by this music. He bolsters his theory 

through a discussion of major collections such as Child's Ballads and Percy's Reliau~. 

Shortly afler coming 40 Canada, Gibbon became supervisor of European 

propaganda with the CPR in 1907 - a job which required him to encourage European 

immigration to Canada. In 19 t 3, he became the publicity director for the CPR and 

initiated artistic and cultural events, including the Folk Song and Handicrafl festivals. 

These sixteen or more festivals were staged at the CPR hotels along the length of 

the new Canadian railway systern from central to western Canada. Their purpose was to 

facilitate the expansion of the west, and to encourage the growth of Canadian culture, by 

hosting elaborate displays of Canadian folk music, handicraft, theatre, dance, and visual 

art. They were "intended mainly for an audience of affluent Anglophone tourists." and 

signaled an "apparent rise of an interest in folk culture among the affluent, educated 



urbanites in the early decades of the twentieth century" (McNaughton iii). McNaughton 

further suggests that "the CPR-sponsored folk festivals were the physical expression of 

an intellectual and artistie movement in Canada, This movement sou& to create a 

greater awareness of folk culture among Canadians and was basically nationalistic, 

rommntic and conservative in naîure" (3). 

The most influential set of festivals, in ternis of music, were the three staged at 

the Château Frontenac in Québec City in 1927, 1928, and 1930. Here, folk musicians 

performed, as well as many professional vocal groups and chamber ensembles. Gibbon 

and Barbeau became the chief organizers of the events for the first two festivals. The 

relationship between these two men is a fascinating one, as each had his o\vn very 

distinct goals. McNaughton believes that Gibbon's chief goal was cultural: 

The desire to promote harmony among people of different ethnic groups went 
beyond a concern with French-English relations. This can be scen as Gibbon's 
primary motivation for organizin~ the CPR-sponsored European ethnic festivals, 
and was the 11x1 the rationale for many of his later wwitings, lectures, and radio 
broadcasts (60-1 ). 

Gibbon became then, through this pst, a cultural entrepreneur, and was one of the chief 

architects of the concept of Canada as a mosaic. Yet, he can also be perceived as 

commodi@ing folk music, by putting folk performers on stage for corporate profit; this 

king his primary goal as dictated by his position with the Cf R. That his disagreements 

with Barbeau on repertoire and performers for the festivals often showed his favoritism 

towards groups or songs that would be more popular rather than historically significant, 



indicates a more dynamic interest in tourism. 

Barbeau's interests were more natiodistic than those of Gibbon. McNaughton 

indicates tfiat 

Barbeau, in contrast, was primarily concemeci with the artistic goal of promoting 
a national music for Canada, of compositions based on folk music themes and art 
arrangements of folk music. The desire to draw the attention of actists to folklore 
as a possible source of inspiration c m  be seen in Barbeau's work as early as 
1919; this was one of the prirnary reasons for staging the Veillées du bon view 
temps. At that tirne, Barbeau had hoped that writers as well as musicians would 
be inspired by the folklore that was king  collected (6 1). 

Barbeau's interest in promoting folksong as a valuable tool for composers tmk root in 

his festival plannings and in his writings afienvards. He, and many of his followers, were 

inspired by this compositional concept: 

1 had been acquainted with these "Raw" elements in their own surroundings and 
they were no novelties to me. M a t  entranced me !vas the interpretation on the 
concert platfonn of sets of sons  1 had transcribed from the phonograph, the most 
lyrical and lovely 1 could choose, by Emm MacMillan at the piano IO Campbell 
Mclnnes' singing; Alfred LaLiberte's elaborate but admirably perfonned 
accompaniments of pastoureiles and chansons a r e p s  to the sindng of IWO or 
three of his disciples; or again Healey Willan's powerful, at times fugue-like, 
developments, executed under his direction by a small orchestra, in the 
performance by a group of singers of de Montigny's "Ordre de Bon Temps." To 
some observers at the time it seemed that Canada's O~MI music was h m  and 
would mon be coming into its own. Perhaps we wete too optimistic. Yet definite 
p r o p s  has k e n  achieved since, in spite of a climate in North America averse to 
originality and fundamentals (Barbeau in MacMillan, 1955: 34). 

The CPR festivals were a forum for this kind of "national" composition. This 

was especiaIly encouraged througfi the establishment of a cornpetition for compositions 



based on French-Canadian folk songs, the E.W. Beatty prize, at the 1928 festival.' 

Unfortunately, the competition did not accomplish its goals of creating a large quantity 

of high quality works based on Canadian folk song; however, some pieces were added to 

the growing canon. It is interesting to note that Ralph Vaughan Williams was an 

adjudicator for this competition, signaling his direct influence over the establishment of 

this folk-music-inspired composition movement in Canada. 

Gibbon and Barbeau reached several compromises when selecting perfonners for 

the festivals. The two decided on a relative balance of what they tenned "source" 

performers, or professionally untrained folksong singers who had leamed their songs 

thtough oral tradition, and "non-source" perfomers, who were responsibie for what was 

termed the "academic" music compositions and arrangements of the folksongs. 

McNaughton tells us that, "this was the group [non-source perfonners] ihat most 

interested Barbeau in his work with the Québec festivals, for he expected that they would 

take the raw matenal prwided by the source performers and shape it into a national 

school of music for Canada" (73). The balance between source and non-source, 

however, was skewed greatly in favor of the ûcademic perfonners in the first two 

festivals, though it swayed in the other direction when Gibbon became solely responsible 

for the 1930 festival. Some of the most notable perfonners of the Québec tèstivals in 

tenns of the compositional styles king discussed, were the quartet the "Bytown 

Named aller E.W. Beatty, president of the CPR- 



Troubadors," organized by Charles Marchand, the highly acclaimed Toronto-based Hart 

House String Quartet, and the soprano Juliette Gauhier. 'The Bytown Troubadours sang 

voyageur and lmbe  jack son@ ananged specifically for them by the Ottawa musician 

Pierre ("Père") Gautier. Gautier also won an honourable mention in the Beatty 

cornpetition for the composition of these songs. However, they were criticited for 

having ken  written in too "popular," a d  not "academic" enough a style. It is significant 

that the Han House Quartet agmd to play, as Proctor explains that this "prompted 

several attempts to incoprate Canadian folk material into chamber music, particularly 

the string quartet" (21). Canadian singer Juliette Gaultier trained in Europe and sang at 

the Boston Opera before deciding to return to Canada. She studied several First Nations 

dialects, and constructed a repertoire of songs from Canadian First Nations Song 

collections. Her subsequent successful career is a suong indication of the popularity 

achieved by folksong among the patrons of the art music tradition. 

The amazing compositional output of these festivals kgan the fim signiticant 

wave of music publication in Canada. Boston Music Company published eight pieces 

from the CPR festivals in the late 1920s, including MacMillan's Two Sketches and his 

"Au cabaret," and A I N  Whitehead's "Gai Ion la, gai le rosier." Both before and after 

the festivals, many Canadian composers published their works with United States 

companies, or in other foreign countries. Champagne usually published through Durand 

and Company of Paris, while Whitehead went to Carl Fischer of New York. Inspired by 



the festivals' success, some Canadian publishing companies began to emerge in the 

1930s and 40s, including Western in Vancouver, Gordon V. Thompson of Toronto, 

Waterloo of Waterloo, Ontario, and Leslie and Frederick Hank in Oakville, Ontario. 

The success of the first two Québec festivals encouraged Gibbon to produce more 

through the CPR, including the 1928 New Canadian Folk-Sang and Handicraft festival in 

Winnipeg, the Highland Gathering and Scottish Music Festival in 1928 at the Banff 

Springs Hotel, two Old English Yuletide festivals in Victoria (the first in 1928j, the Sea 

Music Festival in Vancouver in 1929, the 1929 and 1930 Great West Canadian Folksong, 

Folkdance and Handicrafl Festivals in Regina and Calgary, and a third Québec festival in 

1930. The purpose of these festivals was to encourage a positive attitude towards 

European immigrants, a theme which McNaughton believes was Gibbon's primary 

intent. This third festival in Québec was organized without Barbeau's input, and 

emphasized folk dance in keeping with the conternporary revival of folk dance in 

England. Gibbon's intent \vas to promote interest in traditional French dances, much the 

same way that Sharp had popularized English dance in Britain. In addition, Gibbon 

shified the focus away from the academic music so prominent in the earlier two festivals, 

and gave the majority of the pwfonnance time to the source perfonners. However, the 

effects of these festivals, whatever their emphasis, were far-reaching: Oscar O'Brien, 

after the festivals were successful, siated t b t  *'le folklore est a la mode" (371). 

Mer the events of 1930, the economic squeeze of the depression made it 



impossible for the CPR to sponsor further festivals. However, those that were staged 

exercised a tremendous influence on the perception of national music in Canada. 

McNaughton concludes that the main purposes of the festivals were as follows: 

The concept of the need to preserve pure folk traditions is not apparent at any 
point in the Quebec festivals. 'Che organizm of these events, guided by the 
national romantic school of thought, believed it was their responsibility to 
encourage fine artists to reshape the raw material provided by the source 
performen into fine art.. . Barbeau and Gibbon were not interested in having 
professional performers imitate the "pure" folksinging style of the source 
perfonners; the organizers of the Quebec festivals wished to encourage a more 
sophisticated type of art ... One of the main goals of the Quebec festivals was to 
strengthen the national unity of Canada by creating a national art based on its folk 
music. Because of this, items of folklore were seen as the raw material, a means 
towards an end rather than an end in themselves (242-3). 

Undoubtedly, the most important influence for Canadian composers utilizing folk 

music \vas the emergence of Canadian folksong research and of the folksong collections 

themselves. It was from these printed coHections that the majority of the composers 

drew their inspiration. Thus, 1 now turn to a discussion of the broad range of issues 

attached to the pnparation and publication of these collections themselves, in order to 

reach an understanding of the perceptions of both the collectors who amassed, and the 

composers who utilized, this source material. 

These collections can be characterizcd in many ways; most are inevitably 

regional, and emphasize t h e  main cultural and linguistic areas, as discussed earlier, 

which consist of French-Canadian, English-Canadian, and First Nations music. The 

earliest folksong compilations explorai both French-Canadian and First Nations music; 



Anglophone collections, particularly those West of Québec, emerged much later. It was 

widely held that folk traditions did not exist West of this Québec border, a perception that 

stili persists today. Barbeau describes his difficulties with this perception thus: "Our 

greatest difficulty in organizing an Ontario Branch of the Foik-Lore Society cornes from 

the refusal of most people to believe that there is any folkiore in English Cd... Lack 

of insight, of course, is the only ground for such a notion" (Barbeau, 1919: 192). 

Canadian composer Richard Johnston, one of the seven to compose a setting of "Dans 

tous les cantons," echoes this opinion in his article, "Towards a Definition of Music in a 

Polyglot Society": 

Nova Scotia is one of the traditional strong-holds of folk music and folklore in 
Our country. At this point in time [1974], the majority of people who think about 
folk music and folklore in Canada do not look to the West - though they are the 
fools. They don't even look much ps t  the midpoint of Ontario! I'm not 
particularly cntical of those short-sighted people because not so many years ago - 
about twenty - the horizons of this kind were actually limitai to the Ontario- 
Qudbec border, and that included people who should have hown better. But 
during this century, there has never been any doubt, on the part of thinking 
people, of the treasures that lay east of Ontario - al1 the way to the coast, 
including Newfoundland (95). 

Despite the insistence of these two and other scholars, it is interesthg that several 

decades later, in the Encvclodia of Music in Canada, Kallmann chose to give his 

misguided opinion on this matter, by stating that, "since most of the sons were in the 

Maritimes and Newfoundland and most of the composers in central Canada, little 

fertitization [of collectors] took place" (48 1). 

The French-Canadian folksong canon is much larger than either thai of the 



English-Canadian or the First Nations in Canada. Several explanations may be offered 

for îhis phenomenon of the popularity of French Song in Canada, including the theory 

that these are the only songs which are truly indigenous to Our country alone. Though 

they originate stylistically frorn France, those that are native to Canada still main many 

unique characteristics. As well, these are songs which are not found in as great a 

quantity, if at all, in the United States, who share the Canadian folksong tradition of both 

Anglophone and First Nations music.'* E m t  MacMillan, in describing the unique 

characteristics of French music, explains its importance thus: 

His [the French] songs are not, indeed, native to America except in a few 
instances, but in the three centuries during which they have flourished here they 
have played an important part in his life ... They lack the wealth of melody and 
sheer musical invention which distinguish the Celtic and especially the Irish, but 
in their place we tind a rhythmic vitality combined with a weal th of expression 
which give it a very high place indeed (Schabas 85). 

This popularity of French-Canadian Song might also be attributed to the successful 

marketing of the Veillées du bon vieux temps concerts and of the CPR festivals. 

It is also important to mention here the growth of the "Mouvement littéraire de 

Québec" [Literary Movement of Québec], which reached its climax in the 1860s. 

Gordon Smith, in his essay 'The Genesis of Emest Gagnon's CItunsons Populaires," a 

work which wiil be discussed in detail later in the thesis, describes the movement thus: 

"The primary aim of the small group of intellectuals which made up this group was to 

'O Though there are many tribal differences in the songs Sung by the varying First 
Nations people of both Canada and the United States, this difference has not been widely 
recmgized by composers and musical scholars alike. 



create a nationalist literature which, although inspired by French Romantic models, was 

tmly French-Canadian" (222). He goes on to d e m i  how the group intended to achieve 

their nationalist objectives: 

An example was the citing of folk repertory as an effective mems of creating a 
French-Canadian nationalist idiom in Iiterature. Like their counterparts in France, 
nineteenth-centwy French-Canadian writers developed the technique of 
incorporating folksong texts in îheir works. Writers in both couniries used 
excerpts and complete texts fiom fotksongs to provide local colour ... French- 
Canadian wnters introduced 'chansons populaires' into their worts in an effort to 
portray the French-Canadian people and their way of life (222). 

Many of these objectives were taken up by French scholars in music as well as in 

literature. That Hippolyte Fortoul, minister of worship and public education in France, 

began an ofticial survey for collecting folksongs in 1853 contributed strongly to the 

antecedents of these sentiments. News of Fofloul's goals spread quickly to QuCbec, 

which inspired an immediate response of some smaller collections of French-Canadian 

folksongs. The combination of these rising nationalist sentiments in Québec Ird to some 

of the most significant compilations of folk music in the history of Canada, which will be 

discussed further in the chapter. 

A fourth area of folksong collection, that of the folk musics of ethnic 

communities other than French and Engiish in Cana&, is one that has been only recently 

explored. The Gaelic Song tradition of Nova Scotia is one that has elicited much 

research, as the Scottish and Irish have formed one of the main immigrant groups of 

Canada. As well, several other Europn and Asian comrnunities have published short 



collections of their folksongs, particulariy from the West of Canada and h m  central 

Ontario, including the Ilkrainian, Lithuanian, Japanese, Czech, Italian, Hungarian, and 

Polish, The bulk of this reseatch began with an impetus fiom Kenneth Peacock, whose 

pioneering çollections of ethnic music from his work with the National Museum of Man 

from 195 1-72, "çovered virtually every part of Canada" (&jÇ 1026). Peacock's work 

will be discussed in more detait later in the chapter. 

Most of these Canadian folksong collections of al1 four types contain a wide 

variety of materials, including Chiid ballads, broadsides, Christmas carols, sea shanties, 

and other fonns. fne songs which have been most oRen employed by composers, 

however, have k e n  those that are native to Canada, for obvious nationalistic reasons. 

Very rarely has a British Child bailad or an American broadside, thougti Sung in Canada, 

been arrangeci by a Canadian composer. However, it has also been common for 

immigrant compsers to compose pieces based on folksongs of t k i r  home corntries. As 

well, several Canadian composers in more ment decades, becoming enthralled with 

exotica in a search for new maierial and, perhaps, a sense of intemationalism, have taken 

to setting folbsongs from nations not their own. 

Kallmann's Historv of Musrc in Ca- . . 
tells us that tirst collecter of folksong in 

Canada was the Parisian lawyer Marc Lescarbot Ica. 1570ça. 1630) who recorded the 

words and music of tour MicMac songs in Port Royal, Nova Scotia. He Iater published 

these songs with observations in his -w (1609). He only 



indicates the scale steps of the melody, however, and not the rhythm in his transcriptions 

(9). This inspired several other Frenchmen who became interested in the Canadian 

"1ndiansn- some few songs were notated, which were not always considered to be 

accurate, as their sources were sometimes the recollections of traveling seamen. The 

Jesuit Relations of the 1630s is also a valuable early source, documenting First Nations* 

music and ceremonies by the missionaries who had tmveled to convert the "natives" to 

Christianity. Voyageur songs were first collectai by Ferdinand Wentzel, a Nonvegian 

who served with the North West Company in the early nineteenth century, though these 

have only been referred to in log entries and never published. 

Probably the earliest sipi ficant collection of French-Canadian tunes was one 

compiled by Lieut. George Back. Published in London from his earlier manuscript under 

the title Canadian Airs (1 823), these 73 pages of songs were ones he had heard while 

traveling dong the Coppermine River, Northwest Temtories. Kallmann emphasizes that 

the book "shows little respect for the French-Canadian songs: the tew is replaced by new 

English words, and the keyboard accompaniments, written by musicians who had never 

visited Canada, freely adapted the tunes into the mould of cumnt harmonic fashion" 

(w 48 1). Many "chansonniers" or "songsters," song books with texts only, were 

published in French Canada in the mid nineteenth century, but contained more French 

than French-Canadian songs. Kallmann, undoubtedly one of the most prominent and 

infiuential Canadian musicologists, adopted the sarne philosophy as many of the 



Canadian composers in assuming that these older, imported songs were not as valuable 

as the "authentic" Canadian folklore. 

In 1863 and 1865, two signifiant collections of French-Canadian fotksong 

emerged, no doubt inspired by the activities of the "Mouvement littéraire de Québec." 

The first was compiled by Hubert LaRue, who completed two studies on cornparisons 

between French and French-Canadian songs, which were published in Le F o y  canadien 

under the title "Les Chansons populaires et historiques du Canada" ( 1863 and 1 865). 

Kallmann indicates that these were influential, but were more political than musical 

( 180). The second was Ernest Gagnon's Chansons Po~ulaires du Cana& ( 1865-67), 

undoubtedly the most influential collection from French Cana&. This collection of 104 

songs of both French and Canadian origin has been reprint4 in twelve separate editions, 

and is still in print today. 

Gagnon was bom in Rivière-du-Loup in 1839, and completed his musical studies 

in France, where he was strongly influenced by Fortoul's ideals. He became an organist 

in Québec, where he began to collect folksongs. He was also a composer who used his 

collected songs in his work." As a folklorist, he worked alone and inspired no 

immediate followers. However, his work was incredibly influential, especially his 

Chansons Po~ulaires du Canada, which was the principal collection which later inspired, 

either directly or indirectly, the composition of the seven settings of "Dans tous les 

1 I Gagnon's compositional activities Ml1 be discussed in more detail in the following 
chapter. 



cantons" to be analyred hm. Gagnon's work as a *le was revereâ by many, 

particularly by folklorist Lw Lacourcière, who compared his study and dissemination of 

French-Canadian folksong to the work of Child in England and Scotland (Smith 1995). 

This gmundbreaking work was influential for a number of reasrins. Firstly, it 

helped to perpetuate the Canadian nationalist movement which was reaching its peak at 

the time of its publication. Smith tells us that, "in his folksong çollection, Gagnon 

sought to provide a distinctively nationalist work by portraying the French-Canadian 

people through their folksongs. Like his colleagues in the 'Mouvement l i t thire  de 

Québec,' Gagnon emphasized the power of folksong as a means of establishing the 

French-Canadian identity" (Smith, 1995: 23 1 ). As ~vell, Gagnon was influential in 

changing eiite views of French-Canadian folksong and, indeed, of folksong as a whole. 

He studied these songs as a musician - by comparing their use of ancient church modes 

and rhythms to the Gregorian chant fie was studying as a composer, he convincingly 

abolished the concept of folksong as barbanc and primitive. Instead, he helped to 

establish folksong as a viable artistic entity in Canada, worthy of study and use by "'elite" 

artists and scholars. 

Gagnon's work was also unique in that it contained songs which were published 

with no accompaniments. Gagnon was one of the first to oppose the prrictice of giving 

accompaniments to folksongs, and indicatd in the introduction to his collection that 

harmony "must be added to fdksongs only with much discretion and taste," and that 



ofien "it lessens the charm and hinders the rhythm, even if it does not completely destroy 

the modality," and that "in the present climate of scholarship it ofien is considered much 

preferable that harmony not appear at ali" (trans. Laforte in 478). However, there 

was much opposition to Gagnon's theory, as J.E. Middleton commented about the 

collection in 19 14; 

frorn the academic musical standpoint the mclodies have little interest. They are 
unconventional to excess. Many of them are not to be classified either in the 
major or the minor mode. There is more than a trace of Gregorian in them. What 
would a modem composer do with a theme like "Ah, qui me passery le bois," 
which ends on the second of the major diatonic scale? As Gagnon very properly 
says, hamonization of these folk airs is too great a task (Kallmann 183). 

However, what appeared at the time to be a rather radical position tvas much more 

ethical when it came to the historical and archival value of the songs as representative of 

their original performance. AAer adopting this position, however, Gagnon still saw fit to 

compose works based on these folksongs which altered their original state quite 

dramatically in some cases. 

Gagnon !vas also interested in furthering the valuable scholarship which he had 

begun to make known. In the introduction to his collection, he urges other researchers to 

follow his lead: "The number of ouf folksongs is without lirnit. This volume contains 

only 1 00 which 1 have chosen from among the best known and from those which present 

a particular type" (trans. Laforte in EMC 477-8). It would be 72 years before another 

significant collection of French-Canadian folksong emerged, with popular opinion 

espousing the belief that Gagnon had exhausteci the supply of the songs, despite his 



appeal to the contrary. 

Around the tum of the twentieth century, the exploration of Canadian First 

Nations music was becoming popular, and many composers became interested in setting 

these songs. Gagnoa, in a letter to Barbeau in 191 1 wrote that 

it has alwvays been my belief that the 'discovery' of our roots would help establish 
a sense of national identity. With particular reference to music, 1 intended my 
work on Our folksongs and the music of our native indians to lay a foundation for 
a musical language b a d  on these repertoires. Perhaps you will continue to 
encourage Canadian composers to seek out these sources in their musical works 
(Smith, 1989: 32). 

In the last few decades of the nineteenth century, American anthropologists were 

beginning to research and publish findings on the musical styles of the First Nations 

people, which produced a select set of collections from which composers could draw 

upon. Theodore Baker's PhD dissertation Uber die Musik der Nordamerikanischen 

Wilden (1 882) is the first sipifkant examination of North American Native music. - 
Baker transcribed songs directly from Seneca perî'ormers during a visit to their New York 

tesetvation in 1880. The first main studies began to emerge in the 1890s, then expanded 

into the twentieth century, produced by researchers and collectors such as Franz Boas, 

Jesse Walter Fewkes, John Comfort Fillmore, Frances Densmore, and Alice Cunningham 

Fletcher. Many of the pieces selected and transcnid for these collections were 

originalty published with piano accompaniments or vocal harmonizations included. 

Fletcher was also a çreat promoter of composers using her transcriptions as inspiration 

for new compositions. 



Although this material was groundbreaking, there was still relatively little of it - 

at least not enough to satis@ the appetites of Canadian composers who sought a 

nationalist expression through a fascination wiih this particular music. Those cotlections 

which did make it into print appeared maidy in obscure publications. As t h  written 

collections were oflen the compsers' only source, and as most were the "armchaii" 

types who did not venture into the field to collect their own material, or to listen to the 

original sources themselves, these camposers often haâ to use the same coliections over 

and over, or sought to create pieces using elements of the stermtypiçal fiavor of the First 

Nations songs. Keillor notes this deticit in her statement that, ''even if the Canadian 

composers had wanted to use authentic material, there kvas the problem of a Iack of 

published resources" (19 1). However, composers ofîen encountered probiems in how to 

compose using this material, tvhich \vas often difficult to interpret in the "academic" 

musical language. Schafer alludes to this difficulty by stating, rather controversially, that 

Our tmiy indigenous and uncounterf'iting folk music is the music of our lndians 
and Eskimos, but for ethnic and historical reasons it is not our music and cannot 
be expected to sipi@ any more to us than that of any other society which is not 
ours. Experiments at utiIizing it, notably by the Toronto composer John 
Weinzweig, who collected much Eskimo music, have corne to self-acknowledged 
fidure, partly for this reason, and partly because the Eskimos are such an 
astonishingly unmusical race that the composer really has to wring his matenal to 
make it musically presentable (10). 

Keillor, in her article on indigenous music in Canadian composition, addresses similar 

concems, thou* raiher tess blamtly, and gives comprehensive descriptions of 

compositional techniques used by various musicians in incorporating the First Nations 



music with the art music tradition. These practices wiil be discussed further in the 

following chapîer. 

By the middle of the ~ t i e t h  centuy, Canadian compsers began to respond 

favorably to the French-Canadian folksong collections of Marius Barbeau who, alone and 

through collaborations with Edward Sapirl' and Édouard-zotique Massicotte, published 

compilations of French-Canadian folksong. These were the first collections of  French- 

Canadian folksong to sdace  in almast eight decades, after the resounding popularity of 

Gagnon's work. Arnong Barbeau's numerous publications, in book, article, and 

pamphlet fonn, those most oflen used by composets, are his Folk Sonas of Frencb 

Cana& (1925; with Sapir), Folk Songs of Old Ouebec ( 1  935). Romancero du Canada 

( 1933, Alouette (1 9421, &&!leur Sonm of Old Ouebeç ( 1962), and Le Rossimol Y 

Chante (1962). Thaugh Barbeau published a vast repertoire of folksongs, his collection 

at the Museum of  Civilization in Ottawa, preserved in written transcriptions and in 

various toms of recordings, is even larger, exceeding 13,000 texts and 8,000 tunes. 

Many arrangements were produced from his published collections, mosi oAen for piano, 

or for voice with piano accompaniment. The Veillées du bon vieus temps concerts, the 

CPR festivals, and folksong recitals kgun in Montréal by Charles Marchand in 1920, 

and continued by his male quanets "Le Carillon canadien'' ( 1922) md "The Bytown 

Troubadours" (1927), created a demand for these arrangements. 

'* Sapir was also employed at the Narional Museum as an e h l o g i s t  (since 19 IO), and 
had already begun collecting French-Candian folk Song by the time he met Barbeau. 



Barbeau was also active in the collection of First Nations music throughout 

Canada, and his collection at the Museum of Civilization includes many of these. 

Barbeau was particularly interested in the Nass River Tribe on the West Coast of British 

Columbia, though his collecting trips led him to various tribal communities across the 

cowitry. H i s  attitude was similar to Alice Cunningham Fletcher's, in that, despite the 

obvious ditllculties in incorporating this music into an art music style, he nonetheless 

encouraged the use of his transcriptions by composers: 

Of what use then can be Indian music with al1 its resources to aspiring Canadian 
composers and interpreters who look for fresh materials to work upon, if it is not 
possible to present it in accessible fonn? Their musical language is endowed 
with enough universality in tone and texture to appeal to our poets, musicians and 
historians. Our composers, if they h e w  these songs, might well be stirred into 
recasting them in broader moulds and patterns of their own (Barbeau in 
MacMillan, 1955: 38). 

No doubt this attitude stemmed partly from Barbeau's association with Ernest 

MacMillan, a prominent Canadian composer who accompanied him on one of his 

collecting trips. The relationship of these two men, and the intluence that it had on 

MacMillan's practice of using folksong in composition, particularly in his setting of 

"Dans tous les cantons," will be discussed further in the fourth chapter. 

According to Ford, Anglophone folksong collecting ûegan in the Maritimes in 

1909 with the colleçting trips of Roy MacKenzie (1883-19571, resulting in the 

publication of his Ballads and Sea Son~s  of Nova Scotia in 192% (143 ). His collecting 

philosophy was similar to the ballad scholarship king accomplished in the United States 



at the time, which extolled the vittues of folksong, particularly batladry, as a potent 

source of poetry, often ignoring the value of ihe attached music, These attitudes, 

imported directly from the highly acclaimed research of Francis James Child, encouniged 

the collection of folksong te-, with little emphasis on the tunes. MacKenzie adopted 

this same approach, as his collection gives transcriptions of texts with very few tunes.13 

His scholarship was nonetheless important in opening up the fieId of English-Canadian 

folksong collection, which again followed his lead of establishing itself in the Maritimes. 

MacKenzie was a direct influence for many prominent collectors who followed him, 

panicutarly Helen Creighton. 

Other English collections from Atlantic Canada which followed inchde that of 

Elisabeth Greenleaf and Grace Mansfield, whose Ballads and Sea Sonvs of 

Ne~vfwund\a~ was published in 1933. Greenleaf was an American who taught schocil 

for Newfoundland's Grenfell Mission in 1920 and 192 1. lnterested in the songs she 

heard around her, she encouraged Mansfield to join her collecting trip in 1929 to 

transcribe the music. Most melodies accompany the texts. However, no hannonimtions 

or accompaniments are present. Maud Karpeles ( 1885-1 976), who haà worked closely 

with Cecil Sharp and wiiii Ralph Vaughan Williams, then published 30 Folk Sones of 

Newfoundld in 1934, with accompaniments by Vaughan Williams and others. That 

l3 WiIgus discovered in his AnaIo-Amencan Folkson! khoiar*~ S i n d  898 that 
MacKenzie gave tunes for 2 1.4 percent of his texts, in an appendix, while Greenleaîand 
Mansfield gave hem for 54 percent, and Creighton (1 932) for 1 100 percent. 



Vaughan Williams was one to create accompaniments to her collection is significant, as 

he also later composed settings of songs taken from this work. Karpeles later published 

another collection, Folk SON fiom ( 197 l), in which she included most 

of the songs which she had collected in Newfoundland from 1929 to 1930. She 

published this collection without accompaniments. Karpeles herself was an important 

figure in the history of both Canadian and international folk music studies - she founded 

the International Folk Music Council and helped to define folksong and its scholarship. 

Undoubtedly, the most prolific and influential collecter of Maritime folk music 

was Helen Creighton (1 899-1 989). Richard Johnston describes her contributions thus: 

"The thousnnds of songs which Helen Creighton has collected have helped to stvell our 

National cultural holdings; they are ihere for everyone to sing; they are there for the 

professionals to perform in their way and for our composers to use in many more ways" 

(1974: 99). tnspired by MacKenzie's 1928 publication, she began her collecting the 

sarne year, and established a canon of Maritime songs which includes those from the 

Irish and Scottish Gaelic traditions, emigrated British ballads, French and German 

folksongs, Micmac ceremonial songs, and native English-Canadian songs. Her most 

influential published collections include and Ballads of Nova Scotig (1932), 

Traditional Sorgi €rom Nova S c o u  ( I W O ;  with Doreen Senior), Mafitirne Folks~n~s 

(1%1), Gaelic Sons in Nova Sçotia (1  964)- and Folk Son&om Southern New 

Brunswick (1971). It is significant that the majority of the songs in these collections, 



including al1 of the songs in her first publication, printed the tune along with the text, 

though Creighton did not always lranscribe these herself. This was also the case in the 

ManstieldiGreenleaf and Karpeles collections, however not with her principal inspiration 

work, that of MacKenzie. Songs From these collections have been used by both Canadian 

and international composers, which was Creighton's original intent in the compiling of 

these works. She explains this in the introduction to her Maritime Folk Sons: 

It would have been sad if al1 this had been lost to us, because aur songs enable 
you to know us better and can also be put to many uses ... 'Sea Gallows,' a ballet, 
had its premiere in Montreal, and 1 saw there how our beautifiû m e s  could be 
applied to this classical form. Song have been arranged for solo and choral 
voices with piano accompaniments, and many tunes have supplied our Canadian 
Broadcasting Corporation with background music for dramatic productions ... But 
much more could and should be done, and I trust that composers will turn to this 
new volume and do al1 sorts of won&rful things with its contents (vii). 

This attitude, namely reserving the greatest time and energy for collecting songs which 

could be best translated into art music genres, stemmed undoubtedly from Gibbon's 

popularization of the use of folksong in art music during the CPR festivals. That it was 

taken up by Creighton and by later Cmadian collectors, such as Johnston, indicates a 

dramatic shifî in the purpose of collecting fiom that of many European antecedents. 

Songs which might have been more historically sigriificant were "leA behind" in favour 

of those that were more easily adaptable, due perhaps to less bawdy or more nationalistic 

lyrics, tonal rather than modal construction, andior relative rhythmic simplicity. This 

was certainly the case when it came to the collection of First Nations music, which was 

otlen deemed too unwieldy for translation into art music fonns, and l a s  therefore 



restricted to a scant few compilations. It is naive to assume that this was the only reason 

for the sparse number of collections published, though it was undoubtedly a factor. This 

phenornenon will be discussed further in the third chapter. 

Although much First Nations music has been collected, very little has been 

published. In 1925, undoubtedly the most cnicial publication in tenns of indigenous- 

inspired composition appeared, Çogper Eskimo Sones fiom the Report of the Canadian 

Arctic Expedition 191 3-1 8. Collected by Diamond Jenness and transcribed by Helen 

Roberts, songs from this collection have ken  the inspiration for numerous Canadian 

compositions, more so than any other First Nations music collection. Though some other 

imporbnt collections have been published since then, very few have been employed 

consistently by Canadian art music composers, with the exception of Beverley 

Cavanagh's Music of the Netsilik Eskimo: A Studv of Stabilitv and C u  in 1982, 

most likely for the reasons mentioned above. 

In 1927, another signiticant work in folksong scholarship appeared: that of J.M. 

Gibbon's Canadian Folk Sones Old and New. Comprised of a set of 30 French-Canadian 

folksongs fiom various earlier published collections (primarily Gagnon's), these songs 

were compiled for the principal purpose of providing a singable repertoire of these songs 

translated into English. This collection includes the version of "Dans tous les cantons" 

based on Gagnon's variant that was consulted by most of the seven composers to be 

discussed in this thesis. This compilation \vas conceived afier Gibbon was witness to the 



lament of Charles Marchand that no aâequate tramlalions existed. He described his 

primary goal in this endeavor thus: "lt was with the object of cteating a better 

understanding of the French-Canadian character among English-speaking peoples that 

the translater conceived the idea of rendering the French words into singable English 

verse" (Gibbon ix). However noble this aim, Gibbon's book might easily be criticized 

for its popular outlook, much the same as with his organization of the CPR festivals. 

Several specific charges were laid: First, though translations were singable and could be 

Sung concurrently with the French versions with no real oral clash, the meanings of the 

words were oflen changeâ, sometimes quite dramatically, to make this possible. Yet 

Gibbon refused to sacrifice the melody for the sake of the text, a stance which elicited 

much criticism from scholars adapting the contemporary Harvard school of thought, 

begun and upheld by Child, which championed the text of a folksong over its melody. 

Second, the work was published with piano harmonizations by Geoffrey O'Hara and 

Oscar O'Brien, another strategy fur popularization which might be perceived as 

detracting from the "purity" of the original songs. Regardless of these controversies, the 

book was very popular and has gone through several reprints. It became a main source of 

inspiration for composers. 

Anglophone folksong cottecting in Ontario occurred much later than in the East 

of Canada for reasons discussed earlier. The first songs in print were published by F.W. 

Waugh and F. Eileen Bleakney in a Canadian issue of the Journal of American Folklo~ 



(hereafter referred to as JAE) in 1918. Karpeles also pnnted five British ballads 

collected from a Peterborough woman in the # outna1 of the Folk Sw Society (hereaîler 

referred to as m) in 1930. Franz Rickaby's Ballads and Son= of the Shantvboy 

(1926) and W.M. Doertlinger's Shantynen and Shanebovs (195 1) included some 

lumbering songs fiom Ontario. Extensive collecting, however, began in 1957 with the 

folksong compilations of Edith Fowke (191 3- 1997) in Peterborough. A colleague of both 

Barbeau and Creighton, Fowke was the first to open up the field of Anglophone folksong 

collecting in Ontario. She published a total of 22 books collecting everything from 

logging songs to children's rhyming games. She began scouting for material in Central 

Ontario in the late 1940s afier meeting Helen Creighton, and presented her material on 

CBC Radio from 1950-53 on "Folk Song Time." She was quoted at one point as saying 

that, "little work had k e n  done \est of Québec. I realized nothing was listed" (Rose 

np). Her most prominent collections include Folksong of Canada (1954), co-edited with 

Richard Johnston, one of the composers to set a version of "Dans tous les cantons," Folk 
. . 

Sonns of ont an^ ( 1958), Traditional Sineers and Song from on tari^ ( 1965 with 

transcriptions by Peggy Seeger), an anthology of children's songs and games entitled 

Sallv Ga Round the Sun (1969), Cumbering Song from the North Woods collected from 

Northem Ontario and Québec (1 970 with transcriptions done by Norman Cazden), and 

The Pengyin Book of Canadian Folk Son= (19731, a compilation of previously published 

songs originating mainly fiom Newfoundimd and Ontario. This Iast collection was a 



collaboration with Keith MacMillan (the son of Ernest) as her music consultant, who 

attempted to popularize the collection by adding guitar chords. Fowke's collections were 

paramount in encouraging composition based on Anglophone folksongs of Ontario, as 

these songs were used by a great many Canadian composers. 

in 1955, Barbeau discovered a valuable manuscript in Oregon, containing I 1 

voyageur songs collected ca.1830. Edward Ermatinger, a Swiss servant of the Hudson's 

Bay Company stationed at York Factory on the Red River and on the Columbia River, 

notated these songs, which Barbeau was able to publish in JAF the same year. These 

were a surprising find, and were published in a source which was easily accessible to 

scholars and composers alike, thus several arrangements and compositions based on 

these songs emerged in the late 1950s and 1960s. 

At this time, a noted folksong scholar and composer, Kenneth Peacock (b. 1922 j 

was completing field research (195 1-72), particularly in Newfoundland, but also in 

ethnic communities in the West of Canada. He has deposited over 500 tapes at the 

Museum of Civilization, and composed several works based on these and other folk 

sources. Mis influential Sones of the Newfoundland Outwrtz (1965) consists qf a three- 

volume compilation of songs collected from six field trips between 1% 1 and 196 1. His 

primary goal was to bring Newfoundland culture to the rest of Canada, particularly 

through the adaptation of these songs in composition. The songs in the publication 

contained no accompaniments, yet Peacock changed many of their details, such as rhyme 



schemes and melodic structures. Song fiom this collection have also k n  used 

frequently by composers, and this was most likely another of Peacock's goals in 

compiling the collection. He himself set some of the songs in his Essav on 

Newfoundland Folk T h e m ~  (1961) for string orchestra, as well as composed other works 

based on First Nations music fiom his own collections, such as his Idiorns (1950) for 

piano, Rituais of Earth. Fire. and Darkness (1950), and his Songs of the Cedar (1950). 

In the West of Canada, Anglophone folksong collecting has not been pursued as 

extensively as in the east. The first significant example of a collection from the prairies 

was Margaret MacLeodls Sgngs of Old Manitoba (1960), which contained both Métis 

and English songs. In 1963, Barbara Cas-Beggs compiled songs for a piunphlet, && 

Sonas of Saskatchewan, and for a record, Folkson~s of Saskatchewan. Michael Weiss, a 

folklore student in the United States, published "Songs from Western Canada" in the 

Çanadian Folk Music Journal (hereatler referred to as mJ) in 1973 @MC 475). The 

most prominent collecter in the West was most probably Peacock, who cornpiled many 

important publications on ethnic folksongs there. However, Fowke tells us that "by 1980 

few Anglo-Canadian songs had been collected in the three prairie provinces" (Q& 475 j 

while Philip Thomas says the same of the situation in British Columbia (EMC 476). 

Though some significant compilations have been published in recent years, 

overall the interest in folksong collection in Canada has been waning, perhaps because of 

the still-popular antiquarian perception of folksong as a dying art which may have 



already been collected to its limits. As well, the apparent ennui of composers with 

folksong and their reluctance to utilize it in Fecent years has no doubt contributed to this 

opinion. This decline can be readily attributed to the decline of the enthusiasm in a 

search for a "national" Canadian music based on folksong. Though Kallmann advocates 

that the first role of this folk-inspired music is to preserve for history what the populace 

sang, and that this music is an evolution, depending on how much the original song has 

retained its singularity, to something which is peculiarly Canadian (l23), the primary 

impetus for the use of folksong in an music has ken  for its nationalistic tendencies. 

Many questions arise here as to the nature of "national" m g .  Jean-Marie 

Beaudet says that 

evidently our traditions were neither old enough nor deep enough to be 
considered as the foundation of truly characteristic and distinctive 
Canadian music, especially as so much of our musical development has 
taken place on local and provincial lines. In order to be national an art 
must reflect the way of thinking, the social conditions, the aspirations of a 
people. Even the many excellent arrangements of our folk-music-French, 
English, Scottish, Irish, and so on-cannot be said to constitute a Canadian 
style. It may never prove possible to develop such a thing. Whether it is 
even desirable to do so is a moot question; perhaps a people so diverse in 
origin and traditions, living in a country so vast and varied in geographical 
features, may by-pass the national phase through which most European 
nations have passed (MacMillan, 1955: 55). 

The idea of the adaptation of folksong as national song has become less and less 

accepted. Though initial nationalist fervour for the technique sparked much interest in 

the composers of the early CPR festivals, it has become generally accepted by composers 

and historians alike that the use of folksong in new compositions does not or should not 



have riationalism as its rwt. Even Barbeau, one of the most devout supporters of the 

adaptation of folksong as the path to national song admitteci its faults: "To some 

observers at rhe time [CPR festivals] it seemed that Canada's own music was bom and 

wouId soon be coming into its own. Perhaps we were too optimistic" (MacMillan, 1955: 

34). 

Nationalist ideas in Canada did not spring up uninfluenced. however. Much of 

the passion of Canadian nationalist fervour was inspired by immigrants who had seen the 

results of nationalism in their home countries. it was particularly the English, innuencd 

no doubt by the writings of Cecil Sharp and Vaughan Williams, who were advocates of 

nationalist m g .  Celebfated immigrant English composers such as Willan and 

Whitehead were instrumental in composing songs of this type. The early French 

immigrants, such as Champagne and LaLiben& were alsa inst~mental in furthering 

nattionalist sentiments. Their influence \vas far-reaching, and no doubt inspired many 

others to begin the composition of "national" Song through folksong adaptation. 

This evolution of thaught did not trilie place as slowly in Canada as it did in other 

European c o d e s  which were atternpting to establish a national character in the mid- 

nineteenth century. In the case of the Bohemians, a debate raged for sevenl decades 

over whet her or not a composition must incl& a direct folksong quotation from the 

Bohemian lands in order to be considered national. Musical philosophy in Canada 

followed the same course. Proctor tells us that 



most Canadian composers agreed with Léo-Pol Morin who maintaineâ in 1928 
that a work need not quote or use of folk music directly in order to be 
distinctively Canadian. Rudolphe Mathieu expressed a similar view in 1932: 'le 
véritable nationalisme en art consiste, non pas à chanter l'âme nationale, mais à 
la laisser chanter sur tous les sujets.' Sir Ernest MacMillan also summed up the 
prevailing attitude in 1936: 'we cannot by taking thought produce a national 
music; al1 we can do is to create an atmosphere in which strong musical 
personalities can express themselves creatively and naturally (19). 

Kallmann and Willis echo thse opinions with the statement that "the majority of 

composers, however, even those charmed by folk material, have ken  inclined to use it 

more for its incidental and intnnsic appeal than for any self-çonscious desire either to 

champion or to capitalize on its Tanadian-ness'" (EMC 483). Morin and others with the 

same view were more interested in musical development than in nationalism. To them, 

keeping abreast of new techniques developed in Europe such as Schoenberg's twelve- 

tone system, Stravinsky's neo-classicism, artd Debussy's impressionism were of greatest 

importance. However, several such as O'Brien, Gratton, and LaPierre, opposed Morin's 

view, believing that in "folk idioms lay the hie potential hsis of a distinct Canadian 

music" (m 482). Despite these contrasting opinions, a great number of these folksong 

adaptations still remain an essential part of the Canadian concert repertoire, and the 

technique of using folksong in composition still remains a part, albeit a much lesser one, 

of contemporary composition. 

Though the adoption of a colonialist viewpoint of Canada is oRen harshly 

criticized, it is safe to say here tbat Canadian musicians repeated the history of those of 

its mother nations, failing to leam valuable tessons from the decline of romantic 



nationalist movements thrwghout Ewope. Through the later adoption of these 

Herderesque ideals of romantic nationalism, this movement was doomed to failure, 

perhaps for reasons that should have been obvious from the beginning. As Herder 

espoused the Mew that there is nothing so unnatural as "the wild mixture of various 

breeds and nations under one sceptre" and that the concept of one voice and one people 

is a universal law (Wilson, 1989: 28), Canada was unable to meet these cxpectations 

from the beginning. 

With Barbeau as its chef proponent in Canada, the view ofa nationalist 

expression in music through the fusion of folk and art musical elements was embraced 

with few backward glances towards results of the same anitudes in European nations 

often decades before. Proctor explains that 

in Canada music, which tends to lag behind the other arts in following new 
trends, was slow to adopt identifiable nationalistic elements. It \vas not untit the 
1920s, and then only in a modest way, that Canadian composers began to 
incorporate in their work distinctly national materials (i.e. folksongs and dances), 
as Vaughan Williams and Bartok had done in the early years of the century (19). 

The increased enthusiasm in the nationalkt movement of Canadian music in the 1920s 

saw an increase in the number of compositions based on folksong for the purpose of 

creating a Canadian musical style based on the folklore of its people. Violet Archer 

describes the beginnings of this movement thus: 

The vitality which has manifested itself in Canada's realm of composition is the 
outcome of a growth oriBnating before the 1920's [sic] when a revival of interest 
in folk song began ... The influence captured the interest of some of Canada's 
foremost compose m... These composers have given expert personaiized treatment 



to folksongs which they have arranged or incorporateci in some of their works 
(1959: 12). 

In hindsight, many scholars and musicians have claimed to see this movement's 

inherent doorn to failure, espousing instead the ne& to find a unique and personal style 

through compositional developrnent. Emest MacMillan, in his 1951 report on music for 

the Massey Commission, describes in detail the di fficulties discovering this still elusive 

nationdist idiom: 

Music, like most Canadian cuitml life, has developed largely on provincial Iines 
and has ben strongly influenced, both favourably and unfavoutably, by the US ... 
In spite of greatly increased activity during ment years, one fin& it difticult to 
trace any distinctively national idiom in Canadian composition as a whole. 
Perhaps this is not altogethet a bad thing or perhaps we err in expecting its 
appearance too won, for such national traits usualiy develop later in music than 
in literature and visual arts. French Canada is the unly large section of our 
country where a living and familiar folk-tore exercises a powerful influence on 
composers, and French-speaking Canadians usually write music showing a 
definitely French colouring. Sea-songs (mostly of English origin j collected in 
Nova Scolia, Newfoundland and elsewhere have b e n  used as a basis for 
extended works; native Indian music has, more rarely, ken  drawn upon. Some 
olour English-spcaking composers have made use of the weaith of material 
callected by Dr. Marius Barbeau and others from French-Canadian and Indian 
sources, but others feel it atien to them and some do not, in any case, feel 
disposed to use folk-music of any kind in their works. We have no characteristic 
national dances, and it is usually dance rhythms that give a distinctive flavout to 
the music of other nations. Our composers are influenced by varied 
traditions-German, English, Russian and, especiafly among those who have 
studied in the United States, American music (354-5). 

This detziiled report by MacMillan demonstrates the varying difficulties ençountmd by 

Canadian musicians in finding a unique path of composition. With so many varying 

influences, ethnicities, and traditions spread across a huge and varied terrain, the search 



for unifying aspects has ken, and still is, difficult. ûthers suggest that it is this diversity 

which defines Canadian music, though this opinion is less oflen adopted: "It is not 

necessary to see, in this division, a reason for the non-existence of a Canadian style, but 

rather the vital signs of an equilibrium produced by the play of contrary forces in a 

society formed by different individuals" (Poirier 263). 

John Beckwith (b. 19271, a prominent Canadian composer, writer, and educator, 

suggests that there are three types of national music in Canada: music based on Canadian 

texts, music which reflects the landscape, and music based on folk materiai (Beckwith 

14). Some, such as Schafer and several other composers of "landscape" pieces, propose 

that Beckwith's second type is the one that is most representative of Canadian musical 

style. In an obvious parallel to the Group of Seven, Schafer suggests that, "perhaps 

stronger national characteristics in out music may have ken inspired by the climate and 

geopphy of our country. The rugged austerity of the Canadian North has promptecf a 

response from many composers" (6-7). This opinion is one that has become more 

popdar in rwent years, afier the decline of interest in Beckwith7s third type. Even 

MacMillan in his 195 1 Massey report suggests the move towards landscape music from 

the use of folk materials: 

Some of our talented musicians have shown much invention and ingenuity in the 
composition of "background" music for films and radio broadcasts; many of these 
deal with Canadian subjects. Concert music has ofien been based on Canadian 
geography and the Canadian landscape, but a mere title or programme dws not 
give the music itself a national starnp. The very diversity of our traditions and of 
"source" material only serves to emphasize the lack of uni%ng influences; hence 



the lack of national traits (355). 

This idea that Canada really does not possess any folk music which is truly its 

own is one that also led to the decline of its use in composition. Many musicians felt that 

the majority of these songs were imported and, thus, not unique, or that there existed 

very few in comparison with the vast collections of other nations. A 1905 history of 

music publication larnents that; 

malgré qu'il n'y ait pas de rkgles fixes en art, dans les pays qui possédent un beau 
folklore, les musiciens trouvent facilement de quoi s'inspirer, tandis que dans les 
pays qui n'en ont pas, les musiciens ne peuvent essayer de combler cette lacune 
que par un travail redouble, et cela produit rarement un grand chef-d'oeuvre 
(O'Brien 374). 

Schafer echoes this philosophy by emphasizing Canada's general lack of folksong. 

Those songs which the country does possess, he suggests, are closely shared with the 

United States and, thus, are not uniquely Canadian. Like O'Brien's source, Schafer feels 

that a nation requires a broad base of this unique Song before it is able to produce a 

national compositional style based u p n  it. That most of the European nations had a vast 

repertoire of their own unique songs gave them the right, and the ability, in Schafer's 

opinion, to compose in this fashion. He suggests that; 

when the fire of nationalism swept through Europe a hundred and fi@ years ago, 
there was good reason for cornposers to get enthusiastic about employing local 
musical idioms to stimulate native pride. The process, which is still going on 
today under the Comrnunists [1%0], was welcomed because it offered an 
opportunity to explore the rich harmonic and rhythmic resources of a new kind of 
music previously ignored by the sophisticated classical composer (9). 

Schafer also believes that a problem lies in the Cact that many Canadians do not 



associate themselves with this folk music. Not only are the different cultural folksong 

traditions not familiar to most, but many would not even be able to sing a verse from a 

folksong of their own language and geographical area. He emphasizes that; 

a nationalist composer needs moral support. It is essential, if he is to employ folk 
music in symphonie works, that the audience be able to participate by having 
been familiar with the music in its original state. This need not amount to 
knowing the song by heart; rather to feeling it in one's bones as something that 
belongs in one's life ... Canadian audiences could not be expected to participate in 
this way (1  1). 

Current perceptions on national music in Canada emphasize the need for a 

Canadian musical "style" based on the writings of its individual composers rather than on 

the inclusion of folk materials. Macmillan tells us that, "in the long run national traits 

cannot be distinyished from the characteristics of a nation's great composers; we cannot 

create great composers but we can and should prepare the ground for hem and meantime 

give every encouragement to the highly talented composers now among us" ( 195 1 : 355). 

Morin, one of the most prolific speakers on Canadian music, reached a similar 

conclusion in 1930: "If it is not through the land or through authentic folklore, it is by i ts  

personality, by its spirit, by that which it expresses about the individual, about what is 

particuhr and at the same time general about the individual, that this music is German or 

French [or Canadian]" (27). 

Most recently, many have espoused the view that music need not adopt any 

folkloric elements in order to be distinctly Canadian. It is this opinion that has led to the 

decline in both folk music collections and of folk-music-inspired compositions in 



Canada; a decline which has slowly developed out of an uns~ccessful popularity in these 

activities. Rodolphe Mathieu tells us that; 

for Canada, it is possible ... to conceive of a music completely different [from 
folklore], far more Canadian perhaps; an immense music with rich and varied 
harmonies, with the sonorities of the forest, giving a feeling of grandiose 
immensity, in quiet as in powerful moments. There would be, lastly, a special 
technical principle in the melody, harmony, rhythm, and form; it woutd be an 
essentially musical creation, with a purely musical, and not literary, character 
(Poirier 264). 

Though nationalism has undoubtedly been a primary motive in folk-music- 

inspired composition in Canada tiom its inception, many other motivations have also 

been prominent both before Barbeau, afier Morin, and in between. Inspired by the 

various movements and influences discussed in this chapter, pedagogy, simplicity, 

familiarity, and other reasons for the use of this music have k e n  suggested by both the 

composers themselves and the historians who have analyzed their works in the absence 

of primary material. These motivations inspired a significant number of Canadian 

compositions based on folk music, including the seven settings of "Dans tous les 

cantons." The following chapter will give a more specific view of these composers and 

their compositions by exploring both intent and techniques used in the setting of these 

folksongs, in preparation for a more indepth analysis of these factors in considering the 

utilization of one particular song, "Dans tous les cantons," in the final two chapters. 



CHAPTER THREE: 

FOLK-MUSIC-INSPIRED COMPOSITION IN CANADA 

Thejinal stage here will be attained when some Canadian Dvoruk cornes along 

and uses the.ue beautful, sensitive melodies us themes for noble sonutas und 

symphonies (Lnwrence Mason, The Globe [Toronto], 23 May 1927, 4). 

Why doesn'r some Canadian JO the same [as Bartok]? Partly because Burtok 

hud the Bulhns, one of the mostfirt.Ye areas oîfolk music in the world. as a field 
of siirdy. .. Canada ... is thinly supplied with folk music thai we cottld cal1 our 

own, and what is ours is of such a churacier thut il would not easily have tempteci 
the imuginurion of even Bartok (R. Murray Schafir 16). 

The use of the techniques of employing folksong in composition and its 

motivations in Canada have k e n  vast and varied. This chapter outlines the various 

significant contributions to the compositional canon of Canada which have utilized direct 

quotations of folk music. Those which have adopted a folksong "flavor" wiil not, as a 

rule, be examined in much detail here. The chapter will, however, look at the use of 

various types of folk musics, including both French- and English-Canadian song, First 

Nations song, and various ethnic musics found in the Canadian compositional repertoire. 

In general, a piece is defined as a folksong here if it has been defined as such by the 

composer wha used it. This ofien includes al1 pieces sung by First Nations Canadians, 

regardless of their origin or purpose, Christmas and Easter carols, nursery rhymes, and 

sometirnes hymn tunes. This general survey of Canadian works employing folksong is a 

1 O7 



necessary one to establish the trends in this practice of composition through time, trends 

which influenced the composition of the seven settings of "Dans tous les cantons" 

through various periods in Canadian musical history. However, 1 also intend this chapter 

as one that could stand on its own as a comprehensive survey of folk-song-inspired 

composition in Canada, a survey which does not exist as of yet in any of the publications 

by Canadian musicologists and historians. 

Undoubtedly, one of the most important distinctions to be made before a 

discussion of the material of this chapter begins, i s  that between what are often vaguety 

referred to as harmonizations, accompaniments, arrangements, and compositions. 

Throughout the Canadian musical literature, various pieces incoprating folk music 

have been given very different classitications, with little or no explanation for their 

inclusion in any specific cateçory. Ofien the ternis allotted to these varying 

compositional works are confusing, and can geatly skew the opinion of a particular 

piece before it has even been heard. What makes a piece a composition and what makes 

it an arrangement? Let us then systematically investigate each of these terms, which 

oRen have overlapping boundaries in the perception of both composers and 

musicologists. 

The term 'Lcomposition," when refem'ng to the practice of the utilization of folk 

music in art music, is one that has ideally implied full and complete artistic freedom with 

the folksong used only as a jurnping-off point, The original piece is not usually 



preserved in its entirety, but is fragmentai and displaced for purposes of development. A 

piece which is generally perceived as a composition is a work that is usually much 

lengthier than the original song, and applies various devices such as modulation, 

augmentation, diminution, counterpoint, serialism and others to the "borrowed" material. 

Genre is a consideration in this unwritten classification system, where a work that 

involves any type of vocal performance, whether it be solo or choral, is almost alwvays 

stereotyped as an arrangement, regardless of its compositional prowess. Conversely, a 

work which employs a large instrumental ensemble, or even a chamber group, is 

automatically considered a composition. This fallacy thus places a hi@ expectation on 

instrumental works, assuming them to be of a much higher compositional value than 

vocal works. 

The New Harvard Dictionarv of Musiç (hereaftçr referred to as NHDM) gives no 

definition of the term "hannonization," though this is one that is often used when 

refemng to songs which have k n  placed in a folksong collection. Otten used 

interchangeably with "accompaniment," it seeks to desctibe a work which retains its 

original melodic, rhythmic, and textual features, but which has been given the added 

element of harmony, either in the form of block chords or a more fluent broken-chord 

progression or, ofien, a combination of the two. This harmony is rnost onen meant to be 

performed on the piano, though there are a few scarce examples of harmonizations for 

voice, organ, violin, and, more often in "popular" pieces, for guitar. The perceived 



purpose of this "hamonizationw is not to create a distinct and unique musicai 

composition, but to preserve the inherent nature of the original song, adding to its 

original flavour rather than distracting or detracting from it. Many of these pieces 

terrned "harmonization," however, are criticized for not adhering to this cardinal rule and 

tuming the piece into something which it should not be. This term thus invokes certain 

restrictions on the composer's freedom, since the songs so treated come from folksong 

collections, whose purpose is inherently preservation, and not creation. Many of these 

bihannonizations," however, are meant for performance, and readers of works in which 

they appear are encouraged to use them in that way. Yet, performances of these pieces 

are usually presented differently than full-blown "compositions" based on folksong 

themes as a "purer" rendition of the original song, with harmonies added only to enhance 

the mg 's  naiural qualities. 

On a closer inspection of these "hannonizations." however, it is clear that many 

are cornpositionally sound, and do add embellishments and harmonic changes. When 

Sung alongside another piece terrned an "arrangement" or a "composition," oRen the two 

would be comparable in sound. However, it has been generally perceived that these 

"hannonizations" are found solely in folksong collections, and thus are truer to the 

inherent nature of the original song. 

The term "accompaniment" is very similar, and is onen used interchangeabiy 

with "harmonization." A lengthy two-page article in the NHDM describes it principaliy 



as "the musical background for a principal part or parts" (5). Accompaniment occurs 

when "one or more prirnary melodic parts are supported by other matenal subordinate in 

musical interest, ofhm of a primarily harmonic rather than melodic character, commonly 

chords or chordal figuration, and similar formulas" (5). Thus, pieces termed 

"accompaniments" most oflen refer to those bound withtn the same set of rigid rules as 

"harmonizations," since they are most likely to be found in a collection of folk music. 

The "composer" must then forego creative artistic expression and retain al1 of the 

original elements of the m g .  This has again not always been the case, as many works 

termed "accom paniments" have become standard performance pieces whic h demonstrate 

somewhat idiomatic or virtuosic compositional techniques. NHDM further explains that, 

"there has been a centuries-long tradition of providing composed accompaniments for 

folk songs [sic] that includes not only works by composers such as Haydn and Ives, but 

also what are now r e g a r d  as the misguided efforts of some 19Ih- and 20th- century 

collectors" (6). 

The tenn "arrangementn is one that moves further along the scale of artistic 

freedom. It is still, however, constrained by a vague set of conventional restrictions 

which do not allow it to become a full-scale composition. NHDM refers to this practice 

as "the adoption of a composition for a medium different from that for which it was 

originally compased, usually with the intention of preserving the essentials of the 

musical substance; also the result of such a process as adaptation" (53). In art music 



history, the process of "amuiging" often involves the downscaling of a musical work, 

such as the adaptation of a symphony for piano or chamber music ensemble. The 

etymological allocation of this term to folk music studies is one that renders it even more 

vague, as those pieces that change form h m  a vocal song to an adaptation for a different 

musical ensemble are most otlen, if not always, refetred to as "composit~ons." Those 

works which are termed "arrangements" are most oflen scored for a single voice with a 

single accompanying instrument, mat  often piano, or are choral works either scored 'a 

capella' or again with a single accompanying instrument. 

It appears that the perception of these pieces t e m d  "armgemenîs," when 

refemng to works bas4 on folkwngs, are ones that are given more artistic license than 

"harmonizations" or "accompaniments" but still rate rather low on the creativity scale, as 

they rerain most of the elements of the original m g .  They are thus gmrally met with 

certain value judgements about their merit as compositional works, by composers and 

petformers alike, in that they are perceived as  not requiring as much in the way of 

compositional talent. Despite their inherent value, they are still regard4 as adaptations, 

not as creations. They are, however, iniended primarily for performance and not for 

preservation, thus a degree of musical creativity is allowed. NHDM. in k r i b i n g  the 

definition of eighteenth and nineteenth century arrangements, tells us that "some such 

arrangements, however, notably ihose of Liszt, were clearly intended ta have artistic 

ment in their own right as well as ta serve as vehicles for the display of virtuosity by 



performers" (53). 

This classitication system has many faults. It makes value judgements based on 

various unrelated elements such as genre and intent (either preservation or performance). 

As a result, confusion arises when refemng to many of these works based on these vague 

terms. However, for the sake of this thesis, 1 will refer to each piece as it has been 

designated by both its composer and by musicologists who have examined it. The 

remainder of this chapter will concentrate on pieces categorized as "arrangements" and 

"compositions." Many of the "harmonizations" and "accompaniments" have already 

ken discussed within the contexts of the various collections described in the previous 

c hapter. 

Although this antecedent section has focused on the works themselves, and the 

value judgements implicit in them, these are intricately, and inevitably, linked to 

perceptions of the cornposers themselves. This has been demonstrated earlier in the 

introduction, in the discussion of how studies in folklore idas literature should be 

analyzed, both in terms of the intent and background of the compser/author, and of the 

"validity" of the tinal work itself. In the case of Canadian music, this discussion fikers 

down to the high value placed upon the musician who is a composer, rather than an 

arranger. In fact, it has been the case throughout the history of Canadian music that any 

musician who aspires to composition has not been looked upon with much profissional 

respect if that goal is not achieved, and one is forced to settle solely into another, or 



several, "sewndary" positions, such as teachiag, accompanying, organ playing, and the 

like. Interestingly enough, it is true that it is virtually, if not impossible, for a Canadian 

rnusician to wmpletely support him or herself through their compositions. Secondary 

jobs become necessary in order to maintain a satisfactory living, though this inevitably 

detracts from time and energy which might be spent composing. Traditionally, the most 

successful composer is one who is able to produce the largest-scale compositions, or 

ones which are not harmonizûtions or arrangements and demonstrate a secure and 

innovative command of cutting-edge compositional skills, while still being able to 

support oneself through other means of employment. 

Many of the compositions referred IO in this chapter have not been published, and 

still remain in manuscript form. Most of these have been identified much later than k i r  

date of composition by musicologists, Many of these have scarcely, if ever, been 

perfomed or circulated widely and, thus, were not a strong influence on other works 

being composed at the time. 1 have attempted to indicate throughout the chapter those 

pieces which were published either shortly after their composition or much later, as well 

as those which have remained in manuscript form. 

The begi~ings of the practice of using Canadian folksong in art music did not 

originate in Canada. Canadian cornposers took their inspiration for this practice not only 

from European composers who adapted their own folksongs, but also fiom these 

European composers who were adapting Canadian folksongs fiom collections which had 



found their way across the ocean. These beginnings occur, apparently, long befare the 

idea occurred to Canadians, as occasional Europeans attempted to imitate Native 

American music thmughout the eighteenth century. However, these songs were most 

often based on non-authentic models, and were set to harmonies and rhyîhms that were 

popular at the time. Works such as Rameau's Les Mes  ealantg (1735) and Gréty's 

Huron (1768), though inspired by Canadian First Nations music, "have only a fanciful 

and non-realistic relationship to the native peoples of North America" (EMC 192). 

Thomas Moore's "Canadian Boat Song" (1804) was prabably the earliest piece of music 

inspird by Canadian folksong. This work was aIso not entirely authentic, however, in 

that it used only the opening motif of a specific voyageur Song in its structure. The test 

of the melodic and harmonic lines were newly devised, and the text consists of  a poem 

witten by Moore hirn~elE'~ 

Other foreign composers who ventured to set Canadian songs included the French 

orgrinist Eugène Gigout, who cornpuseci Phapsadie sur des airs canadiens for his 

instrument before 1898. Benjamin Britten also composed Canadian Camival for 

orchestra in 1939, the Brazilian Francesca Mignone pmduced Tres breludios sôbre temas 

canadenses for piano, George Frederick McKay and Alan Shulman, both from the US, 

composed  rock^ Harbour and Sandv Cove for string orchestra (Birchard, 1950) and 4 

'' There has k e n  much written about this piece in several sources, including the EMC, 
the Oxfotd Cornenion to Musiç, and the New Grove Dictionarv of Music and 
Musicians. 



Laurentian Overturs (Chappell, 1952) respectively. Ralph Vaughan Williams was also 

interested in the folk music of Canada, and produced some piano accompaniments for 

Maud Karpeles7 collection of Sons from Newfoundlana (1934). Vaughan Williams also 

composed music for the film The 49' Parallel(1941) based on Canadian themes. 

The first known adaptation of a Canadian folksong by a Canadian composer was 

Frederick Glackerneyer's Chansons de vovaeeurs canadiens in 18 17 (w 48 1). His 

arrangement of two French-Canadian songs, "En roulant ma boule" and "Mon père a fait 

un étang," was set for voice and piano, afier the popularity of salon composition. These 

pieces were found in one of his manuscript notebooks, and are now preserved in a private 

collection in Québec City (EMC 481). Though they were then not circulated widely, or 

perhaps even never performed, thus exercising little influence on other composers of the 

t he ,  that Glackemeyer himself saw fit to compose these works is significant. 

Glackemeyer, probably the most prominent Canadian musician of his time, was born in 

Hanover, Germany in 1759, and emigrated to Québec in 1776 at the age of 17. Several 

accounts of Glackemeyer7s musical career exist in various musicological sources, 

describing him as a jack-of-all-trades. He was known primarily as a performer (of violin, 

viol, and keyboard instruments), a bandmaster, a composer, and a seller and repairer of 

instruments. McGee tells us that, "to earn a living as a professional musician he served 

as organist at the Québec Basilics," and he taught private music lessons (28). He also 

organized concerts and played in the Québec theatre orchestra. He founded the Québec 



Harmonic Society in 1820, and was responsible for importing scores of European music 

. . 
for performance. Says Kallmann in his Historv of Music in Canada, Glackemeyer was 

"the first professional musician of excellence in Canada" (50). 

Glackmeyer settled in Québec, and was undoubtedly affected by the large amount 

of folk singing oçcurring there at the time. This composition, Chansons de vovaeeuG 

a, was most likely based on Glackemeyer's own hearing of the two songs, as no 

significant collections of French-Canadian music had yet k e n  publishd. As the pieces 

were found in one of his notebooks, many estimate them to be fairly simple 

harmonizations of the two folksongs. His motivations for writing these works are not 

documented, though it may be assumed that he was fascinated and influenced by the 

singing of the tunes around him. It was then practically inevitable that he would use his 

compositional talents to set these melodies to the music nearest to his own language and 

understanding. 

Shonly aftenvards, in 1 8 18, Stephen Codrnan was reportedly commissioned to 

write an introduction and Variations on a Canadian Melodv, but no known copies exist 

(EMS: 481). Whether or not this work was actually completed is unknown. Codrnan, 

like Glackemeyer, was born in England (ca. 1796), and came to Canada at the age of 

twenty. He also was an Québec organist, as well as a composer and teacher. His focus 

was sacred music, and he composed primarily Iiturgical wvorks for his organ and choir. 

The reported existence of this work demonstrates the atbrementioned influence that 



patrons had on the development of music in Canada. One may conjecture that since the 

second known piece of m!isic composed on folk themes in Canada was commissioned by 

an extemal source, this indicates that the impetus for the start of this practice was 

generated by non-musicians, most likely interested in promoting a national Canadian 

music based on folksong. 

Around 1840, folk tunes began to appear in various Canadian periodicals, such as 

the Gterary Garlana and the Album littéraire et musical de la Revue canadienne, both of 

Montréal. These were primarily piano pieces, due to the increasing popularity of this 

instrument and the growving number of builders in Canada, and were arranged and 

harmonized to suit the moderately skilled pianist. Tunes included were logically thosr 

that were most popular and most Sung in the communities, such as "A la claire fontaine," 

"V'la le bon vent," "Vive la canadienne," and "En roulant ma boule" (EMC 481). 

Antoine Dessane's Ouadrille canadien, presented in 1855, is an example of this style. 

It must be noted that al1 of these songs were French, as English folksong 

collecting and, thus, composition based on these collections, did not begin until much 

later, around the start of the twentieth century. One early exception is James Paton 

Clarke's Lavs of the Made Leaf. or Sones of Cana& (Nordheimer, 1853), a cycle of 

seven songs for solo voice, duet, and chorus based on English songs in the "folk idiom" 

(w 481). The texts described the hardships of Canadian life, and were written by the 

composer. This was the tirst example of an AngldJanadian Song composed in this way 



its successors would not surface for another half a century. Other Anglo-Canadian 

composers did venture to set French songs during this early period, however. The first to 

do so was Susie Frances Harrison with her Trois Esauisses ~ t M i 3 d i e ~ e ~  

(Nordheimer, 1887) for piano and with her opera Pipandor (late 1880s). The first piece is 

a series of piano arrangements on French-Canadian airs while the three-act opra, with 

libretto by F.A. Dixon of Ottawa, incorporates several French-Canadian folksongs. 

Emest Gagnon's compositional activities also furthered the trend of "folksong" 

based ivorks, both before and after the publication of his renowned 1865 collection. He 

published several piano arrangements in various Canadian periodicals, including "Le 

carnaval de Québec,'' a "quadrille sur des airs populaires et nationaux" ( 1862). as welI as 

vocal arrangements such as his "Le chant de l'Iroquois" ( 1859) published in Journal de 

I'lnstruc~ion -, and his "Chant des voltigeurs canadiens" ( 1862). Credii for the 

first piece composed on Native Canadian themes also goes to Gagnon for his 

"Stadaconé," a "danse sauvage" for piano ( 1  858). It is interesting that Gagnon was the 

first not only in Canada, but in North America to adopt First Nations tunes in his 

compositions; the first similar work in the US appeared a year later. Gagnon states in a 

letter that, "in Stadaconé 1 have incorporateci certain stylistic aspects of native music. 

These include melodic and rhythmic repetition, open fiflhs, and marked accentuation 

patterns'' (Smith, 1989: 36). These "stylistic aspects* are ones that have been 

stereotyped consistently by Canadian composers who have ventured to set this music, 



even as Iate as John Weinzweig (b. 1913), the most recent composer to create a number 

of pieces based on First Nations' music. Gagnon's choral folksong arrangements also 

appeared in the collections Çhants canadiens (1877) for SATB chorus and piano, Les 

(1 887) for 3 voices and piano, and Çantiaues w~ulaires du Canadpl 

francais ( 1 897) for SATB c horus and organ. 

After i 865, whether inspired by Gagnon or dtawing on their own personal 

experience, more and more musicians began to adapt folk pieces. A large literature of 

arrangements and new compositions exists, ranging from simple chordal or piano 

accompaniments to larger works involving both pre-existing tunes and texts, and newly- 

invented motifs in the style of folksongs. The most common setting \vas for voice and 

piano (a good example is Achille Fortier's 20 Chansons bo~ulaires du Canada [1893]), or 

piano solo (such as Alexis Contant's Variaiions sur YJn Canadien errant" [ 18981)' 

followed by three- and four-part choral arrangements. Othet solo instrumental pieces, 

such as Oscar Martel's Airs canadiens variCs, Op. 2 (nd) for violin, were also relatively 

common. Though organized ensembles were sparse and instruments not easily available, 

there still exist a number of compositions for band (such as Calixa Lavallée's& 

Fdoub 1é sur des airs canad i e ~  [1870s] and Joseph Vézina's Mosaiaue sur des airs 

poulaires canadia [1880]), chamber ensemble (Susie Frances Harrison's a 
Ouartet on Ancient Irish Aifi End]), and even for small orchestra (Paul Gilson's fan ta si^ 

Sur des mélodies p~ulaires canadienna [l89 1 j and Louis-Phillipe Laurendeau's 



an Echoes [nd]). Opera was not forsaken, as is show by the aforernentioned 

(late 1 880s) by Harrison (EMC 48 1 ). 

Only a few examples exist of compositions utilizing folksongs fiom the period at 

the tum of the twentieth century. The composers George Alfred Grant-Schaefer (1872- 

1939) and Alfred LaLiberté (1882-1952), were most active in this practice at the 

kginning of the century. Grant-Schaefer composed a set of seven pieces for piano based 

on French-Canadian idioms entitled Scènes Canadiennes (Schmidt, 1907). as well as 

several vocal arrangements of French-Canadian folksongs, also published by Schmidt in 

1921 and 1925. LaLiberté produced several harmonizations of French-Canadian, 

Scottish, English, US, and First Nations folksongs. A few of these were published by 

Eschig under the title Recueil de chants po~ulaires du Cana& (1925), while some of his 

other songs appeared in the journal Le Passe-Temq. Some other prominent 

compositions also exist fiom this time, including Charles Hamss' Canadian Fantasie 

(1904) and Sir A. MacKenzie's Canadian Rhaosody, Op. 67 (ca 1905), both for 

orchestra. 

Ford tells us that 

after WWI, some composers did begin to look consciously at stylistic 
characteristics which grew out of the Canadian soil: setting Canadian poetry, 
"landscape" composition, and use of folk music material ... The most extensive, 
conscious use of Canadian matenal was in the fonn of setting or utilizing the 
music of the Native Peoples or the English- or French-Canadian folk song. The 
work in folk-song collecting during this period was a catalyst in brïnging 
composer and folk music together. What resulted was a short pend of activity in 
amnging and then incorporating folk music in composers' works (145). 



This p e n d  described by Ford was not by any means a prolific one. One of the few 

existing works is Arthur Honegger's Le chant de Nigamon (1 9 17), based on Iroquois and 

Huron themes found in the collection Ethnoerij~hie - - Musicale (1905) by Tiersot. The 

songs included in this publication may or rnay not have been coHected in Canada. In 

addition, the prolific Québec composer Léo Roy (1 887- 1974), composed between 1903 

and 1958, "350 original works and made 800 hannonizations and 400 free-style 

transcriptions of folksongs, including 160 Bohemian, Czech [sic], and Slovak and 47 

Iroquois ... By far the majority of these works remained in manuscript form" (EMC 

1151). 

Undoubtedly, the most influential event in terms of promoting composition based 

on folksong was the creation of the CPR festivals of the Iate 1920s, particularly those in 

Québec. Before this point, little is known about the motivations for the composition of 

these folk-music-inspired works. Very few writings exist from the composers 

themselves, and intent may only, at ihis point, be assumed. Moving into the 1920s with 

the establishment of the CPR festivals, more, though still relatively little, was king 

described and documented. Barbeau's vision of creating a national music through the 

incorporation of folk music in Canadian composition is one that attracted several 

prominent composers. It must be noted here, however, that it is possible that the reasons 

why many composers rnay have submitîed pieces for performance at the festivals may 

also be due to the immense opportunities fa recognition which the events presented. 



That the festivals had on their roster many accomplished performers, who would be 

heard by a large audience consisting primarily of the affluent elite, must have ken  a 

huge drawing point for many of the composers. As well, the E.W. Beatty competition of 

the 1928 festival presented an opportunity for these composers to profit both financiaily 

and through recognition from their compositional activities - a rare event in Canada at 

the time. Whatever the motivation, many prominent composers submitted pieces for 

performance at these festivals. The 1927 festival included works by Healey Willan, 

Ernest MacMillan, and Leo Smith (al1 from the Toronto Conservatory of Music), as well 

as by Montréal composers Claude Champagne, Oscar O'Brien, Léo-Pol Morin, Alfied 

LaLiberte, Achille Fortier, and Henri Gagnon (nephew of Emest). The same composers 

also submitted pieces to the 1928 festival, as did George Brewer, Alexandre D'Aragon, 

Leo-Pol Morin, and Hector Gratton. 

Undoubtedly, one of the most important cornpusers of this pcriod was Claude 

Champagne ( 1 89 1 - 1965). Influenced by his early study with the French composer 

Vincent D'Indy, Champagne used techniques from his teacher's "schola cantonim," or 

the reintroduction of medieval elements such as Gregorian chant and modality in 

folksong, in his compositions. Though bom in France, Champagne quickly became a 

nationalist in his adoptive country, and included many French-Canadian folksongs in his 

work. This phenomenon was not rare, as it was ofien the immigrant composers who 

were inherently more nationalistic than the native Canadians, having been exposed to the 



romantic nationalist movements in their home countries. Champagne's fascination with 

modality was expressed in his compositions Danse Mllageoisq and Suite canadienne 

both of which were perfonned at the 1928 festival. The latter work won one of the E.W. 

Beatty prizes - it became especially popular afler the festival, and is still one of Canada's 

best known works. The Suite canadienne retains both the traditional tunes and texts of 

four French-Canadian folksongs; "C'est Pinson avec Cendrouille," "Nous étions trois 

Capitaines," "Et moi je m'en passe!" and "Le fils du Roi s'en va chassant," It was 

written for a fairly large ensemble, including soprano or tenor solo, SATB chorus, and 

orchestra. Though it retains the original character of the songs, the piece still introduces 

many new elements. It is composed in a polyphonie style (interweaving meiodic lines) 

through which it develops the themes of the work. 

Champagne's settings of several French-Canadian folksongs for various 

instrumental and vocal ensembles demonstrate many new compositional techniques. His 

works are more inventive than transcriptive as they depart frequently from the original 

Song through devices such as sixteenth century counterpoint. Ford tells us that 

"Champagne used folk music less as material to arrange or even quote than as inspiration 

for newly-composed material" (147), and was thus one of the first to create 

'~compositions" based on folksong. Champagne's influence was profound, though others 

did not begin to follow his lead until much later- His combination of Canadian material 

with contemporary international cornpositional styles was imitated later by composers 



such as Violet Archer and John Weinzweig. Another of Champagne's most prolific 

pupils in terms of folk-music-inspired composition was Maurice Dela, who composed a 

version of "Dans tous les cantons'' for string orchestra. Dela's style as a whole was more 

suited to "arrangementsw of folksong, particularly for the short radio pieces which were 

most characteristic of his output; however, in this particular composition Dela was much 

more inventive and reminiscent of Champagne's influence on his style. These 

considerations will be discussed further in the following two chapters. "ûoth the 

rhythmic accentuation and the modality of the folk music became the basis upon which 

Champagne built a style influenced further by studying the works of Russian and French 

composers through the guidance of his teacher Alfred LaLiberte (Ford 146). Yet, few 

other composers of this p e r d  attempted to create new works in this way, prefemng 

instead to preserve most of the original elements of the songs that they were setting. 

One of the most significant tigures of the lime who preferred to "arrange" 

folksongs rather than build compositions around them was Healey Willan (1 880-1968). 

Willan wvas heavily involved in church music, and a conservative romantic by nature. He 

composed several successful pieces based on folksong of Canada. Born and musically 

trained in England, Willan emigrated to Canada in 19 13 to fiIl the post of head of the 

music theory department at what wvas then the Toronto Conservatory of Music. For the 

1927 CPR festival, he arranged twelve Québec folksongs for voice and piano. He also 

arranged the music for one of the most influential pieces of the 1928 festival, and 



perhaps of Canadian musical history, tbe ballad opera L'Ordre de Bon Temps. B d  on 

Champlain's establishment at Port Royal in 1605, this opera, much like its famous 

English antecedent, John Gay's The Bemr's 0- is based on popular folksongs of the 

&y. The most significant difference between these two works, though similar in fonn 

and in intent, is that the "popular" song employed by Gay were ones that were h i l i a r  

to both him and to his audience. However, those used by Witlan, though native to French 

Canada, were ones that had been Sung centuries eariier in an isdated cornmunity, and 

were thus reiatively unfamiliar to both him and to his audience. Willan's work, though 

tinged with nationalistic intent, was an experiment in exoticism, and was not populistic. 

The opera itself t a s  conceived by Gibbon, who contracted Willan to arrange the music, 

based on songs from Barbeau's collection. The work was so successful that Willan later 

revised it, and an English translation by Gibbon was added for future performances. The 

music to a second ballad opera, Pnnce Charlie and Flora, was also ananged by Willan 

for the 1928 festival. This ivork was set to words by Gibbon, using Scottish folk 

melodies. 

Another significant set of pieces by Willan are his Chansons canadiennes, a 

compilation of 24 French-Canadian folksong in two volumes arrangd in 1929. 

Published by Frederick Harris, these songs were scored for solo voice and piano, though 

several ivere later cevisai wvith different instrumentations. Taken fiom Barbeau's 

collection, the Song texts were translated by Paul England. WilIan continued to mange 



many other folksongs afler the festivals, both of French-Canadian and British ongin. His 

French-Canadian pieces include "Deux chansons canadiennes" (1929), "Rossignol du 

vert bocage" (1 937), "C'est la mon doux plaisir" ( 1937), "Le navire de Bayonne" ( 1952), 

and "Sainte Marguerite" (1952). Most, if not ail, of these pieces were taken from 

Barbeau's collection. They are scored for various choral groups, with one or two 

accompanying pianos. All were published by Frederick Hanis, and were relatively well 

circulated. Willan's collection of English folksong arrangements include "Sir Egalmore" 

(Oxford UP, 1929), "The Arethusa" (Oxford UP, 1929), "Brigg Fair)' (fiom a melody 

colkcted by Percy Grainger; Frederick Harris, 1935), and "The Rising of the Lark (Carl 

Fischer, 1939). These are again scored for choir with piano accompaniment. 

Another prominent composer at both the CPR festivals, and in the furtherance of 

folksong-inspired composition was the folklorist Oscar O'Brien ( 1892- 1958). A great 

admirer of Charles Marchand, O'Brien arranged many folksongs for him. The two 

perfonned together some of O'Brien's portfolio of over 400 arrangements at both the 

1927 and 1928 festivals. O'Brien's folk opera Forestiers et1 Scène des Vovaeeurs was 

also written for the 1928 event, and included a number of French-Canadian folksongs. 

Aller Marchand's death in 1930, O'Brien formed a choral group by the name of Quatuor 

Alouette, for which he arranged several songs. Some of his other folksong-inspired 

pieces include the theatrical works Une Noce canadienne-francaise en 1830 (1929),A 

Saint-Malo (l930), Pix Danses limousins (1930), Pastomlg (1930), and La Passion 



(1935), as well as his 'Dansons le caracaillou'? (nd) for chorus and his three-volume set 

of piano accompaniments for the folksong collection of Father Anselme and Brother 

Daniel entitled Chansons d'A& (1942-8). O'Brien's Barbeau-esque position 

regarding folksong-inspired composition as national music is made ctear in his 1944 

article "Le folklore source d'inspiration pour les artistes," which has been quoted from in 

previous chapters. 

Another significant figure here is Hector Gratton (1900-t970), who premiered his 

Danse canadienne at the 1928 festival. This, his tint excursion into folk-inspired 

composition, was very successful: the piece received many favourable reviews from the 

festival critics. This success led Gratton to compose six more "Danse canadiennes" in 

his later career, as well as several other works based on folk music. These include the 

orchestral works, ]on (1950), Fantasia sur v'la 

l'bon vent (1952), Créngjg& (Nocturne) (1952), Dansons le caracaillou (l952), and the 

symphonie poem (1937), as well as a piano and strings piece entitled Variations 

libres sur "Isabeau s'v ammène" (1954), a Chanson écossaise (1940) for violin and 

piano, and string orchestra arrangements called L'Ecossai~ (nd), Chanson pastorale 

(nd), Nocturne from "Marie Chapdelaine" (nd) and Berceuse s a w ~  (nd). His 

collection of 180 Canadian Folk Son& harmonized for male chorus also attests to his 

prolific compositional output. 

Ernest MacMillan, whose compositional career will be discussed in the next 



chapter in relation to his setting of 'Dans tous les cantons," wrote several significant 

pieces for the Québec CPR festivals, al1 based on French-Canadian folksongs. His set of 

French-Canadian Folk Song for male chorus won the E.W. Beatty prize for that 

category, and included his setting of the aforementioned folk melody. As we will see, 

this piece, the first of the seven seîtings to be discussed, was written at a time when folk- 

music-inspired composition was begi~ing to corne into its own, and espoused a growing 

sense of nationalism. 

Some of MacMillan's other prominent compositions based on folksong include 

his Two Sketches for  string^, which is built around the tunes "Notre seigneur en pauvre," 

and "A Saint Malo," collected by Barbeau and Sapir. It was tint performed by the Hart 

House Quartet at the 1927 festival. Six bergerettes du bas Canada is the sequel to Two 

Sketches and was Witten for the 1928 festival. It is based on the six French-Canadian 

folksongs "Y'a rien de plus a belle," "Lisette chantait l'autre jour," "Bonjour, jolie 

bergère," "C'est un jour en me promenant," "Là-haut sur ces montagnes," and "C'est la 

plus belle des céans" collected by Barbeau. The pieces are written for a small group of 

voices with a chamber ensemble consisting of oboe or violin, viola, 'cello, and harp or 

piano. The texts consist of the original French words with English translations by Elaine 

Ross. MacMillan was primarif y responsible for the collaboration of the composers in 

the composition of 2 1 Folk Song for French Cana& which included English 

translations by Gibbon. Proctor describes the compilation thus: 



'2 1 French-Canadian Folk Songs,' edited by Emest MacMillan, was one of the 
volumes of settings for voice and piano which grew out of the Barbeau-inspired 
folk-song movement of the 1920s. The settings by Achille Fortier, Alfred 
Laliberte, Emest MacMillan, Leo Smith, and Oscar O'Brien are generally simple, 
although the MacMillan accompaniments have more pianistic flourishes than the 
others. The anangers attempt to capture the modal flavow of many of the 
metodies but succumb at times to an inappropriate use of chromatic hannony. 
Moreover, the thick texture of many of the piano accompaniments tends to 
interfere with the simple, narrative style of the original songs (20). 

In 1927, Barbeau invited Emest MacMillan to join him on a collecting excursion 

on the Nass River in British Columbia, where the two produced many transcriptions of 

First Nations songs. One of the results of this collaboration was MacMillan's Three 

Indian Son~s of the West Coast (1928). MacMillan writes about these compositions and 

their antecedent songs thus: 

The songs are reproduced, as nearly as our musical notation will allow, fmm 
records made on the Nass River in the summer of 1927. A few weeks spent on 
the Nass River with Mr. Barbeau in 1927 were sufiicient to convince me that the 
music of the West Coast Indians was not only an interesting field for 
ethnomusicological research, but that with some adaptation it was quite capable 
of interesting and pleasing the average music lover. In making the following 
arrangements for voice and piano, 1 have found it unnecessary to make any 
alteration in the voice part, ûoubtless one may urge many legitimate objections 
to the addition of any accompaniment whatsoever to songs of this nature, but if 
my arrangements do no more than bring to the attention of our musical public 
music of an interesting type which would probably not ûe otherwise heard, they 
will not be entirely abortive (CMC, 1980: 17). 

With this composition, MacMillan attempted to render as accurate a replica of the 

original song as was possible given the notation and instrumentation of his craA. The 

piece was a combination of vocables ("meaningless" sounds which are common in First 

Nations music) and English tea. MacMillan used a repeating pattern of open tiîlhs in 



the accompaniment to represent dnimbeats, a common stereotypical interpretation of this 

particular sound, inîroduced in Canada, as discussed earlier, by Gagnon. There is a 

steady rhythmic pulsation throughout, and the melodic contour is limited to one motif. 

The concept of both melodic and rhythmic repetition is again common of interpretations 

of this music. In the first and third pieces, "Outsiders, Behold Geedarantis-A Spirit 

Song' and "Stop al1 this Idle Chatter" respectively, a 'tumbling strain' (downwards 

motion of melody) is used, while the second piece, a lullaby, "Na Du-Na Du Du," 

consists of a more undulating melodic movement. 

incorporating First Nations music in the European art music tradition has been 

difficult for most composers who have attempted it. The vast differences in the two 

musical styles, though fascinating, cannot be accurately bridged by the art music 

language. However, many composers have ventured to set these pieces with varying 

degees of success. Many were encouraged by the early activities of both Gapon and 

Barbeau; Gagnon's attitudes towards this music are descn'bed in a 191 1 letter to Barbeau: 

It has always been my belief that the 'discovery' of our mots would help establish 
a sense of national identity. With particular teference to music, 1 intended my 
work on our folksongs and the music of our native indians to lay a foundation for 
a musical language based on these reperioires. Perhaps you will continue to 
encourage Canadian composers to seek out these sources in their musical wotks 
(Smith, 1995: 32). 

Since Gagnon's first attempt to set a First Nations Song in 1858, others, drawing their 

inspiration primarily from the Robert/Jenness collection of 1925, have been tempted to 

atternpt this difficult feat. Some early examples of these works include Léo-Pol Morin's 



Dree Eskimos (1927) for piano, and his Trois Chants de sacrificg (nd) in Inuit for choir 

nts of Eskimo and Indian Me and two pianos, LaLiberté's 1927 Arrarlpeme l o d i ~  for 

siring quartet, Colin McPhee's Four Iroauois Dance (1 944) for orchestra, and Séverin 

Moisse's Variation sur un thème Huron (1955) for piano. John Weinnveig's E d g  of the 

World (1946) is another significant example, and consists of a one-movement symphonie 

poem based on characteristics of Eskimo dance songs. This prticular piece \vas 

composed for a series of CBC historicaldocumentary radio dramas on the Canadian 

north. Proctor tells us that 

Leo Smith also made settings of native songs, but the trend towards using such 
materials did not continue because of the inappropriateness of the piano, 
problems associated with the equai-tempered scale, and the difficdty of setting 
monodic songs of native poples to nineteenth-century harmonies. Composers 
quickly realized that to ciothe the products of an indigenous, oral tradition in the 
dress of Western European classical music added nothing to the original songs 
and even detracted from their inherent beauty (23) 

Despite the obvious difficulties, the practice of setting these songs is one that has 

endured, though rather sporadically, through the history of Canadian composition. 

Many of these works are outlined in the CMC pamphlet, "List of Canadian Music 

lnspired by the Music, Poetry, Art and Folklore of Native Peoples" (1980) and in Elaine 

Keillor's article, "lndigenous Music as a Compositional Source: Parallels and Contrasts 

in Canadian and Amencan Music" ( 1995). 

Other examples of these First Nations-inspired songs are not based on specific 

folk material of any kind, but reflect the composer's conception of a certain culture or 



region. Though somewhat tangentid to this study, that composers have found an 

alternate method of dealing with this fascinating yet difficult material is important. 

Some examples are Murray Adaskin's Nootka Ritual (1974), which reflects the Nootka 

ritual experience, as well as his m r e  is mv Peo~le Slee~ing (1970) inspired by ethnic 

poem-drawings by the Native artist, Sarain Stump, and Keith BisseIl's "How the Loon 

g9t its Necklace (1971), based on the Salish tale of the same name. 

The European art music tradition in Canada before the 1930s and 1940s had been 

represented primarily by French and English immigrants. During the middle decades of 

the century, there appeared for the tint time a new group of native-born Canadian 

composers that began to take control of the music of their homeland. Foreign influence 

was never elirninated completely however, as most of the new and prominent composers 

had ken trained abroad by influential teachers such as Nadia Boulanger, Cécile 

Gauthier, Aaron Copland, Bela Bartbk, and Paul Hindemith. As a result, these upand- 

coming young composers, though still adopting a European view of music, were also 

leaming and beginning to expand new techniques developed on the continent. Thus, a 

wave of modemism was introduced into compositional styles. The influx of avant-garde 

techniques to Canada, such as Stravinsky's neo-classicism, Debussy's impressionism 

including new scale types, Schoenberg's twelve-tone serialist system and his 

sprechtstimme speak-singing techniques, Webern's minimalist theones including devices 

such as pointillism, the extension of serialism as advocated by Stockhausen, Boulez, and 



Messaien, and Cage's theories of indetemiuacy in music, al1 had a great impact on the 

deveiopment of music in Canada. Electronic music in Cana& also began in 1959 with 

the establishment of the first electroacoustic studio at the University of Toronto. Early 

work was done in this medium by Hugh Lecoine (1914-77), who constnicted, and made 

compositions for, various electronic instruments. This medium was then explored 

significantly by other Canadian composers. It was primarily the English immigrants who 

retained their romiuitic and classic roots, refusing to adapt to the modernist styles, which 

resulted in another separate musical literature. Still, it is this expansion of contemporary 

technique that characterized this latter period in Canadian musical history. However, 

these same composers did not abandon the concept of the adaptation of folksong, but 

discovered new ways of reworking the old pieces using these new musical techniques. 

Jean Coulthard (1908-2000) was one of the most prolific composers of this 

period. She was also the first West Coast composer to have gained wide recognition 

(E 3 19). Taught and inspired by Vaughan Williams, Copland, and Bartok, 

Coulthard's extension of tonality and aleatoric (chance) elements were applied to her 

setting of various folksongs. These include C e v  (Berandol, 1939), based 

on the three folksongs "Mon doux berger," "Jesous Ahatonia," and "C'est la belle 

Françoise" for orchestra, Song of the Sea (1942) also for orchestra, Son- of the Haia 

Jndim (1942) for voice and piano, Polish Lullaby (nd), and Three Ballades fiom the 

Maritimes (nd) for SATB chorus. Her four-act multimedia opera Return of the Native 



based on Hardy's novel and containing many "folk songs [sic], peasant dances, and folk 

festive celebrations," was composed sometime in the 1950s. An unidentified program 

note in Coulthard's file at the CMC describes the work as including, "evocative musical 

descriptions of the heath country and mid-19th century folk life." Another larger work is 

her Canada M a  (Waterloo, 1974), which incorpora~es Canadian folksongs from 

across the country, attempting to ponray "a musical image of Canada" (CMC, 1980: 7). 

The third movement of this work, "D'Sonaqua7s Song," is a setting of a Coast Salish 

tribe song, most likely taken from MacMilIan and Barbeau's collection. Interesting 

about Coulthard is that she continued this practice of basing her works on folksong 

throughout her compositional career, and produced such later pieces as Four Variations 

on 'Good Kin? Wenceslas' for Piano (1979), and Introduction and Three Folk Song 

( 1986). 

One of the English immigrants who came to folksong arrangement in his later 

career was W.H. Anderson (1882-1955). Though his prolific compositional output was a 

part of an expanding and developing field, it was still rwted in what was kcoming an 

outdated romantic style. This was common to the Endish immigrants to Canada, and 

can be seen as well in the music of Willan, and of Alfred Whitehead, one of the 

composers to set "Dans tous les cantons," whose compositions for organ and choir often 

involved the quotation of folksong using "traditional" compositional techniques. 

Nonetheless, Anderson's contribution to folksong-inspired composition is profound, and 



indudes, "a large number of  Ukrainian, Czech, and Icelandic folksongs for the Winnipeg 

choir director Walter Bohonos, using particulad y those variants developed among 

Ewopean settlers in Manitoba" (EMC 23). His first compositions to use folksong, many 

written under the pseudonym of Michael Bilencko, appear in the mid 1 W O s ,  including 

"Gd-Night: A Czechoslovak Folk Song" ( I W ) ,  "Once a Cuckoo Bird: A Ukrainian 

Folk Song" (1943), "The Scarlet Sarafan: A Russian Folk Song" (1943), "Gay is the 

Rose" (French-Canadian folksong; 19441, "A Gaelic Croon" (1945), Two Icelandic Folk 

(19481, "The Sweet Nightingale" (Old English folksong; 1948), and- 

U J k  ES - (1958). All of  these are arranged for mixed-voice c h s  with 

piano accornpaniment and have k e n  published by Western. All have also been 

translated into English. Many of his mngernents were published posthumously, as laie 

as 1990 with "Now the Cold Winter Days," an lcelandic folksong published by Leslie of 

Oakville, Ontario. 

At mid-century Canadian c o m p r s  were beginning to evince an interest in 

internationalism. Though nationalist ideals still remained central IO the setting of  

Canadian folksong, many nativecanadian composers began to look outside their home 

country for new and unique material. In addition, ethnic immigrant composers were 

beginning to îake confidence in setting the songs of their own homelands. This practice, 

begun first with eamest by Anderson, increased steadily throughout the latter decades o f  

the century. Though the first Canadian composer to set a foreign folksong was most 



likely Miecyslaw Kolinski in 1924 with his Sonata for Violin and Piano on a Russian 

Folk Song, the trend did not become a popular one until the mid 1950s. ûther early 

examples exist, such as Willan and Gibbon's collaboration on the ballad opera Princs 

Charlie and Floq based on Scottish folk melodies in 1928, and Champagne's Pièce sur 

yn Thème Brésillienng (nd) and Ouadrilha Bradeira (nd). 

The Polish ethnomusicologist and composer Miecyslaw Kolinski (190 1 - 198 1 ) 

was especially prominent in his compositional output of music based on non-Canadian 

folksong. Educated in Berlin under Erich von Hombostel and Curt Sachs, he collected 

many folksongs from field trips to the Bavarian Alps and the Sudenten. In the mid- 

1 930s, he also transcribed collections of Surinamese, Dahoman, Togonese, Ashanti, 

Haitian, and Kwakiutl music. He was a ct~founder and president of the Society for 

Ethnomusicology in 1958-9, and taught ethnomusicology at the University of Toronto 

from 1966-76. He was an exceptionally prolific composer, basing most of his music on 

folksong. His output for chamber music includes, "45 settings of German, Dutch, 

Slovak, US, Canadian, Yiddish, Sephardic, (and] Hebrew folksongs," and his seîtings for 

voice consist of "numerous songs and song settings, including US, French, German, 

Yiddish, and Sephardic folksongs" (w 693). A small sampling of these include 

American Suits: (1949) based on 12 "Negro spiritualq" Dahomev Suite (1953) based on 

material gathered from Dahomey in West Afnca, Music of the Hebrew Pa& ( 1954; 

Hargail, 1955) consisting of 20 Jewish folksongs, Six Geman Folksongs (1957), 



Yiddish Folksonm (1957), 20 Settins of Czech and Slovak Folksana (1%6; Hargail 

1967), 20 Settin~s of Dutch Folksongs (1966; Berandol, 1977), Encounterpint (1973) 

for organ and string quartet which uses a folksong of the Crimean Tatars entitled "The 

Soldier's Larnent," and 33 Seninas of American. Gennan. Yiddish and Sqhardi~ 

Folksongs (1976). Kolinski retains the original language of the text in each of his works 

-a rare practice. As well, much of this music is pedagogical in intent, and is scored for 

recorden in various ensembles, or for voice tvith various accompanying instruments. 

According to Ford, Canadian composition following the second World War 

became &tined by its eclecticism, partially because of the vast and varied repertoire of 

material king incorporated by composers. "In Canada, the folk music of both the 

British Isles and France, the hymnody of the Maritimes and Ontario, and the popular 

music transplanted from the United States are al1 ingredients in the traditions which 

make up the Canadian mosaic" (Ford 2 17). Many more composers were also attempting 

to bridge the gap between art and popular styles, which led often to less detïnite lines 

between the two. This was especially apparent in the work of Howard Cable, another of 

the composers to set "Dans tous les cantons." As an advocate of, and talented performer 

and composer in both traditions, Cable's work was unique in that it incorporated 

elements from each in unified works. His work will be examined in further detail in the 

subsequent two chapters. Also during this pst-war period, Proctor tells us that 

the number of arrangements of Canadian folk songs grew significantly in this 
period (the 1950s and 60s) under the stimulation of an increasing national 



awareness of the folk beritage and the growth of music in the schools. Leslie 
Bell, Richard Johnston, Keith Bissel 1, Howard Cable, Godfiey Ridout, and Claude 
Champagne were some of the main contributors to this repertoire; they drew upon 
the collections of folklorists Marius Barbeau, Kenneth Peacock, Carmen Roy, and 
Luc Lacourcière (90). 

This improvement of music education in the schools, aided by the introduction of the 

John Adaskin Project in 1 % 1, inspired the creation many of these musical works based 

on folksong. Proctor explains that this project created "an expansion from the simple 

mngements of Canadian folk songs which characterized the 1950s to more stylistically 

contemporary fate" (129). That these folksongs were both simple and familiar, or were 

incorporated with the purpose of making them familiar, convinced both composers, and 

the supporting educators, to include hem in schwl curriculum. 

Though this movement was primariiy pedagogical in nature, the desire to impart 

nationalist sentiment to young Canadians was also a goal. The creation of works based 

on folksong was seen by many as an appropriate manner to convey these sentiments. 

Most ofien, these pieces were scored for vocal ensembles for facility of performance by 

young, untrained musicians. "Choral or solo-voice works utilizing Canadian folk-song 

[sic] material were characteristic of Canadian nationûlism in the 1950s and early 1960s. 

Such works have dwindled since 1967, but there are some exceptions" (Proctor 177). 

Simple pieces for standard school instruments were also common, especially those for 

piano, recorder, violin, and clarinet, though some also exist for more rarely used 

instruments, such as the accordion. One promoter of music for this latter instrument was 



Moms Surdin, who composai a pedagogical setting of "Dans tous les cantons" for it in 

1970. This particular piece fomed part of a set of graded pieces for the accordion, as 

Surdin was particularly interestai in furthering both the repertoire of this instrument and 

insuring, for nationalistic reasons, that this repertoire contained works based on Canadian 

folksong. These considerations in the work of Surdin will be discussed in more detail in 

the following two chapters. 

One of the educators and composers who contnbuted most to this music 

education movement of the 1950s and 60s was Keith Bissell(1912-1992). AAer studying 

composition with Leo Smith at the University of Toronto, Bissell was greatly involved in 

music education in the Toronto area. As a teacher, and later supentisor of school music 

in Scarborough, he introduced the Orff Schulwerk method. This method "involves 

movement, singing, and playing on suitable instruments (mostiy percussive in the early 

stages) and leads children in a natural way, by means of their own experiences, through a 

great variety of scales and rhythm to a broadly based understanding of music" (Grout 

and Palisca 816). Bissell studied with Carl Orff himself in Munich, then "using 

Canadian folk music and his own compositions Bissell effected the transition from the 

German idiom to the English, thereby increasing the method's usefulness to music 

educators across the country" @MC 125). With John Adaskin (1908-64), he organized 

the first Canadian composers' seminar in music education in 1963. His compositional 

output, particularly that based on folksong, is both profound and well reputed. Margaret 



Drynan says tbat "his folksong arrangements for voice and piano and for choir are among 

the simplest and subtlest by a Canadian, recalling those of Britten in a nearness to 

artsong (sic) tbat would be risky in a treatment less appreciative of the natural contours 

and honest expression of the original materiai" (EMC 125). Many of these pieces were 

commissioned for schwl choirs or young community ensembles, and include the works 

A Folk Sone Suite for Woodwina (1960) for the Scarborough Public School Woodwind 

Ensemble, "Sweet Nightingale: An English Folk Song" (Waterloo, 1968) commissioned 

by the Borehamwood Grammar School in England, two sets of Six Maritime Folk Song 

(Berandol, 1970) based on songs from Helen Creighton's Maritime Folksones, A 

c anadian Folk Sone Suite (1976), Sone for Fine Weather (Waterloo, 1976) from a 

traditional Haida Song, comrnissioned by the Leslie Bell Scholarship through the Canada 

Council, and Old Grandrnê (1979) based on a Canadian folksong, commissioned by the 

Ontario Music Educator's Association through the Ontario Arts Council. One of his best 

known works, Six Sonm from Eastern Cana& for medium voice and piano, \as 

commissioned by the CBC in 1970. For this piece, Bissell adapted songs From both 

Peacock's and Creighton's collections. An unidentified program note in his file at the 

CMC indicates that these songs have been greatly altered from their originals, but follow 

the same textual story and rhyrne scheme. The reviewer notices that the music is 

considerably different, as there are unique melodic shapes and time signatures. Bissell 

also wrote several works under the umbrella of the John Adaskin project, many of which 



are still incorporated in the Canadian musical curriculum. These imlude "The Turtfe 

Dove" (Waterloo, 1963), "Adieu de la mariée a ses parents: Saskatchewan Métis m g "  

(Gordon V. Thompson, 1%8), iînd ' N u s  étions trois capitaines: French Canadian Folk 

Song" (Gordon V. Thompson, 1968). 

Another significant composer mid-çentury wôs Robert Fleming (1921-76). Also 

an organist and a teacher, he studied composition under Willan at the Toronto 

Conservatory of Music, and was greatly influenced by his teacher's nineteenth-century 

romantic style. Elaine Keillor tells us that, "though his music is recognizably of the 20th 

century, among his contemporaries, Fleming was a moderate. His compositions are 

basically tonal and use ttaditional techniques, forms, and media in a personal way" 

(EMÇ 468). Proctor describes Fleming's style as, "close to that of Vaughan Williams, 

with its many parallel fiflhs, sevenths, and ninths, fquent  ristinati, and simple, folk-like 

melodies" (1  65). Fleming was renowned for his adaptations of folksongs. His early 

Shadow on the Prairie (1951-2), an orchestral ballet suite, based on fiddle tunes and 

rhythms, received excellent reviews. Four fantasias on Canadian folk thema composed 

for the centennial celebrations of 1967, set folksongs from varying regions across 

Canada. The fint movement, "Out of our Indian Heritage," is based on an Iroquois 

melody sung to the composer by an aging chief on a Msit to Brantford in 1950. His vocal 

folksong arrangements inchde "AchiII Girl's Song" (1950) on a poem by Padriac Colum 

set to the Irish air T l 1  Travel to Mount Nebo," "Great Big Sea" (1952) baseci on a 



Newfoundland folksong, "A Kangaroo Sat on an OaK' (1954; Western, 1960) from a 

Nova Scotia folksong and composed as pert of the John Adaskin project, "Joshua Fit de 

Battle" (nd) on a "Negro spiritual," and Six Folkson~s from Prince Edward l s lN  (1973) 

from Randall and Dorothy Dibblee's collection. Fleming a h  composed a Maritime 

&& (1x2) for chamber ensemble, and three Puppet show works; Mian kgad, 

Laurentian Parade and SQyare Dance based on The Ma~le 66 Leaf Forever" composed in 

1969. Many of these pieces are pedagogical in nature, and stem partially fiorn the music 

education movement of the 1960s. 

In the more advanced compositions of the 1950s and Os, the new techniques 

which had been recently introduced in Canada were king  explored further. Violet 

Archer (1913-2000), who was to becorne one of the most prominent composers in 

Canadian musical history and whose career will be discussed further in the subsequent 

chapter in relation to her setting of "Dans tous les cantons," describes the state of music 

in Canada at the end of the 1950s thus: 

In this music, whether or not the composer consciously intends it, one hem 
marked colours, broad lines, rhythmic solidity, a certain dignity and at time 
severity even if the work is lyrical in feeling. Yet these qualities are soflened in 
the work of those composers who have the folk-songs of Canada as a basic 
influence. Of these last there are not many ( 12). 

Also, discussing trends of modem musical composition she warns us: "Not to be 

overlooked îs this modal influence as derived from national folk music and from the 

British school which ernerged from the revival brought about by a group of cornposers at 



the turn of our century" ( 12). 

The four most prominent Canadian composecs of this period were undoubtedly 

i3arbara Pentland (191 S-2000), John Weinzweig, Violet Archer, and Harry Somers (b. 

1925). Native-born Canadians, each studied abmd and brought contemporary European 

musical trends to Canada, where they began to expriment and take these techniques in 

new directions. Al1 four were also involved in adaptîng folksongs using t b  new 

techniques, and incorporated the folksongs into pedagogical works for children at various 

stages of musical development. 

Barbara Pentland taad broad influences as a student of composition. She studied 

in France with Cécile Gauthier, in the US with Aaron Copland, and in Germany under 

the influence of Webern and the second Viennese schwl. Since then, she has 

experimented greaily wiih serialism, and has also taken an interest in both pointillism 

and aleatoric music. As wel!, she has written several pedagogical works, many based on 

folksong. These include Two IFrench-1 C a d i a n  Folk Son@ (1%3), and Arctic4 (1973), 

both €or juvenile piano. Her five &gSon@ (1 %4 and 1971) for chorus or single voice 

and piano show an experiment with exotica, as they are based on Chinese songs with 

English translations. 

John Weinzweig original ly studied with MacMillan and Willan, but esc hews his 

teachers' p s p  on ninekenth century romantic compositional styles, in favour of 

neoclassicism, serialism, and jazz. He was the first Canadian to adopt Schoenberg's 



twelve-tone system in his Suite for Piano #L (1939). He has also composed many works 

on Canadian subjects which contain folk melodies. His batlet suite, The Red Ear of Corn 

(1949), does not quote any specific folksong directly, but is a "blending of phrases and 

rhythms of Indian and French-Canadian dance song styles" (CMC file; anonymous 

program note). Anatol Chujoy, a New York ballet critic, claims in a program note for the 

New York Ballet that "Mr. Weinzweig's score will take its place among the most 

talented compositions based on North Arnerican folklore." One of Weinnveig's best 

known works is his To the Lands Over Yonder for SATB chorus (International Music 

Sales, 1945; Frederick Hams, 1953), which is based on a literal translation ofa text h m  

the Coppermine Eskimo found in the RobertdJenness collection. The music is an 

original composition based on a study of Eskimo folk song style (CMC, 1980: 22). His 

interest in First Nations music is apparent, as he set many other works using First Nations 

themes, including a film score, Nonh West Frontier (l94l), and ~aroviations on an 

Indian Tune (1942) for organ, both based on Dognb Amerindian material, as well as 

of the WorM (1946) for orchestra with songç from the RobertsiJenness collection, 

and The Great Flood (nd) for choir and percussion. 

Harry Somers' early studies were with both Weinzweig and Darius Milhaud, He 

credits his main influences, however, as king Bartok and Copland. His works utilize 

particularly neoclassicism and senalism. He is also closely connected with the music 

education movement of the 1960s, and has composed many pieces for young musicians, 



several of which are based on folksong. One of these, Little Suite for String Orchestra on 

Canadian Folk S o w  (Berandol, 1956), adapts the tunes of "Lukey's Boat," "She's Like 

the Swallow," and "Ah! Si mon moine voulait danser!" Somers' arrangements of & 

Son= of the Newfoundland Outmrts (Gordon Thompson, 1969) were composed for the 

John Adaskin Project. These pieces are unique in that they begin with a statement of the 

original song, then depart into varying musical devices which leave few remnants of the 

folksong itself Proctor suggests that "Somers's arrangements are quite intricate and use 

the original songs as a point of departure for a rhythmical and contrapuntal display which 

has caused at les t  one Newfoundlander to exclaim, 'we don't sing them like that!"' 

(177). Som of Sorners' largest and best known works which incorporate folk song, 

such as his opera Louis Riel (1967) and his music drama The Shivaree (1978) will be 

discussed later in the chapter. 

Violet Archer was one of the seven composers to set a variant of "Dans tous les 

cantons" for piano duet in 1953. Though her compositional style was generally 

experimenial and, like that of her contemporaries, followed current Europan trends, this 

setting was surpn'singly traditional in nature, and preserves a great deal of the original 

m g .  That the work was intended prïmarily for pedôgogical use is somewhat related to 

this; however Archer's collection of four-hand piano pieces in which this setting is found 

has also gained acclaim as a concert performance work. This work will be examinai in 

more detail in the subsequent chapten. 



With the establishment of the Canadian League of Composers in 195 1, young 

musicians were able to better communicate with each other and share their ideas. Works 

were still king created based on folksongs of both Canada and foreign nations. Settings 

for voice and piano, or for choir were still most common, despite the relative availability 

of larger ensembles for the production of such works. The folk opera medium begun by 

Willan and O'Brien was continued by Trevor Jones (b. 1899), with such works as Th_e 

Broken Ring (1953) and Pictou Landhg (nd). Other composers who were prolific in the 

composition of works based on folksong at this time include Chester Duncan (b. 1913), 

William McCauley (b. 19 1 7), and Godfrey Ridout ( 19 1 8-84). 

In 1967, the centennial year of Canada, al1 forms of national musical activity 

reached a high point unequaled before or since. New art music compositions were 

created dealing with historical events and figures of Canada, as weil as with 

contemporary Canadian situations, many of them involving direct quotations of folksong. 

Many of these were commissioned by the Canada Councit and other institutions or 

private patrons. The CMC compiled a list of over 130 works which were composed in 

honour of Canada's birthdiiy, including: 16 stage works (opera and ballet), 34 pieces for 

orchestra, 23 chamber music pieces, 26 choral works, 14 vocal pieces, 2 film scores, and 

7 pieces of keyboard music. These statistics indicate a strong shiA in the preferred 

genres of composition in Canada, as the composers were moving away from smaller solo 

works for keyboard towards larger-scale ensernbIe works. Several of the commissions 



were written for particular ensembles, and the opening of Expo '67 in Montréal also 

provided an international venue for performance. Here, many Canadian composers 

received international recognition for the first time. 

One of the largest and most acclaimed pieces of this period was Somers' opera 

Louis Riel, with its unique quadrilingual text (English, French, Latin, and Cree). 

Structured on the story of the life of Louis Riel, the Métis "hero" who \vas hanged for 

treason in 1885, the opera details historical events of the Red River upnsing (1 869) and 

the Northwest Reôellion (1 885). The opera also contains one folksong adaptation -a 

Cree lullaby entitled "Kuyas." The basic motivic ideas in the piece's opening were taken 

from the song of Skateen, the Wolfhead chiefof a Nass River tribe, collected by Barbeau 

and MacMillan. The text is Cree. 

Other centennial compositions which incorporated folksong include Eldon 

Rathbum's Ci& of Gold, a suite for orchestra, William McCauley's Cansdian Folk Song 

Fantw for band, Harry Freedman's ballet Rose LaTul* Godfrey Ridout's Folk Sonys 

of Eastern Canad% a CBC commission for voice and orchestra, and Richard Johnston's 

second volume of arrangements of Edith Fowke's More Folk Son~s of Canada. Johnston 

was another of the seven composers to set "Dans tous les cantons" in 1964. Also 

pedagogical in nature, this work for two equal voices was included in a compilation of 

Chansons canadiennes-francaises, and will be discussed further in the following chapters. 

Particularly active during the centennial year was the Latvian-Canadian 



composer, Talivaldis Kenins (b. 19 19). Born and trained in Latvia, Kenins was forced to 

leave the country after the Soviet occupation following the second World War. Mer  a 

brief sojouni in France where he studied with Messiaen, Kenins emigrated to Canada in 

1951. The EMÇ tells us that "unlike the Latvian composers born before World War 1 

who fled in the 1940s, Kenins did not pursue the Romanticist-nationalist genre. Rather, a 

creative life fonned within the mainstream and influenced by French sensibilities, has 

evolved" (680). Though the anonyrnous author of this EMC article feels as though 

Kenins has not pursued the Romanticist-nationalist genre, Kenins has still adapted many 

works from the folksongs of his homeland. These include Ai zala lidacina (1960) for 

SATB chorus, Div' dzeltni kurneiini (1960) and Ta titi vien mes dzivoiam (1964) for 

male chorus, Folk Dance. Variations and Fume (1963) for two pianos, Two Latvian Folk 

Dances (1969) for solo piano, Ancient Sonri on a Latvian Folk Tune (1976) for harp, 

Chaconne on a Latvian Folk Tune (1978) for violin, and Latvian Dance and variations 

(1980) for tnimpet or cornet and piano. His works for the centennial celebrations include 

his --Variations (On an Eskirno Lullabv), for tlute and viola, which is basai on an 

Eskimo lullaby tune collected by D.H. Whitebread at Cape Dorset, on the southern part 

of Baffinland, and 'The Maiden's Lament," Land of the Silver Birch," and "The Carrion- 

Crow," based on various Canadian folksongs. 

Since the tremendous influx of avant-garde musical techniques during the middle 

decades of the twentieth century, contemporary ari music in Canada has since retreated. 



This retrenchment was a response to the perceiveci overcomplexity and unmusicality of 

many serialist and electronic works. The 1980s and 1990s have been relatively 

conservative in terms of art music composition in Canada, but composers still strive to 

attain new and unique sounds, such as the inclusion of ja;a techniques. There have ken, 

however, a few exceptions to this rule. Two elecîroacoustic composers, Paul Pedersen 

(b. 1935) and David Keane (b. 1943) still venhued to set folksong with electronic 

instrumentations. Pederson's An Old Sone of the Sun and the Moon and the Fear of 

J..oneline~ (1973) bnows its text from an Eskimo m g ,  translated by Knud Rasmussen, 

and its opening musical motif from a second Eskimo song. Pedersen chooses to combine 

yet another element in this piece, by incorporating fragments of the chorale, "Es ist ein 

Ros' Entsprungen." The piece is scored for amplified soprano, electric flute, and 

amplitied piano. Although Keane indicates in his score that his Folkdance Transform for 

Or chestra and Conducted Electronics (1995) consists of variations on the Ontario 

folksong "The Plains of Waterloo," "The Plain of Waterloo" is, in its origins, a British 

broadside found in oral tradition in Eastern Ontario. This might be considered a telling 

example of the lack of research done by some composers on their original source 

folksong. The work was commissioned by the Kingston Syrnphony through the Canada 

Council, and is scored for orchestra plus a "Yamaha TX802 and a MIDI baton." 

The use of folk music as a base for composition is still a flourishing practice, 

though it has also receded considerabiy from its hi& point at mid-century. However, 



several important large-sale musical works tiased on folksong appeared during the last 

few decades of the century. Late in his career, Hany Somers was involved in the 

production of two trilogies of Canadian music dramas; the "Shivaree trilogy" and the 

"Serinette trilogy." These dramas, with librettos written by James Reaney, concentrate 

on incidents and characters in early Ontario history. J'he Shivar=(1978), takes place in 

the farming district of Southwestern Ontario in the early years of the twentieth-centwy. 

The characters are fictitious, but the custom of the shivaree, a boisterous late night 

surprise ceremony for newlyweds by the community members, is a widespread and 

venerable custom. Somen was also the composer of the tirst production of the second 

trilogy, Serinette, which describes the story of the founding of the Children of Peace sect 

which built the Sharon Temple. First produceci in 1990, this work was extremely 

successful, and led to the production of the second part of the trilogy, 'ïa~too! with music 

by John Beckwith. Produced in 1994, Taptoo! follows the life of ri young Quaker boy, 

raised during the American revolution as a pacifist. A 1994 Cultural Support Services 

press release dates that Beckwith's score includes "many actual tunes of this era, making 

Taptoo!, in the words of  the composer, a 'documentary ballad opera."' 

John Beckwith (b. 1927) hm been instrumental in furthering Canadian music in a 

vanety of ways. He has undoubtedly been the mosi prominent spokesperson for 

composition in Canada, and is also a prolific composer himself. He has also ken  

interested in pedagogy involving folksong, and wmposed a Suite on Old Tunes foy 



Young Piani@ based on songs from both Canada and the British Isles in 1967 in honour 

of the centennial. As well, he experimented with First Nations music, and composed 

both Arctic Dances (1984) and Sun D a m  (1968) based on First Nations themes. His 

Arctic Dances for oboe and piano are based on dancelsong transcriptions in Music of the 

yetsilik Eskimo by Beverly Cavanagh (1982). Texts fiorn Sun Dance include those 

translated from traditional Plains Cree indian. One of Beckwith's most successful 

works, however, was his documentary cantata The Hector (1990). His own description 

of his work in a rare undocumented 1993 program note from his CMC file, describes the 

purpose of his piece as follows: 

When asked to compose a new work for Musick Fyne, 1 thought of relating their 
eighteenth-century instruments to a topic from eighteenth-century Canada. I read 
with special interest Donald MacKay's "Scotland Farewell," an account of the 
1773 voyage of the sailing vesse1 the Hector from Ullapool, Scotland, to Pictou, 
Nova Scotia, inaugurating the first major settlement of Scois in Canada. 1 
gathered other materials-earlier histories, poems, dance music, songsthinking of 
a 'documentary cantata' with singing, spoken narrative, and instrumental 
illustrations (including period quotations). Some of the poems and songs 1 lefi in 
the original Gaelic: only one or two of the l8Osdd passengers spoke English, 
Flute and harp were familiar instruments to the emigrants, and the presence of a 
piper is well attested: ihough the tint two were fairly easy to suggest in the 
ensemble, 1 had to impose on hearers' imaginations in evoking the third. Musik 
Fyne's instruments are grouped in two tunings, and rather than choose between 
these 1 decided to use both-sometimes keeping them apart and sometimes 
deliberately exploiting their microtonal mixîure (as for example in the 
descriptions of weather conditions at sea or the health hazards of the cramped 
accommodations on board the Iittle ship). 

Beckwith also composed many other works based on various Forms of folksong, 

including Five Songs from Canadian Folk  collection^ (Waterloo, 1970) for contralto and 



piano, Papineau: Deux chansons du Bas-Cana& (Gordon V. Thumpson, 1978) for two 

voices as part of the John Adaskin project. and Mt Miniatures from the Allen Ash 

&uscr& (Frederick Harris, 1993) for Molin and piano. 

Throughout the 1980s and 1990s, a fair number of compositions based on 

folksongs emerged, but rarely from any single composer. [t seerns as if many composers 

experimented with including a folksong or two in their corpus of works, but did not 

extend the practice any further. Exceptions include Alfred Kunz (b. 1929}, Sid 

Robinovich (b. 1 WS), and Nancy Tel fer (b. 1950). Robinovich's contributions include 

several settings of Ladino, isweli, Sephardic, and Yemenite songs, including his Mosaic 

of Jewish Folksong ( 1 WO), and his Canciones Sefardiq ( 1978; revised 199 1 ). 

Telfer's work includes many pedagogical works for piano, such as her collections 

0 0  (1  985 1, "Land of the 

Silver Birch" (19961, "She's Like the Swallow" (1996), and Mv Bark C a m :  Easy 

Folksons for  pian^ [1996), al1 publishd by Frederick Harris. She has also produced 

many vocal works, such as C m  (1982), commissi~ned by the Western Ontario 

branch if the Kodily Institute, Jumnetv B u m m  (Leslie, 1990) on Australian folksongs, 

When the Outaoris Sine ( 1992) based on First Nations music and folksongs from 

Newfoundland, and Two Canadian Folk Sona(1992). That these pedagogical works are 

still king commissioned and published is sigiificant in demonstrating that, though the 

use of folksong in composition has dwindled overall, there still exists an interest and a 



market for some new pieces. 

The prolific Alfied Kunz has produced a variety of compositions for various 

vocal and instrumental ensembles. His instrumental works include a Concerto for 

Percussion and Orchestra: -ght Variations on a Theme "l'se the b'v that builds the boat 19 

(l973), comrnissioned by the Kitchener-Waterloo Junior Symphony through the Canada 

Council, Canadian Triolow (1982), and Land of the Silver Birch: Two Piece Suite, no. 11 

(1982), both for juvenile concert band, and Three Canadian Folk S o w  (1983) for string 

orchestra. His vocal works include "We'll Rant and We'll Roar: A Newfoundland Folk 

Song' (1966) for male chorus, ,iov Unconfined: A Medlev of Folk Sones from the 

Maritimes (1989) for SATB chorus and piano, "How Great Thou Art: A Swedish Folk 

Melody" (1989; published 1995) for solo, chorus, and piano, and "Bendemere's Stream" 

(1991), based on an Irish air for SSATB chorus. Most of his works have been published 

by A. Kunz Music Publications and have been relatively well distributed. 

The fascination of Canadian camposers with the folk music of foreign nations has 

grown significantly, and is  still continuing to inspire composition at a tremendous rate. 

The music of Japan has influenced the composition of Elliot Weisgarber's Ten Jatianeq 

Folk-son% (199 1) for voice and piano or voice and harp, while Norman Sherman drew 

his inspiration for his La Bada (1987) from Latin dance music. Robert Daigneault 

composed his Eamvard #1, op. 139 (1989) on an East Indian folksong, while Michael 

Conway Baker set a "Ukrainian Folk Song" ( 1993) for violin and piano. Listen to the 



Wind: Suite for Chorus and ûrchestra fiom mods. like 4 s  am nrr them 6< - 
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composed by Allan Rae in 1973 for SATB chorus and orchestra on the texi of a folksong 

and phonetic sounds of the Kalahari bushmen. Judy Sprecht composed a String Quartet 

on Korean themes in 1990, while Leonard Enns set Three German Folkwn~ ( 1989- 

1992) for unaccompanied choir, solo voice, and 6 tuned brittles. Marc Pelletier recently 

composed his Han no. 5 (1993) for violin duet, inspired by a folk love Song from the 

Kangdin region situated in the West of China. 

Many cornposers have also recently ventured to set folksongs from their 

respective homelands. Tibor Polgar's Variations on a Hurpian Folksong (1969) for 

string orchestra, Rhabsodv of Kalia (1  970) for violin and harp, and his Notes on 

m: Suite in Five Movements for Concert Band Based on Hungarian Fotk Sones - 

(1971) are al1 based on the folk music of his native Hungary. George Fiala set music of 

his own country in his Five Ukrainian Folk Songs (1973) for solo voice and orchestra, 

and his 
. * I n (198 1) for bass voice and piano. Bengt Hambraeus 

set several of his native Swedish folksongs, including "Gammalsvensii folkvisa" (1995) 

for soprano and harp, and Blago Simeonov composed Three But~arian Dances (1974; 

Southem Music, 1983) for clarinet and piano. Several Jewish cornposers have also set 

Hebrew and Yiddish folksong, including Milton Barnes' Three tsraeli Chassidic Son~s 

(1985) with Hebrew text, commissioned by the Canadian Gathering of Holocaust 

Survivors and their Children for treble voice and string orchestra, Hanukkah Medley 



m Chanuka Suite #t (Frederick Harris, 1987) for orchestra, and Fantaw on Jewish 

Themes (1993) with Yiddish text for tenor solo, SATB choir and instrumental ensemble, 

commissioned by the Toronto Jewish Folk Choir through the Toronto Arts Council. Srul 

Irving Glick has also composed Gut s h b  (1970) with Hebrew text for SATB chorus, 

and Four Yiddish Som (1986) for solo voice or choir with viola and piano. José 

Evangelista composed Sbanish Garland: 12 Folk Melodies from Smin (1993) for string 

quartet, while Imant Raminsh created a Suite on Five Latvian Folk Song (1983) for 

orchestra. Ka-Nin Chan adapted a Chinese folksong, "Flower Drum Song," for orchestra 

in 1984, while AIice Ping Ye Ho composed Three Variations on a Chinese Folksong t'or 

SSA recorders in 1982. 

Kallmann says that "unity in Canadian music is found less in chronology, locale, 

and musical repertoire than in the ever present themes of transplantation, assimilation, 

and the search for identity" (Kallmann, 1960: 132). As a result, song types other than 

folksong adaptations can be considered "national," and in the mid to late decades of the 

twentieth century some of these works began to replace the need for pieces based on a 

direct quotation of folksong, as described in the conclusions of the previous chapter. 

Though somewhat tangential to this study, a brief description of the direction of these 

works is worth mentioning, as it is a direction which is becoming more ofien followed. 

It should be noted as well that there is ofien a combination of these "landscape" pieces 

with folk music quotations. Schafer believes that it is the context in which the music is 



presented that is important, and not the style. His "ideal" performances are those which 

are taken out of the concert hall, and produced in the natural Canadian landscape, either 

in a forest or across a lrtke. He advocates that Canadian music is unique because there is 

a "feel" in Canadian art unlike anything European, due principally to, he says, the barren 

terrain. This "landscape" theme is a common one in Canadian music, and several 

composers have even invented a genre termed "landscape music." Harry Somers 

produced North Counby in 1948, a piece which evokes images of Northern Ontario. 

Other composers have combined this genre with the inclusion of folksong in the name of 

nationalism, such as Champagne with his composition Altitudg (1959). This piece is a 

programmatic description of the Rocky Mountains of Canada for chorus and orchestra 

which includes the singing of a Huron Indian prayer. Champagne's work Svmphonie 

gguésienng (1945), though based on "folk-like idioms which are the invention of the 

composer" (EMÇ 483), is also a landscape description of Canada. Musical devices 

invoke the sounds of "the breaking of water upon the shore ... the chiming of the noonday 

village bells,.. [and] the flight of seagulls over the Perce Rock, a well-known formation 

in the Gaspé" (McGee, 1985: 92-3). 

Several other songs are stnicnired around fiddle m e s  or fiddling style, such as 

Champagne's Danse villaeeoise (1929). Michale Parker's Rufq (1989), scored for 

string quartet, is based on the mes of a well-known Nedoundland fiddler, Rufus 

Guinchard. This work taas commissioned by the CBC for the fiddler's ninetieth 



birthday. John Beckwith's Blurred Lina (nd) is influenced by his association with 

Scottish fiddle and bagpipe repertoires, including the slow and solemn pibroch (or 

lament) tradition, and the hardanger fiddle tradition of Nonvay. 

There are also those songs which take as their nationalist inspiration literature, or 

visual art. Milton Barnes' Poems fiom the St. Jawrence and W e n a y  (l984), is one 

such example, as it adapts poetry about Canada by Charles Sangster. Norman Sherman's 

The Events of Nov. 10. 18 12 (nd) is structured on text from Kingston and Québec 

newspapers, while Patricia Holt's Polar Chrvsalis (nd) contains five Haiku poem settings 

about Canada. Like Willan with his 1928 ballad opera, L'Ordre de bon temw John 

Beckwith also took inspiration from accounts of the lives of the first settlers in 

Champlain's colony. Beckwith's piece, composed in 1986, is Premiers hivemements. 

Folk-music-inspired composition in Canada, taking its rom from the romantic- 

nationalist movements of European nations and from the United States, continues in 

Canada, though much more sparsely and with different motivations than in its 

beginnings. Gaining popularity through the CPR festivals of the 1920s, the use of folk 

music in art music compositions waned briefly in the middle decades of the century, then 

reached a second pinnacle with the advent of the centennial celebrations in 1967. Since, 

it has been seen as a less effective method for expressing nationalist sentiment md has 

ken abandoned by many Canadian composers. However, the practice still endures, and 



its importance in the history of the development of Canadian music is significant. This 

evolution of both motivations and techniques in tbe use of folk-music-inspired 

composition will be examined in detail in the following two chapters, when exploring the 

settings of the folksong "Dans tous les cantons" over a tifty year period in the history of 

Canadian music. These latter two chapters will attempt to bnng together the points 

discussed throughout the first three, and delve deeper into specific considerations in the 

selection and use of this particular song. 



CHAPTER FOUR: 
"DANS TOUS LES CANTONSn COMPOSERS - 

BACKGROUNDS AND MOTIVATIONS 

Read a book on Canada andyou willjind little in it about music. Read a book on 
music andyou willjind even less in it abou1 Canada. A Canadian composer, not 
wishing 10 be a ltuman contradiction in terms, tries to locate the ways in which 
~ h e  two concepts 'Canada' and 'music' have evidently influenced his peculiur 
identity (John Beckwith, 1997: 50). 

This chapter will examine in more detail the social and cultural influences 

exerted both on and by the seven composers who set the French-Canadian folksong 

"Dans tous les cantons." These are, in chronological order of the production of their 

respective compositions, Ernest MacMillan, Alfred Whitehead, Maurice Dela, Violet 

Archer, Richard Johnston, Morris Surdin, and Howard Cable. General motivations for 

their beliefs and practices in the utilization of folksong in their art music compositions 

will be examined in detail here, as tvell as their afiliations with particular movernents, 

institutions, and events supportive of this practice. This chapter is linked with the one 

that follows, which presents a detailed analysis of the seven compositions themselves. 

The purpose of these two chapters is to present an indepth examination of both the 

motivations for and the compositional techniques employed in the utilization of a 

specific folksong in distinct art music compositions. Though it is well nigh impossible to 

choose an ideal set of corresponding and comparable examples for a demonstration of 

these practices and motivations, 1 feel chat the seven settings of this folksong present as 
160 



wide a set of circumstances, ideas, and time depths a s  could be demonstrated in any other 

examples. My specific motivations for my choice of this Song are described in the 

introduction. "Dans tous les cantons" demonstrates a variety of factors for analysis, 

including: a diversity of composers who have used it; a historical range of composition 

dates; several different genres; and varying uses of the source material by composers. 

The presentation of each of the composers in this chapter will include a brief 

biographical sketch, as well as a discussion facusing on their motivations for the 

utilization of folksong in their compositional work. This discussion in a few cases is 

necesarily limited due to the few writings available either by or about the composer 

king examined. indeed, I have discovered through the research for this study that 

MacMillan was correct in his analysis of musical scholarship in Canada in his 1951 

Massey report; that very few specificalIy Canadian musicological works esist. Sadly, 

there are still very few published studies of either the works or the philosophies of 

Canadian composers. Granted, this deficit has been greatly improved with the 

publication of The Encvclopedia of Music in Cana& and other general surveys of 

Canadian music history. However, there is still much more to be done, particularly with 

some of the lesser-known, yet nonetheless influential, Canadian composers such as 

Whitehead, Dela, Surdin, and Cable. What I present in this chapter is based on al1 

relevant sources that 1 was able to fmd on each of these seven composers. Consequently, 

some cm be discussed in more detail than others. 



Sir Ernest MacMillaq 

It is appropriate that this cross-section of composers should begin with a study of 

Emest MacMillan, undoubtedly the most influential figure in the history of Canadian 

music. As a versatile and prolific musician, MacMillan was renowned as a conductor, 

organist, pianist, composer, educator, writer, and administrator. MacMillan was one of 

the first prolific Canadian-bom musicians; most of those before him had emigrated from 

Europe, bringing with them their own preconceived notions of musical style. 

MacMillan's talent was evident from the start. Born in Toronto in 1893, he was a 

child prodigy who gave his first organ recital at Massey Hall at the age of ten. At fifteen, 

he became an organist and choir director, then received his Bachelor of Music degree 

from Oxford at the young age of seventeen. His musical perspective, though still 

Canadian at heart, was also international as his studies led hirn to various teachers and 

universities across Europe. While young, he studied organ at the University of 

Edinburgh for three years. In 1914, he traveled to Pans to study piano. After his first 

stint at Oxford, he continued his studies at the University of Toronto, where he received 

his Bachelor of Arts and became active in the musical community of Toronto. During 

the first World War, MacMillan made a trip to Bayreuth for the Wagner festival there 

and became a prisoner of war. He began composing and conducting the other prisoners 

in various musical performances at the camp, and later received his doctorate fiom 

Oxford for one of this most renowned compositions, a setting of Swinburne's ode 



"England," created there. He returned to Canada in 19 19, whereupon he embarked on a 

lecture-recital tour of the west, then became an organist again in Toronto. ln 1920, he 

began teaching organ and piano at the Canadian Academy of Music, which later became 

arnalgamated with the Toronto Conservatory. In 1926, MacMillan was granted the pst 

of Dean at this laiter institution. Shortly afier this appointment, MacMillan began 

conducting opera, as well as large scale choral and orchestral works in Toronto. 

One of MacMillan's most influential periods in tems of contributions to folk- 

music-inspired composition was his support of the Québec CPR festivals of 1927 and 

1928. It was at this time that the most important collaboration in the history of the 

combination of folk and art music occurred - between MacMillan and Marius Barbeau. 

This relationship began when MacMillan read and wrote a favourable review of Barbeau 

and Sapir's Folk Sonas of French Cana& (1925). The natural working relationship 

which developed between the two led to a prolific combined output of literature on and 

recordings and transcriptions of various Canadian folksongs, as wvell as published 

philosophies on the validity of their combination with art music. This relationship was 

valued highly by both, and Barbeau complimented his peer by saying that "in my ovin 

work 1 was fortunate enough in having a man of such stature and such quick-silver 

appreciation of French-Canadian and Indian folk tunes as my coilaborator, Sir Ernest 

Campbell MacMillan" (Barbeau, 1963: 42). The natural collaboration of this pair was 

obvious to many, and Peacock comments on their very different but compiementary 



styles thus: 

These meetings [setiing up the Canada Folk Music Society1 provided a unique 
opportunity to obseme the contrasting personalities of the two men: Barbeau the 
ebullient visionary witose enthusiasms, one must admit, sometimes went beyond 
the bounds of practicality, and MacMillan the equally enthmiastic pragmatist 
whose skillful diplomacy always brought about a workable consensus (1973: 18). 

Attracted by two pieces in Barbeau and Sapir's collection,"Notre Seigneur en 

pauvre" and "A Saint-Malo," MacMillan arrangd these as Two Sketches for String for 

performance by the Hart House Quartet at the 1927 festival, at the request of Gibbon. 

These are probably his most frequentl y performed works. MacMillan's acute awareness 

of the nature of these folksongs is apparent in a program note description of these pieces, 

in which he indicates that although he adapted Barbeau and Sapir's variant of each of 

these particular songs, these specific tunes were not necessarily the ones alwvays sung by 

French-Canadians. He reiterates this with the following quote fmm an monymous 

program note, found in his file at the CMC: "Many variants are found [of "A Saint- 

Malo"], the best known king probably that given in Gagnon's collection, which differs 

in one or twvo particulars fiom the present version [Barbeau & Sapir'sf." With this 

statement, MacMillan proves his deep appreciation and understanding of the nature of 

the folksong that he employs; one that is not ofien present in other Canadian composers 

who have used these woiks. In 1928, MacMillan wrote a sequet to his first folksong- 

inspired piece entitled Six Bermettes du bas Canada for choms and chamber ensemble, 

also based on French-Canadian folk music collected by Barbeau. This set of songs, 



presented at the 1928 festival, was a staged suite, modelecl after the popular French 

'tableau.' Thus, the work was performed with the incorporation of sets, eighteenth 

century costumes, and stytized action. Several of MacMillan's other arrangements of 

both French and English folksongs were also performed ai the 1927 and 1928 festivals, 

including his Two Christmas Carolg (Frederick Harris, 1927) for soprano and string trio. 

MacMillan won one of the coveted Beatty prizes for best male voice arrangement 

at the 1928 festival for his Four French-Canadian Folk Som which includd settings of 

"Au Cabaret," "Blanche comme la neige," "C'est la belle Française," and the piece k i n g  

examined hm, "Dans tous les cantons," which will be analyzed further in the subsequent 

chapter. Unfortunately, tfie performance of this work by ;ui amateur goup, the 

"Chanteurs de Sainte Dominique," received F r  reviews, which may account for the 

fact that two of the four songs are rarely performed today . 

Mer the 1927 festival, MacMillan was invited by Barbeau IO join him on a 

summer folksong collechng trip on the Nass River in British Columbia. The result \vas 

approximately seventy transcriptions from recordings, which were later published in 

Tsimshian. Their Arts and Musiç (195 1) by V. Garfield, P. Wingert, and Barbeau. That 

the two chose to record these songs is significant, as this was not a common Canadian 

practice at the time, though one that had ken practiced regularly by Barbeau Their 

effort led in part to a later popularity of folksong recordings, both field and commercial, 

which inevitably furthered the dissemination of these songs and, thus, the practice of 



employing them in composition. As well, MacMillan's composition Three Indian Songs 

from the West Coast (1928) was based on some of these recordings, becoming one of the 

first major works to incorporate First Nations music to be published in Canada. This set 

of pieces was infiuential as many other composers, such as Leo Smith, followed his 

example. Also important here is that MacMillan was familiar with these son& from 

their original performance, having collected and transcribed them himself, rather than 

having borrowed them from a static published source. This latier practice was one that 

was extremely popular with most Canadian composers who, in composing their new 

works, had linle inkling of how their source work was performed in its original context. 

In several of his writings, MacMillan describes his dificulty in transcribing the songs' 

music, due to their many rhythmic and pitch anomalies. Thus, he questions how anyone 

may be sure that they are interpreting the Song correctly From one of these transcriptions. 

He oRen States that he hopes that these composers realize this; however, as most 

composers who set this music never ventured into the field to hear it for themselves, or 

even listen to the field recordings, this was rarely the case. Thus, MacMillan composed 

these works based on what he heard, rather than what was read and surrnised. 

MacMillan's biographer, Ezra Schabas, quotes him on this point: "Yes, a real song! Not 

only for the lndians but for us. The voice of nature crying out! Yet those things can't be 

written dom on Our stave, they simply can't!" (122). 

Also in 1928, enthralled with French-Canadian folk music, MacMillan edited a 



volume of hventy-one songs. Of îhese, nine were arranged by him, many with modal 

scalar structures. Schabas describes his arrangements as "particularly inventive, not 

mere keyboarà harmonizations. The piano weaves around the melodies, reinforcing 

them or suggesting new patterns that juxtaposes well with the singing voice" (129). In 

1929, MacMillan completed the anthology A Book of Sonvs, which was published in 

Canada as A Canadian Sone Book This work, which contains over 100 selections, was 

widely used in Canadian schools in the 1930s and 40s. MacMillan himself in the 

introduction describes the compilation as being "of a comprehensive nature, including 

the best songs (whatever their origin) that have taken root in Canadian soil" (iii). Afier 

this brief prolific period in the setting of both First Nations and French-Canadian music, 

Schabas tells us that: 

by 1930, MacMillan had become something of an expert on Canadian folk and 
Native music, and, although his active years in this arena were virtually over, he 
campaigned Mgorously, in talks and papers, for their study and dissemination. 
And, from time to time, he would transcnbr and arrange folk-sangs* which, 
thanks to his composing and arranging skills and his ear for style, he did with 
consummate ease ( 13 1 ). 

Afier conducting one of his works with the TSO, MacMillan was made the 

conductor of the ensemble in 193 1, despite his lack of formai training. ln 1935, he was 

knighted by King George V for services to music in Canada, a controversial yet 

rewarding point in his career.lS He began to guest conduct various orchestras in the US, 

' This controversy stemmed from the opposition of various Canadian scholius who 
believed this knighting ceremony to be one that no longer applied to Canach: Many 
considered the country at this point to be completely independent of the British crown- 

167 



Britain, Australia, and South America, as well as with the CBC, and k a m e  the principal 

conductor of the Toronto Mendelssohn Choir. One of these guest appointments was with 

the Orchestre Symphonique de Qudbec, who MacMillan rehearseâ "for a special concert 

at the Palais Montcalm of music based on indigenous folktunes, including his own 'Trois 

chansons de la mer' h m  Barbeau's collection" (Peacock, 1973: 18). Shortly after he 

secured his position with the Mendelssohn Choir, MacMillan was appointed Dean of the 

faculty of music at the University of Toronto. 

MacMillan was instrumental in both establishing and furthering numerous 

musical societies in Canada. Afler the Canada Music Council was inaugurated in 1946, 

MacMillan became its first chairman in 1947. He was also the president of the 

Composers, Authors and Publishers Association of Canada Limited (CAPAC) fiom 

1947-69. MacMillan also hel ped found the Canadian Music Centre (CMC), as well as 

the Canadian Folk Music Society in 1957. Peacock says that Barbeau sought 

MacMillan's help in starting the latter group: "lt was so typical of Sir Emest to be a 

Founding Father of new musical ventures in Canada and to rernain involved until they 

were on their feet" (Peacock, 1973: 18). 

M e r  MacMillan's tindings were published with the 1951 Massey Report, 

generally lamenting the lack of musical resources and scholarship in Canada at the time, 

MacMillan appointed himself responsible for the amelioration of these conditions. In 

1955, he published a compilation of essays entitled Music in Canada, contributing to the 



growing field of Canadian musical scholarship. He resigied fiom the TSO in 1955, 

having elevated the orchestra's status immensely, and from the Toronto Conservatory of 

Music in 1957. When Barbeau published his 1961 Jonaleur Sons  of Old O u e h  

MacMillan was so interesteci that he composecl piano accompaniments for the 42 songs. 

These were unfortunately never published. 

Throughout his life, MacMillan traveled extensively through Canada, 
L 

encouraging young musicians as both a lecturer and an adjudicator of local musical 

festivals. MacMillan was very interesteci in pedagogy, but rarely took on any private 

students. He teaching was done largely through his role as a lecîurer and administrator. 

AAer his retirement, MacMillan became a cornmentator on CBC radio, as well as a 

i'classical disc jockey" on other stations. He produced numerous writings on education 

and on Canadian music, and published books on sight singing and ear training. Many of 

his works have been recorded and, thus, are knom to a wide number of listeners. He 

died in Toronto in 1973, having received several honourary degrees for his contributions 

to Canadian music. 

MacMillan shared Barbeau's perspective that national music should be based on 

folksong. He espoused the opinion that the "healthy artistic iife of a nation must root 

itself in popular tradition" (Macmillan, 1925: 79). Thus, many of his compositions 

included folksongs in some form. As Macmillan was resistant to many of the avant- 

garde compositional trends, his musical style was very un-experimental, and was often 



described as romantic in nature. Most of his folksong-based works adhered to this style, 

one which MacMillan wnsidered inherent in them. Some of his bat  known and most 

ofien perfonned works include a medley-arrangement of Çhnstmas Carols (1945) and a 

Fantasv on Scottish MeIodies (1946) baseci on Scottish folksongs, both for full orchestra. 

Some piano works exisî, including his "D'ou viens tu, bergère*' (Gordon V. Thompson, 

1958) for four hands. His vocal canon of folksong-based works, some of which contain 

various instrumental accompaniments, is much larger though, and probably best known. 

His Three French-Ca- Sea Song (1930) for medium voice and string quartet or 

string orchestra sets the t ues  "Le long de la mer jolie," "Sept ans sur mer," and "A 

Saint-Malo." Another significant work is MacMillan's ballad opera on French and 

Scottish tunes entitled Prince Charming, which premiered in Banff in 193 1. With a text 

by J.E. Middleton, this work was scored for seven soloists, a chorus, and small orchestra. 

MacMillan's choice of this fonn after Willan's use of it during the 1928 CPR festival 

shows a continuance of ideas and a silent agreement with the acceptance of new and 

more profound forms of art music based on folksong. MacMillan also arranged the 

music for Gibbon's aforementioned Northland Sonrs (1938): which again marks an 

important collaboration between two key figures of this movement. Other prominent 

vocal works include MacMillan's "Canadian Boat Song" ( 194 1 ), an adaptation of 

Thomas More's classic for voice and piano, "There was an Old Woman" ( 1946), a 

traditional nursery rhyme in the style of J.S. Bach for mezzo-soprano and strings, 9 



Ballads of British Columbia (Gordon V. Thompson, 1947) for piano and voice based on 

Gibbon's collection, and "A toi, belle Hirondelle: French Canadian Folk Song" (i958) 

for soprano soloists and SSA chorus. 

MacMillan's relationship to the folksong which he set is a complex one. In the 

case of his Three Indian Sonas from the West Coast, he acts, as Coffin's "collecter- 

observer of a folk community" (Grobman 24) in which his own collection and 

transcription of the songs of the Nass River tribe serve as the base of his "compositions." 

However, for the remainder of his folksong-based works, he draws his source material 

from anthoIogies. His intent here, judging fiom his writings, is not so much that of 

Coffin's "fakelorist, who uses folk traditions in a commercial, popular way" (24), but 

more of Winkelman's "sophisticated artist who skims through anthologies to add an air 

of authenticity to his writing" (Grobman 23). MacMillan's works, and his understanding 

and appreciation of folksong, encouraged and inspired many of the composers who 

followed him. 

Alfred Whitehead 

Alfred Whitehead was known primarily for his role as an organist and 

choirmaster, and was a strong advocate for sacred music in Canada. As a composer, his 

music was most often practicaily created for his various choirs, and for his instrument, on 

which he w s  a renowned performer. Born in England in 1887, Whitehead received 



rnuch of his early and most influential training there. On emigrating to Canada in 1912, 

he joined the ranks of the most prominent and influential group of Canadian cornposers 

of the time which are oRen fondly, and with some reverence, termed "the British 

organists," including such greats as W.H. Anderson and Healey Willan. The general 

compositional style of this group of emigrated Englishmen was very "traditional," oflen 

romantic, and vehemently opposed to avant-garde techniques. Whitehead was no 

exception to this rule; it was said that "his life is one that still makes a kind of bridge 

between the Victorian age in British music and the Canadian music world of our own 

day" (MacRae 14). Although it is indisputable that Whitehead's greatest contributions 

were to sacred music, he nevertheless produced a great number of folksong 

arrangements, many of which are a vital part of the standard Canadian choral repertoire. 

Much of the basis for Whitehead's compositional style came from his early 

training in England under Haydn Keeton, to whom he referred as, 'one of the great 

cathedra1 organists-a superb executant, a great choirmaster and a wonderful teacher of 

theory" (Whitehead in George 19). His training included intensive study of the works of 

Brahms and Mendelssohn, great Romantic rnasters whose styles are reflected in 

Whitehead's later compositions. Shortly afier his arrival in Canada, where he settled in 

Nova Scotia, he obtained a p s t  as organist and choir director there, and became the first 

fellow of the Canadian Guild (College) of ûrgani~ts.'~ During this time, he was also an 

'' Now known as the Royal Canadian College of Organists, and hereafler referred to as 
RCCO. 



insûuctor of organ and theory at Mount Allison University. He subsequently moved to 

Sherbrooke, Québec in 191 5 to take a position as an organist there. In 1922, he moved 

again to Montréal, where he ôecame organist and choir director of the prestigious Christ 

Church Cathedra]. While in Montréal, Whitehead became an essential leader in the 

establishment and furtherance of liturgical music. As part of a larger cultural center, his 

influence was much greater than it had been in the east, and he became involved 

musically in several capacities; as a professor of theory and composition at the McGill 

conservatory, as a participant in the successful "Montréal festivals," and as a performer. 

In 1930, he began to focus more on his compositions, and until about 1950 he was well 

known as a composer and arranger. Many of his works were published in the United 

States and abroad; eventually his compositions were known beîter and perforrned more 

often outside of Canada. Most of his folksong arrangements date fiom this Montréal 

pcriod, including his setting of "In ail the Country Round" from 1939. In 1947, 

Whitehead returned to Mount Allison University because of his poor health, then retired 

to continue as an organist in Nova Scotia in 1953. From 1971 until his death in 1974, 

Whitehead was the honourary president of the RCCO. Whitehead's influence was far- 

reaching, and he inspired many of his pupils to continue his practice of adapting 

folksongs. One of his most prominent students in this field was Hector Gratton, who 

later became very influential in folk-music-inspired composition. 

The majority of Whitehead's compositions were written for titurgical use, and 



were most ofien scofed for his choir with piano or organ accompaniment. These sacrd 

pieces, including motets and anthems, are his most well known. Nine of his hymns were 

also includeà in the 1938 edition of the Anglican bymnal. Although he was renowned as 

an excellent organ performer, his compositions for that instrument did not fare as well as 

those for choir. This may, however, be due to his philosophy which viewed the organ 

chiefly as an accompaniment instrument; again, a practical view common for a Canadian 

composer. Several of his choral anthems and organ works were based on existing 

material, such as Bach chorales or Christmas carols, as Whitehead was known for his 

ability as an arranger as well as a composer. He utilized material both sacred and 

secular, including folksong, in many of his works. 

Whitehead's first attempt at the arrangement of folksong was in 1928 with the 

mixed-voice (a cappella) choral settings of four French-Canadian pieces. "Gai Ion la, gai 

le rosier" is probably the best known of these. Proctor describes them as "employ[ing] a 

thick and heavy texture reminiscent of Brahms' arrangements of folk songs*' (20). These 

pieces were composed t'or the E.W. Beatty competition at the 1928 CPR festival in 

Québec, and were one of eight sons cycles to be published from the festival corpus by 

Boston Music Company. Surprisingly, the adjudicators of the Beatty competition were 

disappointed with the quality of the entries in the "mixed voices" segment in which 

Whitehead was entered. Believing his pieces to be insufficiently well composed to 

receive the full prize of $250, they awarded him only $150, allotting the rest to a 



composer from McGill University, Irvine Cooper. Both the text and the melody of his 

choral "arrangement" of "Gay is the Rose* were taken from Gagnon's coHected variant 

in his Chansons populaires du Cana&, with the English translation found in Gibbon's 

ç That Whitehead was familiar with these sources is 

significant, as t k se  are also the two that he ernployed as his source material for his 

atting of "Dans tous les cantons." 

His intraiuction to composition based on folksong was quickly followed by a 

steady Stream of similat works. Especially striking about Whitehead's repertoire of 

compositions and arrangements is the diversity of the folksongs that he chose. Several 

other arrangements of French-Canadian Song exist, as well as English, Irish, Welsh, 

Czech, German, Scottish, Russian, and Nonvegian examples. Whitehead a1so wrote over 

eighty Christmas and Easter carols, many of which were arrangements of existing sonps. 

Al1 of Whitehead's compositions based on folksongs are scored for choir, with or without 

piano accompaniment. He did not attempt to write an organ composition in this manner, 

but kept his pieces simple, preming not only the essence of each song, but oflen its 

complete components. Thus, each o f  his "arrangements," as they may be thus termed 

(and were so by him), preserve the folksong as a whole, in rhythm, tune, and text. His 

idea of the function of the organ as an accornpanying instrument also led to simple piano 

accompaniments which adhere to the implied harmonies of the original son& if these 

were present at all. This is  an approach which diverges frorn that of some of the Irtter 



Canadian composers such as Violet Archer, h o s e  practices of fmgrnenting and 

developing these songs, &en omitting key components, uill be discussed later in this 

chapter. 

Though Whitehead composed many pieces based on folksongs of various nations, 

ail have been translated into English. Following his "Gay is the Rose" arrangement, 

Whitehead went on to use other French-Canadian folksungs in his work. These songs 

inctude "D'ou viens-tu, bergère" (Boston, 19351, "Isabeau s'y promène" (Carl Fischer, 

1939), and "Dans tous les cantonsy' (Carl Fischer, 1939). Pieces based on folksong fmm 

his native England include "Song of the London Watchman"" (Carl Fischer, 1934), 

"Early One Moming" (Arthur P. Schmidt, 1935), "Flowers in the Valley" (19391, and 

"King Arthur" (Western, 1937). Settinss of Irish sonçs consist of "The Minstrel Boy" 

(Carl Fischer, 1934), with a text by Thomas More; "Cockles and Mussels" (Cunven, 

1939); and "A Patriot Flame" based on the rnelody "The Flight of the EarIs." "Oh, 

Where Art Thou?" (Carl Fischer, 1934), 'The Piper O' Dundee" (Car! Fischer, 19381, and 

'Tum Ye to Me3'(Carl Fischer, 1938) are Scottish, while "The Rising of  the Lark  (Carl 

Fischer, 1934) is Welsh. Experimenting in what appears to be a somewhat random 

fashion with exotica, Whitehead also arranged the Czech "Danny, Danny, Dando" (H.W. 

Gray, 1942), the Russian "The Eagle" (Carl Fischer, 19321, the Norwegian "We Sit at the 

Open Window: A Mother to her Baby" ( M l ) ,  and the German carol "The Croon Carol: 

l7 This work is based on a seventeenth century song entitled "The London Waits." 
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Joseph Dearest, Joseph Mine" (nd). Whitehead also arranged several traditional carols, 

including "The Carol of the Good Thief' (Western, 1938). Al1 of tbese pieces were 

composed wiibin a ten-year time çpan, and are scored for various choral groups. Whde 

some are for men's or women's chorus with or without soloist, others are for unison 

voices, sometimes with descant. Thne choral works were scored for the choir which he 

had available to him at any given tirne, as the practical need for these works arose 

immediatel y. 

Unfortunately, Whitehead lefi few indications as to his motives in his 

compositional methods. No documented statemnts as sweeping as MacMillan's exist. 

Whitehead was not a writer - his only significant published work consists of a book on 

philately, a field in which he was considered an expert. His sole surviving indications of 

why or how he adapted these folksongs rernains with the scores themselves. 

Maurice Dela 

Born in Montréal in 1919 as Albert Phaneuf, Maurice f i l a  was prominent in 

Canada as û composer, arranger, organist, and pianist. Knuwn primarily for his 

numerous compositions created for CBC radio, Dela was instrumental in furthering folk- 

music-inspired composition in Canada. His first musical experiences arose from playing 

the organ; through its study, Dela became fascinated by tonal qualities. He earned his 

Bachelor of Arts degree in Montréal, where he studied composition, organ, theory, and 



orchestration wi th Claude Champagne. This working relationship was influential in 

shaping Dela's future works, pariicularly in his use of folksong. He freely admits this 

uitluence, though he also &nits that this was prirnarily of his own volition: "Claude 

Champagne never exercised any visible control over what 1 did; first and foremost he 

was an expert guide. This is very unusual-most teachers attempt to influence their pupils 

directly" (Theriault np). 

Dela's first attempts at composition wcre little pieces for piano, such as his 

"Lullaby." In 1947, during furîher study with Champagne, Dela received the CAPAC 

prize for his P i et S which whiçhe recalls as his favourite piece, in 

MacMillan's first year as generd manager of the society. The work was composed for 

woodwind quintet, and was later published by Berando1 in 1979. This marked an early 

recognition of his work based on folksong, and inspired his adapttttion of numerous later 

songs using the same practice. His rendition of "Dans tous les cantons!" was composed a 

scant two years later, in 1949. His Ballade for piano and orchestra also won a CAPAC 

award, and was later performed by the TSO under MacMillan. 

in 195 1, Dela began composing and arranging music freelance for CBC radio, a 

job which he continued witil 1%5. Marty of the works that he created there used various 

types of folksong as their inspiration and, as background to diRetent radio dramas, were 

often never heard more han once. Despite its drawbacks, Deta recalied this job fondly, 

remembering that; 



1 had to do my work very quickly, but it was good training. Besides, 1 just 
regarded it as a job and not as an end in itself. Most Canadian composers are 
obliged to do this kind of work at some time or another. 1 did derive a certain 
satisfaction h m  this work however-I was able to hear what 1 had written the 
very same &y or a few days Iater, iustead of six years later! (Theriault np). 

While at CBC, Dela was working pfiiculariy for the programs Serenade mur cordes and 

-Mies fianf9ises. both of which allawed him to compose many works 

based on folksong. It is important to note here îhat, like several other Canadian 

composers of his time, Dela was required to compose practical pieces; ones that could be 

sold and performed quickly and ertsiiy, in order to earn his living. Dela, like many of his 

contemporaries, felt that his shorter pieces were "just by the way," and did not hold as 

much interest for him as the larger works. However, these larger works, if the time could 

be found to create them, were hardly ever played. Instead, he had to content himself with 

writing radio arrangements and similar forrns. 

ln 1965, afier his time at the CBC had ended, Dela became director and 

supervisor of music teaching at a secondary school in Montréal, where he remained until 

1978. He also taught orchestration at the Université du Québec à Montréal from 1973- 

78, and became a church organist in his home city. He wrote several articles for the 

periodical Les Carnets viatoriens, and was also an active member of the Canadian 

League of Composers. He died in Montréal, the city in which he had spent his life, in 

1978. A collection of his papers is held by National Library of Canada. 

Dela's compositions gained some international recognition throughout his life, 



from a few of his works which were perfonned abroad. His earlier works are tonal, 

while his later style becomes increasingly dissonant. Dela's form couid be described as 

"c1assica1," though he sometimes experimented with newer elements such as polytonality 

and jazz techniques. He says that "1 have never followed any particular docirine. 1 have 

always been able to rely on instinct as far as composition is concemed" (Thenault np). 

Theriault also describes his works as king "directly infiuenced by his emotions and 

experiences." His main compositional output includes six works for string orchestra 

(including his "Dans tous les cantons!"), and seven for symphony orchestra. Among 

these latter compositions is his Symphonie no. 1 (1970) which Dela feels is  the most 

representative of his musical development. "This is the form which interests me the 

most at the moment. 1 wanted this first symphony to be full of rhythm" (Theriault np). 

Dela was a teacher in a secondary school in his later career. Much like Bartok 

and Kodaly, he was interested in teaching music to children through the folksongs of 

their homeland. Dela composed many of these pieces himself, inchding graded works 

for recorder, organ, and piano, One such example is  his 20 Duos facile sur des airs de 

folklorg (1970) for 2 recorders, composed for the John Adaskin project. Published by 

Berandol, the work incorpontes folk tunes such as "Ah! Si mon moine voulait danser," 

"Gai Ion la," "Alberta Homesteader," and "Un canadien errant.'' Several of Dela's 

collections of song for children, as well as many of his folksong arrangements, were 

published by Arch, the Alliance des chorales du Québec, J.C.L. Cartier, Editions 



enfantines, and Mustantiqua. Some of these arrangements were also recorded. 

Dela was concerned tvih the new avant garde compositional styles which he 

considered to be t w  dificult to understand by the average musical audience. He then 

wote m i a u g ,  a piece for orchestra, as a protest against the complexity of 

contemporary music. ûela wanted music to fie simple, understood and enjoyed by 

everyone, including children. This was his principal philosophy, though he was otlen 

regarded by his pers as nat making full use of his compositional talents because of it. 

This specific piece incorporates several French- and English-Canadian folk melodies, 

including 'Quand on part pour les chantiers," "A la claire fontaine," and "What Shall we 

do With a Drunken Sailor?" ln an anonymous program note from his file at the CMC, 

Dela describes his m t i a u e  as follow-s: "In an age when contemporary music is 

becoming more and more serious and cornplex, and therefore oflen directed towuds an 

initiated few, the ideal corne [sic] to me of writing something simple and gay, accessible 

to a great number of music lovers through its expressive and folkioric character." What 

Dela considers to be "folkloric character" is undear, though most likely based on wvhat 

was probably his view of the then "popu1ar" French-Canadian folksong. His assumption 

that this music can be understood and related to by most listeners is also a comrnon 

perception of composers of the time; with the popularity of the CPR festivals, Ftench- 

Canadian folk music was most widely regarded as king most representative of Canadian 

"national" music as a whole. 



Among Dela's compositions are numerous folksongs and popular songs, as well 

as harmonizations of the songs of Gilles Vigneault, a composer in a French-Canadian 

folksong style. Dela was recognized intemtionally for these latter works, due to the fact 

that many of them were performed abroad to favourable reviews. His other instrumental 

folk-inspired pieces include his populiu Danse No. 2 based on the French-Canadian folk 

tune "Nous étions trois capitaines." Three versions of this piece exist; one for full 

orchestra, another for a small orchestra, and a third for string orchestra. His best known 

vocal works using folksong include his 1947 lullaby "Berceuse béarnaise" for mezzo- 

soprano and piano. Dela's sources for his folkloric material are, unfortunately, unknown, 

ihough it might be assumed that he consulted anthologies due to the fact that no 

collecting trips are mentioned in his writinp or in any of his biographical articles. 

Thetefore, it is ditricult to ascenain his intent in the composition of many of these works. 

Violet Archer 

Violet Archer is probably the most well known and most prolific musician in 

Canada at the present time. She has been extremely influential in expanding musical 

activity in the west and throughout the country. Born as Violet Balestreri in Montréal in 

19 13, Archer's reputation as a composer and teacher are unparalleled, and her 

performance abilities as both a pianist and organist are also renowned. Her 

compositional style was always cultingedge, as she was often the first in both Canada 



and internationally to experiment with and adopt new avant-garde techniques. She has 

been described as "a methodical composer, working eficiently and comfortably in the 

Western tradition, absorbing serial procedures, paraIleiism, and folk influence into her 

music" (Keillor and Kallmann 36). Pedagogical works were also her forté, and she was 

instrumenta! in continuing the work of Bartok and Kdaly in Canada. 

Although bom in Canada. Archer spent her early childhood in Italy. She began 

her musical studies with fessons in both piano and organ. She first studied composition 

with Claude Champagne, and her earlier compositions rrflect his interest in folk 

melodies and rhythm. Her Iist of degrees and d i p l o m  is extensive, and includes a 

Licentiate in Music and a Bachelor of Music from McGill, an Associate of the Royal 

Canadian College of Organists, as well as a second Bachelor of Music and a Mastets in 

Music from Yale, where site studied with Paul Hindemith. in her later life, she also 

received several honourary doctorates. Mile young, she worked as a piano accompanist 

and tacher of piano and theory, the latter of which is still one of her primary 

occupations. 

in 1942, Archer moved io New York to study composition with Bartok, who had 

just moved to the US. These lessons marked a tuming point for the young Archer, and 

built upon her aiready establishd interest fiom Champagne's influence in folksong- 

inspired compositions. She was enthralled by how Bartok incorporated folksongs into 

his works by weaving them through the texture of his own personai musical style, a 



technique which she adopted in her own compositions. She recalls that "it was the 

colour of his music, the persistent and dynarnic rhythm that made a big impression on 

me" (Rose 39). He first gave her many Hungarian folk m e s  to hannonize, and Archer 

recalled this as "challenging because I had not previously been subjected to the kinds of 

scales found in these tunes and the harmonies they imply" (Weber 15). However, these 

also inspired her, and challenged her CO seek similar songs from her own home country. 

Archer was also influenced by Bartok's pedagogicai theories, and took much inspiration 

from his Mikrokosmos, whose techniques she later attempted to imitate. The most 

valuable of these, in Archer's eyes, was his emphasis on economy of means. Archer's 

biographer, Linda Hartig, States that Bartok "stressed musical clarity and economy of 

expression. He helped her to develop the capability to have a vision of the overall work, 

to cultivate a sense of what to use and how much of it. Study with this master lefi her 

with an ongoing interest in incorporating tolk music into her work (Hartig 14). 

Before venturing to Yale to complete her studies, Archer first taught from 1944- 

47 at the McGill Conservatory. At ihis tirne, she was already beginning to establish a 

small corpus of wvorks, and perfonned her compositions for piano while on a tour of 

Europe. She began teaching at various universities across Canada and the US, then 

joined the faculty at the University of Alberta in 1962. She was head of the theory and 

composition department there until 1978, during which tirne she composed her setting of 

"Music Everywhere=Dans tous les cantons" (1953). Archer was also instrumentai as a 



council member for the Canadian League of Composers. Throughout her life, she has 

published several w-ritings on Canadian music, on the need for educational music, and on 

Alberta and its folklore. She continued to teach and to compose until her recent death in 

February of 2000. 

Archer's compositional style varied significantly thmughout her career. Her early 

works utilize modal scalar structures similar to those of Vaughan Williams. Her use of 

chromaticism afier 1950 demonstrates Hindemith's influence on her work. Archer later 

ventured into experimentation with Schoenbergian techniques, such as serialism and 

Sprechstimme. She also examined neoclassicism, as wvell as electroacoustic music. Her 

works always kept abreast of changing trends in art music. She was also innovative in 

her techniques, attempting to employ devices such as ancient harmonies, and new 

electronic sound combinations. Her output includes works for orchestra, piano, other 

solo instruments, opera, stage, chamber ensembles, solo voice, organ, and choir. 

Archer's use of folksong in her compositions was profound, in both her 

pedagogical works, and in her concert compusitions. Unlike most of the other composers 

discussed in this chapter, and in the history of Canadian music as a whole, Archer was 

principally a ûue "composer," and not an ""arranger" of these songs. Choosing to adopt 

Bartok's method of including fragmented statements of original tunes and transforming 

them through various compositional devices, Archer rarely, except in a few of her 

pedagogical pieces, retained most of the elements of the original songs. Most of these 



adaptations are large-fom works as opposeci to shorter, direct statements of the tune in 

vocal or instrumental fonn so common in most folksong-based works. Her compositions 

emphasize and usually retain the original rhytluns and modality, if present, of her chosen 

songs, but most other elements such as rnetodic and texnial structure are freely adapted. 

Very much influenced by Bartiik's pedagogical use of folksong in learning pieces 

for children, Archer wrote many pedagogical pieces of her own. She emphasized the 

importance of the piano for any musician, but also devoted much time to writing for 

other instruments. Like Moms Surdin, who wili be discussed later in this chapter, she 

lamented the lack of literature for young perfonners on wind and brass, especially 

Canadian and twentieth century works in general. Hindemith's influence is evident in 

her desire to write for every instrument and for various combinations of chamber 

ensembles. That she had been commissioned to wite pieccs such as her Concerto for 

Accordion and Orchestra emphasizes her fùcus on pedagogical composition, by teaching 

children not only about folk music, but also about new instruments, and tuning their ears 

to new twentieth century sounds for which she was an advwate. 

Archer's interest in folksong extended to many regions of Cana& and to diverse 

forms of music. Though she was a great advocate of the preservation of these songs, she 

never collected a single one. Assumedly, d l  of the tunes in her folksong-based works 

stem from published collections, many fiom folksong traditions that Archer herself was 

not at al1 familiar with. As well, several of the collections from which she drew her 



source material had k e n  collected years, or even decades, earlier. This practice of 

annchair folksong-based composition was highly criticized by many composas, both 

European and Canadian. What is interesting is that it was perhaps Bartok himself who 

spoke most strongly against this practice, as can be seen fiom his cornments in chapter 

one of this thesis. However, this fact did not dim Archer's interest or resolve, despite the 

fact that she was undoubtedly aware of her teacher's stance on this issue. Throughout 

her life she continued to compose with folksongs in this manner. In a 1978 article from 

the Calgary Herald, she discusses her motivations: 

Bartok gave me a start in this direction [an interest in folk song] which I've 
followed for the rest of my professional life. 1 began with the folk songs of 
Quebec, of course, because that is where 1 was hm. From there, 1 went on to 
Nova Scotia folk music, Eskimo folk music, and others ... [t would take me ten 
Iifetimes to do al1 the work in this area that I would like ro accomplish. Someone 
has to do it. Pretty soon these cultures will tïnd themselves absorbed into ours 
and the musical heritage will be lost (Dawson np). 

Archer's antiquarian presewationist statements here are somewhat contradictory to her 

practices, having never attempted to preserve folksong either through her own collection, 

or through direct quotation of it in her adaptive works. 

Barbara Harbach, afier an interview with Archer in 1998, gives an important 

account of Archer's philosophies concerning folksong in her works, which she describes 

as follows: 

Ever since her study of folk music with Bartok, her interest in setting folk Unes is 
evident in al1 stages of her compositional development ... She believes that folk 
music is a great resource and the uses for folk m e s  in composition are endless. 
In a folk tune, she searches for a particular interval or a motive and then she 



becornes inspired to write a piece based on it. Her analyses of Canadian Folk 
tues  has led her to several interesthg conclusiuns. She feels that Tsimshian 
lndian tunes are complex rhythmically, but the folk son@ of Nova Scotia and the 
French Canadian songs are mure straightforward rhythmically. She has a special 
fondness for the French Canadian hmes, and considers them lyrical and graceful 
(4)- 

Archer's ovmhelming enîhusiasrn for folk music did not diminish over the length of her 

seventy year expenence in working with it. In this 1998 article, she seerns as much of an 

advocate of its utilizaîion, if nat more so, as when sire first encountered it in her studies 

with Champagne in 1928. "Studying folk songs, she says, gave her 'a greater insight 

with different harmonies, and the understanding of the implications of melody.' This 

insight, coupled with her devotion to serial music, has remained a trademark of her 

work" (Baker np). 

Archer's intent in ihe use of these works, then, seemed to stem principally from 

an interest in the unique scalar structures and rhythms which many possess, rather than 

€'rom a genuine interest in the hirritage of the songs themselves and the cultures from 

which they carne. In tems of ciassification of the "validity" of her work as a whole, 

Archer lies between Winkelman's "sophisticated artist who skims through anthologies to 

add an air of authenticity to his writing" and Cofin's "mis-user of folklore or a 

fakelorist, who uses folk traditions in a commercial, popdar way" (Grobman 23-4). Yet, 

Archet really fits neither of these, k ing  fascinateci primarily wvith the structure of the 

songs rather than their cultural background. In Archer's case, it becomes necessary to 

refine these schema to include many more classifications of motives. 

188 



One of Archer's earliest works, Three Scenes for Piano (Habitant Sketches) 

(1939), draws its inspiration from French-Canadian folksong, of which she was 

especially fond, as do her Fo& Son@ (1953; Berandol, 1962) for 

SATB chorus a d  her Four Candian Folk S o w  (nd) for solo voice and piano. Several of 

her larger-scale compositions also include Fragments of French-Canadian tunes, such as 

her 10 Folksones for Four Hands (1953) of which her "Music EverywhereDans tous les 

cantons" forms a part. This compilation, one of hm most ofien performed works, uses as 

its source Gagnon's collection, which was fint published almost a hundred years eariier. 

ft is a h  one of several of her pedagogical works for piano, others of which include her 

Thme and Variations (t952) bas4 on the Canadian folksong "Là-bas sur ces 

montabwes," her Two Canadian Folk Sones for Youn~ Pianist~ (1991) which quote from 

Maritime folk tunes, and her Dancinn on the Seashorg (Alberta Keys,1992) from 

Newfoundland and Nova Scotia folksongs. 

Archer's larger-scale instrumental concert works are probably her best knoivn, 

most of which incorporated folk music. Her patriotic Three Sketches for Orchestra 

( 1  961), tas  one of her first to include the quotation of a First Nations Song. She 

describes the second movement of this work in an anonymous program note from her file 

at the CMC as follows: 

The 'Dance' is based entirely on an authentic Eskirno tune found in Sones of the 
Qg-ger Eskimos, compiled by Rokns and Jemess, Canadian Arctic Expedition 
1913-18, volume 14. The rhythmic aspect of the tune has pronipted a lively 
rhythmic treatment. The tune unfolds bit by bit then finally is quoted in its 



entirety. In wder to mate a feeling of the extensive and austere Arctic landscape 
the composer has chosen to make use of transparent harmonies and open sounds 
which aim to convey the great outsf-doors. 

Archer's own description of her compositionat techniques here is rare and, thus, 

significant. That she chose not only to adopt folksong in this work, but also to attempt a 

vast landscape description indicates her adherence to, and integration of, various 

techniques which were king exploitai in Canada at t k  time. Archer's b a t i o ~  

(1988), comrnissioned by the CBC for hvo pianos and orchestra, is another one of her 

more prominent works, and is a h  a landscape piece based on the Canadian North. The 

work also includes several folksong quotations, and is valuably described indetail by the 

composer in another CMC-filed program note: 

"Evocations" is in three movements: Fantasy, Nocturne, and Primeval Dance. 
The composer has drawn her inspiration h m  two [nuit tunes and one tune from 
the Tsirnshian Indians of the west Coast of British Columbia. These originate in 
the distant past and offer a wide number of possibihties to the composer, ôoth 
rhythmic and melodic. Throughout the three movements the two pianos are 
woven into the orchestral texture. However, they in tum, a d  both togerher, 
express some of the fantasy evolied by the composer's variety of treatment of 
fragments of the original tune... The first movement [contains] a ihree note 
rhythm which is one of several Inuit drum rhythms. This rhyitim is first heard 
afier the atmospheric beginning of the movement, which evokes images of the 
grat outdoors ... [In "Nocturne," the twvo pianos1 move with a swvaying rhythm 
gradually leading to the statement of the fint phrase of the authentic melody 
which is stated by the first piano, then folIowed by a restaternent by the English 
Hom. (The first three notes of the melody are basically the material on which the 
movement is constructed melodically andor harmonically.) ... j"Primeva1 
Dance"] refers to an Inuit Dance Song which is rhythmic and melodically simple. 
As in the first movement, it makes use of very small fragments of the Song and 
makes use of coniinuous variation. 

Archer's comments here tell us much of her attitudes and philosophies. Most likely 



having never heard a First Nations Song of any tribal origin perfarmed live for her, she 

adopted what was a popular romantic view of the Canadian "Indian" of the "distant 

pi," a view which was minored in her compositional treatment of this work. A close 

listening and analysis of the piece reveals that many of these musical devices, though 

treated in original ways, still ptray  a very stereotypical "Indian" sound reproduced by 

most Canadian composers who have attempted to set these complex songs. Obviousiy 

not concemed with preserving the original song, despite her objections to the contrary, 

Archer used very few of its original elements, such as small rhythmic and melodic 

incipits which are exploited nonetheless, in an orchestra1 structure which "evokes images 

of the 'great outdoors'." Some of Archer's other instrumental concert works include her 

String Trio No. 2 ( i 96 1 )  on folk themes, F for guforguitar 

(1978) based on a Song from Peacock's Newfoundland collection, Divertimento fol 

Piano and Strins (1985) which uses a song of the Tsimshian tribe, and Ikpakhuaq (nd) 

commissioned by Luba Zuk for Molin, piano, and 'celio un a weather incantation of the 

Copper Eskimos, again talien from the Roberts and Jenness collection. 

Archer's immense corpus of vocal works based on folksong employs many 

diverse sources, all from prïnted collections. These range from simple short 

compositions for solo voice and piano, such as her "Cradle Song" (1950; Harris, 1959) 

inspired by an English folksong to more elahrate choral works like Four Newfoundland 

Folk S o m  (1975) for a capella TTBarB chorus with tenor solo. This work is based on 



the four folksongs "Dtill ye Hem, Drill!," 'The Fisher Who Died in his Bed," "The 

Foggy Dew," and "Olden Days," again from Peacock's collection of Newfoundland 

songs. Some of Archer's other best known works for solo voice and piano include her 

"Life in a Prairie Shack: An Alberta Folk Song" (1966) with text fiom "An Englishman 

in Alberta" by H.A. McGusty, Alberta Historical Review, Winter, 1966, and melody from 

"A Life on the Ocean Wave," a mid-nineteenth century English popular tune, her T h e  

Folk Songs of OId Manitoba (1966) from M a c L d s  Sonns of Old Manitoba, and her 

Primeval (1980) based on Canadian First Nations songs, translated by Densmore and 

Neihardt. Some of her fol ksong-inspi red works for chorus with piano accom paniment 

include "A la clair fontaine" (Berandol, 1970) from Folksones of Old OuCkç collected 

by Manus Barbeau, "Où vas-tu, mon p'tit garçon" (1968) with melody and text from the 

collection Alouette, compiled by Marius Barbeau, and "Three Sailors from Groils=Les 

trois marin de Groix" ( 1975; Alliance, 1995) on a French sea shanty. 

We are very formate to have so many writings by Archer about her philosophies 

on her use of folk music. This provides us with much insight into her work rarely 

available in the examination of other composers. Her reasons for her elstended 

enthusiasm in working with folksong are summed up in the following statement which 

she made in 1995: 

There is so much ethnic diversity in Canada. Al1 my music I consider Canadian - 
the instrumental, orchestral and chamber music - because the fact is, 1 feel a great 
mpport with my surroundings and I'rn influenced by my surroundings, the 
vàriable landscape that we have in our country. Folk music cornes right out of the 



people. Folk songs are about so many things, about everyday Iife (Rose 39). 

cbard Jobastoa 

Richard Johnston, bom in Chicago in 191 7, was an important force in Canada in 

the promotion of pedagogical folksong. He was pimûrily a teacher, though was also 

known for his roles as an administrator, composer, editor, and critic. Cornpleting his 

entire univetsity ducation, including his Bachelor of Music, Masters of Music, and 

Doctorate, at Eastman in Rochester, New York, Johnston studied there with Nadia 

Boulanger who was a principal influence in his work. After bis graduation, he obtained a 

post teaching theory at the University of Toronto which he held from 1947-68. He also 

composed, ananged, conducted, and commented on CBC radio. Here, he was 

remembered especially for bis program "Folk Music, A Living Canadian Art" (1958). 

Johnston became a naturalized Canadian in 1957, and spent most of the 

remainder of his life there. Thou& an US immigrant, he adopted many Canadian 

folksongs in his compositions. He also collaborated with Edith Fowke in editing and 

arranging Folk Sonrs of C d  (Waterloo 1954), Folk Song of Ouebeç (Waterloo 

1957), and More Folk Sones of Canadâ(Waterloo 1967). He supervised the recording of 

two Canadian folksong collections, and had several of his own folksong-based 

compositions recorded, such as his arrangement of "J'ai cueilli la belle rose." 

Johnston was also a prolific folksong collector, under the spnsorship of the 



National Museum of Human History (now the Canadian Museum of Civilization) and the 

Saskatchewan Arts Board. in 1957, he collected over 200 folksongs and Métis fiddle 

music t u e s  in Saskatchewan. This was a pioneering collection, as few documented 

songs from the prairies existed at this time. Johnston encouraged the expansion of 

folksong collecting in western Canada, a region which had been regarded as relatively 

barren. Johnston, however, did not limit his collecting to the west; he also compiled a 

collection of music fiom Mennonites in Ontario. Many of these songs are now stored at 

the archives of the University of Calgary. Although he never completed any collecting 

hirnself in eastern Canada, Johnston was inspired by Maritimes music, and by the work 

of Helen Creighton, about whom he wrote an adulatory article. He describes that "when 

one cornes to this part of Canada - or when one thinks about this part of Canada - it 

doesn't take long before one tums to folklore in general, andlor folk music in particular 

(especially if one is a musician)" (1974: 99). He also speaks highly of Creighton's work, 

and of its perceived inherent adaptability for use in art music, thus: "The thousands of 

songs which Helen Creighton has collected have helped to swvell Our National cultural 

holdings; they are there for everyone to sing; they are there for the professionals to 

perform in their way and for our composers to use in many more ways" (1974: 100). 

That Johnston himself perceived these songs that he, and his contemporaries, were 

collecting as foundation material for larger works, both pedagogical and artistic, 

indicates an attitude which was held by a number of Canadian collectors at the time. 



Believing this to be the primary purpose for the collection of these folksongs, rather than 

that of preservation, led many collectors to transcrik and publish songs that would be 

easily adaptable, rather than those that would become historically significant. This is an 

important point in the analysis of his intent, as Johnsion fits rather well into CofXn's 

category of the collector-observer, yet with the purpose of using the material collected 

for what Winkelman suggests as adding "local color and an air of realism to his work 

(Grobman 23). 

Johnston was also particularly active in the formation and furthering of several 

Canadian musical societies. Along with MacMillan and Barbeau, Johnston was a 

founding member of the Canadian Folk Music Society (now the Canadian Society for 

Traditional Music) in 1956, and of the Canadian Music Educators Association. As tell, 

Johnston became president of the Ontario Music Educators Association from 1958-59. 

At one point, he was also the Mce-president of the Canada Music Council. 

Johnston's intense interest in pedagogy led him to Eastern Europe, where he 

undertook extensive studies of the musical education systems there, including those of 

Orff and Kodhly. While director of the Royal Conservatory Summer Sçhool from 1962- 

68, he supported these teaching techniques. it was during this time, in 1964, that he 

composed his setting of "Dans tous les cantons." Aflerwards, he became Dean of Fine 

Arts (1968-73) and professor of music (1973-82) at the University of Calgary. 

Throughout this pend, Johnston also edited the nine volume collection of Songs for 



(Waterloo, 1954-70) for schools, the Western Board of Music series Horizons 

(Waterloo, 1973)' Folk Son- North America Sings (Caveaî, 1984) and three volumes of 

Kodalv and Educatiog (Avondale, 1986). Johnston a h  wrote an interesting and 

informative paper on North American children's folklore, 'Worth American Children's 

Folklore as it relates ta the 'Schulwerk' of Car1 ûrfl" (1%2), demonstrating his interest 

in the use of folklore in pedagogy. 

Johnston's compositions are perforrned and recognized intemationally, and many 

have k e n  commissioned. Bissel1 tells us that "his style is marked by elements of 

romanticism tempered by a certain astringency resulting from a disciplined use of 

twentieth-cenîury compositional devices" (663). This wuas especially apparent in his 

folksong settings, of which he composed several. An anonymous program note from 

Johnston's file at the CMC States that "although he compsed in most genres, Richard 

Johnston is perhaps best knom for his choral music, particularly his settings of Canadian 

folk song." This note goes on to describe his musical style as a strong and viable one: 

"Although twitten for school age choirs, these works are by no means simple or pedantic, 

and place many musicaI demands on the singers. The robust style and harmonies are 

very typicd of Richard Johnston's choral style, and show the strong influence of Zoltan 

Kodaly." These pieces, many of which are relatively well renowned, include his 

Chansons canadiennes-francai arranp:ées mur deux voix (1964), a collection of 3 1 

songs arranged for iwo voices, composed for the John Adaskin project, of which "Dans 



tous les cantons" forms a part. Others inclde a group of arrangements of Nova Scotian 

folksongs published by Waterloo in 1962, Canada is Sinin- A Medlev of Canadian Folk 

(Waterloo, 1965) for SATB chorus and piano, Folk-Love-Canadian Sple: A 

gr ou^ of Settin~s of Canadian Folk-Sow (1973; rev. 1990) for medium voice and 

piano, and Answer Back: çanâdianF_oik Son= for Two (CBC commission, 1973) for 

soprano, baritone, and piano. Johnston also composed and arranged numerous "single" 

folksongs for various vocal scorings with or without accompaniment. Some of these are 

enumerated as follows: "1 See You Through the Window" (Waterloo, 195 l), based on the 

traditional Nonvegian folk Song "Eg seer deg ut for gluggjiin," "Paul on the Hill" 

(Waterloo, 195 1) from the Nonvegian folk song Taal paa hougje," "Jack was Every Inch 

a Sailor " (Waterloo, 1959), "The Day Columbus Landed Here" (Waterloo, 1969), "She's 

Like the Swallow' (1970; rev. 1988), " h i  cueilli la belle rose" (1974), and "The Huron 

Carol" (nd). Johnston also composed several instrumental works which adapted various 

folk tunes, such as his Duo Concertante ft3 (1983) for flute and piano based on the 

Newfoundland folk melody "The Blwming Bright Star of Belle Isle," Sextett': (1988) 

based on the Newfoundland folk Song "She's Like the Swallow," A Ouodliôet far 4 

Hands at One Piano (nd), and Duo Concertante No. 4 (nd) for trumpet and piano which 

quotes from Laurent Eduard Rivarci's hymn "Confie auphis tendre des péres." 

Richard Johnston died recently, in 1997, leaving behind an important collection 

of these works based on folksongs. These contriiutions to the folk-music-inspired 



repertoire are significant, because they are some of the few based on actual hearings of 

the original source song, and not solely on printed collections. Johnston's pedagogical 

works are also important in relation to teaching children to play their instrument or train 

their voice through use of folksong from their home country, a concept which has been 

explored by many, if not al1 of the composers studied in this chapter. 

~Morris Surdin 

Born in Toronto in 1914, Monis Surdin was a prominent composer, arranger, and 

conductor. Like Dela, he is probably best known for his incidental music for radio which 

he composed for the CBC and CBS, now stored in the archives of the University of 

Calgary, more than 2000 pieces strong. Growing up in a Jewish community in Toronto, 

Surdin took violin, counterpoint, and harmony lessons. He wrote several arrangements 

for his highschool band, and leamed to play many different instruments; a talent which 

would aid him in his later unique compositional style. Surdin studied composition and 

conducting in both Toronto and New York, then took his first position as an arranger for 

the Philadelphia Pops Orchestra, a job which taught him valuable skills for his later 

folksong arrangements. 

In 1939 Surdin retumed to Toronto to become the "house composer" for the 

CBC. He was on payroll until 194 1, then returned to compose fieelance afier 1947. He 

wrote and conducted many works for CBS between 1949 and 1954. Surdin composed a 



significant amount of music dunng this time, and collaborated on several CBC radio 

plays and other productions. His talents were well suited to this work, and he 

consistently received positive feedback on his compositions. "He had a keen sense of 

relationship between 'dialogue time' and 'musical time' and was adept at underlining 

humour and suspense with supportive sound Avoiding 'modem' or 12-tone music, he 

wrote in a traditional style, ofien drawing on folk tunes for inspiration" (McGregor 

1266). Although Surdin admitted that his radio jobs limited what he could vurite due to 

lack of bah time and money, and that his scores were ofien unintelligible under the 

actors' speeches, he still enjoyed his radio work, stating that "it h a  been the one place 

where the composer has been supported (Schulman 10). Surdin also wrote many 

folksong-based works for the National Film Board, including The Settler in 1952. 

AIthough Surdin somewhat reluctantly joined the Canadian League of 

Composers, he never felt as if he were a part of the "Consewatory group," or the 

perceived elitist group of composers who centered themselves around the Toronto 

Conservatory Surdin, like Dela, felt a certain ostracization h m  the rest of his peers for 

his unwillingness to adopt, as a rule, new avant-garde cornpositional techniques. Surdin 

wrote extensively on the state of musical resources in Toronto, compiling his own 

miniature version of the Massey Report some hventy years later. His book A Sense of 

Priotiiy (1973) describes the lack of adquate facilities for musical study and 

performance in Toronto, as did his study of cornmunity-based support for music in his 



own municiplity of York. These works demonstrate Surdin's concern with ensun'ng 

that a stimulating musical environment was provided for both youth and adults in 

Canada. Swdin femained a prolific composer and writer until his death in 1979. 

Many Canadians have heard his music as background to radio shows, yet Surdin 

has remained virtually anonymous. Still, his business was a lucrative one, and he was 

forninate to have enjoyed it as much as he did. He conceded that he would rather have 

heard his music playeâ, especially as ofîen as it was, rather than compose works that 

would never be used. Wis time was, inevitably, limited for composition for his own 

enjoyment, though he did admit that he wrote about one piece a year for himself because 

he had to "get it out of [his] guf' (Surdin and Agostini 20). Some of these works became 

quite successful, such as his Four X Stririg~ ( 1947) which was premiend by MacMillan 

with the TSO. Due to the broad range of work to which he was accustomed, Surdin 

adopted a vanety of styles "from Ancient Greek up to the completely atonal and avant- 

garde" (Schulman 8). 

Much of Surdin's other music was composed for the theatre or for the ballet, and 

iras almost dways dramatic in style. His compositional output contains several works 

for choir with various instrumentations, many of which are also based on folksong. 

These include his "Sea Song'' (1971) for TTBB chorus and orchestra. Many of his 

compositions were commissioned, and he received some international exposure, 

parhcularly from his six-movement suite entitied Suite Canadienqg which tas toured to 



the Ukraine in 1970 by Toronto's Shevchenko Ensemble. This monumental work is 

based on several folksongs from different regions and ethnic groups from across Canada. 

Surdin was especially prolific at this pend of his life, and his composition "Dans tous 

les cantons" for juvenile accordion also stems from the same year. 

Another of Surdin's greatest contributions was to pedagogical music in Canada, 

particularly that based on folksong. Ltke most of the other composers discussed in this 

chapter, Surdin felt as though the best means of teaching children the music of their 

homeland was to include folksongs in their graded leaming pieces. Surdin's works 

composed in this vein include several accordion pieces, such as his Serious series, 

volumes one to sixteen. The first eight of these were published in 1969 by Boosey and 

Hawkes, the last eight by Surdin himself in 1976. Surdin was especially interested in 

setting works for less common instruments, as he felt that there \vas a general Iack of 

repertoire available for these. "ln the past year [1969] 1 have written several things for 

concert band, and right now 1 am working on a senes of pieces for accordion because 

there is a good chance of the accordion k i n g  put into the Royal Conservatory syllabus" 

(Surdin,1969: 20). These latter works inciuded his 1970 setting of "Dans tous les 

cantons." His "scoring for instruments traditionally considered 'folk' and not generally 

accepted as 'classical'-mandolin, accordion, kaz-has been a barrier to his king 

accepted by the classical world, even in his concert pieces" (Schulman 10). As a result, 

"when my serious pieces are played at a concert, the first thing that happens is that 



someone like Harry Freedrnan cornes up to me and says, 'Hey, 1 never knew you could 

\rite like that.' This actually happened after Harry heard Joe Macerollo play my set of 

"Serious Pieces" for free-bas accordion" (10). Surdin a h  wrote many other concert 

works for these instruments, including two accordion concertos as weil as one for 

mandolin. These were perforrned internationally, particularly in Russia where Surdin 

emphasizes that "these instruments are regarded much more seriously" (6). Surdin was 

incredibly versatile and prolific with his instrumentations, and also wrote works for 

brass, orchestra, voice (solo and choral), violin, guitar, woodwind quintet, piano, 

trombones, and 'cello. 

Assumedly, Surdin's principal motivation in writing these pieces, particularly the 

pedagogical ones, was to teach youngsters to play classically on instruments not nonnally 

considered as such. As he mentions little of his pedagogical philosophies in any of his 

w-ritings, this is diftrcult to asceriain. His Eine Kleine Hammerklapoermusik, 

commissioned for a children's concert by the TSO, demonstrates sounds of percussion to 

chilàren. He also wrote music for children to play, including three suites for youthful 

sîring ensembles, two suites for two trombones, and 45 pieces for piano or free-bass 

accordion, many of which employ various folksongs. These indude his gradeci madian 

Folk Son= for accordion, published in 1970 by Boosey and Hawkes, of which "Dans 

tous les cantons" forms a part. His Heritw: British Mes is a suite for juvenile brass 

quartet, incorporating variations on four folksongs from each of Scotland, Ireland, Wales, 



and England. 

Surdin's case is unique, as it is difficult to ascertain whether the bdk of the 

pieces he composed for radio accurately represent his own philosophies on the 

integration of folksong with art music, or those of the CBC. That he admits to king 

ostracized by the ''Conservatory" group of composers and continued to adopt his own 

compositional style suggests more of the fonner. Yet those "serious" wwks which he 

prduced also rank highly in the corpus of Canadian art music. His interest in pedagogy 

and the use of folksongs in teaching youngsters boîh the possibilities of their instrument 

in conjunction with the music of their hentage is rerniniscent of Bartbk and K&ly, and 

of several of his other contemporaries. Although his contribution to Canadian music was 

not as significant as some, an analysis of his compositional practices is nonetheless 

important to detemine Canadian trends in pedagogical composition bas4 on folksong. 

Thus, it can be seen that Swdin was either Winkelman's "sophisticated anist" or, though 

perfiaps not so harshly, Cofin's "fakelorist" who borrows from anthologies, yet whose 

intents are primarily pedagogical or necessary within his position at the CBC. Again, 

more categories conceming motive must be developed in further schema to 

accommodate reawnings such as Surdin's. 



Howard Cable 

Howard Cable, bom in Toronto in 1920, is an arnazingly versatile musician. He 

is especially known as a conductor, arranger, and composer. However, he is also a 

highly-respected performer on several instruments, including clarinet, oboe, and piano. 

Cable has 0 t h  bridged the gap between popular and art music, participating in many 

varied musical activities. He descriles himself and his path as a composer mid-career 

thus: 'Tm quite interested in changing the complexion of my reputation. Al1 my activity 

in the popular field has been very good for me, but ! was schooled in classical music and 

through the years I've tried to straddle the fence between the two" ("Howard Cable," 44). 

In high school, he studied piano and oboe under Leslie Bell. Later, he studied at the 

Toronto Consentatory with MacMillan and Willan, and also with Weinnveig in 1945; 

each were prominent advocates for the use of folksong in art composition. These 

teacher-student relationships are especially signiticant, as they lay the framework for a 

network of a succession of composers finding new ways to adopt folk music in the 

manner of their predecessors. Cable received no formal degree - only an ATCM 

(Associate of the Toronto Conservatory of Music; now tened an ARCT) in conducting 

and band mastership in 1939. 

Cable began his perfonning by heading up a Toronto-based dance band, for 

which he also wrote many arrangements. He started a radio career in 1936 an CFRB 

Toronto, as programmer and scriptwriter, then began working for CBC in 1941 as 



Toronto's leading composer of incidental music. Tlaere, he directed over 1000 radio 

broadcasts, where his concert band also played frequently. In addition, Cable put 

together an orchesira at the Canadian National Exhibition (CNE) Grandstand where he 

was music director from 1953-67. He also became the conductor of many other 

prominent bands and a studio conductor. During a bnef stay in New York fmm 1964-67, 

Cable became an arranger on Broadway for Rogers and Willson, and conducted some 

other musicals there. 

Cable was hown primarily as a conductor. In 1986 he began guest conducting 

for various Canadian orchestras and featured his own arrangements, many of which were 

derived fiom folk tunes. He was also the principal conductor of a number of otkr  

Canadian orchestras throughout his life. During the centennial celebntions of 1967, 

Cable became the executive producer of on-site entertainment at Ercpo '67 in Montréal. 

He was awarded this pst because of his wealth of expience promoting Canadian 

music, both popular and art, in the public domain. Following in the fm~steps of his 

teacher, MacMillan, he becarne president of CAPAC fmm 1969-7 1. He also ùecame 

music director at the Banff Centre for the Arts From 1975-83, as well as program head of 

the Summer Musical Theatre training program there h m  1984-86. Despite his lack of a 

formal degree, he t a s  appointed head of music at Humber Colkge in Toronto (1983-BS), 

a post which led to a later job at Dalhousie University in Halifax, where he taught a 

course in musical theatre, He became music director at the CPR Royal York hotel in 



Toronto, from 1974-86. In 1977, Cable began working with the Canadian Brass as their 

arranger. This position was especially significant as it helped him to deveiop techniques 

and find uses for his folksong-based works. It was during this period, while working at 

bath the Banff Centre and at the Royal York, a .  while amuiging for the Canadian Brass, 

that he composed his setting of "Dans tous les cantons" (1979). 

M a t  is most significant about Cable's work as a composer and an arranger of 

folksongs is that he himself is  a collecter. in 1947, he embarked on a folksong collecting 

trip to Newfoundland with his teacher, Leslie Bell. This trip was prompted by their 

publisher who wanted them to colleçt some "new" folksongs that could be used on the 

radio. Its results anticipated the larger Newfoundland collections, such as that of 

Peacock in 1965. The trip also predates Newfoundland's joining of Canada, which 

occurred in 1949. Cable based three works on folksongs which he collected on this trip, 

much the same as MacMillan with his Three Indian Sonas of the West C m .  These 

include his Newfoundland for strings (1948), Newfoundland Rhaasody for band 

( 1956), and Newfoundland Sketch for brass quintet (1978). 

This collection, and its motivation, are teHing conceming Cable's attitudes 

towards these wngs as a composer. Similar to Johnston, the songs were collected for the 

sake of having new material available for compositions\ purposes, yet, Cable would still 

be classified as a collector-observer in the seaing of these particdar Newfoundland 

songs. For his others, in which he dtaws extensively from various anthologies, he might 



best be classified as Coffin's "fakelorist" for his attitudes thereof 

Cable's compositional output is quite broad as well as prolific, though many of 

bis works are "arrangements" or are quite small in scope. He has arranged music from 

Broadway shows, commercial jingles, popular songs for various instruments, and works 

for television. He has also composed many scores for film, particularly for the National 

Film Board (NFB), several of which were inspired by or quoted directly fiom folk music. 

These include his Inside Newfoundld (Ni%, 195 1 ) and his Alberta Family (NFB, 

1950). Cable's reputation extends intemationally, more so than those of Surdin or Dela, 

and as he has done much of his work in the US; his compositions are probably better 

known there than in Canada. He is of great importance in having shaped how Canadians 

and foreigners perceive Canada's music, particularly through his work at the CNE and at 

Expo '67. He wris instrumental in taking the musical productions at the CNE away from 

the typical "imported American Star" image, by calling for the staging of a Canadian 

historical pageant. Though they demonstrate what could be considered a stereotypical 

portrayal of the Canadian people, his shows were, as a whole, well received. He 

describes his original idem for this pageant thus: 

[It will bel complete with snow-capped mountains, poplar trees, a barn-raising 
scene, an lndian village and the North West Mounted Police. The climax to the 
historical show will be a real train coming through artificial mountains across an 
illuminated map of Canada, the historic CPR line, completed at last. We have 
decided to cal1 the show Sea to Sea. We'll have a cast of about 200 perfonners 
from al1 parts of the nation and people will see history presented in a new way 
("Howard Cable," 44). 



Thou@ demonstrating an idealistic perspective of Canadian culture, one with which he 

was not completely familiar in many ways, these works were significant in that they were 

presented to international audiences. It is ironic that Cable, though somewhat familiar 

with the songs of the Newfoundland people, and an advocate of the concept that one 

must hear a folksong to tmly understand it before it is adapted, did not venture to gain 

the same degree of (albeit vague) familiarity with the folk musics of other diverse 

Canadian peoples before representing them in this way. 

Though his focus was in other areas, Cable produced a few pedagogical works for 

chikiren, including a children's oratorio and a juvenile musical about ecology. Some of 

his best known works, three suites based on Canadian folksongs for chorus entitled 

Pastiche Ouebecois ( 1979), &g. Sea to Sea! ( l984), and Noel canadien ( 1 984), could be 

Sung by children; Sinn. Sea to Sea was commissioned and recorded by the Toronto 

Children's Chorus, though it has also been recorded by adult choirs. This ensemble also 

recorded some of Cable's other folksong arrangements, such as his setting of "D'ou 

viens-tu bergère." 

Cable has composed several prominent folksong-based works during bis career, 

some of which constituted his few larger-scale and best known compositions. Of these, 

his most ofien performed instrumental wvorks are his Omrio Picturg (Northdaie, 1950) 

for band, Ouebec Folk Fantasy (1956; Chappe11,1969), also for band based on Québec 

folk melodies, and SI. David's Dav for Brass Ouintel (1986), which is a medley of Welsh 



folkmngs. His vocal compositions constitute a much larger canori, and include a setting 

of Thomas More's famous "Canadian Boat Song" (1957) for SSA chorus, On the Grand 

s Atiant 'c Cm . . 
m I (Chappell, 1 957) for TTBarB 

chorus, Pastiche Ouebecois (Gordon V. Thompson, 1979) for divisi SAïB chorus and 

piano or bras quintet, of which "Dans tous les cantons" forms a part, and "Vive la 

canadienne" (Chappell, nd) for mixed chorus. These works utilize many different types 

of folksong fiom various regions across Canada, a reflection, perhaps, of the many 

national festivals at which they were perfonned. Most likely their sources were drawvn 

from published collections, despite Cable's sole experience at getting into the field in 

Newfoundland in his earlier career. 

Concliisions 

An examination of the philosophies and works of these seven composers points 

out both distinct similarities and differences among them. Common to d l  was the 

practical need to compose for the ensembles which were available to them in their 

paying jobs. Composition has never k e n  an activity that was able to fully support a 

Canadian composer, let alone any of these seven. Thus, what was written was inevitably 

influenced by what was required by a set of external forces, whether these were the 

limiiations and expectations of a church choir, radio show, film, piano student, or, most 

rarely, a commissioning institution or ensemble. Also common is that each of these 



composers was also a teacher in some capacity, and composed pedagogical works based 

on folksong. This practice was not only inspired by the work of 3artok and Kodaly, and 

supported by such programs as the John Adaskin project, but was a part of a growing 

interest in promoting musical ducation in Canada, particularly that based on folksong. 

Several other commori themes arise in the examination of these composers and 

their works. First, five of the seven are native-born Canadians (MacMillan, Dela, Archer, 

Surdin, and Cable), a figure which is relatively high in cornparison to the overall ratio of 

immigrant to native composers in Canada. Howwer, since the Song chosen for this study 

is French-Canadian, and therefore native to Canada, this is  not particularly surprising. 

Only one of the seven, though, Dela, is French-Canadian, with the exception of Archer 

who retains a vague connection with her native Montréal. Though al1 of these composers 

adapted numerous folksongs other than their setting of "Dans tous les cantons," only 

three of the seven (MacMillan, Johnston, and Cable) did any collecting. Even of these 

three, none actually collected the variant for the Song king analyzed - al1 took it from a 

published collection. In terms of possibk camr  inspirations and limitations on these 

composers, four (MacMillan, Dela, Surdin, and Cable) worked for the radio, while three 

(MacMillan, Whitehead, and Dela) were also church organists and choir directors. 

In analyzing the intents and "validity" of each composer in the utilization of 

folksong in their works, some similarities are noticeable, as are some stark differences. 

Three of the composers (MacMillan, Johnston, and Cable) might be considered collecter- 



observets for some of their works, having collected and transcribed folksong on which 

some few of their compositions are based. However, most of their folksong-based works 

drew their inspiration from anthologies, placing them in either Winkelman or Cofin's 

third categories. MacMillan, though, might be considered closer to Winkelman's 

"sophisticated artist" while Johnston and Cable lean towards Cofh's "fakelorist." 

Three other composers (Whitehead, Archer, and Surdin) draw their source folksongs only 

fiom published anthologies, but with varying intents. Though it is obvious that most, if 

not al1 of the seven, have set these songs from necessity within job commitments, both 

Whitehead and Surdin seem to have this as their primary intents. Archer's case is 

somewhat unique in that her prime motivation seems to stem from the utilization of the 

rare scalar structures and rhythm presented by many of the songs which she has set. 

Dela's case is different again, having witten or preserved nothing of his sources or 

intents, which are difticult to ascertain from the presence of his scores alone. 

This analysis of these seven composers has made it very clear thtit a new schema 

is needed, much more detailed than that of Winkelman or Coftin, outlining not only the 

background of the composer in tenns of their association with the folklore being adapted, 

but also in their inient in their adaptation. This latter will, obviously, be most difficult to 

ascertain, but both Winkelman and Coffin have Iumped the two together in what has 

proven here to be some mistaken assumptions. 

This chapter has then provided a background for the motivations of each of these 



seven composers in adopting the practice of using folksong in their compositions. The 

following chapter will examine in detail the seven individual settings of "Dans tous les 

cantons," which rnay now be beiter understwà and appreciated. 



CHAPTER FIVE: 
"DANS TOUS LES CANTONS" - 

A MUSICAL ANALYSIS OF SEVEN SETTINGS 

Some people still think the reason Canada has no nationul school of music which 

would distinguish us in the worfd's ears is because no Canadian composer has 
been bright enough to utilize Canada's f i lk  music properly. They might as well 

give up the ideu at once. Canada may not have produced her Beethoven yet, but 

she will certainly never produce her Smetana (R. Murray Schufir 9). 

Muny people think thar id is compcrr~~tively eusy to write a composition round folk 
melodies. A lesser achievement ar least than a composilicm on 'original ' 

themes. .. This way of thinking is compIefely erroneous. 'To hundle/olk mrlodies 
is one of the most d~flculr tasks; equally dificulr fnot more so thun to write a 
major original composiiiun (Bartbk 3-15]. 

This chapter presents an analysis of seven art music settings of the French- 

Canadian folksong "Dans tous les cantons." Compositional techniques employed by the 

seven composers in these pieces written from 1928 to 1979 will be examined in detail, in 

conjunction with discernible motives in the creation of these works. Factors such as the 

degree of preservation of the original Song, possible pedagogical intent, the use of 

modality or abandonment of tonality, instrumentation, and source of the original Song 

will be examined. Again, prirnary sources have ofken been dit'ficult to find, thus what is 

presented here is a compilation of comments from those that do exist as well as 

conclusions drawn from a thorou& anatysis of each of the scores. These scores, which 

could not be reproduced here due to copyright concems, may al1 be found at the CMC 



library in Toronto. 

Why was this particular piece, "Dans tous les cantons," chosen by so many of 

these composerslarrangers over such a lengthy period of time? This may be due in large 

pari to the popularity of Emest Gagnon's published collection of French-Canadian 

folksongs which led to many of his transcriptions king adapted by composers of both art 

and popular music. As this song is a particularly upbeat and rhythmically active one, it is 

one that no doubt caught the interest of the composers that perused it. The text is light, 

with a satirical moral message, reminiscent, perhaps, of the perceived carefree attitudes 

and lifestyles of the early French Canadians. That such a prominent composer as Sir 

Ernest MacMillan first set this piece, and that the result received significant acclaim by 

w i ~ i n g  the Beatty prize, may have encouraged later composers to set the same song. 

That more and more significant works based on this song appeared undoubtedly 

encouraged the composition of subsequent pieces. 

Published collections which have included a variant of "Dans tous les cantons" 

include those of Gagnon (Chansons moulaires du Canada), Gibbon (Çanadian Folk 

SoqgS Old and New), and Gauthier (Bans tous les cantons). Surprisingly, this Song is not 

present in any of Barbeau's published collections, which constitute a major part of the 

French-Canadian folksong repertoire. Of the aforementioned three, Gagnon's is the only 

one which presents a transcription of a Song heard and recorded without the addition of 

embellishment or accompaniment by the collecter- Though first published in 1865, it is 



the source most often used by those composes who wish to set the son& or is at least 

consulted in conjunction Mth Gibbon's. Its melody and first verse of text are presented 

as follows: 

- Dons tous la eau- Ions Ya des 

CI.  est 18 pu- re v@- ri- tr. 

air- cnar vont In + uir. 1.c plus m u -  vcvl  k 

tll'r v06'mI krn a- rab; Ell'r se Jb'iï 

Ex. I : Emest Gagnon, collecter, ''Dans tous les cantons," Chansons Po~ulaires du 
Canada, 1880, (Montreal: Librairie Beauchemin, 19 1 8), first verse. 



The song goes on to describe, in a satirical and sometimes comedic way, the peds of 

becoming involved in the institution of marriage, both from a man's and from a woman's 

perspective. The song is presented with little commentary, although Gagnon does give 

the name of his informant, M.J.A.Malouin, along with his transcription, and a bief 

description of the moral of the piece thus: 

L'auteur de ces couplets, après avoir énuméré les viscissitudes du ménage, nous 
apprend que lui en a été exempt, qu'il est tombé sur un bon "gibier." Cela prouve 
deux choses: 1- que les femmes peuvent être bonnes quelquefois (elles le sont 
meme trés-souvent); 2- que les poètes de tous les calibres ne peuvent que 
difficilement se taire sur leurs avantages. Cette chanson, au reste, est, dans son 
genre, un petit chef-d'oeuvre. La morale en est toute pratique: savoir bien choisir 
son "gibier" (Gagnon 295). 

This "original" source song includes ten stanzas, the first of which is set to a 

transcribed tune. Each stanza consists of five lines of text, each line of which is split into 

two parts, with the rhyme scheme ABCDE or aabbccddee. The melodic structure is 

similar as little direct repetition is apparent: it has the fonn AA'BCA" It is set in a 

major, and thus tonal, key and has a steady 214 rhythm. 

Though Gibbon's primary purpose in compiling his 1927 edition of Canadian 

Folk Sons Old and New was to provide singable English translations of popular French- 

Canadian folksongs, the work has k e n  generally considered both by him and by 

composers to be a source one rather than a set of compositions in itself. Marchand sings 

its praises by accounting the following: 

Glancing over the present selectiowwhich may be regarded as the expression of 
the French-Canadian soul-it \vil1 be seen that in the character and distinction of 



the hmonizations, and in the preciseness of the English version, is preserved al1 
the elements necessiuy to preserve the sane and virile gaiety bequeathed to us by 
our ancestors (Gibbon 103). 

Gibbon's selection of songs includes ones from various collections available at the time, 

though the bulk corne h m  Gagnon's collection, incluàing "Dans tous les cantons." The 

original tunes are retained, but are harmonized for piano by O'Wara and O'Brien, whose 

own reputations as prominent composers of folksong-based music are well established. 

The result, though they are adaptations as musically sound as some of the seven 

compositions being examined in detail in this chapter, are still classified as 

"harmonizations." Here, the pieces are intended to be source songs. This intent then 

detracts from their reputation as viable compositions, capable of surviving on their own 

merit in the art music corpus. ln a postscript to Gibbon's collection, Marchand reiterates 

that "the songs contained in this collection are of such quality that they provide the singer 

with an actual stage-setting, and this setting will enable the singer to give the most vivid 

and faithful expression to the intention of the poet and composer" (Gibbon 104). Yet, 

Gibbon still encouraged other composers to use these works as source materials for their 

new compositions, a practice which removes these new works even further from the 

original song with the addition of a third intennediary stage of editing. However, many 

composen were enthralled by Gibbon's collection and utilized it nonetheless. Reasons 

for this may be twofold: Firstly, Anglophone composers interested in setting the folk 

music of French Canada were finally able to adapta source version with translated texts 



in their own language, and secondly because the harmonizations themselves were well 

witten and brought new interest LS these previously monophonic songs. 

O'Brien's "harmonization" of "Dans tous les cantons" in Gibbon's collection, in 

keeping with the definitions examined at the beginning of the third chapter of this thesis, 

shows M e  artistic invention in terms of the original melody or text. Both are presewed 

virtually intact from Gagnon's transcription, with most of the ingenuity lying in the piano 

part itself Other, albeit smaller, details of the original are changed, such as the key of 

the piece which is lowered an interval of a minor third from B-flat to G major for facility 

of range in singing, two slight rhythmical variations, including the removal of the 318 bar 

betbveen the fourth and fifth line of each çtanza (D and E of the textual ABCDE 

structure) as well as the altering of the rhythmic pattern at the end of the second line of 

text, or the B section, both of which allow for a smoother rhythmic flow, the addition of 

the word "C'est" at the stan of the tirst stanza of French text, and the addition of a 

metronome rnarking, not indicated in the original, of 128 beats per minute (designated 

"allegretto"). These changes may be seen in the reproduction of the melody line and tirst 

stanza of text as presented by Gibbon and O'Brien here: 



3 
C'nl b p.- rc vc- ri- te. La gar- EMS 

Ex. 2. John Mumy Gibbon, transcriber, "Dans tous les cantons,'' Canadian Folk Songs 
[Old and New) (London; Toronto: LM. Dent & Sons, 1927), first verse. 



ûnly five of the ten verses transcribed in Gagnon's variant are reproduced with 

translations in Gibbon's. These changes may have been either O'Brien's or Gibbon's 

and, although they alter relatively M e ,  they are still significant as they do not accurately 

represent Gagnon's original transcription. 

O'Brien's hamonization is relatively simple. It does not dramatically clutter the 

texture and overshadow the original melodic line. It consists of sets of broken chords in 

Alberti bass style'' in both right and letl bands, which changes briefly in the middle 

section to a single note chromatic descending bass line. For the most part, O'Brien 

utilizes tonal harmonies which are inherent, in terms of basic art music theory, in the 

original melody. These harmonies are most otfen root or first inversion chords and 

demonstrate basic tonal progressions. This piece as a whole is significant in that it has 

acted as both a concert composition on its own tenns as well as a source for later art 

music works. 

"Dans tous les cantons," like many other folksongs, has also been adapted into 

compositions in what is considered to be a "popular" style. The lines between these 

broad categories - folk, art, and popular, as mentioned in the introduction - are vague 

and ofken cross over into each other. Thus, it is difficult to categorize pieces such as the 

"Dans tous les cantons" settings. However, as this thesis focuses on perception rather 

than on inherent qualities, those pieces which have k e n  given a designation by the 

'"is style consists of an undulating melodic pattern with a steady and consistent 
rhythm. 



composer will be placed without further question into those categories here. One such 

work to be termed "popular" is Conrad Gauthier's (1 885-1964) adaptation of "Dans tous 

les cantons." 

Gauthier, a prominent folklorist, singer, and actor was known particularly for his 

role in the founding of the second set of the Veillées du bon vieux temps concerts, which 

he organized afier the success of Barbeau and Massicotte's productions. These concerts, 

staged in Montréal from 192 1 to 194 1, showcased various performers, both professional 

and amateur, of French-Canadian folk music. Gauihier himself regularly appeared on the 

program, and enjoyed a fruithl career througb the popularity of French-Canadian 

folksong in the middle decades of the century. In the 1920s. Gauthier t a s  also a pioneer 

in the recording of the folk music of Québec, making 78s for both Victor and Columbia 

of over 100 songs and monologues. He has been described as a "keen re-creator of old 

customs," and an "irresistible dispenser of good old-fashioned happiness" (LaFramboise 

5 17). Gauthier ivas also a composer of sorts, and set in a "popular" style several French- 

Canadian folksongs which may k found in his twvo collections 40 Chansons d'autrefois 

(Therien Frères, 1930 and 1932) and 40 Autres Chansons d'autrefois (Archambeault, 

1947) combined in his 1963 compilation entitled "Dans tous les cantons" 

(Archambeault), which includes a setting of the folksong of the same title. An analysis 

and discussion of the compositional style and motivations for this piece goes beyond the 

scope of this thesis. Nonetheless, it is necessary to mention the existence of this setting 



in the popular tradition of the same song analyzed here. It is doubtfùl that Gauthier's 

version was used as a source by the seven art music composers who a&pted the Song, as 

it had already been significantly altered, and ptesented in a popular style to which mmy 

of these art music composers were averse. 

It should also be noted here that commercial recordings were made of "Dans tous 

les cantons.'' Due to the dificulties in obtaining copies of these rare resources, it has not 

been possible to determine which versions of the song were recorded; whether they were 

variants of the "original" folksong, performances of one of the art or popular music 

adaptations, or new versions composed or arranged by the singer. Many of these 

recordings are listed in Les Pionniers du disaue folkloriaue auébécois 1920- 1950 and in 

Roll Back the Years, and include versions recorded by "La Bonne Chanson," a French- 

Canadian institution devoted to the preservation and promotion of folk music, as well as 

by Marchand (Columbia 34023: 1924; Columbia 4039F; 1936) and Albert Viau 

(Bluebird 8-1 228: 1952). Again, it is unlikely that these particular settings would have 

served as inspiration for the seven art music composers discussed here. However, this 

possibility cannot be ruled out, and thus deserves mention. 

Ekfore embarking on the analysis of these songs, 1 give here a brief outline of 

various standard compositional techniques which have been used in the art music settings 

of folksong, and the evolution of their use both in Europe and in Canada. Those 

techniques which have been utilized by the m e n  composers examined here may then be 



better understood. Most likely the biggest question in the history of the adaptation of 

folksong is how mwh of the original song should be retained. While some, both 

composers and musicologists alike, agree that a complete presewation of al1 elements or, 

at le* as many as possible, is miest to the inherent nature of the song, others, 

particularly in recent decades in Canada, are ernploying much more artistic freedom, as 

did Bartok. This foms an important part of my reasoning in detemining the spiit 

between my four suggested categories of folksong-based composition which I introduce 

in the introduction of this thesis, and by which 1 will analyze the seven settings of "Dans 

tous les cantons." Marchand fondly recalls, though in a very antiquarian fashion, what 

was an intennediary stage ln this process, afler the original folksong were preserved in 

full in harmonizations, and at the beginnings of expenmenîation in folksong-based 

composition in Canada thus: 

The time has long passed since, standing behind his chair, the singer sang the old 
melodies to an accompaniment of banging s p n s  and of bones beaten together in 
the marner of castanets. Popular taste has become more refined, and to-day the 
dernand is for interpretotions which, whil: k i n g  new, do not destroy the 
atmosphere of the performances of days gone by (Gibbon 103). 

Others believe that any change to the original song wvill ultimately detract from it, as 

Schafer articulates: "Folk music i s  a genuine expression of sentiment, perhaps the most 

genuine to be encountered in the entire sphere of music. For this reason it is, in itself, 

perfect. The serious composer who employs it scarcely hopes to improve it; he hopes 

rather tu set it circdating among a wider, international audience" ( 13). However othen, 



such as Barbeau and Gibbon, agreed in the mly  years of this movement in Canada that 

these songs were rough source elements wtiich could realize their full artistic potential 

once taken into the hands of a master composer. These latter sentiments have al1 but 

died out, but in recent years composers have taken to experimenting with the source folk 

material using avant-garde techniques, motivated by compositional rather than 

nationalistic concerns. This has offended some of the preservationist school, who 

beiieve that a large change in the original music means that the folksong is destroyed, 

and its heritage mocked or invalidated. 

ln his 193 1 article "The lnfluence of Peasant Music on Modem Music," Bartbk 

suggests three methods of the utilization of folk melodies by the art music composer. 

First, the simplest way is to not change the melody but to write a piece based upon it. 

The original melody can be presented in any manner: through voice, instrument or 

orchestra. Second, the composer may create tunes similar to the folk melodies of his 

native land. To do this, the composer/collector (as Bartok assumes that the composer 

must also be intimate with, and thus himself collect source material) must spend time 

studyinç the music he wishes to imitate, in order to obtain a profound knowledge of it. 

Lastly, the composer may make use of certain elements of folksong in his works, such as 

the vocal range, rhythm, form (such as Chopin's Polonaises and Mazurkas), and 

performance style to make his new woric imitative of his native folk music. This latter 

category inevitably leads to questions of how far this can be stretched and still be 



considered a folk music adaptation. 

Kremenliev adds to these three categories by stating that the composer, in 

ernploying folk elements, "may use subject matter inspired by national legend or history; 

he may express in sound the sentiments which the beauty of his homeland arouses" 

(1323); however, these definitions of folk-inspired composition go beyond the scope of 

the works king studied here. He also suggests that "another methd of using folk 

melodies is to make t h  a part of a work in the variation fom, in which the tune is 

announced at the outset and later undergoes various technical changes: rhythmic, 

mclodic, fonnal, and textual" (1324). This variation technique is a common one, and 

one that oAen satisfies both the composer aiming to preserve the original source son& as 

well as the one who wishes to experiment with it, as the original tune is still present in its 

entirety at the beginning, then adaptai through various compositional devices. 

In considering the combination of tonal or modal folk melodies with atonai 

writing, a recently common practice in hth Canada and Europe, Banok is adamant on 

his position: 

Let us say frankly that this is not possible. Why not? Because folk melodies are 
atways tonal. Folk music of atonality is campletely inconceivable. 
Consequently, music on twelve tones cannot be ôased on folk music. The fact 
that some hventieth-century composers Ivent back for inspiration to old folk 
music acted as an impediment to the developrnent of twelve-tom music (345). 

Whatever the specific technique employed in adapting these songs, "even the obstinate 

clinging to a tone or group of tones borrowed frorn folk motives seems to be a precious 



foothold: it offers a solid framework ... and prevents wandenng about at random" (Bariok 

In examining th use of "Dans tous les cantons" by these composers, an 

investigation must be made into how each composition utilizes its source material, 

Bartok suggests that "the influence [of folk music] is most effective for the musician if 

he acquaints hirnself with folk music in the fonn in which it Iives, in unbridled strength, 

amidst the lower people, and not by means of inanimate collections of folk music which 

anyway lack adequate diatonic symbols capable of restorinç their minute nuances and 

throbbing life" (3 18). As well, 

just as the poet cannot corne to understand Nature fmm written descriptions, so 
the composer cannot hope to l e m  the nature of peasant music from dead 
collections of musical preserves ... He who fias ncver heard the actual melodies or 
sirnilar ones from the mouths of the peasants themselves will never obtain a true 
idea of them by the mere reading of the score (324-5). 

Insinuating that each composer must hear the original variant of the song that is being set 

before he or she may set it with any great authority, Bartok sets high expectations, ones 

which are rarely followed by the common armchair composer. Vaughan Williams, in 

confronting this difficulty, suggests that the reasons composers consult collections is 

their tendency to be too apt to mistrust memory. Many would rather rely on something 

that is written rather than their own recollection of the material. He suggests that this is 

why the folksong collections are so important, for even though they are not close to king 

a true indication of the songs, especially in some cases where details have been change4 



they are the most reliable and tangible source for many. 

In the use of songs fiom these collections, however, many other problems arise. 

Firstly, each song transcribed in a collection represents only one singing of a particular 

version by one informant in one location at one particular moment in time. Whether or 

not this specific example is one that is an appropriate representation of the Song in 

question is a point that must be contested. 

It is also conceivable that composers of the later adaptions of "Dans tous les 

cantons" may have used ideas or fragments of the art music treatments which came 

before. As each of these works, aprt  tiom Surdin's and Dela's, was relatively well 

known and circulated, this suggestion deserves consideration. 

Ernest MacMitlas 

MacMillan's setting of "Dans tous les cantons=In al1 the Country Round" for 

TTBB chorus and rehearsal piano is the first in his compilation of Four French-Canadian 

Folk Son@ which he composeci for the 1928 CPR festival. Winning the Beatty prize for 

best composition for male chorus based on French-Canadian folk song, the work was 

premiered at the festival by an amateur group whose performance received poor reviews. 

Nevertheless, the work ivas one of eight from the festival to be pubhshed by the Boston 

Music Company. Of the four pieces, "Blanche comme la neige" is most well known, 

while cunent performances of "Dans tous les cantons" are rarer. 



MacMillan tells us in his score that he used Gagnon's collected variant of "Dans 

tous les cantons" as his primary source, as well as Gibbon's English translation. 

However, the siight changes adopted by Gibbon and O'Brien in their adaptation of 

Gagnon's variant, such as the aforementioned rhythmic variations, and the beginning of 

the first verse with the word "c'est" to aid in the correspondence of the French and 

English texts with the new translation, are also adopted by MacMillan. Though 

MacMillan only set the first two verses of the Song (albeit identically in tenns of musical 

construction), he suggests the continuance of the performance of the other t h e  verses 

tmnslated and printed by Gibbon, and does not mention the remaining five in Gagnon's 

transcription. As MacMillan presents both the French and the translated English text as 

an option for performance, this is not surprising. MacMillan places his piece in the key 

of B major, different than both the B-flat major and G major settings of Gagnon and 

Gibbn respectively. His metronome marking, designated "allegretto" like Gibbon's, 

slows the pace to 108 beats per minute. 

Though MacMillan won the Beatty prize in composition, he still considered his 

piece an "arrangement," as he indicates in his score, most likely because he retains the 

''original" melody, rhythm, and text in their entirety. Thus, this piece most closely 

approximates what 1 suggest in the introduction to this thesis to be the third category of 

folksong-based composition, or the "direct transcription of a folkloric item with some, 

though minute, embellishments in order for the new work to be considered of a different 



fom with a distinct authorship." Here, the melody is Sung by Tenor 1, while the bottom 

three voices act as accompaniment. The work opns  with three bars of this 

"accompaniment" by the lower voices, similar to O'Brien's three-bar piano opening, who 

arîiculate the notes with vocables. These vocable underiones continue through the first 

two lines of the five-line stanza, then begin to imitate in a very basic contrapuntal and 

canonic fashion the text Sung in the melody for the remainder of the piece. This texture 

is then repeated identically in the second verse; a verse which MacMillan has no doubt 

included for the sole purpose of fitting words with notes. MacMillan's melody 

throughout is an exact replica of Gagnon's, with the exception of the bar of rest at the 

end of line four. 

Harmonically, this work is quite simple and preserves for the most part the 

harmonies which could be considered obvious in the original melodic line. MacMillan's 

main innovations in this work appear in his brief use of counterpoint, as well as in his 

unique rhythmic and dynamic accents. The couterpoint begins \cith the solo entrance of 

Tenor 1 for a single bar before the melody is joined by the two middle voices in relative 

rhythmic synchronicity and melodic independence. Gradually, these two middle voices 

drift apart rhythmically, and are then joined by Bass II four bars from the end, with al1 

four voices in relative melodic and rhythmic independence. MacMillan's use of 

rhythmic and dynamic accents further livens this already exuberant piece with attacked 

and diminished vocable accents in the first two lines by the bottom three voices. These 



accents are identical in the middle two voices, resulting in an overall pointillistic texture 

with the addition of varying accents in Bass II. The rehearsal accompaniment for pianoI9 

does little more than reiterate harmonies and rhythms already apparent in the vocal lines. 

MacMillan intended this piece for concert performance by an adult choir and, 

thus, it has no pedagogical undertones. Though out of print, it is still occasionally found 

in the current choral repertoire, and holds an important place in the history of folk-music- 

inspired composition in Canada. 

Alfred Wbitebeah 

Whitehead's setting of "Dans tous les cantons" in his 1939 composition entitled 

"In al1 the County 'Round" (Car1 Fischer) is for unison chorus with descant and piano 

accompaniment. As Whitehead was an o r p i s t  by profession, and produced many 

compositions for that instrument, it is somewhat surprishg that his accompaniment in 

this piece was not intended for the organ. Howevrr, this is a common characteristic of 

most of his folksong "arrangements," whtch fie wrote for whichever choir he was 

working with at the time o f  its composition. The piece then had an immediate practical 

application, especially because of the simplicity of its unison setting which could be 

quickly and easily learned by his choir. Like MacMillan's adaptation, this piece was also 

meant for an adult choir, and was therefore not pedagogical in intent. He, like 

l9 As this piece is meant to be sung 'a capella,' the piano accompaniment is intended 
for rehearsal purposes only. 



MacMillan, also considered this work an anangement, likely again because of its direct 

quotation of its source Song, again fitting within my third suggested category of folksong- 

based composition. 

Whitehead tells us in his score that he uses Gagnon's transcription as his source 

for the melody and French text. The English translation is, surprisingly, not Gibbon's but 

by Whitehead himself ("W.E.A."). This translation differs greatly from both Gibbon's 

and from the original French, descibing events which are almost completely unrelated. 

Both French and English text are presented; however the English words are placed above, 

and the piece is titled only in English, unlike MacMillan's which emphasized the original 

French first. The first verse of translated text, with Grignon's original French as quoted 

by Whitehead, follows: 

In al1 the country 'round Joliy girls and boys are found; 
(C'est) ciuns tous kis canions Yu des fil1 S et des gurçvm 

They like to play and sing, Why that's the very tfüng! 
Qui veil 'nt [sic] se marier, C 'esr la pure vériré. 

Some boys corne home from school With books and pen and rule, 
Les gurçons vont les voir Le plus souvent le soir; 

But cast them al1 aside, And with them goes their pride. 
Les fil1 S se rejouissenr Quand el13 voi'nt leurs amis; 

They let the girls succeed Because they take no heed. 
El! 's se dis 'nt en souriant: "Le voilà mon amant! " (Whitehead 3 4 ) .  

In Whitehead's version, two verses of text are printed and set, differing in musical 

construction, which imitate Gagnon's texts exactly, except for the addition of the word 



"c'estT' in the French text at the beginning of the stanza, an innovation adopled by both 

Gibbon and MacMillan. It is likely that Whitehead was inîluenced somewhat in his 

selection and his composition of this piece by MacMillan's. He was undoubtedly aware 

of it, as he was also a winner of the Beatty cornpetition with one of his earlier choral 

arrangements of French-Canadim f~lbsong. As well, his rhythmic treatment of the piano 

part is reminiscent of the accents demonstrated in MacMillan's work. 

The piece, which is a h  marked with an "allegretto" tempo of 1 12 beats per 

minute, opens with a duet between piano and unison voices. The chorus sings the tirst 

stanza, which is practically identical in melody, rhythm, and text to that of Gagnon. The 

oniy exception is that, as with MacMillan's arrangement, the rhythmic variations are 

retained. This indicates definitively the effect that either Gibbon's or MacMillan's 

version, or both, had on Whitehead's composition. This is also apparent in the three bar 

piano introduction, which contains elements of both O'Brien's and MacMillan's 

techniques - the use of an Alberti bass style broken chord configuration in the right hand 

from O'Brien's, and the syncopated rhythmic accents which mirror MacMillan's. ln 

addition, the piece is in G major, the same key as O'Brien's harmonization. 

The piano part throughout the piece is relatively simple, though more complex 

than either O'Brien's harmonization or MacMillan's rehearsril piano part. It is obviously 

meant for performance as it indicates specific fingerings in one particular dificult 

passage, and gives alternate chord confipurations in another section. The piano part 



utilizes a variety of rhythmic techniques that avoid what is typically perceived in art 

music to be the ennui of repetition -- Alberti bas  altemates with both block and staccato 

broken chords. The work also includes consistent, and frequent, dynamic markings for 

both the piano and vocal parts. 

The descant, introduced at the start of the second stanza, follows the original 

melody in a consistent later canonic entry at the beginning of each line. The two parts 

usually finish each section together. The counterpoint here is simple with basic 

harmonies which could be said to follow those inherent in the melody. A short two-bar 

section introduces a brief chromatic segment, the extent of Whitehead's most radical 

artistic ingenuity. The piece closes with a bief three bar conclusion by the piano. 

Whitehead's piece, though simple, is significant in that it preserves the original 

song, to which the piano and descant accompaniment are subordinated throughout. This 

is indicative of his style in most of his folksong "arrangements," and of the general style 

adopted by most compasers arranging folk music during this period. 

Maurice Oela 

Dela's composition "Dans tous les cantons!" was first written in 1949 for string 

orchestra. The work was revised the following year wïth the inclusion of a new part for 

the harp, and was then published by Berandol in Toronto. The original scoring is for 

standard string orchestra -- first and second violins, violas, 'cellos, and bass. Deia is 



vague in his description of his source for this work, indicaihg in the score that it has 

been "m. folklore" (arrangeci from folklore). Whether or not this omission is purposehl 

or simply an oversight is unknown, îhough certain assumptions regarding the source(s) 

may be made fiom the melodic Iine and generai texture. The piece, though short, 

employs many substantial compositional techniques within a multi-layered score, but 

Dela still terms it an "arrangement." 

This piece was design4 for concert performance by a goup of accomplished 

players and has no pedagogical intent. Since it probably involved a fairly significant 

amount of time and effort to compose a piece of ihis scale, Dela most likely originally 

composed it for his o m  compositional interest rather than for one of his CBC programs. 

However, the work was premiered on CBC in 1950, which may have been the purpose 

for his revising of it that year. Though he dedicates it to "L'orchestre a cordes Salvettia 

et son chef Marc Fortier," it does not appear to have been commissioned. It has received 

a fair amount of attention and repute, and has been performed by the Hart House 

Orchestra. 

Here, the original 1949 work scrired for standard string orchestra will be 

examined. Though a short piece (only two minutes twenty seconds in length), it is 

nonetheless a signiticant one. Its five to seven part texture (wvith Molin divisi) is 

primarily homophonic, with few instances of contrapuntal writing. The rhythm is a 

steady 214, as are al1 of the works to this point, and Dela indicates a very quick 



metronome matking of 150 beats per minute. The piece is set in A major, thus different 

fiom al1 of the other earlier versions, including Gagnon's. ûela exploits the abilities of 

the selected instruments in portraying this Song, altemating between pizzicato and arc0 

strings, using tremaio accompaniment in one section, and exptoring the upper and lower 

registers of most of the instruments. The piece is also made veq expressive through 

fiequent changes in dynamics, similar to those of Whitehead, with several crescendo and 

diminuendo passages. 

The work begins wiih a fairiy extensive eight bar introduction before the meiody 

is introduced in the first violins. This melodic line is similar to that of Gagnon and the 

others which ensued. Howevet, the tune rit what would be the C section of the AA'BCA 

melodic structure is  varied significantly, though does not break with the inherent 

hannonic structure. As well, the final section of the first stiitement of the melody is 

doubIed at the higher octave with the first violins' divisi. There is a short t~vo bar 

interlude, then the melody is restated in the first violins in its altered form. 

What follows is a lengthy section which is  fieely composed, using onIy a few 

rhythmic and meIodic motives h m  the original tune. Included in this section are two 

solo passages, the tirst by the second violins and the second by the violas, on a second 

folklike theme composai by Dela. This theme has elements of the syncopated rhythm 

first used by MacMillan in his setting of the Song in 1928, a seiting which was likely 

familiar to Dela. The first statement of this theme is subtle, with pianissimo d y m i c s  



and arco string accompaniment. The second statement in the violas is more boisterous, 

as the accompaniment reverts back to pizzicato with a mezzo forte dynarnic and tremolo 

in the divisi second violins. A short transitional passage ensues, which modulates into 

the dominant key of D major and indudes several dramatic dynamic changes over the 

course of a scant ten bars. The original melody is then restated in the first violins in the 

new key. 

Another new folklike theme is then introâuced in the first violins, which employs 

some melodic and harmonic motifs from the original melody. This theme is then 

presented in parallel thirds in the violas and 'cellos, having modulated once more to the 

key of F minor. This introduction of a new tonality takes the piece further fiom its rwts. 

Another short transitional sequence modulates the piece once more into its original key 

of A major. The principal melody is then presented in the second violins, followed by a 

brief coda of five bars to conclude the work. 

Dela demonstrates several techniques of varying the original melody as well as 

basing other folklike themes on its motifs. This piece then fits into the founh category I 

suggest in my introduction; that of 'the use of a direct quote of  an item of folklore within 

a tapestry of artistic creativity not related to ihe original item or its culture - in essence, a 

work of fiction using the folkloric item as a jumpingsff point." His accompaniment 

techniques are also varied, through the use of idiomatic devices for the strings, as well as 

through rhythmic variation. Dela's use of harmony is also unique, as he includes several 



short chromatic and harmonically ingenious passages. As the melody varies significantly 

fiom Gagnon's and of the others that followed him, it would be safe to assume that Dela 

based îhis work upon his own hearing of the piece. This is most likely as Dela, who was 

deeply involved in folksong with his radio programming, was probably exposed to many 

variations of it. This could also be the reason for his reluctance to mention his source in 

the score. The work as a whole is a signifiant one, though not as highly developed in 

ternis of compositional techniques as many other composers of Dela's time or even 

within his own corpus of works. 

Violet Archer 

Archer's piece "Music Everywhere=Dans tous les cantons" is included in her first 

of two volumes of B n  Folk S o w  for Four Hands, for one piano written in 1953 and 

publishd by Berandol of Toronto in 1960. The collection as a whole could be 

considered pedagogical in nature. However, these pieces have also been performed and 

recorded widely by concert pianists. Archer herself describes these pieces in a 1990 

CBC interview, which has been transcribed in her file at the CMC. Though her 

description and commentary are lengthy, they are extremely rare and valuable, and merit 

reproduction in full here: 

Oh yes, it  as Don McGill who prompted me to write some four-handed music 
for one piano and 1 decided to make use of some Canadian folk songs. My idea 
was that they should be playable by fairly advanced young pianists, in grade 8 or 
9. The tirst five are French-Canadian. Four of them are Nova Scotia folk songs 



because 1 had been studying those, having met Helen Craten [sic] who did so 
much to collect Nova Scotia folk songs. The fifth in that particular group of 
duets was an Eskimo weather incantation. It was b. I so much enjoyed doing 
those duets- It was great fun. They've been played a lot. They're published and 
recorded.. 1 found them inside of Helen Craten's [sic] book. 1 have so many 
books of folk songs, See, 1 was for a few years on the executive Canadian Folk 
Music Society [sic], and 1 met al1 these ethnomusicologists who were collecting 
Canadian folk tunes. 1 have another book of Helen Craten's [sic] songs, and then 
1 have three books on Newfoundland folk songs, of which 1 have set some for 2 
termrs, baritones, and bas. The texts are a scream in some of them, tembly 
funny, It's three thick volumes. I'd say they're more than an inch thick and 
they're al1 beautifiilly transcribed with the story and everything. 1 also have songs 
of the Copper Eskimos, Eskimos of the Coppermine River to the north of Alberta. 
I've had that book for so long. My sister brought my attention to it. She used to 
be working as a civil servant and she'd come across it, published by the 
department of Northern Affairs in 1925. And they were collected between 1913 
and 1916. Can you imagine? With wax cylinders. That's how they collected 
them. Bartok was collecting at that time, but there were no tape recorders and no 
record or cassette players then. And it's a wonderful book in the way they are 
transcnbed. There's a long premise telling al1 the different types of songs that the 
Eskimos sing. That has nothing to do with the ttuoat noises t h t  they make. 
They're al1 songs - dance songs, weather incantations, hunting songs, working 
songs, and so on and so forth. There are no love songs, strangely enough. 1 think 
it's simply because they commit their children for marriage in their early 
childhd. So 1 guess that means that there aren't love songs. But anyway, 1 have 
used some of those. 

Archer's description of her perception of these songs i s  very telling of her attitude 

towards their ment. That she termed Newfoundland folksongs "a scream" says much 

about her shallow appreciation of the songs, and her lack of appreciation for their 

qualities. It is obvious that she regarded them as king useful only in certain ways to her, 

again for their unique rhythmic and scalar structures, or for the perceived validity andior 

authenticity they might lend to her "compositions." 

This group of songs is an excellent demonstration of the direct effect of Bartok's 



work on Archer. Attempting to produce a Canadian Mikrokosmos, afier Bartok's 

compilation of graded pedagogical pieces for piano based on foksongs, Archer adopted 

her teacher's philosophies in the use of folksong in pedagogical composition, "to make 

use of their implied scales and the harmonies derived fiom them, and to maintain the 

character and chatm of the melodies7' (Anthology of Canadian Musiç vol. 1 7, liner 

notes). These picces have ken well received, and were reviewed in a 1993 program note 

in Archer's file at the CMC by Jim Whittle as "displaying much humour and character, 

these pieces for young people are tunehl and enjoyable to leam and to hear." They were 

first perfonned on the CBC national network from Montréal in 1954 by duo-pianists 

Pierre F3eaudet and Guy Bourassa, who also later recorded these pieces on volume 

seventeen o f  the Antholow of Canadian Music. 

Volume One of Archer's collection of ten folksongs demonstrates her fondness 

for French-Canadian folksong. Born in Montréal, Archer often indicated in interviews 

that this music was especially familiar to her. However, instead of drawing upon her 

own experience with these folksongs, she chose to use as her source Gagnon's collection, 

compiled a century before. Unlike MacMillan and Whitehead, however, she was careful 

to preservc: the original melody, maintaining the original rhythm which had been 

changed somewhat in Gibbon's and subsequent settings. However, she did set the piece 

in G major, like O'Brien's harmonization, and suggested a tempo of "Allegro gioioso" 

and a quick metronome marlü'ng of 152 beats per minute. She also retained the original 



duple meter. 

The primo part is a direct transcription of Gagnon's original melody, with the 

notes divided between the right and lefl hands. Archer's only additions to this part are 

the doubling at the octave of the tast melodic section, the A" of the AA'BCA" structure, 

and the addition of a quick flourish as a finish. The part is marked as forte and 

fortissimo throughout, indicating Archer's desire to accentuate and not bury the original 

melody. 

The secondo part constitutes the accompaniment and, although still quite simple, 

is significantly more difficult than the primo. This secondo part begins with a forte four 

bar introduction, then quickly drops to a pianissimo for the entrance of the melody in the 

primo. Throughout, Archer exploits the use of a one bar rhythmic motif in the right hand 

consisting ofa staccato eighth followed by two legato sixteenths and two more staccato 

eighth notes. The let? hand bass is a simple "bouncing" eighth note pattern. Neither part 

has any rhythmic variation throughout - the only innovations corne from gradua1 changes 

in dynamics. Harmonically, this part has little more interest than the rhythm, as it repeats 

itself consistently in two distinct one-bar patterns. The first pattern continues for thirteen 

bars, then changes to the second pattern which continues until a brief two bar coda at the 

end of the piece. 

The piece as a whole, then, fits into my suggested third category by employing a 

direct quotation of the original song with some small embellishrnents. Though Archer 



suggests in her comments that these pieces were written for students of moderate to 

advanced accomplishment, they are simple enough to be played by children much earlier 

in their musical development. They have k e n  record4 and widely recognized, and are 

often used by teachers both in the demonstration of piano technique and of the folksongs 

of Canada. 

Ricbard Johnston 

Richard Johnston's setting of "Dans tous les cantons" cornes from his 1964 

compilation of 3 1 Chansons canadiennes-françaises (Waterloo). "Arranged for two 

voices or SA choir, these pimes are pedagogical in nature. Intended for children from 

elementary to secondary levels, these pieces are dso suggested for use by youth groups 

such as the Scouts. They were originally written as part of the John Adaskin projeci. 

Gerald Lessard, in his preface to the scores, says that Johnston proposes that the songs 

should encourage students and render school Song programs attractive to them. 

Johnston himself gives an introduction to the collection in French. Due to his 

prolific work in both the collection and arrangement of folksongs from Québec, ofien 

with the collaboration of Fowke, this is not unusual. As this introduction is significant 

here, 1 will reproduce it in Ml: 

Quoi de plus agréable que d'entendre chanter une mélodie de chez-nous! 
Toutefois le plaisir peut être double si, par surcroît, elle est enjolivée par une 
seconde ligne mélodique. Chantées simultanément, elles invitent à la 
collaboration tout en respectant 1' individualité. De plus, elles contribuent à 



éduquer l'oreille et, sans contredit, servent mieux la musicalité. Le présent 
recueil contient les plus belles chansons folkloriques du Cana& Français: richesse 
faisant partie de l'héritage culturel de notre pays. A ce titre, chacune d'elles, 
reflète une histoire vivante, trés proche de nous. Rares sont les personnes qui ne 
ressentent pas un certain plaisir à les chanter, surtout lorsqu'elles sont 
harmonisées. Elles deviennent en queique sorte, comme deux flots de musique 
coulant ensemble. Puissiez-vous les chanter de même, avec joie et fierté! 
(Johnston, 1964: 4). 

A few of these comments ment a brief discussion here. Firstly, his sweeping statement 

that this collection contains "les plus belles chansons folkloriques du Canada fiançais" 

indicates a misplaced value judgement for a scholar of his stature. It is also strange that 

lohston, an eminent musicologist, suggests here that the singing of these 

hannonizations is one that will be more enjoyable than the singing of the original Song. 

That Johnston adopted both Barbeau's philosophy that a folksong can be improved 

through adaptation, as well as his intense nationalist fervour some forty years later 

indicates the lingering, and thus strength, of such sentiments. His overgeneraiizations 

here also include the statement that his choice of songs is limited to those which have the 

most "musical qualities" and wre especially known in the pst, twvo factors which are 

well nigh impossible to determine. 

Lessard compliments Johnston here on the treatment of the folksongs, apparently 

sharing Johnston's opinion that the hannonizations only serve to improve them. He 

continues by saying that Johnston's contnpuntal skills are finely honed, and that his 

composition of the second voice to accompany the original tune in the first, which could 

be Sung separately, is very melodic and musical. 



It is again strange that Johnston makes no mention of his source in this work. As 

he was also a prominent collecter, it is pssible that he collected the tune himself. 

However, his melodic line in this piece suggests othenivise. Alrnost an exact replica of 

Gagnon's, the melody only varies in the fact that the same rhythmic variations occur as 

are tint presented in Gibbon's version. Coupled with the fact that the piece is set in the 

key of G major, it is likely that Johnston used Gibbun and O'Brien's harmonization as his 

principal melodic source. However, that he also reprints al1 ten stanzas exactly from 

Gagnon's transcription, makes the connection obvious. 

In this "arrangement," Johnston places the melody line in the bottom voice, and 

composes a second melodic line above it. This second line is relatively simple: however 

it does have a fairly broad range of an eleventh. Containing varied rhythms, the second 

line demonstrates basic counterpoint in two sections of canonic imitation, as well as 

presenting sustained harmonic notes over the florid melody. Harmonies are again ones 

that are both simple and tonal, with no chrornaticisms. Johnston describes the piece as 

"gai,'' though he gives no indication of tempo. ïhe  piece is altered, then, only very 

slightly and still retains a full quotation of its source song Thus, it also fits into my third 

suggested category for folksong-based composition. 

The importance of this piece in the pedagogical canon is apparent because of its 

inclusion in the John Adaskin project. Presented entirely in French with no translations, 

and with the rousing introduction given by Johnston, the compilation as a whole is 



significant in its purpose ofteaching young French-Canadian music students about the 

songs of "their heritage." 

Surdin's Canadian Folk SQW: Grade 1 (1968; Boosey and Hawkes, 1970) for 

jwenile accordion solo is unique in that it presents some of the first pedagogical 

repertoire for this instrument. Anticipating the introduction of the accordion into the 

syllabus of the Royal Conservatory of Music, Surdin attempted with these pieces to 

increase the almost nonexistent corpus of works for this instrument. His devotion to the 

accordion, both fiom a pedagogical and a concert performance point of view, is apparent, 

as he has also ~ t t e n  various other works for the instrument. One example of these are 

his rkht Serious P a ,  which are a sort of Mikrokosmo~ for the accordion af'ter Bartok, 

and were intended mainly for use in classes at the Conservatory This tvas also true of 

his Canadian Folk Sonizs. Surdin also found it important to base these pedagogical 

pieces on folk music, as is seen in this example. This grade one collection, the first of 

three graded compilations for the accordion, contains songs from both Québec and 

Newfoundland. His setting of "Dans tous les cantons" is the sixth of ten songs in this 

work. 

Surdin, like most of the other composers discussed here, considers his setting iui 

"arrangement." This could be because of its extreme simplicity in this case. 



Unfortunately, no introduction is included with his score, and no indication of his 

original source is made. His melodic line, however, presents the now-common rhythmic 

variations not present in Gagnon's transcription, and sets the piece firmly in the key of G 

major, indicating a closer affinity with Gibbon and O'Brien's work, or of their 

subsidiaries. Only one other srnall difference is apparent in Surdin's melody, with the 

change of one particular quarter note in the final line to two eighth notes. Thus, this piece 

again fits into my third suggested category of a folksong-based composition which quotes 

its source Song in its entirety, with some few embellishments. 

Surdin indicates a tempo of "allegro moderato" in this piece and suggests a 

metronome marking of 126 beats per minute. The original duple meter is also 

maintained. The piece begins with a direct statement of the original melody in the right 

hand, accompanied by various sustained cime notes undemeath. Afienvards, the Rght 

hand flows directly into a variation of the tïrst part of the melody, namely the A section 

of the AA'BCA" structure. Here, Surdin presents an elongated statement of the first 

theme in notes of twice the original duration. This elongation is then passed on to the 

leA hand, where the final A" theme is plctyed with some minor melodic variation. 

The piece is then a very simple version of the variation technique discussed earlier by 

Kremenliev (refer to p. 225 of this chapter), as it presents first a direct statement of the 

original song followed by a single variation. 

Along with the rest of his Canadian Folk Song, Surdin's version of "Dans tous 



les cantons" is signifiant as a pedagogical piece which attempts to explore the 

capabilities of an instrument which has k e n  largely ignored in the art music tradition, 

but which is also closer to the musical traditions of che original folksong king adapted. 

This displacement of context signifies a more ment technique of exploitation of tone 

colours with, perhaps, a grmer regard for the roots of the original work. The inherent 

simplicity of this melody is also what has made it appealing for indusion in a 

pedagogica1 work for such an early training level. 

Howard Cable 

Howard Cable's setting of "Dans tous les cantons" appeared in his 1979 

compilation of three French-Canadian folksongs entitled Pastiche Ouebecois (Gordon V. 

Thompson). "Dans tous les cantons" is the third of these. preceded by settings of "Un 

canadien errant" and "Les rafisrnen." nie work is scored for SATE? chorus (divisi) and 

piano or bras quintet. This work was probably intended for concert performance, as it is 

too difficdt to be considered a pedagogicd piece. Unfortunately, very little is knowvn of 

Cable's motivations for writing this piece, He indudes no introduction to the wvork, and 

also does not divulge his original source. Though the melodic line does follow that of 

Gagnon, it still adopts the latter rhythmic variations introduced by Gibbon and O'Brien. 

That the piece is also set in G major indicates Gibbon and O'Brien's influence. Cable 

also sets four of the five text stanzas presented by Gibbon, though the "original" French 



versions of these only. Cable does inclde English translations here, though they are 

written by Ji11 Frappier, who in many ways ignores the naniral rhyme scherne of the 

original song. 

The piano or bras quintet is given quite a bit of attention throughout this work, 

as the instruments provide a brief interlude or "break" between each vocal stanza, as well 

substantial accompaniment during the singing of each verse. The fastest of al1 the seven 

pieces, Cable's setting indicates a tempo of ''vivace!' and a metronome marking of 160 

beats pet minute. The piece opens with an short seven bar introduction by the 

instrument(s), which leads into the first stanza sung in unison by the choir. This first 

statement of the theme is a direct one witb no alteration of any sort in the vocal line. 

After a brief instrumental intertude, the choir retums with a restatement of the last line of 

the first stanza, sung in four part harmony. This is followed directly by the second 

stanza, which has modulated into the key of !3 flat major, the original key of Gagnon's 

transcription. This second verse is Sung by the kmrs and basses alone, in h o  part 

harmony with each othcr. This is an excellent example of word-painting, with the men 

singing to the wvomen as is indicated in the te.* 

A difficult ascending chromatic passage provides the instrumental transition into 

the third stanza, which has again modulated to the key of E flat major. The ful l  choir 

renims in this third stanza, singing diwsi in six part harmony. This section is much more 

dramatic at first, and is marked fortissimo, but at the start of the third line of text the 



texture is suddenly diminished as the altos and basses take over the rnelody in unison. 

What follows is a short banter between various part couplings, tint with the women 

singing, then with the men. The next tamition is a sparsely scored one for the 

instruments, and leads into another modulation to the key of D major. At this point, the 

tempo also slows to an "andante" of 72 bats per minute as the choir enters in four parts 

for the fourth stanza. They are abandoned briefly by the instrument(s), which return at 

the beginning of the third line of text as the tenors and basses begin singing divisi. 

The final instrumental transition returns the piece to its original tempo and key, 

as the choir sings one last direct statement ofthe k t  stanza in unison, having come full 

circle. A coda consisting of a restatement of the last line of the stanza in four part 

harmony, followed by a building chromatic instrumental segueway to a concluding 

unison statement of the words "Dans tous les cantons" by the choir concludes the piece. 

This work is richly scoreci by Cable, and employs inventive harmonies; however, 

he is careful to preserve both the text and the rnelody of the original song, despite its 

frequent modulation. Though the piece mi@ be seen to fall between my third and 

fourth suggested categories, because it stilî retains a direct quote of the original source 

song, which is consistently repeated, the work wmld best fit into the third. Undoubtedly, 

the piece demonstrates a fairly high level of compositional innovation in dealing with the 

"original" folksong. However, Gagnon's version is still easily recognizable in its 

entirety. Dynamic indications are also frequent, reminiscent of both Whitehead's and 



Dela's settings. What is most unique about Cable's adaptation, however, is the 

inventiveness of the pianotbrass part. This work is one that is well known and foms an 

important part of the Canadian choral repertoire. 

Conclusions 

The motivations for the composition of and the specific compositional devices 

employed in these seven compositions are varie4 but contain many similar elements. 

Unfortwiately, only a few writings exist detailing the actual intent of the composers - 
these are both rare and valuable. Most ofien, this intent must be discemed from an 

analysis of the scores themselves. The analysis presented here, though brief, has still 

discovered some important elements about these compositions, including probable 

source materials, how these source materials have been adapted, some cornmon 

compositional techniques used, and some possible motivations. 

Mile  the majority, if not al1 of these composers drew their source material h m  

a very limited number of printed collections, in this case, probably al1 of the settings 

discussed have stemmed directly or indirectly from the transcription of one variant of this 

Song; that of Gagnon. That even 1 15 years afier the flrst publishing of his collection, 

composers were still adapting its songs collected in one region fiom a limited group of 

singers, puts an interesting slant on the perception of "Canadian" music. What is most 

telling here, however, is that each of these seven composers (with the exception, perhaps, 



of Dela) undoubtedly knew of and bomwed most extensively fiorn both Gibbon and 

O'Brien's "harmonization" as well as from MacMillan's original "arrangement." That 

the utilization of an a&pted version of a coiiected version, or elements thereof, rather 

than a cornplete consultation of Gagnon's "original" Song seems paramount here. 

Questions then arise here as to why composers, some of which outwardly daim to be 

interested in the preservation of "pure" folksongs, choose to then set an already adapted 

version. Availability of published editions of Gagnon's collection would certainly not be 

a factor, as several reprintai versions have been ividely distributed. Ignorance of 

Gagnon's original version is also not an issue, as both MacMillan and Gibbon indicate 

quite clearly the source of the onginai m g .  Speculation might be made into the usage 

of more familiar versions which indicate what might be perceived as "implied" 

harmonies or "appropnate" accompaniments for the style of m g .  However, this ;.Y mere 

speculation only. Again, without the existence of primary source writings fiom the 

composers themselves, this is a motivation which is d i ~ c u l t  to ascertain, but wvould also 

be an important one to discover. 

In looking at these seven compositions as a whole, al1 are composed tonally, with 

a great degree of presewation of the "original" source sons, in melody, rhythm, and in 

text where appropriate. Three of these are pedagogical (Archer, Johnston, Surdin), while 

four are intended primarily for concert use. Of the seven, six fit within my suggested 

third category, which indicates that they preserve almost reverently the source Song 



which they have set, adding some variations and embellishrnents. Here, the exception is 

Cable's setting which, though it preserves the original song, adds a fairly substantial 

amount of variation and embellishment. Only one of the seven works, that of Dela, can 

be descriid as falling within the fourth category, which uses the original source Song as 

a jumping off point for a composition which later employs various themes and 

compositional devices independent of the musicd traditions of the original folksong. 

From this sample, it might be sumised that Canadian composers reserve their larger- 

scale works, or those which are more detailed and are multi-textwed, for "original" 

works which do not employ folksong quotations. This sîatement can be seen as generally 

tme through an examination of the list which I compiled of folk-inspired compositions 

by Canadian composers which 1 divulge in part, and discuss in the third chapter of this 

thesis. This examination of these seven settings of "Dans tous les cantons," however, 

helps this argument to ring true. 

lt is difficult here to make many broad and sweeping statements based on the 

comparison of these few examples about the state of folk-inspired-composition in 

Canada - these compositions, are both a product of Tanadian" nationality and of 

individuality. Though this set of examples is ody a very small indication of the 

immense repertoire of Canadian music based on folksong, such a specific study is good 

for encouraging further research in this field, and in Canadian music as a whole. 



CONCLUSION 

We played them all: the Sinfonia Erutico Funtachia, The Indian Festival of 

Dreams - whatever the hell they were called. .. But Papa Heinrich did use Indian 

music ... ~Uanitou Mysteries, or The Voice of the Great Spirit: Gran Sinfonia 
Mysteriosa Indiana - or some goddamn thing. It wouldn '1 have been the jirst 
lime a real artist look a bank clerk S idea and turned it into u masterpiece ... The 

tortured pianoforte groaned and his shrill voice occasional!v broke lhrough the 

outlandish cltrsters of sound to e-rpluin some especiully obscure passage meant to 

conjure up Comanches hunting birffulo (Josef Skvorecky, Dvorak in Love, 42-3). 

Al1 greut musiciuns have borrowed music from simple people (Josef'Skvorecky 

45). 

Throughout this thesis, 1 have attempted to answer three main questions: What 

reasons do composers give for the utilization of folk materials? What source musics 

have ihey used in this process'? How have they musically manipulated these materials? 

These have been answered bath generally and specifically through an analysis of the 

practice of using folk music in art music composition in Europe, in Canada, and through 

the examination of seven settings of one particular French-Canadian folksong, "Dans 

tous les cantons." Each of these "answers" has varied sipificantly over time and region 

and, inevitably, with individual composers, though many common trends are apparent. 

Let us regard the first question: What reasons do composers give for the 

utilization of folk materials? The earliest motivations were primarily those of a need for 

a more expansive and unique form of music, different fiom the then comrnon plainsong 
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adaptations. With early nationalistic sentiment, and the later advent of Herder and the 

romantic-nationalist movernent, cornposers ôegan to adopt these songs as a "pure and 

naturai" expression of the music of their homeland. Made more potent through the use 

of the perceived songs of the people, this "nationalist music" becarne extremely popular, 

but later fell h m  favour emphasizing instead, most recently, individualist rather than 

collective expression. In this way, the songs were then later used as a jumping-off point 

for larger scale works which changed dramatically the original song king borrowed, 

rather than atternpting to preserve it. Reasons for continued use of these songs in this 

mannet are speculative, but include pedagogical concems, as well as the inherent 

simplicity of these source materials. Earlicr preservationist sentiments are also another 

reason why composers wished to set these songs - to enable them to be heard and learned 

by a greater audience. 

In Canada, nationalist sentiments arrived much later, inspired by the eartier 

movements fiom Europe and the United States. Encouraged by Barbeau and Gibbon in 

the CPR festivals of the 1920s and 30s, and by the Movement littéraire du Québec, many 

composers sought to create folk-music-inspired pieces. This movement howeveq like its 

predecessors in Europe, waned rather quickly, and individualist e.upression became the 

precedent. Many pedagogical works have been created through the use of folksong, 

particularly through such programs as the John Adaskin Project, and reasons for this are 

most likely wofold: Firstly, the composers have been interested in encouraging young 



players to leam and recognize folk music fiom their own homeland, and secondly, that 

these picces are petceived as bang relatively simple, yet have a significant amount of 

both melodic and rhythmic interest. This has consistently been a common perception by 

composers who have adapted folksong, since some of the earliest European antecedents; 

that "folk" equah "simples' quals "for children and students." These pedagogical pieces 

Vary significantly from non-pedagogical ones, in that the former show a much greater 

degree of the preservation of the original source Song The latter, especially recently, 

o k n  utilize the folksong as very sketchy base material, which is frequently altered to the 

state of non-recognition. However, as \vas earlier reiterated by Bartok, "even the 

obstinate clinging to a tone or group of tones borrowed fiom folk motives seems to be a 

precious fmthold: it offers a solid framework ... and prevents wandering h u t  at 

riuidom" (3 1 8). 

Reasons for the use of the specific folksong discussed in detail here, "Dans tous 

les cantons,'' must in many cases be speculative due to the unfortunate lack of wïtings 

by these composers on k i r  works. Of the tvritings of these seven composers, there enist 

no direct accounts describing motivations for the use of this prticular Song. Some 

express an interest in French-Canadian folksong as a whole, but few o t k r  indications are 

given. However, it is safe to assume that the popularity of Ernest Gagion's collection of 

Chansons po~ulaires du Cana& was such that many pieces fiom it have been adapted by 

viuious cornposers fiom its publication in 1865 to today. The assumption that this 



compilation contained an exhaustive collection of al1 French and French-Canadian 

folksongs sung in Canada, thaugh an erroneous one, nonetheless encouraged the 

consistent use of this volume. That this particular song, "Dans tous les cantons," was 

selected is not surplising, due to its lighihearted nature and rhythmic vitality. That it was 

Emest MacMillan who selected it first, and with it won the coveted Beatty pnze at the 

renowned Quebec CPR festivals also, no doubt, contributed to the enthusiasrn of later 

compasers to attempt to utilize the same base song. 

Let us next address the second question: What source musics have the composers 

used in this process of utilizing foik music in art music composition? Though many of 

the earlier European composers to adopt this practice were intent on collecting the 

folksongs that they utilized, this ambition has fallen largely out of praçtice, especially in 

Canada. Various folksong collections, of music both familiar and, more recently, exotic, 

have k e n  most o h  consulted. In the early e.camples of this pmtice in Canada, due to 

the lack of printed collections, it is most likely that composers adapted the songs which 

they thernselves had heard amund them, However, since the increase in the nmber of 

coHections king published and made widely availabIe, most composers have ceased 

relying on their own ear, prefemng instead to adhere to these printeà transcriptions. It is 

even me that now, in Canada, most composers have not only not heard the version of the 

son@ they are setting but, ofien, not even any of the mgs from the particular culture of 

the songs being set, haMng never been "in the field." This armchair composition, 



tiowned upon by earlier pioneers of this pdce such as Bartok, Grainger, and Vaughan 
t 

Williams who emphasize that one must intimately understand a folksong tradition before 

attempting to emulate it, is most common in this type of composition in Canada today. 

Of the seven composers examinai in &tail in this thesis, oniy three did any son of 

collecting throughout their careers, and none actually collected their source song of 

"Dans tous les cantons." 

The question of perception is anothet that arises here: Perceived opinions about 

how these songs, both the original and the '?ransformed," should be categorized, by the 

composers themselves, as well as by the collectors and the historians/musicologists, have 

been telling to trace. In categorizing a piece as either folksong, artsong, or popular song, 

as well as tenning adaptations of these works as harmonizations, arrangements, or 

compositions, has been a process which has nlied most heavily on intent, decided 

through the mg's  placement in a particular publication, performance venue (if any), and 

the instrumentation of the work, rather than on the relative merit of the resultant work 

itself. That these unspoken categorizations have ken largely undebated, and 

consistently followed by composers and musicologists alike, is somewhat surprising, and 

a phenomenon that merits further discussion in later works. 

The third question to be addressed here is: How have the composers musically 

manipulated these materials? A thorough description of both earlier and more recent 

methods of adapting these songs is given at the beginning of the fiflh chapter, while the 



remainder of this same chapter describes in some detail the specific devices used by the 

composers of tbe seven settings of "Dans tous les cantons." Adaptation methods are 

numerous and diverse, and can include compositions in various f m s  (variation, 

through-composeci, stropbic), and various instrumentations and textures [solo instrument 

or voice to full orchestra). The source song can also be preserved in various degrees, 

from a full restatement of the original melody and l*cs to fragmentation and 

developmenr of motives f m  the song. These degrees of difference are ernôodied in the 

four categories of classification outtined in my introduction. Generally, these son& are 

categorized as ei ther arrangements or compositions kpending on boîh t heir 

instrumentation and their degree of preservation of the original m g .  

It is not surprising tht many of the adaptation processes used by the composers in 

setting these songs are diin to similar processes which m u r  in the transformation of 

these original folksongs dduring their oral transmission. Thomas Bum, in his 1970 

article "A Model of Textual Variation in Folk Song," autlines some of the specific 

pracesses which folksongs in the oral tradition are subject to. Many of these may be 

directly applied to these a r ~  music adaptations, in tenns of both text and melody. 

Examples of relevant categories suggested by Burns incfude "contraction," which refers 

to the deletion of any type of material, usually considered peripheral, at any level, and 

can be broken dotvn further into processes such as, "expursion," or the deletion of 

specific materials from the Song due to their bawdy or obscene nature, as well as 



"dramatization," where one particular aspect of the song i s  emphasized. "Localization" 

is sometimes utilized, in which the details of a particular song are changed to be made 

relevant to the location in which it is to be performed Anotber category which is 

frequently employeâ, particularly in recent composition, is that of "fragmentation," 

where the piece is contracted to such an extent that the original song is barely 

recognizable. All of these songs rnay be said to fall under the umbrella of 

"rationalization," which is the imposition of "reason or probability" on a Song through 

the addition, subtraction, or alteration of original elernents, as t e l l  as that of 

"recomposition," which speaks for itselE As well, the Schafer school may say that al1 of 

these works also are encompassed in the category of "degeneration," where the changes 

that have k e n  made are regarded as detirnenial or negative. This cornparison helps to 

demonstrate, perhaps, that the art music adaptation of the songs is another step in the 

process of their transformation and transmission. 

It can be seen throughout the usage of these folksongs by Canadian composers 

that the perceived "pure and natural" son@ are still romanticized, and even regarded 

today in an antiquarian fashion, as k i n g  the epitome of nationalist expression. And yet, 

there has been little real desire to "go into the field." Only a scant few did this - 

musicians were either collectors or composers, and rarely both. Many who popularized 

the use of folksong in Canadian art music, such as Archer, had Iittle to no regard for the 

background and "authenticity" of the original folksong. Armchair composers reigned 



(and reign) supreme, and those that did collect ofien did so with the perception that the 

songs king transcribed were those h t  would translate best to a concert performance (ie 

art music) form. As 1 have stated earlier in chapter four, "that Johnston himself 

perceived these songs that he, and his contemporaries, were collecting as foundation 

material for larger works, both pedagogical and artistic, indicates an anitude which was 

held by a number of Canadian collectors at the time. Believing this to be the primary 

purpose for the collection of these fdksongs, rather than that of preservation, led many 

collectors to transcribe and publish songs that would be easily adaptable, rather than 

those that wouid become histon'cally significant." Even the most revered and prolific of 

our collectors, Helen Creighton, adopted this attitude. She admits that, "1 saw how our 

beautiful tunes could be applied to this classical fom ... Much more could and should be 

done, and 1 trust that composers will tum to this new volume and do al1 sorts of 

wonderful things with its contents" (Creighton, 1962: vii). 

As discussed in the introduction to this thesis, these discussions of the use of 

folksong in an music are very much akin to previous scholarship in the already 

established field of folklore idas literature. As can be seen from the various folklore and 

literature theories which have ken discussed and utilized for analysis throughout this 

thesis, these two fields have much to offer each other, and connections between the two 

should be examined in furthet detail. Folklore inlas literature scholars have gradually 

evolved, naturally along the lines of concurrent folkiore research, into questioning 



wvhether the scholarship should not place such high value on evidence, but on process. 

Yet, these original perceptions still remain within the field, so that it has h o m e  almost 

necessary for a literary author to connect themselves strongly, or to become connectai by 

a Iiterary scholar, to the folklore which they utilize. Though unwritten in any direct 

connection between the two fields of folklore and art music, this striving for authenticity 

and personal linking to the original source folklore and, thus, culture from which it came 

was paramount to the composers who originally began to adapt this material. However, 

as the process of utilizing folksong in art music composition evolved and migrated to 

North America, this direct connection between the composer and the folksong became 

less and less important. Now, it has become almost admissible for composers, 

particularly in Canada, to employ folksong in ways which Dorson himself might have 

termed "fakelore" (Dorson, 1971, 1972a), through adapting folksongs as a means of 

adding validity or a sense of national pride to a new art music piece, with liale or no 

connection on the composer's part to the original song. There are, naturally, sorne 

exceptions to this rule, but as a whole, Canadian composers employing this practice have 

been successfd at distancing themselves greatly from the folksongs which they adapt. 

In his 1948 article, Taylor suggests that "writers have imitated folk10 K... Iiterary 

imitation[s] of folk genres [are] conscious imitations of folk style and folk matter" (4 1). 

This has also been a procedure practiced by composers, particularly European, for many 

centuries. Emulating the style of folklore or folksong is easier to do when one is more 



familiar with a particular folksong tradition - to emulate its qualities indicates that the 

composer is eminei:tly familiar with them. However, to "arrange" or "compod' a piece 

using a pre-collected folksong might ofkm be a simple matter of cut-and-paste or, in 

debates of authenticity, adapted in such a way that the final composition does not reflect 

the qualities which are inherent within the source song's culture - qualities which must 

be studied within the culture itself in order to be completely understood and properly 

emulated. This is something wéich is rarely practiced by the Canadian composers 

studied here. 

In all, the use of folk music in art music composition is an important process as it 

is one that has taken place through al1 musical periods from the Middle Ages, ail regions, 

and al1 genres. Most art music composers have also h o m e  fascinated with this process 

and attempted it, at least at some point in their respective careers. Remarkably, this 

practice is one that has been studied reiatively Me ,  and merits much further discussion. 

The use of the practice in Canada is vast and varied, and has been one which has helped 

Canadian music as a whole to corne into its own. The analysis of these seven settings of 

"Dans tous les cantons" has helped to demonstrate a small cross-section of these 

combined traditions and, hopefully, to shed some light on the motivations for and 

specitic uses of this practice. 
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