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ABSTRACT

The Bai people, a minority groupinh e Peopl e 6 s mRmegenunpdtieast of Chi
1.6 million, live mostly in the Dali Autonomous Prefecture in northwest YunHastorically,
Bai from the central region would gather annually at the base of Shibaoshan Mountain to sing
partner style love songs in search for a suitable marriage partrey; tb time is marked by a
threeday festival officially titled fiShi baoshan.
singers to spontaneously compose melodies in response to their counterpart, crafting lyrics to
flatter or tease their singing partne

The study quantifies the close relationship betweenilguistic tone hghts and
melodic pitchesQu al i t ati ve research uncovers whether t
choices or methods Bpontaneously composed songle closelymatchedelationshipbetween
linguistic tone and melodic pitch@splies thatnewsongs mat retain this feature in order to be

acceptable and peaps intelligible to Bai hearers.
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CHAPTER 1

INTRODUCTION

Jianchuan Bai musicians in northwestern Yunnan proyincelf he Peopl eds Repu
China (PRC)compete annually at the base of Shibaoshan Mountain with the hopes of being
named the best male and female songwriters of the year. Memcamensingers perform
individually, composing spontaneous responses to one another and often causing laughter among
the crowd.

Fromthe 27"to the29" day ofthd u n ar cselemmmbathapbreximatelyten
thousand Bai travel to Shibaosh@arii Pr e ci o u s S forahe anniMidestival ta enjoy )
the singing and shop in the market (Qin Meng Lin 2009 Shibaoshan is a chain of mountains
located north of Dali, but the people gather at the base of a specific temple known locally as the
main gathering plac&ome trael by foot, walking over mountains for many hours. Others catch
a ride fr onfmnrvanaaxis vehatotravelhoeShibaoshan from Jinhua Zhen, the
county seat in Jianchuan County, about fdrtg minutes away. Wealthier Bai and Han Chinese
drive themselves, parking a mile or two from the performance site because of the crowded one
lane street. Musicians maintain the attention of the audience through extemporaneous partner
style 6dui ged songs.

My path to Shibaoshan was also an interesting orkira8eptember 2009, | found
myself standing in the middle of the regionés
the festival. This moment was not only the beginning of my widespread fame throughout the

region, but it was also the start obre serious inquiry into the composition and performance of

2A 6miao bao che, o6 literally tr apassénger \@nwhiahsisstpposeglpd car , o
shaped like a loaf of bread. This type of transportation is the primamgesofitravel to certain towns or events and functions like
a taxi, where each person pays a certain amount to be transported from one place to another.



Bai songs. How does one fAwind the competition
competitors? How do singers write songs whic
compositonal choices? Specifically, what relationship exists between the Bai language and the
singer soO scpnpostdaneledes?sAnd/how does the complexity of the Bai language,
with its eight different | i ngudadischoices?t ones, i n

Il n February 2009, after about a year of Ch
Kunming, | moved to Jinhua Zhen. | started work with SIL International on a bilingual education
project which began in 2004 under Brian and LidaBd. The program is ongoing to date, and its
goals are to help Bai children leamore effectivelyto help the children learn Chinese, and to
help preserve the Bai language and culture. The program is in Shilong elementary school, a
village school withinvalking distance of Shibaoshan. Songs are used in the curriculum for play
and for learning. Some are traditional, but melodies are rewtyposed in the traditional
singing style, a process which took place under my supervisor, Liz Billard. Musicians from
Shilong village came together for sengiting workshops and composed all of the songs for the
curriculum (around two hundred).

As Billard discovered, in childrenbés songs
melody is almost exact, where the highdnow, and rising tones exhibit a direct correlation
with the movement in the melodBi{lard 2003, 8) Because of hefull-time work on curriculum
development since 2004, Billard hadtfoundtime to study adult songs. Therefordjem | first
arrived n Jinhua Zhen, minitial internship assignment was to find melodic or rhythmic patterns
in adult songs. | -collesteddecdsdingislarad trahgcsbedpmeledies from s |y
different singers and different songs, writing one above the otheingptk rhythmic or
melodic patterns//hile | did notice some general patterns, | still had many unanswered

2



guestions about the relationship between speech tone and Bai adult song melodies. Completing
initial research in the early summer, | turned my attenon t o t he chil drends s
FromJuyDece mber 2009, | worked on a childrends s
instrumental accompanimenigre added to songs from the Shilong preschool curriculum

In August, | was invited by the Culture Bareto perform at the September Shibaoshan
song festival. As | learned two partr&yle songs, | began to notice a correlation between the
eight tones of the Bai language and the movement of melodies in song. Participant observation
taught me more about Bausic and culture than my months of musical analysis, and it brought
focus to my study. | will write more about th

| mpl ement ation. 0O

Statement of the Problem

As | lived in Jianchuan and interactediwmany local Bai, | asked young people about
traditional Bai mu s i ¢ adodhotuwonf d eerns traencde iivte.do t hSo n
of the community explained that certain singers are more intelligible than others. As | questioned
further, | leared that certain singers in the community were believed to be better than others. All
of these conversations led me to conclude that the best singers not only have great command of
the Bai language but also compose melodies according to the Bai linguigtimtorder to
maximize intelligibility among listeners. Today, very few members of the Bai community can
spontaneously compose songs, and many young people from within the Bai community have

little understanding or appreciation for traditional Bai siggiBven those who are still



composing are sometimes critiqued to be singi

meaningful as texts in times past.

Historically, the gathering at Shibaoshan was a time of courtship, where young men and
womencame tasing toone another in search of a suitable partner. In recent years, however, the
Shibaoshan Festival has become an organized song competition, managed by the Jianchuan
Culture Bureau. It is possible that some people still travel to the Shibaoshan to finoubbve
more and more this practice is being abandoned. Clearly one function and purpose for passing
down Bai singing for finding a suitable partn@&rhas dissolved.

Many people under age thirty cannot understand Bai music sung in this traditional form. |
would like to discover the reason behind their inability to understand Bai songs. Is it because the
text is poetic? Or is the |l anguage somehow
not have an interest in traditional songs? If the melodies aseale@rly understood when they
follow the tone of the text, then this has many implications for sanitingd namely that
following this pattern would allow for listeners to clearly understand the meaning of a song the
first time that they hear it. Manyifeign workers are unaware of the relationship between
linguistic tone and melody in languages like the Bai language, and they continue to promote the
use of translated prexisting melodies without understanding some of the repercussions of that

practice.

3 In March 2012, | had a conversation with an elderly man about Bai music. He sang a song from tieeglasng

the I'yrics for me into Chinese. The song is sung to a |
behind youd (translation mine). He said the tiagcHe i s di f
compl ained, fASongs just arendét what they used to be. N o

4
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Need for the Study

Various studies have been conducted on tonal languages throughout the world comparing
the tone of the spoken language to the melodic tone of sung music. In parts of Southeast Asia,
studies show a rather direct correlation betwéerspoken language and the melodic structure,
particularly when there are contrasting high, mid, or low tones in the language. Several authors
have written specifically about the relationship between tone and melody among related
languages. Withtheexceppb n of a study on Bai childrends
written to date in English on the tetext relationship of Bai music (Billard 2003). Various
Chinese scholars have written on Bai music or put together collections of Bai songs, boft none
these publicatiords so far as | can téll address the issue of the relationdgween linguistic

tone height and musical pitch

Research Questions
The focus of the research is primarily quantitative with one central question: What is the
relationshipbetween the Bai linguistic tone and the melodies in adult Bai singing?
Accompanying questions include: (hat melodic principles might override the linguistic tone
of the text? (2) What is the relationship between singing and Bai phonation typaA/ef38)
speech tones and melodic patterns are not congruent, is there a linguistic or musical reason for
the variation?

Studying the texts and melodies in and of themsehiksot necessarily answer

guestions about a si nge ngs Quattativepesearchtwilleeektoo f s po

answer two related questions. (1) What factor

melodies? (2) How do these factors relate toptieservation of relative linguistic tone heights in

5



Baimelodis? And (3)Whea makes a fAgoodod song? Due to t

into music attitudes will not be surveyed or investigated at this time.

Purpose Statement
The purpose of this study is to better understand various aspects of Bai songs and
musiciansip. The first aspect for investigation is the relationship between the Bai linguistic tone

and melodic song structures. The study also seeks to uncover rules guiding composition and

he

traits which distinguish pr of enmusiciaosmraamatesirs.nger s

These purposes demand a sequential mixed methods approach including participant
observation, ethnographic interview, and musical analysis. In the study, musical analysis will be
used to determine the relationship between song aextsnelodic structure. At the same time,
composition techniques and musicianship will be explored through interviews with several Bai
singers in Jianchuan County. The rationale for using ethnographic interview alongside musical
analysis is to gain insiglmto the individual choices, levels of training and experience, or
particular methods which popular singers use in song composition. A better understanding of Bai

song is necessary for composition and for preservation of the genre.

Intended Audience
Three audiences will benefit from the results of this study, including members of the Bai,
Chinese, and foreign communities. Within the Bai community, musicians and government
officials in the Culture Bureau are trying to pass on the tradition to the youegeragions. A
better understanding of tmeatchingbetween linguistic tone and melodic pitahd its
connection with song intelligibility will aid them in training interested young people in learning

6



to sing and compose Bai musMembers in the Bai commiig who cannot sing Bai songs can
better understand their traditional music and can use this knowledge to create new melodies or
learn to singThe presenstudy focuss ononly a small sample of music from the Jianchuan Bai,
one of thredBai dialect regimsin the Dali PrefectureMore on dialect will come in chapter two.

An understanding of the relationship between tone and melody is necessary for foreign
and Chinese workers who live and work with minority languages and music systems like that of
the Baipeople. If themelody must match the linguistic tone heifgt intelligibility, then
translating songs without taking this into account could seriously distort the meaning of the texts.
Should these workers want to use music to enhance their varioastpydpey must understand
that simply borrowing a traditional melody or bringing a melody from another culture and adding
the local language to the tune could significantly distort the intended meaning of the song (aside
from ignori ng @nnata&ibns).dAyasksof uoderstandirrg & lthe issue could
result insendingconfusing or wrong messages to a target audience. These workers also need to
know what features of melodies and texts make a song good or bad in Bai culture.

A final audience is freign and Chinese scholars in the wider academic community. As
Chapter Two will highlight, analysis of melodies among linguistically tonal languages has been a
minor topic of interest in musicology and ethnomusicology since the 1960s. The analysis of this
aspect of music is rather complex, as case studiesSoameast Asia and parts of Africa will
testify; however, most studies contain supporting evidence that the connection between language
and melody is clear even if researchers or local people carlyaiticulate this relationship. A
case study on the Bai language can only benefit the academic quest for better undestanding

the relationship between spoken text and melodic tone.



Glossary of Terms
Baizu diaois the Chinese term most commonly ubgdhe Bai in Jianchuan to refer to
songs which are sung, usually by a soloist, and are accompanieddayxien Thesanxianis
a threestringed plucked lute which is used in accompaniment of singers or as instrumental solo.
Shibaoshan Ge Hus theannual song festival held among the Central Bai. Shibaoshan
(APreci ous SistheinameMbadambua maurigin in Jianchuan county which
contains many Taoist temples. The term for song festiealhuj is used to describe any song

performancethough in this context includes an element of competition.

Limitations/Delimitations of the Study

The greatest limitation in this study is that | do not speak the Bai langiihgé my
translations of song texts are with the help of bilingualdpaiakers. Most of my interviewees
were also bilingual, which meant that their descriptions of music were given in Chinese, so | did
not learn many Bai terms for talking about music. Additionally, although my Chinese level has
been rated feand Bla testsel@r stilbngt ablerta fully express higleeel
thoughts (or likewise understand them). While most participants can speak Chinese they could
not always reply in the Chinese language. This further complicated data analysis because | had t
seek out translators who could interpret the
times, to understand responseshemo ment and t herefore couldnodt
appropriately or follow up on insightful information. Language anducaltbarriers also limit
my understanding of metaphor in Bai songs.

My time was also limited because during the few months of my initial IRB approval,

which came about a year after my move to Jian

8



my days lookng for participants to interview. In 2011, | was in the US and then transitioning
back to life inPRC this time living in the prefecture capital city, Dali. Not living in the target
area (Jinhua Zhen, Jianchuan County) has certainly limited opportdoitieseractions with

Bai musicians and other community members.

Because of the focus on musical analysis for the present study, no official surveys were
conducted among members of the Bai community in Shilong or Jinhua Zhen to assess music or
language ditudes. My understandingff attitudess therefore limited to those members of the
Bai communitywith which | interacted briefly or had ongoing relationships. A more thorough
study would shed light on widespread attitudes among different ages or baclkgod Bai

people.

Assumptions

There iIis atuwunestrneaelcdt Gadmmantei pd i n Bali musi c,
the Bai language largely determines the melodies of songs. Singers must follow the tone of the
language in order to compose songsolikare meaningful and intelligible the first time they are
heard.My preliminary hypothesis is that there is a rigid relationship between Bai text and
melody, where the melody is determined by the tone of the language, but that there is allowed
musical vaiation for the individual singer.

When unintelligibility exists, it is possible that (a) many singers are no longer preserving
the tonetune relationship because the influence of popular Chinese music in the area, (b) many
people, particularly among theynger generations, have lost the ability to understand poetic Bai
language as it is used in song, and/or (c) lack of exposure to and experience in Bai singing leads
to an untrained ear or disinterest in the musical style.

9



Chapter 2

LITERATURE REVIEW

Who exactly are the Bai people, and where did they come from? How has their language
and culture been influenced in recent years by changing political or economic environments?
Understanding the Bai people requires a better knowledge of their histeRCimparticularly in
the twentieth century, @RCcontinues to change and develop rapidly. Development has taken
place nofustthrough new technology or extensive road and housing developments. Since the
1950s,PRChas developed policies for unifying #éshnic groups and surveying the arts, and
these policies and their implementations have also affected language and music development in
minority areas. Limited studies and surveys on the Bai language provide foundational linguistic
understanding for anating song texts. An investigation into the existing literature about
linguistic tone and melodic analysis will guide data analysis methods for this present study.
Finally, an overview of books on Bai music and electronic media proves current trends in Bai
singing and the ldcof information regarding theskationshipbetween linguistic tone height and

melodic constructioim Bai songs, supporting the need for this study.

Bai History and Culture
OneofPR® s of fi ci afiftyl-sixethnie minogtis, tzeeBdi people number
somewhere between 1.4 to 1.6 million, and eighty percent of the Bai live in the Dali
Autonomous Prefecture (DAP), located in Yunnan Province, the southwestern most province in

PRC (A few Bai have settled farther north and eafichuan and Guizhou provinces,

“The term fAminorityo Iktsnicpespedroipnothe thantthe Han Chingse.3Mhilg Bhing e
recognizes fiftysix ethnic groupspther NGOs or groups believe there are over two hundred different languages spoken in China.
The topic has been a source of debate particularly among linguists in recent years.

10



respectively.) In Yunnan province, there are three main dialects of the Bai ladgQaggal,
Southern, and Northedn and Jianchuan county is located in the Central dialect region. While
Dali is by far the largest city irhé Dali prefecture, Jinhua Zhen is the central town in Jianchuan
county. The Bai language borrows-80%of its vocabularyirom Mandarin, the official

language iPRC

Historically, the Bai are descendants from the Nanzhao Kingdom, which ruled over
presetrday Yunnan from 542 to 902 A.D. Over the next three hundred years, the Bai
assimilated into Chinese cultdreso much so that the only arguably distinguishing factors
between the Bai and Chinese were differences in burial customs and parts of langua§8@wu
5). So their inclusionasoneBRM s 56 et hnic minority teoups 1 s
Chinese government conducted a survey to identify minority nationalities, and the Dali Bai
AutonomousRegionwas thus established. Although it is conssdkan oral culture, the Bai
developed an fAancient scripto during the eigh
sounds or meaningThe system was never standardjzemhsequentlyfew people today still
use thisschemelIn most cases, Chinesharacters aremployedfor writing down Bai song texts.

Whil e many books on Bai songs refer to the
the history of the Bai people is wrapped up in recent minority policy, resulting in a rather muddy
understandig of t he cultureds Atrueodo identity. Sur\
the bookBaizu shehui lishi diaoch@n Investigation of the History of Bai Society) and were
published in 1983 by the Yunnan Provincial Editing Commisdiaizu shehuii$hi diaochais a

result of the surveys which took place from 1956 to 1958 when about seven hundred researchers,

5 One elderly man told me that the Bai language used to have its own sdrifiribg the Tang dynasty they were
forced to abandon their script and only write Chinsese, thus
Chinese characters to represent Bai sounds.
11



scholars, officialsand college students conducted a natiaste survey in an attempt to identify

and verify minority groups. Written in Chise, the book provides brief summaries about the Bai
culture in Xizhou and Jianchuan (two towns in [Zdi Autonomous Prefectur@jong with

several reports on economic output, family structure, and marriage customs. Given that the
survey occurre@mmediatly after the Bai nationality was officially recognizedRRC it

highlights the distinctions between Bai and Chinese cultures and makes comparisons between the
two. Information was most likely collected through reading current writings and reports in the
villages and through interviews. Quantitative data is abundant and specific.

David Wu references the survey in his 1990
Meaning of Minority Culture: The Example of B
critical view of the present Bai ethnic identity. Based on field research conducted in one Bai
village and surveys of policy implementation in minority regionshe Peoples Republic of
Ching Wu concludes that t he Ba rsffromdedymgqninorityy s hi f
status and assimilatingith Han culture to reclaiming minority status, correlates directly with the
Chinese minority policy (Wu 1990, 1). Maintaining minority status allows the Bai area to receive
government funding and also alls for two children per family instead of just one. Still, the Bai
are descendants from the ancient Nanzhao Kingdomameektryhas always been a major
factor in establishing nationalities in Chine
not have an ethnic identity btiatthis distinction is rooted more in political and official
promotions rather than a completely different
sense of ethnic pride, which motivates minority identities, has peomoted by the
policymakers of the dominating Han Chinese, n
199Q 3).

12



Il n his article, RnAspects of Bai Culture: C
Mackerras briefly sketches the historical rootshe Bai dating back to the Nanzhao kingdom.
He cites the work of C.P. Fitzgerald, who studied the Bai people in the late 1930s. At that time,
the Bai were termerhinja, or Acommon people, 0 by the Han C|
the Bai receivedheir official name, and althougheyhave distinguishing elements in certain
aspects of culture, like performing arts, the Bai have adopted many practices from the Han
Chinese. The purpose of the article is to examine the current state of certaia aspact
culture (marriage, religion, and performing arts) and to determine what kinds of changes have
occurred in recent years. Hi s conclusion is t
can now speak standard Chinese; and females arenlgdtrm increasing numbers, especially in
the townso (Mackerras 1988, 76). He finds tha
markets, and even in the home, an increasing number of people, even children, can speak
standard Chinese. In fact, mdsi children who live in urban settings cannot speak Bai at all.
Education in Mandarin Chinese is a major factor for the increased number of Chinese speakers.
However, Mackerras suggests that despite bild:i
Han culture, recent trends show that the Bai are moving toward distinguishing their culture rather
than amalgamation (Mackerras 1988, 70).

Wubs central argument is that economic rea
increased interest in defining minity culture. Government funding and tourism have played a
role in the formation of a more distinct Bai identity. His argunmggoseghat of Mackerrady
suggesting that Han Chinese are behind the movement toward distinguishing culture, not the Bai
peopk themselves. Wu explainsti®®Ch as yet to produce a clear d
whichleaves a larggrayarearegarding the ways in which cultures are defined. The promoted

13



Bai identity has brought the development of a minority style of dressttied activities to
attract tourism, especially in Dali (Wu 1990, 3 and 9).

Surprisingly, two of the largest Bai festivals today, the March Festival and Shibaoshan,
are not mentioned in the 1950s survey of all Bai festiBdsz{ shehui lishi diaochiin
Investigation of the History of Bai Socigt¥983, 7998). This might imply that they have been
implemented at some point in the last fifty years, most likely in the 1980s. Or, perhaps there are
political or social reasons for not mentioning them inginevey, which will be addressed in the
| ater section, AFolksong in Chi naanuadmajdrsodg nor i t
festival is in Dali, the March Festival (115" day of the Third Month), and the second is on
Shibaoshan Mountain, ifiahchuan county (229" day of the Seventh Month). Thousands of
Bai and Han Chinese travel from different regions to participate in these festivals. Today, the
March Festival is more of a large market for buying and selling goods, and the Shibaoshan
Festval has become an organized song competition, managed by the Jianchuan Culture Bureau.
Reasons for the abandonment of supposed court
possible historical events which could have induced change and wiplmred in a later

section, AFol ksong in China and Minority Poli

Bai language
One of the challenges in my research is the lack of data in the English language&bout th
Bai people. Most books on Bai history or language are written in Chineseivandy
intermediate Chinese reading ability, even browsing a source for major topics or headings
requires a few more hours than normal. The sources addressed below deal with language policy,
dialect, and phonetic distinctions of the Bai language.

14



I n QGuage Policies Toward National Minoritd.i
thatPR@s policies toward the development of minc
support and true freedom. He references the 1950s survey, of which he was alstmd pamr,

a document set forth five guiding principles for script development. The five principles are as
follows: new scripts should (1) utilize the Latin alphabet, (2) attempt to match Pinyin, (3) add a
letter at the end of a syllable as a tone mardgrseek consistency with related minority scripts,
and (5) use two letters or add diacritfssnall symbols or markings above a letfler)sounds

which cannot be represented by the Latin alphabet. The Bai language is cited in his article as a
newly-devebped script. During the Cultural Revolution, all trials and practices of rewly
formulated written languages were discontinued, but since 1980 the process has been restored
and reorganized. The article provides relevant history about the Bai languagesimitbhshed

well before the standardization of the Bai script in 1993. While his presentation of the
government 6s concern for minority | anguages m
survey teams, this article is incredibly insightful aboutdieation of the Bai orthography and

the ue of a Romanized script insteadeotharacter system (Fu 1985, 22211). The five

principles were obviously followed in the formation of the current Bai orthography.

In theBai Dialect SurveyBryan Allen explans the Bai Dialect Intelligibility Survey
which was completed in cooperation with the Yunnan Minority Language Commission (YMLC)
from 19992001. The survey method and results are described in both English and Chinese, with
translations completed by ZhaMga, a Bai scholar employed by the YMLC. The goal of the
survey was to determine centers of communication for selected speech varieties of the Bai
language, specifically to determine which of the three dialects is the most standard in terms of
intelligibility across a wider audience. The concept of three main dialectscoMNgathern,

15



Central, and Southednis customary in the academic world, yet most data collected had been

based on interviews and not stati swife,Sgvia) r es e a

were the first to use a method of recorded text tests (RTTs) to determine intelligibility between
different dialects or regions. They surveyed ten people per dialect and also gathered word lists
for analysis (Allen and Zhang 2004, 10). Tdmnclusion of this survey shows that Eryiftre

region just south of Jianchugeographicallyis the most central linguisticallyneaning that it

was the most intelligible in other regions as compared to other didiestsyer many people
surveyedconnsder t he Jianchaun dialect to be more
then, language attitudes might play more of an important role than the centrality of a dialect from
a linguistic standpoint.

The Bai make up 92% of the population in glamanCounty which is the highest
percentage of population in any of the counties in the Dali8tonomous RegianThe origins
and genetic affiliation of the Bai language is uncertain. It is usually classified as a Tibeto
Burman language along with othlanguages in northwest Yunnan (Lisu, Achang, Nu, Yi,

Dulong, and Naxi). Other scholars consider it a branch of the Yi language, and still others
believe it is a branch from Old Chinese. But since the Bai language has eight tones (a fairly high
number) ad a grammar pattern which does not fit traditional TikRtwmese language patterns,
classifying the Bai language is still a topic of debateRC Tone can be a combination of pitch,
phonation type (breathy, tense, or lax) or degree of tenseness §Alethang004 121).

The survey also gives background information on the Bai Romanized script. It was first
developed in 1958 using the Xiaguan Bai dialect (Southern). In 1982, the script was revised to
the Jianchuan Bai diale@Central) and then ir1993 it was revised another time. Presently, there
are two versions of the Bai script (Allen and Zh&20§4 50). Bai Dialect Surveys well
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designed and provides quantitative data on population distribution and linguistic similarities and
differences fond throughout the Bai region. Since the focus is on the dialect survey and results,
the study excludes any otheultural information.

Grace Wiersmabés article, AYunnan Bai, 0 is
two main Bai dialects in Dali antlanchuan, respectively. The article sheds light on some of the
controversy and debate over the origins of the Bai language (whether of ancient Chinese or
Tibeto-Burman) and also the script (whether the Bai people need a script and how to represent
certan sounds). The use of borrowed or Chinese words for political and legal terms is evidence
for many that the Bai are originally Chinese in origin. And, given that Chinese literacy among
Bai people has always been high, some argue that a vernacular gottyoigraotnecessary to
use or develop (Wiersma 2007, 663).

Jerold A. Edmondson has specifically studied phonation types in the Bai language. In his
first article, the authors analyze the tones of the Bai language, comparing the relationship
between phori@n type and pitch height. The Bai language has four basic pitch levels (high,
approaching high, mid flat, and mid falling) and three phonation types (creaky, modal, and tense).
Testing three speakers, the analysis shows that syllables pronounced sathhenation also
raised a significant level in pitch height. Additionally, it is noted that tense syllables are also
slightly shorter in length than their modal counterpart. Nasality, on the other hand, did not have a
significant effect a pitch height.The relationship between a tense phonation and raised pitch
level is important. But since the study isolates syllables from longer utterances, it is difficult to
really understand Bai phonology and whether pronunciation would change in a given

environmenf{Edmondson [1990] 2008,2768 0) . Wi er smab6s article sup,
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research that there are four phonation types (modal, tense, harsh, and breathy) and eight tones in
Jianchuan Bai, and every Bai syllable is considered be@eing (Wiersma 2007).

A second study which Edmondson conducted investigates physiological changes and
their relationship to various phonation types in the Bai and Yi languages (Edmondson et al,
2005). The Bai language, they argue, has finer distinctions in vocal quality thagigheoring
Yi language, with four different voice quality contrasts (modal, tense, breathy, and harsh). This
information appears updated from the 1990 article, which only notes four phonation types. There
are five pitch contrasts in Bai: 55, 33, 35, 3id 1. The authors argue that voice quality is an
important trait of TibeteBurmese languages and that the physiological distinctions found among
the Bai and Yi can probably be applied and assumed to other closely related languages.

SIL International kegs an Ethnologue of the languages of the world, with the goal of
documenting every language and including quantitative data about its speakers. The information
provided on the Bai language is most likely information which has been submitted by Bryan and
Silvia Allen. The online version suggests that the Central Bai dialect has anywhere from five to
eight tones, which aligns with a description of tone found irBtieDialect Surveyand also
Edmondsonds research. The weilspeakerehaw positie sugges
language attitudes and that some can speak Chibesgs( 2009).

A paper presented at the first international Bai linguistics conference in 2009 is titled,
fiBaizu Minge Yanchang de Yinse Fefimalysis of Musical Quality in Pesfmance of Bai Folk
Tunes). 0 While the purpose of the paper is to
suggests Bai vocalists have a certain tone quality which gives them each a unique, distinct flavor.

Tone quality distinctions are due to tiemse, harsh, and lax vowel variations in the Bai spoken
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language. Thauthorsyan Deng Kai, Li Song, and Li Zhao Moncludet hat t he Bai sin

tone color, volume, frequency, musical scores, and rhythms are sources of their distinct sounds.

Folksong in The Peoples Republic of Chinand Minority Policy

Minority policy in PRG over the past sixty years, has changed drastically from decade to
decade. While a survey of minority culture and music were conducted in the 1950s, a dramatic
shift took placeat the start of the Cultural Revolution in the 1968R( s  Anthology of
Folk Music of the Chinese Peopleso nt ai ns evi dence of the Revolu
music (Jones 2003). The 1960870s put an end to minority musitaking, affecting regins
differently depending on local officials in charge. In some cases, instruments and scores were
buried or burned. Research shows that this took place in Lijiang, a town located just two hours
bus ride from JianchugiRees 199%).

Al an Thraaheroébel98The Sociology of Chines
details about the shifts which have taken place over the past 100 yB&€, iproviding a short
hi story to Chinese mus.i c-édscateddChinese composé&andf uci an
uban popular music first emerged around 1919.
creativity was that it should serve the masses, and he attempted to standardize music and use it
for education and socialist propaganda during the 18889During the Cuiural Revolution,
scholars were prohibiteidom doingresearch in traditional literature and arts, traditional
instruments were confiscated and destroyed, and local music ensembles were discouraged and
replaced with state ohatdrhdégienal nsresmental musiomeas n 6t unt
promoted again, but most young people found movies to be a more attractive form of
entertainment (Thrasher 1981,-42).
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Helen Rees, who has conducted extensive research into thddwayng music,
explains thathanging government policies have clearly determined the ways that minority
music has developed in the last century. The opening chapters of her 2000 ethndtplapby,
of History: Naxi Music in Modern Chinaddress minoritgtate interactions in Yunngmovince.

PRChas historically paid special attention to its border regions for hundreds of years. At one
time, the Nanzhao Kingdom was a threat to the Chinese territory, but the threat disappeared with
the end of the Nanzhao Kingdom in the tenth centsyearly as the 1200s, Han Chinese began
moving to the southwestern regionsRRC settling among minority people. In the 1700s,
campaigns to tie ethnic minorities to the state took place through political, militaristic, and
educational means. This wagrghg the time of the Ming and Qing Dynasties when minorities

were encouraged to become parThé Peoples Republic of Chinather than to cultivate a

sense of ethnic loyalty (Rees 2000;11%).

Rees references the three major initiatives to tone dowority identity, including the
Anti-Rightist Campaign (1957), the Great Leap Forward (1958), and the Cultural Revolution
(1966:1976). Beginning in 1978, attitudes toward minority music changed as the collection of
folksong was encouraged. Still, writinffem the 1980<1990s are rather paternalistic coming
from the dominant Han Chinese culture. At present, a situational ethnicity benefits both the
political and economic state for both the minority people and the government; however,
development of minoritgustoms, festivals, etc., always happen according to what the
government deems acceptable, ways which Afost
(Rees 2000, 20).

The Peoplebébs Republic of China has been gi
developnent and preservation of minority culture through developing writing systems for
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cultures which didndét have one previously and
while preservation and development of distinct minority music is encouraged titakeplace

within the boundaries of the governmentds des
Many publications still write of f#fAi mprovement
har moni es or ot her mor fombuseeteelmngrieydoonmumitys i cal a

itself (Rees 2000, 19495).

Hel en Reesb6s article, AThe Many-Sihdysfi cs of
CoExi stence in Lijiang, Yunnan Province, 0 was
groups which a living sideby-si de i n Lijiang. Reesds research

toward traditional and religious music which were present during 18808 when traditional
music was considered Asuspecto by t h@iltugpover nm
Revolution, from 1966976, most if not all of traditional music was banned and instruments and
scores were burned. In Lijiang, many musicians buried their instruments and uncovered them
again after the Cultural Revolution ended. Because of titei@l Revolution, most people who
were born after the 1940s (ages 60 and below) have missed out on traditional ways of learning
music (Rees1996, 24) . f@AMusic in Norther n -Mauyn nla9nd:9 ,Roe p
another article by Rees, givesarrative account of her first trip to Yunnan in an effort to
discover whether Yunnan is as rich a repository of traditional music as it claims. Her findings
suggest that in many areas, especially with the faidusism, many people (young and old) are
still involved in traditional musiemaking (Rees 1990, 35).
Clearly at one point in history, minority music was considered suspect in many parts of
PRC However, it is unclear if in the Bai region the music or masaking were affected to this
extreme, butf so, then an entire generation or two would not have learned to sing Bai music for
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the function of finding a marriage partner. Additionally, if minority music was banned from
performance in public places, then a generation or two would have missedhmatrmg Bai
music altogether. It was not until the 1980s that music and festivals in minority areas revived.

Stephen Jones wrote an article, AChinese r
confirms the lack of documentation regarding the disruptionliaipé life and folk musicianship
during the time of the Cultural Revolution (Jones 1999558) . The A Fou-96C1| e anuj
seems the most disruptive time period, where instruments or scores in certain locations were
burned. Interestingly, the case iade that vocal literature was more affected than instrumental
since text is more suspect. The article focuses on northern Chinese villages which are very far
geographically from Jianchuan, Yunnan, but it makes clear the variety of responses and control
dependent on local officials.

Policies about marriage and praarriage also affect the functions and uses of traditional
music Iin courtship. YangEtvoaniusicolagy tmEd @t pa bMu s ihc
Activity in Multi-Et hni ¢ Ch i n @& musicatiaetilvity (EBIA) asevocal or instrumental
music whose purposes and goals are lovemaking and possibly marriage (Yang Mu 1998, 199). In
the mid1980s information about EMA were first released. The article is astadg on three
regional examplesnd while the environment and manner are different, all of the minority
groups mentioned practiced EMA in some way. In some cases, when the government declared
EMA behaviors as immoral, festivals were established by the governrglaice of EMA to
regulae immoral behavior but yet retain traditional music. The Bai March Festival held in Dali is
cited here as an example (Yang Mu 1998, 23¥ previouslystated, the Jianchuan Culture
Bureau now organizdbe Shibaoshan song festival, gr&thaps the purpe is not only for
generating tourism but also for regulating other unwanted behavior.
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EMA traditions are declining, but they are still living traditions in many parihef
Peoples Republic of Chinds lifestyles change, however, the functions of tradél music
change congruently, resulting in what Yang Mu
published 1996 caset udy , AMusic Loss among Ethnic Minor
the Li and Hui Peopl es, o-reltadrelgioMrelategl,iande s e x a mp |
migrationrelated music loss among the Li and Hui minority groups. Because of political
pressure, however, little has been done to investigate the issue of music loss. Yang Mu also
explains that culture loss and language are-iglated, which means that when a language is no
longer spoken, the music will no longer survive (Yang Mu 1895617).

Through interactions with an elderly man in Jianchuan | received a paper written in 1963
titled, ABai yun shencbuw¢(DepehsbgThy¥&ieilyt ¥u@€ho &
man used to work for the Jianchuan Culture Bureau, and in 1962 he first attended Shibaoshan.

Yang Yuan Shou was the leader of @@ture BureauThe document is written in firgierson

narrative style, recountinigis visit to Shibaoshan in 1962. Written entirely in Chinese, a detailed
accant of the few dasygne@xampetsonygivet aicleaser picture  whatd i n g
singing on Shibaoshan may have been like prior to the Cultural Revolution. Itteswvimia very

poetic way, making it difficult for nomative Chinese speakers to grasp the complete meaning. It
suggests an experience more along the lines of what Yang Mu describes in her 1998 article.

Aside from the political aspects of culture chargother idea which has been
introduced into minority cultures is professi
AFol ksongs and Dances of Chinads Minority Nat
professionalization have had an effect on minority musi conclusion, he finds that
professionalization, introduced by Han culture, raises the standards of musicianship but weakens
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original folksong and dance which were not professionalized before. Musicians and dancers who
may have participated in musialents are no longer comfortable or willing to participate
because of the dynamics created by having musical professionals; at the same time, minorities
throughoutPRCare moving toward a professionalized diversity where minority music and dance
retainthe r di stinct c¢har ac fThercantsadiation slaes nbtanplglead r a s wr i
intentions on the part of the authorities, but it does suggest a priority: that drawing the minority
nationalities into the socialist, stable, and eventually prosperausiadernized society ranks
ahead of the preservation of the authentic folk song and dance of the minorities (Mackerras 1984,
220-1). Motivations for the distinct ethnic and musical diversities are in response to tourism and
many changes are driven by tr@vgrnment rather than coming from within minority
communities themselves.

Modern music from outside 8fRCbecame very attractive to Chinese young people in
the 1980s. Popularization of folksong did not appear until the 1980s, as Zhatyid\sso
explans in his 1985 article, A R e c RRTBut Beeause bfo p me n't
the Chinese Revolution, there was little folksong around to fill the void; instead, music from
India and Pakistani films became popular along with music from Hong Kahdaerican
1960s popular styles. In general, young people tend to be most interested in modern and new
elements of culture rather than ancient traditions (Zhanghveil985, 269).

Economic gain through tourism might be the motivation for positive ptiom and
encouragement of minority music today. Ralph Litzingerexanii®® s current campa
AOpen up the Westo in his article, i FWest Mo b i |
Yunnan. o0 Litzinger 6ds case RwerwuPdoject faocoltabosatve on Th
conservation and development project between the Yunnan provincial government and The

24



Nature Conservancy in Washington, DC. A brief historyexpBRE0 s 1 nt er est i n in
tourism to Northwest Yunnan. Due to the sigrafit rise in tourism in recent years, in the-mid

90s the Chinese government recognized that Yunnan was in a good position to market

handicrafts, arts, traditions, and cultural performances of its ethnic minority populations. In 1998

the tobacco industry depsed, opening the door for the commercialization of the minority

populations (Litzinger 2004, 504). There is significant economic motivation to develop minority

areas for tourism.

Whatever the motivations, itisclearti®R@ s cur r e nto prgserveiarddi es ar e
document minority music. The Jianchuan Culture Bureau has a goal for completing various
preservatiorprojectsby 2015, as outlined iBaixiang tianlad Jianchuan minjian chuantong
yinyue[Sounds of the Béi Jianchuan traditional folk music] idng Wen ed. 2008, 7). Zhang
Wen, a leading scholar in Bai music and ldimge employee at the Jianchuan Culture Bureau
put together this book as part of the wider project and goals for preserving Bai music in
Jianchuan county. The book contains scorelssamg texts transcribed using the ancient system
of writing Chinese characters (explained ear/|
Wen also provides a short explanation of each
social conexts. At the back of the book are short bios about famous Bai singers. One
disadvantage to using the book for analyzing melody and text relationships stems from the fact
that the Chinese characters are used to represent Bai sounds instead of the Baidd@oiapi.

Without a translator who can read the old style of writing characters, it is not possible to clearly
understand the text for these folksongs.

A well-informed summary and critique BRG® s massi ve multivol ume
highlights the challengeof fieldwork and data collection, the shortcomings of the volumes, and
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the future ofresearchPRCi n hi s article, fAReading Bet ween
Ma s s Anthelogy of Folk Music of the Chinese Peoples Mo st i nt er efioni ng i s
on how such a survey was accomplished, how scholars or locals talk about their musical

traditions, and what political motives or intentions surround the decisions for inclusion or

exclusion. Jones raises a lot of valid political and social issues wiskly treading lightly in

his language choice. Despite obvious political biases or ethnic misreprese#atioripgy

gives scholars access to some musical works which they otherwise may not find. This summary
gives readers a general historical backgibon fieldwork ilPRCand its relationship to the

political and social climates of the time (Jones 2003).

Linguistic Tone and Melodic Pitch

While a study on the relationship between melody and tone in adult Bai songs has never
been conducted, othectwlars have attempted to analyze melody and speech tone relationships
in other tonal languages. Here we will examine studies from around the world and in southeast
Asia, paying particular attention to analytical approaches and techniques used by researche

| appreciate Est her MangoésnginerdacerofiiChigeée i n he
speakers. 0 Mang argues that the relationship
using Mandarin Chinese as an example. Tonal language speakers emassarily match
absolute pitches, and Chinese speech patterns contain intonation as well as tone. Likewise, texts
in melodies must be analyzed not as individual isolated notes but in relationship to the longer
melodic line. Chinese vocal music written doef the 1920s follows the linguistic tone and shows
predominance of speech over melody, whereas contemporary music, popular music, and some
childrendbs rhymes could be considered fAatonal
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tone,the musidollows a set scale and structure. The text will submit to the melody when there is
no semantic consequence in the meaning (Mang 2006449

Unl i ke Mangb6s research, which claims that
linguistic and phonological frae wor k, Weeds examination of cert
individual syllables from the overall phonology of a longer speech pattern, like in a line of music
(Wee 2007, 128.44). He concludes that the phonology of the language constrains song melodies,
but some of the reasoning and analysis to arrive at the conclusion is based on a lot of
assumptions. One major assumption is that mus
theory of headship is based on this idea. In reality, he completely okerertain kinds of
melodic stress which also happen in music, not to mention the linguistic importance assigned to
one syllable or word over another in the phonology of an entire utterance.

Two examples of studying speech and song melody in Thailatairpgy my research
topic. In 1961, George List conducted a study on speech melodic contours in Central Thailand
and wrote up his results in his article, NSpe
He briefly describes the five tones in fhieailanguage and then writes the melodies to songs
using Western staff notation. List uses letters to denote whether a tone is high, mid, or low, but
his transcriptions do not account for the language since he believed the actual sounds of the
language are imaterial to the study. List had informants write the text of a song, speak it, and
then sing it. In the analysis, syllables are compared with those before and after to determine
degree of congruency or coordination. Some syllables only have meaning wheatadswith a
certain speech tone, and these specific syllable texts were transcribed in the analysis. Percentage
of congruency is determined when the number of syllables which do not coordinate (meaning the
melodic pitch and linguistic tones were diffetlis divided into the total number of syllables.
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Nonsense syllables (those without meaning) are also discussed briefly. Spectvaapajsed to
ensure accuracy. His conclusion is that there is a high level of congruency among folk lullabies
and recitabns used in schools but a low percentage of congruency in popular and classical Thai
music styles (List 1961, 30).

Mary Saurmands article, AThai Speech Tones
Toget her or Collide, 0 wa s aperwiittertfor hhamnasatl 9 97 a's
University. Saurman was particularly interested in the relationship between percentage of
congruency and song text intelligibility. Thai has five tones but they are not at fixed pitches.
Congruency was measured by whether orthetpitches moved in the same direction as the
corresponding tone (for falling and rising tones), or if the pitch was at a similar level as spoken
tone in the same environment (for high, mid, and low tones). Congruency was marked in the
transcriptions usigp a (+) or €) symbol. Interviews and some live recordings of eight Thai
individuals form the basis of the study. Informants explained that when the melody does not
follow the tone, it may take up to four or five hearings of a song before the texts arstaod.

However, lack of agreement does not seem to affect meaning if there is a lengthy exposure to the
songs. The findings from the analysis show that there is a range of clarity and that melodies
which more closely follow the movement of the speeclesare more intelligible the first time

that they are heard (Saurman 1997,)6

An African case study examining tone and s
ma n u s cSituiatpdt Music@l Competence: Analysis of a Mono Song from Northwestern
C o n g aitten in ¥999.Schrag does brief analysis of a single song learned from a renowned
kundi(lute) player. After providing some cultural and geographical background, Schrag analyzes
the melody using a method which indicates the general contour of the @itchatso the
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linguistic tone of each syllable. Like Thai, the Mono language also has high, mid, and low tones.
Below the transcription, Schrag used a letter to denote the tone, the movement of the tone, the
movement of the melody, and whether the motias warallel or contrasting. The conclusion is

that 72% of the syllables in the song are characterized by parallel movement between speech
tone and melody. Schrag also explains other background information about the song, including
its social function andeit meaning. He guesses that the 28% variation between the song and text
correlation probably has to do with either artistic manipulation, location in phrases, or elided
syllables (Schrag 1999, 6).

A study from Papua New Guinea analyzes a language wittl tooe, as opposed to
syllable tone like the Bai or Chinese languages. However, the phonological findings of Michael
Sollis are relevant. The general contour of both spoken and sung text was descending, but not all
words with falling tone would descendtime melody. Like Mang suggests, melodic rules tend to
override, as melodies only descend an interval of a fifth. Sollis hypothesizes that if every falling
tone word was also a falling melody, the textuld notfit into the melodic form. Another
possible eason for deviation is a higher note often marks the beginning of a new word (Sollis
2010, 6780). Tone is only one aspect of language, and Sollis argues that the fingidatic
interplay must be observed in more general terms.

Perhapsnorerelevantto this present study are several case studies from neighboring
language group@imong, Burmese, and Cantonese, respectively). The first article is the only
one which disagrees outright that text settin
article,bfi Har moni zing the Generations in Hmong Musi
Hmong communities in thenited StatesCatlin compares the speech tone and melodic tone in
one traditional and one modern Hmong song. The traditional melodies sth@xcangruence
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between spoken and sung tones, while modern music usually begins with the composition of a
melody and then words are randomly assigned (without attention to the tone of the language) to
that melody. Catlin concludes that both young and njdyethe modern songs add notseem

to have any comprehension issues (though there is no quantitative data collected to support her
claim), while traditional songs are becoming harder and harder for people to understand. Many
of the issues Catlin raisese probably relevant, especially among younger generations, in Bai
communities in Jianchuan. Most relevant is that the Hmong songs use specialized vocabulary
which many people no longer know or use. Regional dialect variations and a lack of absolute
conguency in tondext pairing may also affect comprehension (Catlin 198583

Catlinds argument about intelligibility, n
unconvincing. One obvious factor to consider is that listeners have most likelyplogarer
tunes a number of timeand no researds availableto support the idea that the listeners
understood the text the first time they heard them. While | can support the argument that the
unity and identity in the music is probably more importaantthe intelligibility of the text to
the dispersed Hmong community, the argument t
setting needs more convincing evidence.

InMyanmar, W | | i amson conducted a st udtgnesoi The Co
Textsyl | abl es and Their Musi cal Samdlysisshogsthan a Bu
there is a correlation between the tonal character of spoken Burmese and the setting of the
language to music. Williamson also gathered evidence which suggestsinger can take
per sonal |l iberties when setting text to music
opening argument is that the tone of the language changes based on the phonological
environmend that is, the preceding or following tohéut the words are isolated in the analysis
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and corresponding tables. The analysis takes
in the melody but does not show what tones precede or follow each syllable, which may be
playing an importantroleinhe singer 6s melodic choices.

A third article, which delves particularly into the relationship of tone and melody as it
relates to or al Creative Rrocess in CantesnesB ©gerla |: The Rotg ofs i
Li ngui st Campafing niees/ersienof the aria by transcribing their melodic movement
and Cantonese text, Yung discovers that the linguistic tones in the Cantonese language strongly
affect the melodies created by singes much so that he considers the correlation to be an
exampl sodtuti@amat ching, 0 meaning that each 1| in
group of pitches in the melody. Variations or exceptions may have to do with neighboring tones
or the position of the word in the musical line (i.e. at the end, formirglance). Two main
reasons for maintaining the linguistic tone, Yung considers, are that opera singers have to
memorize scripts quickly and preserving the t
it is an oral tradition (Yung 1983 (Januargp-47).

A final article by Yung, AThe relationship
the assumption that the | anguage influences t
relationship is obvious. One reason, he suggests, is &ligitiility among listeners. Another
factor is that performers are given a text with little time to perform and memorize, and since
opera tunes were not transcribed, performers may have used linguistic tone and assigning it to a
given pitch in order to reember the text. More detailed research in his bGakitonese Opera:
Performance as a Creative Proceshows that while tunes areused and passed down
traditionally, when sung to the different sets of text the melodies are always distinctly different
because of the tonal language of Cantonese (Yung 1989).
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Bai songs contain what wohdsoreseapwter sg c:
articles analyze this phenomenon in particul a
Operall: The® |l e of Padding Syllablesd and L. E.R. Pi
Chinese Sondexts with Unequal Lines, and the Significance of Nonsense Syllables, with
Special Reference to the Art Songs of the Song Dynasty." Yung concludes that in Cantonese
oper, meaningless vocalization or tail syllables are included extemporaneously based on
personal style, taking meaning and aesthetics into consideration (YungdB98%6). Likewise,
Picken discovered that AnonsenmgekBirstghedel abl es s
syllables make the text fit more smoothly onto the melody, so long as the word carrying meaning
is first followed by a normeaningbearing syllable, because meaning is clearer to the hearers
when filler words are used in this order. Satlgnthese nonsense words served to fill out the
tune structure (Picken 1981,-53).

A final issue to be raised is the relationship between music and identity. Francesca
RebolloSbor gi 6s articl e, iMusical Tit Yn jofhdiad® lad Per f
t he Musi cal Expression of Urban I dentity, 0o ex
performance from a songébés text |l eads to incom
deeper cultural element: identity. Similar to the Bai sqegformed at Shibaoshan, these
Tianjin tunes are composed by using-présting melodies and adding new words. Syllabic
settings of text are more intelligible, and grace notes are added before or after a beat where
necessary for better intelligibility dhe text (RebolleSborgi, Francesca 19%} 951.)

The aut hor discusses the Iimportant relatio
narrative genre, concluding that the use of the Tianjin dialect and melodies is political and instills
in Tianjin listeners a sense of local identity. Political history also explains the opening line of
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music in which the melodic contour overrides semantic intelligibility of Beijing Mandarin. The
use of borrowed language is closely tied to politics. Music and its esxpnesan sometimes be
political, toqg and it is clear that using local dialect or local language evokes deep feelings of

identity in the listeners.

Bai Music

Although there are no written studies about Bai adult songs in English, | know of a few
Chinesesources and one caseidy from a previousewor ker 6 s project in a n
village. A renowned scholar who has Bazui tten e
guci gelu tongyuriGeneral Survey of Bai Song Texts Rules) published in 19p8lsably the
single most comprehensive source on the relationships between text and melody in Bai songs.
Written entirely in Chinese (with the Bai Romanized script, where applicable), the book explains
the text content and rhyme patterns for Bai songs tvoth Dali and Jianchuan. Specifics
include details about rhyme, vowels, long/short sentence structure, and high or low melodic tone.

An explanation of the Bai Romanized script is also included. A few example songs are included
to illustrate the principke of rhyme and syllable structure. Changes to the form are addressed,
attributing these changes to stylistic individual choices, which can include adding a line or
inserting nonsense syllables into music (Duan Ling 1998). An analysis or explanation for the
relationship between Bai text and melody, however, is not included.

Liz Billard, an SIL ceworker who previously lived and researched Bai music and
language, wrote apaperin2002 i t | ed, ACreating a New Song Ge
forYounghi | dren. 6 Billard includes her own music
she personally recorded in 2003. Sawmgting workshops were held in Shilong, Shaxi district,
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Jianchaun County, Dali Prefecture, Yunnan Province in 2003 in ordertocwhite | dr ends s on
for the bilingual education program. Billard documents her experiences at the workshop, her
methods for demonstratingsemgr i t i ng i n the new childrends so
about the relationship between the spoken languagemand o dy i n chil drends sc
concluded that there is a direct correlation between the tone of the language and the movement of
the melody in traditional childrends Il ull abie
Local and national policies encouraging the preservatidndacumentation of music and
culture has resulted in a large library of books with collected Bai song texts and scores. Most of
the books in print, however, either only contain the text (some with Bai Romanized script) or
contain a score but use Chinebamcters to represent the Bai words.
Of the many resources on Bai songs, Yb@nan baizu minge xug8elect Yunnan Bai
Folksongs) published in 1984 is most useful for my research. A thorough introduction to Bai
songs includes song samples, explanatidexi form, and rules concerning Bai songs. The
introduction also points out the distinct characteristics of Bai songs from various regions of
Yunnan. More than one hundred songs are divided into seven major categories. Scores written in
the Chinese notiain style are included, along with Chinese characters representing the Bai text.
Several songs collected in the Jianchuan region are documented here. The scores are worth
comparing to more recent transcriptions of Bai songs, and the categorization ofidslks also
worthy of note. In order to analyze the text and melodic relationships, however, a trasslator
necessary.
Another valid source about one genre of Bai swegzi gunarrative song), is a book by
Duan Ling, translated by Yang Ying Xing &tlBaiqu jingxuan(Select Bai Songs) and
published in 1994. The book includes about twenty songs written in the Dali Bai dialect (which

34



uses a different Romanized script). An introduction to nine seléetieri qus included, along
with general backgrouniformation on the length and uselEnzi qu These nine songs are
transcribed in the Jianchuan Bai script, Dali Bai script, and with Chinese translations. Two songs
are from Jianchuan, the other seven are from Dali. Most useful is the backgroundtioforma
about the form and function of Bai songs in culture, provided in the introduction. The text on its
own is not much help without the melody (Duan Ling 1994).

Another book containing the Bai Romanized script isSh#gaoshan baizu gingge

baishou[Onehundred Bai love songs from Shibaoshan] published in 1991. The one hundred Bai

love songs are written in the Bai Romanized script with Chinese translations. There are no scores,

only song titles and texts, with a short introduction to Bai music. Eachiséwg stanzas, four
lines each, following the traditional77-5 syllable patterns. The book is organized with
Chinese on the left, Bai Romanized script on the right, and each song is numkdEdédSbng
texts could be compared with live recordingdextied from singersShibaoshan baizu gingge
baishou[One hundred Bai love songs from Shibaoshany]).

A professor from Yunnans Ku n mi n g ZhangXing Rorg tind hisuwtifeespent
fifteen years collecting minority songs and dance in Yunnan begiimifg 1980sYunnan
teyou minzu yuansheng yinyigimary minority music distinct to Yunnan) was published in
2003 and contains scores of music from various minority groups in Yunnan transcribed using
Western staff notation. Sonffem Bai regions, incluithg Eryuan, Jianchuan, and Dali, are
included in the book. The twenty Bai songs include songs sung by women and men, solos and
duets. The book comes with an accompanying CD. Text is written down using Chinese
characters, not the Bai script. Also includedaishort introduction to the Bai people and a simple
translation of the songs 6 XiyRong®2008,25#85.ni ngs
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Bai Audio Examples

Hundreds of video CDs (VCD), DVDs, and CDs of minority music are available for
purchase indcal shops and in bigger cities. Some CDs are published by local and provincial
Culture Bureaus, some by amateur musicians, and others are produced by professional musicians.
Finding Aauthentico media is a drastcities.iMasg t ask
DVDsand VCDs available contain people wearing Bai costumes and singing in Chinese, Bai, or
both. Captions are always in Chinese, either displaying the meaning of the song texts or using the
Chinese characters to represent Bai soundsseTaedio examples prove the current direction of
Bai songs in Jianchuan County.

During the past five years, SIL International has worked with locals to publish two DVDs
of Bai music whose captions contain the Bai Romanized script with Chinese translBiens
first, Shanhua lanmaMountain Flowers Are in Full Bloom) was published in 2007. The VCD
includes songs from several genres, i ncluding
love songs, and duets between two people of the same genderpMangr Bai singers
(professional and amateur) are featured on the VCD. Since the Bai Romanized script is provided,
it will be easy to use these songs for analysis. The VCD is an accurate representation of the
current Bai singers and styles in JianchBan.

A second DVDBaizutongyag Popul ar Bai Childrenés Songs)
February 2010. The DVD is a compilation of <c¢h
school bilingual education program. The Bai Romanized script appears along with Chinese
translation at the bottom of the screen. Some songs are traditional while others afre newly

composed in the traditional style, the product of previcusintioned songvriting workshops

% Shanhua lanmafMountain FlowersAre in Full Bloom], VCD, (Kunming: Yunnan yinxiang chubanshe, 2p07
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held in 2003 (Billard 2003, @ypettomdderrs 1 s t he
instrumental accompaniments. | personally worked on the creation of the DVD and observed the
relationship between speech tone and melody in the process. The song melodies were given by
an amateur musician, and we worked with someone didghehuan Culture Bureau to write

some modern accompaniments. | sing two of the songs on the DVD. Some of the melodies for
the songs do not line up with transcriptions which | have seen in other books, which raises
guestions in my mind as to how the lopalsician came up with the melodies for the DVD.

However, the use of the Bai Romanized script is essential for an easy comparison of speech and
melodic tone Baizu tongya¢g Popul ar Bai Chil drenbés Songs]) .

One of the best DVDs recently produced in Jianohadianchuan DuocajColorful
Jianchuan] published in 2008. Produced by Yang Wu Tang, who runs the Jianchuan Culture
Bureau recording studio, the thr€® set depicts a wide variety of song types and singers,
ranging from traditional songs with sanxiaacampaniment to modern performances by a new
popular Bai singer named A Peng. Words are written in Chinese characters, with some songs
being sung in Chinese and others in Bai. There is no visual distinction between the two, so the
listener must be able ttistinguish between the different languages when they shift. The DVD
exemplifies the current direction of the Jianchuan Culture Bureau in giving Bai songs a more
modern sound. Without the Romanized Bai script, however, comparing the relationship between
speech tone and melody difficult without a translatorJianchuan DuocdjColorful Jianchuan]).

In 2012, a DVD unique in its own kind was produced by a small group of Bai musicians
Shibaoshan LianginfRomantic Love at Shibaoshan]. The DVD is a musid¢aaots, where
actors speak but mostly sing to onesoagtexts her
speak of love, others express emotions or tell the story, like the texts of the mother character as
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she | aments her slagedosmady ysatdost soags dnrthe DVDtfatlosv v i
the spontaneouslyomposed melodic structure and will be useful for etic analysis of the

relationship between linguistic tone height and melodic pitch.

Conclusion

The Bai peopl e o dturdlidestityoand languadge develogment are stillc u
debated today. Policies The Peoples Republic of Chit@ward minority music in the last
century have caused dramatic shifts in music attitudes and abilities, ranging from a time during
the CulturalRe ol ut i on when music couldnét be played
encouragement of Bali music and cultural disti
ethnic identity is tied to political and economic reasons, and other sources suggést Bzat t
ethnic identity is getting stronger in recent years rather than declining for the sake of tourism or
other economic advantages (Wu 1990). There has been a shift over the past one hundred years,
with the Bai declaring their assimilation into Han owvdt (and the Han government strongly
urging people to throw away their ethnic identities) to a growing distinction between the two
(which is encouraged both on the government level and among the local people). Given the
desires and pressures to maintaid preserve the Bai culture, one might expect more activities
geared toward young people in an effort to excite them about minority music.

Government policies encourage the Bai to preserve their ethnic identity but also control
aspects of music and festisaThe fact that the March Festival and Shibaoshan were not
included in surveys from the 1950s but are the largest festivals today sugdest gover nment
role in developing the festivals. It also suggests that Bai songs used during these festivals were
once used for courtship and EMA but that those practices were considered indecent and are
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presently discouraged. Professionalism also plays a role in the development and direction of Bai

music. At the same time, efforts to preserve and document Bai aresstill currently underway.

The preservation and use of the word Afol kson

tourism more than simply for the act of preservation; however, it is likely that local Bai people
are also interested and supporiigreservation efforts and are happy with their distinct identity
as Bai people. The evidence suggests that young people are not interested in traditional music,

but the reasons for their disinterest are still unclear.

Part of the reason foryoungpeaple di si nt erest may be | inked

cultural traditions which took place during the Cultural Revolution. Since an entire generation

missed out on traditional ways of learning music, they were unable to pass those traditions down

to their chitlren. When the Revolution ended @l Copened up to the west in the 1980s,
collection of folksong was again encouraged; however, much of it had already disappeared.
Today, young people are more interested in popular music and other modern signs of
developmen® movies and the internet.

Although they have lived peacefully among the Han Chinese for many years, the Bai
have still maintained the Bai language. Their way of life is very similar to the Han Chinese, but
as Alan Thrasher mentioned in his article@mnese music, people tend to borrow things from
othercultureand t hen t hose things assimilate and
instruments considered to be Chinese actually car®€wvia the silk road, but the Chinese
today would considethem indigenous Chinese instruments (Thrasher 1981, 33). In the same
way, the Bai may have borrowed elements of Chinese culture hundreds of years ago and now

consider them fABai, 0 even though they are
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Language attituels toward the Bai language are positive, yet there is growing
bilingualism among many Bai because school is taught in Mandarin Chinese. Bai is still spoken
in many language domaifisat home, at the market, around the village, and with neighbors.
Given the mcreased bilingualism found among young people in Bai society it is likely that
interest in Chinese music is much greater than with previous generations, which may explain
why many young people are disinterested or unable to understand traditional Biairawsg
Very little research has been conducted on the relationship between linguistic tone and
melodic tone in Bai adult music, even in Chinese sources. Text is important in Bavifong
rules about the number syllablesper line and rhyme. Thereixal ear r el at i onshi p
lullabies, which would suggest that a relationship in adult songs is highly likely. Other case
studies conducted with other tone languages suggest that traditional music often has a high
percentage of congruency betweenegretone and melodic tone. On a first hearing of a song,
intelligibility is higher when this is the case. Newer popular music styles or foreign melodies do
not have this same degree of correlation but are intelligible after a lengthy exposure to the songs.
Considering Edmondsondés research, physiolo
strongly influence the way that people sing the Bai text. Specifically, the realization of sung lax
and harsh vowels will audibly sound very different to the informed listdiner use of the throat,
which is far more prominent in Bai than in a language like English, might also affect the overall
legato sound, either in dynamics or in the melody. Aside from linguistic tone height, the voice

guality characteristics mayalsoilllnce a singer 6s choice of mel oc
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Chapter 3

METHODOLOGY

Overview
The research methodology followed a sequential mixed methods design. Data collection
was mostly concurrent, with the gathering of song samples and interviews happe¢hégaahe
time. Data analysis was sequential by first analyzing the quantitative data and then analyzing the

qualitative interviews, interpreting the interview responses in light of qualitative findings.

Fieldwork Procedures

There were essentially thredases of fieldwork. The first phase was participant
observation through my preparations and performance at Shibaoshan in September 2009. During
this time, | was introduced to many Bai musicians and also learned the basics about Bai songs
through the insuctions and teachings of Mr. Li Fu Yuan, my singing partner. The second phase,
which took place ApriMay 2010, consisted of ethnographic interviews with singers and non
professionals in the Bai community. Biographical information about singers ansl\seng
recorded at the same time, using my Edirdl%Rfield recorder. And the third phase of research,
FebMay 2012, included a followap interview, transcription of song texts using the Bai

Romanized script, and the selection of songs for my musicssaly

Rationale
A deep understanding of the relationship between linguistic tone and melody demands
mixed methods approach. Quantitative analysis of song melodies with regard to linguistic tone

would explain the relationship, but it might not explainawvkinds of choices individual singers
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make when crafting fAigoodo mel odies. It was
the singers themselves might somehow shed light on what qualifies as a beautiful melody in Bai
culture or when the rulesrf@etting the Bai text tmelody ae allowed to be broken. The

rationale for using interview alongside musical analysis was to gain insight into the individual
choices, levels of training and experience, or particular methods which popular singers use in

song composition.

Relationship of Literature to Project Design
The literature review shows that little has been written about the relationship between the
tone of the Bai language and melodic construction of adult songs. If there is a relationship, and
is a known phenomenon, it has not yet been quantitatively analyzed. Therefore, the purpose of
this project is to analyze whether such a relationship exists and also to determine what choices

and freedoms individual Bai singers have when they sing.

Project Plan

|. Participant Selection

Bai adults supposedly have their own singing style. | wanted to compare those who have
already developed an individual style (i.e. professional singers) with those who have not, to see
how text might affectthe style@rat t er n of t he singerds mel ody.
professional, serprofessional and neprofessional singers would give me a wider range of
data and singing styles. | anticipated recoramastly love songs, as they are the most popular
style of songvhich still exists today, though songs from other genres were also elicited. The
total number of interviewed individuals was ten people.
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| interviewed and recorded seven adult Bai singers, professional artafessional,
whom | metthrough local parterships and relationships which | had already forimeliving
and working with SIL in Jianchuan County. Han Chinese and singing in Chuaessxcluded.
Bai people are the targeted participants because they can sing Bai music. One of the singers |
recadedis actually a member of the Yi minority, and a branch of the Yi language is his mother
tongue however he is also fluent in Bai and often performs Bai songs professionally with the
other musicians.

| also had opportunity to interview three other Bairees who specialized in various
aspects of Bai musicianship and language developmmterviewed two retired en, both in
their eighties. The firgs a retired teacher with much knowledge about the Bai culture and the
development of the orthographThe seconds a Bai music scholar and a retired employee of
the Jianchuan Culture Bureau and the Jianchuan Education Bureau. He has compiled many Bai

songbooks.

[l. Data Collection

A. Phase 1: Participant Observation
The data collection was differefor the three phases. Phase one data collection occurred

daily as | learned to sing Bai songs through participant observation. |took some notes while

studying with Mr. Li. The | earning process wa
Bailanguage, and my Chinese | evel wasnét al ways
before, so he didndét have many ideas for adap

the traditional teaching method, which is rote repetition, howevéemths borderline impossible
because of the language barrier and the inherent flexibility of the melody in the style of Bai
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songs which | was trying to | earn. Mr . Li was
sometimes when he sang a line, the melodynghkd slightly from the first time that he sang it
for me.

| used the Romanized Bai script for writing down melodies, and above each wimie |
the cipher notation to remember the melody. | began to realize that there was a relationship
between the langge and the melody especially for the high and low tones. When Mr. Li sang
the same text a few different ways, | began to wonder what kinds of individual freedoms a singer
has when singing composed music. And when singinegceetiposed extemporaneous rasEs
in partnerstyle singing, what kinds of rules govern their choice of melody? These are the
guestions which guided my initial exploration into Bai music.

Preparing for the song festival answered many questions in my mind about Bai music. Mr.
Liand | had a singing lesson every day for about two hours, with breaks. | learned that after the
instrumental introduction, the solo singer waits for an initial cadence on thesthireged lute
sanxianand can enter at any time. This is the same for entrantas Vimes of text. Every
individual singer has his or her own particular way of starting a line of song, and Mr. Li actually
sang some of the different introductions and nathedingeto whom they belonged. He taught
me that the most basic introductboro a | i ne is just the syl l abl e
a line. That is how | chose to introduce my lines of text. Between lines of music, the singer has
flexibility to enter whenever he or shhe choos
last two lines of the fouline stanza will be lower in the voice. When a singer is finished singing,
he or she must si-atpaaheed cadence, Ama vya

For Shibaoshan, | also learned a song which we sang in a whole group. When we sang as
thegroup we stil | inserted the AAhO syl |l abl e at
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great struggles to synchronize our entrances to each line. | hypothesized that the struggle came
from the fact that we were singing a form which is usually sung indailulSome of the

musicians would probably sing thext differently than others, and | was still very intrigued

about what individual differences might exist from singer to singer or how many different ways a

single line of text could be realized in singi

B. Phase 2: Ethnographic Interview and Recordings

Phase two of data collection was ethnographic interview. Data collection was concurrent
because both the collection of biographical material and song melodies took place within a single
interview. After interviewing with biographical questions or asking the participants about music
or the Bai language, | asked them to sing a few songs for me. | tried to get all singers to sing the
same | ove song for me, i Xi nl g avamouspneledievandvi t h t
analyzing variations. Throughout phases one and two, | continued to read and translate books
written about the use of the Bai language in song.

The framework for my interviews was built around what | wanted to learn: what is the
relationship between the tone of the language and the melodic structure? What makes one singer
di fferent or fAbettero than the rest? What kin
crafting new songs? | interviewed male and female singers of vaakitity so that | might pick
up on stylistic differences which set professional musicians apart from the others. Initially, |
planned to interview children as well but in the end | decideaitld notmake a difference in
my findings.

A theoretical posibn guiding my interviews was that | did not want to put answers into
the mouths of my interviewees. My question wa
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text and the melody?0 or fAWhat is the felatio
somet hing 1|i ke, Al snét there a distinct relat
tone word?0 Another focus of my interviews wa
singers. | had a set of questions which | was hoping to ask negaheéir musical upbringing or
training, but | also wanted to be open to wherever the conversation might lead and whatever new
cultural information | might learn as a result of their sharing. | received IRB approval in early
March2009and prepared a set interview questions.

On April 28, 2010, | conducted three interviews at a tea house. The tea house is owned
and operated by Ms. Li and a few other musicians. There, | interviewed Ms. Li, as well as one of
her apprentices, Miss Si. A third interview wah Mr. A, a Yi singer who also speaks Bai and
performs at many Bai festivals or on DVDs.

Ms. Li told me about her rise to stardom as a Bai singer. She performed a few songs for

me, per request, but | think most memorable was her answer to my questitny do you s |

Bai musi c?0 She said that when she was younge
whenever people sing, they seem happy. Al wan
why |1 sing. 0 My inter vi awbenvoffirther intdrvéew uestioms) si ci a

which | worked toward answering during this current term of research.

An interview with a woman named Mrs. Duan gave me further insights into some of the
effects of the Cultural Revolution. She shared with me tlasahg some Bai songs when she
was a very young child, before she was old enough to attend school, and remembers enjoying the
music. When she was in middle school and high school, she learned to sing a certain style of

music in Chinese, which was the ontysic that they could sing at the tim&h{s would have
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been duringhe Cultural Revolution, 1966976, when all minority musmwassupposedly
banned)

| interviewed professional male Bai singer Mr. Jiang in his office, located in the top
corner at the (lture Bureau (recordinggiio) building. He is from Diaram, unlike Ms. Li and
my teacher Mr. Li, both of which live in Shilong. Mr. Jiang sang songs of various genres for the
interview and was quite talkative. He accompanied himself with the sanxdoparof the
songs he performed for me included a funny part where he also bleats like a sheep!

Mr. Wang was another musician | interviewed fromman. | encountered him in the
courtyard of,6 aMdremembeded him feom Shibaoghan, scag an impromptu
interview for both of us. He is in his sixties but mostly likes to dance and play instruments and
didnodét really coAsachddhre HWiimdandltf havei mperey t o b
instrumentssothe young Mr. Wang made his own instrents out of woadl sanxian dizi
(bamboo flute) anderhu (two-stringed bowed instrumentylr. Wanglearned to sing Bai songs
from his teenage years when the last famous sanxian player, Zhang Ming De, passed through his
vill age one day.andrmade mstrumeritbrand taltrihgra & sory.

| asked Mr. Wang about Shibaoshan, and he @éeuahat in the past, mapgople
would stay out on the mountain for three days. They would put mats in the temple for whoever
wanted to sleep out there. People Wdaring food to the temple to cook and they would sing
and dance around bonfires into the early morning hours. While Shibaoshan is stilldethree
event, nowadays many people only attend the first day or make the trip each day for the daytime
festivities.

A final i nterview was hkualhdan,ad mawo whoo penm flo:
pieces which clap together on the downbeat of
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speaking. He also gave me a text and Chinese translation of a perforharue did for me
while in the danchuarsSIL office.
During this time, | also received permission from two elderly men, Mr. Chen Rui Hong
and Zhang, to use previoustpnducted interviews in my thesis. | asked their permission and
informed themthatitwasor r esearch at the time of intervi
at the time of the first interviews. In June 2010, | RRCfor the US and did not return until

July 2011.

C. Phase 3: Followp, Review, and Translations

Phase three was a follewp phase where | took advantage of my visits to Jianchuan to
gather remaining information and to answer any remaining questions. This phase included re
listening to interviews with participants and discovering their views toward music, musicianship,
or songwriting. | enlisted the help of Bai emorkers to transcribe texts for analysis or to help
with translating Bai responses from the interviewees. In 2012, | had the opportunity to ask Ms.
Li some clarifying questions from my first round of 2010 interviews | started the data
analysis phase, | had to return to Jianchuan a few times for Bai transcriptions and Chinese
translations of new melodies that | wanted to analyze. The data collection and analysis process
was moresimilar toa cycle of research acities rather than two sequential processes.

During the beginning of the data analysis phase, a new DVD was published which
included several brand new Bai melodies in the traditional, spontanemmmjyosed style. |

chose several melodies from this DVilsiead of other songs which | had access to at the time.
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[1l. Data Analysis

Analysis of melodies took place sequentially through four stages: (1) Transcription, (2)
Calculating Congruency, (3) Translation, (4) Accounting for Exceptions, and (5) Iniegpre

Interviews.

A. Transcription Technique

For comparison purposes, | assigned the pi
easier comparison of intervals and notes from singer to singer. For songs which | compared
several singerosnés,i ndiwriodtuea |le arcehn dsiitniger 6 s mel od

which allowed for easy visible comparison.

B. Calculating Congruency: Comparing Linguistic Tone Height and Melody

To prove the impact of linguistic tone on melodic structure, | had to cneatefor how
each tone should appear in a melody based on
technique, | first analyzed each word by comparing it with the tone preceding it as a frame of
reference. | looked for relative tonal patterns, not fisaues. To create the rules, | adapted a
chart from Grace Wiersmads 2003 article, AYun
used the appendix from the Bai Adult Literacy Primer to put the Romanized Baigcsp t o n e
markers into the chart. Termarkers are final consonants appearing at the end of the syllable.
In the chart, the numbers (i.e. 55) indicate the pitch level and movement. A high number

indicates a high spoken pitch.
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LINGUISTIC

TONE

LEVEL FALLING RISING
HIGH b (55) tense

| (55) modal
MID 2 (33) tense p (42) tense f (35) modal

X (33) modal
LOW t (31) breathy

d (21) harsh

The chart shows the eight different |linguist:
Amodal , 0,06 &mwd ed@tbhdrysho are all different types
gualities in singing. AModal 6 is the standard

For example, Wwen a syllable ends irb, it is a high tone word with tenségnation. The
syllable is a level tone, unlike others which rise or fall in speech. A syllable endihg iat
relatively the same height &b but has modal (normal) phonation. Likewise, syllables endaing
andi @ are also level, but they are lowepitch. ip is a tense, falling syllable in the miice
range, whilg f rises and is not tense or breathy. The lowest two tones in Bai speacti d,
are most distinct from one another in thais breathy andd is harsh. Both of these tones
exhibit a falling pitch when spoken.

With this linguistic knowledge, | created the following rules for musical pitch:

MUSICAL PITCH AND LINGUISTIC TONE RULES

Rule 1:
b andl will always be higher than the previous pitch, level with one another or wherigdpen
occur on the highest note of the phrase.
Rule 2:
x andg will be level with one another, level when repeated, higher than precgdimgdt, and
lower thanl andb
Rule 3:

f will occur on rising figures ostarthigher than the preceding g, t, andd, lower tharb andl

50



F[z)uvl\(/eiIIAr(.Jccur on falling melodic figures and waitartlower than preceding or |, higher than
andd, and lower thax andg unless occurring on a falling melodic pattern
Rule 5:
t andd will be lower than precedg x, @,b, |, f, andp and/or will occur on the lowest pitches in
a melodic phrase

| must add a note here about phonationtyped.mundsondés research sho
phonation caused a slightly higher pitéld(mordson 208). My present analysis doestrreally
take into account the types of phonation, thouglahned to notany patterns which might
suggest the influence of tense or breathy phonation on the melodic structure. | hypothesized that
tense phonation types, likd, would potentially be s\g higher than their modal counterparts (in
this example;l). However, whether this does or does not occur is not a significant focus or
factor in my analysis.

Using the above rules as a guide, each syllable was analyzed based on its linguistic and
musicd environmentFor multisyllable words, each syllable was analyzed separatédign the
syll able is sung in its fApropero place based
tone. However, when a syllable does not follow the above rulesittisezonsidered a
Ami smatch. 6 For each analyzed mel ody, | kept
text. The tally system enabled me to quantitatively fimdaéching percentadgeetween the
linguistic tone and itsungmelodic pitch. | comleted this portion of analysis separate from any
linguistic analysis or understanding of the word for its lexical meaning. The findings, to be
presented in the next section of this paper, give clear evidence that the linguistic tone of the word
greatly deéermines the structure of melodies for most Bai song genres.

Analyzing was a rather messy task, for a few reasons. First of all, the setting of text is

almost half of the time syllabic, but the other half of the time a syllable is set te artttwee
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note melismaHow should Icountthe melisma? For example, sometimes a high, level tone word
was sung on a falling eighttiote figure. Should | count the first or second note when
determining if the syllable is sung to the proper pitch? What about whdlalales follows a
nonsense fAfiller o wor d? Mudital mlesohpetelentesiadd be ana
another layer of complexity. For examplertain cadences must appear at the end of adiree,
line of text mustalwaysend on a certain final fwh. Should these syllables even be counted?
Sometimes a musician repeated part of the text. Should this be analyzed, too?

| made certain executive decisions to simplify the process. For melismas, the note would
be counted based on the first note ofriedisma. Risingfigures would take into account the
entire melismahowever, they could also be analyzed based on their initial note, according to the
rules presented earlier in this sectid@his includes linguistic tones, -t, -p, andi f. Each note
would be compared to the last note of the melisma of the previous syllable regardless of whether
the preceding syllable carried meaning. Nonsense syllables would not be analyzed. Repeated text
would also not be analyzed, sinceande assumed that thddiser already knows the meaning.
Also, the individual twe or threenote introductions sung by individual singers will not be
analyzed for congruency because they do not carry meaning. Text appearing in musical cadences
will be counted, since a lack of neaing can be explained as musical rules overriding linguistic

ones.

C. Translations: Uncovering Lexical Meaning

To determine whether meaning could be confused, it was necessary to eliefoword
word translations of song texts. A better understandingeolexical meanig of the texthelped
to verify whether mismatchingpuld lead to an actual misunderstandamgong listenetsThese
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word-for-word translations were given to me from various Bai speakers and language experts
from the Jianchuan SIL officé.also consulted them for information on whether or not there was

another word which could have been confused with the word in the text.

D. Accounting for Exceptions

Where mismatching occurred, the first step was to take note of musical preferences or
rules which override the rules for setting text. If no musical explanation was observed, then the
second step was to rule out other words which could be confused with the song text. This

checking was done with Bai l angaagéatmbor mant

E. Interpreting Interviews
After quantitative analysis was complete, dlistened to the interviews to see if | could
glean any more insight into the structure of Bai melodies, particularly those of the

spontaneoustgomposed songadditional insights are added into the final chapter of this paper.

F. Reporting Findings

Findings are reported in the next section of this thesis. The results of this study will also
be shared with interested government or academic departm@&RECiras vell as with other
foreign workers who live and work RRCand neighboring countries. | may write a short article

for publication at a date yet to be determined.
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Chapter 4

FINDINGS

In total, lanalyzed twentywo melodiesas described n t he fMet sedcdliom n.
the focus of this study, most songs analyzed were from the spontareonggsed genre of
partnerstyle songs. As predicted, the percentage of matching between musical melodic pitches
and lingustic tone $ very high. The matching suggesin obvious relationship between the
highness or lowness of a Bai word and its sung pitch. Before examining a few examples in
greater detail, | would like to explain some general findings.

Text settingseens syllabic because each syllable tends to redesvewn beat, buactual
analysis shows neumatic setting with words being sung about fifty percent of thevtiroe
threenoteneumaticfigures. Threenote figures were always level, meanitig first and last note
are the same. The twmte pattern wassually a rising or falling interval of a second, third, or
fourth. All singers inserted vocables (Ap1eaningbearing syllables), though the number per
song varied from singer to singer and from song to song. In some cases, vocables were inserted
in themiddle of words.

The rhythmic meter of Bai songs is irregul
choice of vocables and note length values. Comparison from one singer to another, singing the
same text, also shows that the number of beatsrgeisliflexible. The only melody analyzed
which had regular meter fr onbutewnrntilaemelbdyhager se w

mixed meterBut meter is not really a factor in Bai songs, and singers and listeners alike neither

"When studying with Mr. Li, | asked him why people add meaningless syllables into their text. He said that it makes
the |line more Aconnected, 0 so ituti st hfemadrne ebrevaadt iffrulm o nTeh en osta
necessarily smaller; in fact, the vocable sometimes widens the gap from one note to the next.
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count beats northinkine r ms o f fi b e % The follpuéng examplessserve ¢o. 0O

highlight the analysis process and subsequent findings.

Examplel.Song from ALowDDat Shibaoshan

Unl i ke ot her DVDsi,ngh hLiobvaeo sabtraong dilietimaraf s ha n] 0
music videos; rather, it is something like a musical because it has a continuous steitfline,
songsand other verbal art forms inserted through@inost all songs are newilyomposed, and
almost all arejing ge where musician actors are expressingrtfeslings and reactions to the
story as it unfolds. All songs use brand new texts. | chose to analyze five songs from this DVD
for the purpose of this study. Thee songsare sung by four different singers. Herbave
chosen one song to demonstrae d@halysis procedure and to highlight the features of Bai songs
as discussed above.

Il n t he f i |ems)the el lerathem A Qusbgplayed by Li Fan Chaety)rns
home after being away for twelve years. In his opening song, he explains thiairhender to
make money for his impoverished family. As a consequence, he had to leave his lover (played by
Li Bao Mei) those many years ago. After pulling his shiny car up to the curb, he has his shoes
shined by a young man who, unbeknownst to himisiytunger brothefplayed by Li Fu Yuan)
At this ti me, Li Bao Mei 0 sshininggaurger brether teegot er s,
and eat with her. It appears that they are now dating! At Quib recognizes this lise/ofith
and quickly sings ging gelove song to her. Her response is less than favorable because she

does not recognize him, and in response singglaging gefi afitoive song. 0 The yo

8 The computer software program that | used, Muse Score, required a time signature for each score. | crwser8/4 i
to minimize the presence of bar lines.
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brother is upset that the two just sang together and demands an explanation. At Quilgshen sin

this melody in response to the sksiener:

Bai Text English Translation
Mal zix not zex alna hox, Their son, where are you from?
Hevl xiant ceil giaint zv nox. The crow wants to perch on the green bamboo.
Not maip mel nox gaipmip mip, Buy amirror,
Ga nel yanofan zonp.Andtakea lookatyourself!
Cel zex yafcel zond yafzond, Short isndét short, and
Suanlixuint gonxtail ngvpgud kox. [You] look like two bottle gourds.
Not xiant gol ngot duip gonxcainl, If you want to siig back to me,
Heinl nox cal jit nox. It is like heaven versus earth!
=
(Zu ya) Mal zix (ma) mot zex (ma) al - na (la) hox, He - vl xiant ceil giant zv  nox. (Zu ya)
=—=————=
Not maip  mel nox (ma) gaip - mip mip (la) Ga nel wyan' - fan Zonp. (Zu ya)
LX) —, N I
al - —T—> a_rF_F_F 1w - T — —
-.\’{3 1 1 11 1 1 - o 1T & = 1 1 1 1 1 F 1 1 1 1 1 -
e e e P e e
Cel-zex (zi no) yaf - cel (ma) zond yaf - zond, [Zond yaf - (la)-zond, ] (no) Suanl-xuint gonx - tail  ngvp - gud  kex.
T I Ir-.‘ T F P F T T ] s I | i I
f =l -! - -! :‘ 1 : T : E’ !’ = -! -! =l .: : T T .: = 1}
 S————(— — N
(la) Mot xiaint (zi) gol ngot (ma) duip gonx-cainl , Heinl nox (ma) cal jit nox. (Ya hei - y:\ig— hei).

Figure 1At Qui bés response to shoe shiner

(with Bai Romanized script)
Bold underline indicates mismatch

Matching Percentage
The highness or lowness of a wasccalculatedy its starting pitch. Each syllable was

counted individually regardless of whether it was a rsyitiable word.Table 1shows the total

number of occurrences of each linguistic tone, followed by the number of matched syllables and

an overall percentagi total, 85% of thesyllablesare sungpn t heir Acorrect o

eight d the fifty-two syllables shomo correlation between the linguistic tone and its position in

the melody.
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| analyzed melodies of three other singers in the filmeHga chart showing the high degree of

Linguistic Number of Number of %
Tone Occurrences Matches Matching
Marker
I 14 12 86%
b 0 0 N/A
X 11 10 91%
6 6 100%
p 7 6 86%
f 2 2 100%
d 3 3 100%
t 9 5 56%
TOTALS 52 44 85%

Table 1. Matching Percentage of Text to Melody, Example 1.

matching in their melodies:

Female No. of No. of % Female Number of  Number %
1 Occurrences Matches Matching 2 Occurrences of Matching
Matches
I 8 6 75% I 18 18 100%
b 3 3 100% b 2 2 100%
X 14 14 100% X 6 6 100%
0 10 9 90% 0 12 12 100%
p 2 2 100% p 3 2 67%
f 3 3 100% f 1 1 100%
d 4 4 100% d 4 4 100%
t 8 7 88% t 7 6 86%
TOTAL: 52 48 92% TOTAL: 53* 51 96%
Male 4 Number of  Number % *Bai melodies typically
Occurrences of Matching | follow a pattern of 77-7-5
Matches syllables per line (total 26
! 17 14 82% syllables). All of these
2 11 13 1820//2 examples are-dine songsa
0 6 6 100% total of 52 syllables. This
o 1 1 100% singer had an extra syllable
f 2 2 100% in line seven. My informants
d 3 2 67% do not recognize this singer
t 11 7 64% | @s someone from
TOTAL: 52 43 83% Shibaoshan, nor do they
know who she is or where

Table 2. Matching Percentages of she is from.

Four Spontaneousigomposed Songs
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Explaining Mismatches

Looking back at the score in Figure 1, syllables were considered mismatchethegen
appeared higher or | ower than they Ashould
analysis. Note that this is entirely from my outsider perspective and through my own analysis
methods created apart from any input from native speakensgers.

As explained in Chapter 3, | worked with native speakers to think of words in the Bai
language that could potentially be confused with the eight syllables that do not follow the
linguistic tone in this exampfeThe following is a list of the unnhehed syllables in their order
of appearance in the song. | will explain why | have considered the syllables mismatching (too
high or low) and provide musical and linguistic reasons for why they do not fit the typical
matching patterns:

1. Me a s u ro#d(yddl) is taw migh. Istarts higher than thecablebefore it and is on
the highest pitch of the entire melodic ranlgés also higher than the preceding mid
|l evel t axdEonwtaoed appear as a falling melodic figure, which lines up
with its falling, breathy linguistic tone. forecorrect starting pitch foihis word
would have been C or D, lower than thetone syllable or lower than the vocable.
a A possible musical expl aneainBhbmusci s

begin high in te melody.Mr. Li, my singing teacher, has told me that this is

t he case. Looking beyond §anotheji t he

syllable, so perhaps the singer did not want the melody to drop too low.

° While my informantswere transcribingexts,they occasionally had todistento alineoftext n t he fLove
Shi baos han deliresungly Feemale 1 (1o Bao Mei) and two lines sung by Malé G€h Fan) had to beistened
to for comprehension F e mgYlaceFu Biua)ielody was completely intelligible the first listen, but the transcribers were
confused when one of her lines of text contained eight instead of seven syllatdekedrnedhat singers can sometimes switch
delete partef words when crafting lyrics, like in the second example sung by Male 1 (Li Fan Chang).
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b. Li ngui st imealnlsy ,ii y® nlaidbzuiene of mynBai
language informantgxplained, it would bempossibleto confuse this word
with any other based on its conte&tN cappéars frequently in normal speech

and in song. Also, the only possible word whmlght be confused based on

the sung pitch is O6noxd ( me almdomegt, fabove

the meaning of the syllable 6notd is o

2. 0 X i dwarit)@ sung to the same pitch as the precedingsylidblel . 6 1t i s to
in the melodic range. Following a higpnewor d, O0xi ant 6 should be

a. Musically, it might be sung higher because it is sandwiched betweéii-two
tone words or because it is at the beginning of the phrase. It is a falling two
note figure, which matches its falling linguistic tone pattaowever twe
and threenote patterns appear all throughout the melodies even ordaee|
syllables. The musical presence on a falling or rising figioes noseem to
be too important given this fact.

b. Linguistically, there is aword inthe Bailanggag pr onounced O0Xxi an
and a word o6xianpbd (means fdApersonality
possiblyc onf usabl e words is a noun, where
the intended meaning is clear.

3. 6Not 6 ( yampea)s highgrahamexpedtdt is the first word of this stanza, and
as mentioned previously, good melodies start high. It is also impossible, lexically

speaking, to confuse this word with any other meaning.
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4. Me as ur e (buy) isdod highperause it is set to the hgjhwteof the melody,
eventhough it is a high, tense falling torigut it could be debated that since it is a
tense tone, it couldppear a little higher than expected.
a. Linguistically, theonly contrasting word in questioo,mamé aBs ft o swe.
a n o lhdodld passibly be confusing, given that this word is also a verb,
but once the listener hears the rest of the line the meaning is Cleasinger
is saying, AYou buy a mirroro and not
5. 0 N gyowd) in measure 6 appears léve t o t h eso inotoodow.Dhgidtpng
syllable should be higher than thetone syllable.
a. Musically, the text may be sung lower than expected because it is leading to
the final cadence of the first stanza. After reviewing several songspissee
the range of notes used in the first phrase is often a much wider range of
pitches while the latter phrase uses lower pitches.
b. The mini mameapai Airds@o6 (adjcohfysinggo i n coc
because it is a completely different part of gjee
6. The second syllable of the word 6 y @ndt shert) appears too low, however the
word has already been sung at the start of this same line. Here, | must mdwation
happened in the transcription process. Two of my Bai language informants worked
togeher to listen to the texts and write it down for me. It usually took one listen for
the transcribers to write down the text, but in this case, the transcribers had to re
listen to the line to complete the task. (Alisten was needed for a couple of athe
instances as well.) This signals to me that the line was incomprehensible on the first
listen. A few possible guesses for its unintelligibility are:
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I. The text is a strange word order.
ii. The phrase is unnatural speech. The first two phrases begin with a
suj ect (Ayouodo and fAicrow, 0O respecti v
the text, l'iterally, i's AShort i s n
lii. The phrase may be borrowed from Chinese, so it is unexpected or
unknown to the listeners.
iv. The vocables, two in a row fallingn adowrbeat, may have confused
the listeners. They perhaps anticipated the first vocable to be meaning
bearing and were thus confused when
v. The melody for the entire word is confusing. Althoubé first
syllable of thiswordpyaf 6 (i ndicating negation
pitch regarding its tone height, it manifests itself as a falling figure
instead of a rising one. Preceding this word are thevtweables,
perhaps adding to the initial confusion as they may have solikded
meaningbearing syllables. A second listen was all it took for my
informants to write the text.
7. Inmeasure 10he second syl l able of the word O6sua
Ai s &appears too higMusically, it is the start of the sixthnie of text and is
between-I-tone and-x-tone syllables. Since both of these linguistic tones are higher
than the low, breathy, fallingt-tone syllable , the higher melodic pitches may have
affected thist-tone syllable, much in the same way thatadylts can change in
natural speech based on their phonological environment. Linguistically, there are no
other Bai words in contrast to this word.
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8. 60Ji t 6istbochmghmandltguld possibly sound like the higher tense falpagpne
word Ojim@ fftme aanhas eBasedon cofitextoit isfcledr thad thi® )
confusion is highly unlikely. Musically, it is possibly sung so high because it follows
an-Il-tone syllable, but it might also be sung high because it is the final cadence of the
sory.
a. When Bai people are speaking with heightened emotions, like in an argument,
they tend to emphasize words with volume or in exaggerated tone. | am
suggesting that this may be influencin
is why:
Thisgenreofsan i s cadll loevde & ofngntoi Based on
experiences at Shibaoshan song festival and in viewing other Bai music
videos, it seems clear that the text works in a very particular way. Lines of
text are paired, and the second line tends to serve as sagnigtkithe punch
line in a joke. When performed, it is not until this line is sung that the
onlookers wil/l |l augh, c¢clap, or react v
neighbor.
| amsuggesting thatthe fallgpone wor d o6jitdé (earth
emphasizé in song by both increasing the interval of the-tvade melisma
and by using a heightened starting pit
emphasized word in the phrase, since At Quib (comparing himself to heaven)

is insulting the shoe shiner withis metaphor (comparing hita eart).
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Exampl

Singers begin with their own introductory beats, sung using nonsense syllables. All of the

singers on the DVD sing introductory beats, and while Male 3 anaydddferent introductions,

the intros for Female 1 and 2 are the same. The simplest form of introduction # seoad

on the highest note of the melodic range.

i Aho

Whether the song is a love song ordowee song, the melodic structure sounds exactly

the same. Only a Bai speaker would be able to know the difference between genres. Of course,

observing the crowd, they usually react much more expressively when listeninglavanti

songs because of the humorous insults which singers fire back andforté another!

Comparing all five songs analyzed from this DVD, it is evident that the number of

vocables and the rhythmic setting of text are up to the creativity of the singer. The left side in

Table 3 shows the number of nonsense syllables (vocalsled)in the songs that | analyzed.

The right side of the chart shows the useaimatidext settings.

Singer  Number Syllabic/ % %
of Total Syllabic  Neumatic
Vocables Syllables

Male 3 9 22/52 42% 58%
Female 1 13 25/52 48% 52%

Male 3 12 24/52 46% 54%
Female 2 3 16/53 30% 70%

Male 4 11 25/52 48% 52%

Table 3.Vocablesand Degree of Syllabic Text Settirgxample 1.

Example2.6 Xi nl ganl pi a. 6

Well-crafted lyrics are a known key component in Bai singing, but are there other artistic

ways in which professionalrsig e r s

di stinguish

t hemsel

ves?

0 Xi

avenue for investigating this question further. While each of the four analyzed melodies are

technically different, they are considered one in the same song by the Bai people. Many love
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songshegin with this opening line, but the exact text | recorded in interviews has seemingly

become t he

Bai Text

standar

Xinlganlpia
Not lil pia cvt ngot lil pia,
Not lil ngaid cvt ngot lil ngaid,
Gaipxuit sanlsuaxia.

Not lil ngaid cvt til ngel miail,

Ngot lil ngaid cvt mix nel duap.

Geilxiai gonxtix yuisanldol,

(2)Yanl zil atduip ya.
(2) Sexkeinlsex nox ya.

Matching Percentage

It seemed safe to assume that vkelbwn texts like this one would aliv singers great flexibility

in setting the text; however, the matching percentage was still very Nigiite here (and in

English Translation

Sweetheart,
Everywhere you are, | wibe.
Wherever you stay, | will stay

Like the appointment is already made.

6Xinlganlpiab

var i

Remember me wherever you go,

Wherever | go, | will mss you.

Today we met one another
We will go together.
Hand in hand we will go.

other examples) that it tends to+bend-p-tone syllables which have lower matching

percentages.
Male 2 Number of  Number of %
Occurrences  Matches  Matching

I 18 17 94%

b 0 0 N/A
X 3 3 100%
8 8 100%
p 3 3 100%

f 0 0 N/A

d 4 3 75%

t 12 10 83%
TOTAL: 48 44 92%

Xinlganlpia
Male 5 Number of  Number %
Occurrences of Matching
Matches

I 18 18 100%
b 0 0 100%
X 3 3 100%
8 8 100%

p 3 2 67%

f 0 0 N/A
d 4 4 100%
t 12 12 100%
TOTAL: 48 47 98%

1% One singer, Female 3, sang an alternate last line of2e:But the meaning is the same.
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Female  Number of Number % Female  Number of  Number %
1 Occurrences of Matching 3 Occurrences of Matching
Matches Matches
I 18 16 89% I 17 14 82%
b 0 0 N/A b 0 0 N/A
X 3 3 100% X 6 5 83%
8 7 88% 8 7 88%
p 3 2 67% p 2 2 100%
f 0 0 N/A f 0 0 N/A
d 4 4 100% d 4 4 100%
t 12 9 85% t 11 6 54%
TOTAL: 48 42 88% TOTAL: 48 38 79%
Table 4.

Matching Percentage of Text to Melody, Example 2.

Female 1, LBao Mei, also sang on the DVD in Example 1. Here her total matching
percentage is 85% compared to 92%. Perhaps the difference reveals flexibility to deviate from
the standard rules of setting text. Male 2 (Jiang Zhong De) is also a professional smhderea
his percentage is 92%. The highest percentage
interview, he offered to sing this song for m
(being a member of the Yi nationality). | think thi#ference must be his vocal quality, as his
melodic structure was quite similar. It is also interesting that he used far fewer vocables than the
other singers.

Female 3 (Si You Mei) is a young woman training with Li Bao Mei to sing Bai songs.
She comesrém a different dialect region, and while much of her melody almost mirrors Li Bao
Mei 6s, especially in her placement of vocabl e

Below, melodies are transcribed one above the other for simpler comparisom singers-*

Yincluded herearethefr st four | i nes o The tillknatationfindiaates afvo¢al wavegirayiomthep i a, o
pitch which was like a threeote melisma, but | notated it in this way becauseunded more like an ornamentation or vocal
effect
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(Zu) (la) (va) Xinl - gainl - pia , Not  lil (la) pia cvt(ga)ngot Ll pia.
Q L ‘ ) ) ) j— \ ?’ A f T
Male 5 1t fe 2 e * " e ==
b_u X & I | ==— I Il I 1 1 I I | I I ]
(Yin) (Ga) Xinl - gainl - pia, Not il pia cvt ngot lil pia (eh)
h - 1 Il
Female 1 [\y]rn g 2 1=I ! o — I ‘P r i =5 i' d—'l _i ‘I "‘Iﬁzi i d‘—'- 'fi
] L& ‘ =1
(Z\o"i (A) Xinl - gainl - pia, (Zi) Not lil (ma) pia cvt ngot lil pia.
f) \
Female 3 [ r—r—F e ————— e =
IV 3 I | — I I Il 1 1 I Il | 5 = I ]
o) T T T — L4 '\_/
A Xinl - gainl - pia, Not il pia cvt ngot lil pia
af . -, PR o
M2 #:F—’—"—’—FH =——— i — T A R I A - T
(mm) (la) (ya) Not il (ga) ngaid evt (la) ngot lil ngaid (va) (la) Gaip - xuit sanl sua - xia.
n 1 1 P—
Ms [fe—= L : = e = ; S N I S
U =l 1 T 1 T T - -‘I_ - ;I ;l
Not lil ngaid cvt ngot lil ngaid  (zi), Gaip - xuit sanl  sua - xia
o I 1 I 1 ] 1 F-‘I & r 1 Il 1 _'l—q I | B | 1
Fl fo—f&—T+—+—1—® T —— o 5| ——5— —— o y ! ‘
v | ] I 1 ] 1 Il 1 1 1 L | Il | |
e/ 'L:’L ——l I | f T
(Zo") (A) Not il (ma) ngaid ovt ngot lil (ma) ngaid (z1 ) Gaip - xuit sanl sua - xia.
F3 : : - — o |
o L I —— I I — = = . . *
{zo ) (A) Not lil (zi) (la) ngai cvt  ngot Il (ma) ngaid (z1) Gaip- xuit sanl sua

Figure 2.Xinlganlpia. Four singers, verse 1.

Differences among singers include setting of text, introductory beats, note
embellishments, and use or placement of vocablstice that singers have freedom as far as
setting the text syllabically or as a twar threenote figue, but overall a syllable usually only
receives one beat. It is standard to sing introductory beats to open lines one and thré2 of text.
Singers embellish a note by stretching it to a-tarathreenote pattern or by shaking their voice.

A Guo used far f@er vocables than the Bai singetsis evident in these examples that the

12 5ee Appendix C for \fse 2 Transcription.
3 Male 5 (A Guo)is the only exception here, but his version may still be acceptable to listeners. This has not been

tested.
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number of beats per line is flexible, as each singer ends his/her line after a different number of

beats.See Appendix C for the transcription of lineg 5the second half of thesrse.

Xinlganlpia
(Whole Song)
Singer Number | Syllabic/ Total % syllabic % neumatic
of Syllables
Vocables
Male 1 13 28/48 58% 42%
Male 5 4 38/48 80% 20%
Female 13 23/48 48% 52%
1
Female 11 22/48 46% 54%
2

Table 5.Vocables and Degree of Syllabic Text Setting, Example 2.

It is likely that if asked to sing again in a recorded interview, these four singers would sing
melodies that varfrom this recorded interview. From my experiences in singing lessons and in
observing various performances of Bai songs inchaan, singers often change the melody,

vary note length, or add/delete vocables according to their creative impulses at the time.

Example 3.L i Fu Yuands Two Shibaoshan Sol os

Li Fu Yuands first solo was thewnsgngni ng t u
(pre-written by Mr. Li). The second was a response to my melody. Included below is the text for
his two solos and a melodic excetpfollowed by a chart showing matching percentage, degree

of syllabic text setting, and use of vo&bfor his twosolos combined.

Bai Text English Translation

Xienlzix dadkex kv lil ji, Strumming this Bai songpamvery anxious,

Jiantsit nal n o khavwe aometting to teljyou.

Ngel yvnxtix saf Meitguf hhef, My little sister has come from America,

Gol ngot canl gafzei. Sheés going to sing a few w

Mel Baipngvp lil dient jiant gionl, She also speaks Bai very well,
Mel Baipkv lil dient canl gionl. Her Bai singing is also good.

14 See Appendix D for complete transcriptions.
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Ngal sua nal yonx yafxint zil, If you do notbelievewhat we sg,
Mot canl nal cux seinx. Once she sings you will know!
(Song 2)
Huanlyinl xinl lap huanlyinl pia,  So happy, so happy!
Meitguf ngel yvnxtix canl Baipkv. American little sister sings Bai songs!

Meitguf yvnx sua Baipngvp, American sister speaks Bai,
Seidonx | il n a d 0 dtrs kard to find this in the world!
Gvpde Yenxyuit mot yafjiant, Shedoes nospeak her mother tongue English,
Jienl yonp baipdondbaipsonl sua. She completely uses Bai.
Cvqgi mel het liapsex yind, This kind of person,
Zopgua nox kyan. Is really peculiar!
h’{alc 1 A% L 3 | I I I f 1 f f f f I I L1 | | I | I I Ff" |
. SeSESSEmE———— — e e s
(Mm la) Xienl-zix (ma) dad - kex (ge) kv 1l ji . Jant-sit nal nox sait' - vx  gi.
40 P s
M fe=—=—e P el FrEeP Pl PPy St
O] I — T 1 Y
(Zv va) Ngel ywnx - (z1) - tix saf  meit - guf hhef (la), Gol ngot canl gaf - zeil
Figure3. Li Fu Yuan Solo, Song 1, Verge
Tone Number of Number of % Matching Male 1 Number | Syllabic/ % %
Occurrences Matches of Total syllabic  neumatic
Vocables | Syllables
| 26 26 100% 20 58/104 56% 44%
b 0 0 N/A Table 6. Data from
X 18 18 100% Shibaoshan Solos
17 16 94%
p 14 12 86%
f 8 8 100%
d 4 2 50%
t 17 15 88%
TOTAL: 104 97 93%
Matching Percentages and Syllabic Setting
Il n these two song exampl es, Li Fu Yuanods

more syllabically than other singers. Though Li Fu Yuan is now employed by the (Riltniaau
as a professional musician, at the time of this performance he was still considered by many as an

amateur musician. Is it possible that the use of melisma is a more developed skill used by

experienced singers? Or is this just a stylistic prefef&nce
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Vocables

In measure 5 (see Figure 3), Li Fu Yuan emplofiiest word in a very unique
way. First of all, the syllable 06zié falls on
syllables appear. Other singers also use them in this way, bubittise most common
placement. Secondly, this syllable is in the middle ofagwp!| | abl e wor d, O6yvnxt
sistero). Rather than following a word, the v

spoken and sung Bai, as it is also employea gsneral way of referencing a younger woman,

either in firstperson or thirperson reference.

Repetition of Text
Li Fu Yuan and other singers often employ a certain kinejedtition, illustrated below.

After the fifth line of text, the singer firsepeats the last three syllables of line five before

singing the text for |line six. Here i s an exa
-'I‘h | | | | I I T
Ml % e e e e S e s = ==—
(7 T ——— — T T
(Zvla) Mel Baip - (zi) ngvp lil {(ma) dient jiant gionl, [Dient jiant gionl | (va)
Figure 4.
104 Li Fu Yuan Song 1
e I — First Half Verse 2
Ml 1S f —F—+—F— . —=— (Repeated text indicated with brackets).
) 1 Lo === m— | H
Mel Baip-kv  lil (ma) dient canl gel.

When counting for matching percentages, these repetitious figures were ignored. Generally, the
three syllables appean a rising stejwise figure, sometimes with vocables interspersed. This

repetition is musical and the tone of the syllable does not matter since it is repeated text.
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Example 4. Lao Ren Yao (Old Man Shake)

This song, A0l d Ma nshéhghaokgélife songj) ieShibabshans i f i e d
Chuantong Baiqu JijingCollection of Traditional Shibaoshan Bai Songs). Mr. Jiang Zhong De
selected to sing this for me in his interview after | asked to hkanz qu(storytelling song).
The text that he sings isfigrent than the text recorded in the book, though the meaning is very
similar. Mr. Jiang seemed somewhaDiaodhigigea t ant t
di adbhat translates to something |ike,toiThe t ul
explain it any clearer: each verse is the same tune. But the transcriptions of what he actually sang
show that each verse has a different melody!

Based on this explanation, my confusion about Bai melodies increased. It was clear that
the Baihaveanemc under st anding and concept of fitunec
transcribed melodies on paper. As the transcription of the first three verses shows, the melody is
not any more similar from verse to verse than one Bai melody from another! Belm\sisrig
text and translation for the first three verses, followed by the transcription of the first few lines
for each verse, written one above the other for simple comparison. (Mismatched words are in

bold underline.)

Bai Text English Translation

Gaidba ngvl ba solfent ba, One bowl of meat, onef fish, oneof rice,

Zul yind dap mel nox saintgua.  People, why are we so serious?

Gailzil ngot zaind fvzaip lap, | amalready sixty years old

Qi xiop xinlganlpia. | amworn out and upset.

Zopsex zulkexilduap lap, | really cannotdo much work,

Zixyvnx hox zix ngel nox mia. My kids do notwant me.

Yonp ngot biailzed atfvx nox, Theybébve thrown me to the si
Sit ngot pa ngel ma. They treat me like chaff.
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Mal zix mal yvnx mal xinlganl,
Dixmox danzil ganlcetpa.
Mixkex depseip zulcal saint,
Xuxzaf atzaid hainlgiha.

Their kids areheir darlings,

Their parents are dried vegetables,
What did | do wrong in my past life?
It is nearly killing me.

f
R = s ————=s==——== E=—r—+—rF - p == >3 2
T — —_—
(Zu la  ya) Gaid ba (zi)ngvl ba sol - fent ba, Zul yind (la) dap mel not  saint - gua.
f o S P S I — : | e . -
VLTbL‘Z AN 3 = T | == T T T 1 | T T - L T T 1 1 T T | — T 1 T ]
o : }
(Mmla ya) Zop - sex (la) zul - kex (la) jil - duap lap, [Jil - duap (ma)lap la] Zix - yvnx (la) hot
(- Fon W . ’ — -
Verse 3 ¥ ===s=======_S== s s == == == =E=====—=c-=———
(La ya) Mal zix (zi) mal yvnx (la) mal xinl - ganl, [Mal xinl - ganl (li ya)] Dix - mox (ma)
0 . i S -~ —) s s
Vi = e s = = = ==
(Mm la ya) Gail - zil (la) ngot zaind (z1) fv - zaip(ba)lap , 1
b s : . . . T | ———
Vide———"F——TFT T » = 1 — 1 T ———  —————1
S R S t t j‘ - - T
zix (la) ngel nox mia. Yon ngot biail-zed at fvx nox (zi la) Sit
< = —t . 5 5 ” — :
et et = ======——===— ===
dan - zil ganl - cet pa (La  ya) Miz - kex (zi) dep - seip zul cal (la)
Figureb.
Ol d Man Shakebo
LaoRen Number of ~ Number %
Yao Occurrences of Matching
Matches
! 23 21 91%
b 0 0 N/A
X 16 16 100%
0 14 14 100%
P 10 9 90%
f 0 0 N/A
d 5 80%
t 11 9 81%
TOTALS: 79 73 93%
Table 7.
Matching Percentageor @A Ol d Man

Unanswered questions

It is unknown tome whether these words were spontaneecsiyiposed or whether they

are a prewritten text. When my Bai informants transcribed the text from the recording, they had
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no trouble understanding each line of text, but they also said that it differed fronswrhéte
printed book on traditional Bai songs. | also do not know when or where this song would be

performed or sung. Is it a song which is still sung today?

Diao shi yige diao(Tune is a Tune'j

When | was working in Jianchuan, a Yunnan University estidame to interview me
about my research. SBaeudiarskkey Mmayeindbsei melodg?
guestion caught me effuard. As a foreigner, it did sound to me as if each song was a repetition
of the other, but ta&ansorelBd musictas oleal tiyarztie dneladiesdarel i st en
not technically exact; however, the melodies are incredibly similar. To hear a professional Bai
singer, Jiang Zhong De, describe a song as fit
whetherBame | odi es are based off of one single fAtu
l inguistic tone of the text .Bunifdheitdled sNanrg eS loask ¢
is considered one tunthenshouldall spontaneoustgomposed songs be consig@variations
on onetune?

Il n my interview with Li Bao Mei, I asked h
the text and the melodies?d She raguging(se),d, i No,
but you just add whatever wordsyouwantd&h t hen sing it!o It is becc

that the Bai people themselves perhaps think of all of their music as being one single tune.

15 The worddiaois a Chinese word that the interviewees useH mi¢. From my interactions with the Bai community,
the worddiaois used to mean (1) pitch, (2) melody, and (3) sung tivigsranslation may be inadequate or incorrect. But |
think | understand the meaning of this phrase.
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Example 5. Other Shibaoshan $ngs

| sang at Shibaoshan in a group performance with about twenty Baissing@a Shilong
village. We were given a score, but the actual melody that we sang varied slightly. The text was
brand new to listeners. Included here is a chart of the matching percentage of linguistic tone to

melodic pitch for both the prewritten scomdahe actual performance:

Score Number of  Number % Performance  Number of  Number %
Occurrences of Matching Occurrences of Matching
Matches Matches

I 23 23 100% I 23 23 100%
b 0 0 N/A b 0 0 N/A
X 10 10 100% X 10 10 100%
0 6 5 83% 0 6 6 100%
p 6 6 100% p 6 5 83%
f 1 1 100% f 1 1 100%
d 5 5 100% d 5 5 100%
t 1 1 100% t 1 1 100%

TOTAL: 52 51 98% TOTAL: 52 51 98%

Table 8. Matching Percentages Compared between Written Score and Actual Group Shibaoshan Performance
| also sang my own two solos, oimethe morning and one at night (see Appendix E for melodic
transcriptions)Though | prelearned these songs and memorized them, the final melody was

approved by my teacher, Mr. Li Muan. They also show a very high matching percentage.

Solo #1 Number of Number % Solo #2 Number of  Number %
Occurrences of Matching Occurrences of Matching
Matches Matches
I 17 16 94% I 20 19 95%
b 0 0 N/A b 0 0 N/A
X 10 10 100% X 3 3 100%
0 8 8 100% 0 14 14 100%
p 5 5 100% p 1 1 100%
f 4 4 100% f 3 3 100%
d 1 1 100% d 3 3 100%
t 7 7 100% t 4 4 100%
TOTAL: 52 51 98% TOTAL: 48 47 98%
Tabke 9.

Matching Percentages for My Two Solo Performances at Shibaoshan
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Shendu yidiarg A Little Deeper)

When | had first sang for my emorkers at the SIL office, they all said that | needed to
Afopen up moreo with my voice. etArdgweicheasnedv er al a
their approval. It was a louder sound, more pressed instead of open, using a lot more chest voice
than head voice. Ironically, by Western choral definition the sound was legsdpen, but it
was what they wanted to hear!

During my inerview with Li Bao Mei, she critiqued my Shibaoshan performance.

AAl't hough your text is very clear, it just so
singing sound and |l ess of a speaking Beund. o
melody was moreeumaticand connected, and she used more vocal inflection. She also drew

out the last note of each phrase to make it a little longer.

Example 6. Other Song Styles

While allBaizudiaomay be fAone tune, 0 tmhirngwhichseem st i | |
to be in a category of their own, for exampl e
Appendix B. UnlikeBaizudiaq this song text is weknown by many, and it sounds as if the
melody is completely set from verse to versls€r examination, however, shows that each
verse is slightly different, and that difference is caused by the linguistic tone of the text. Even
though this tune and text are known by many, the matching percentage, surprisingly, is still very

high:
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4 Verses of  Number of Number %
"Loach Occurrences of Matching
Song" Matches

I 107 102 95%
b 0 0 N/A
X 101 94 93%
0 72 72 100%
p 36 36 100%
f 12 12 100%
d 28 28 100%
t 60 55 92%

TOTALS: 416 399 96%

Table 10.

Matching Percentage f
Learning Bai Culture T hrough Song
Studying the song texts for lexical meaning taught me more about Bai culture. For
example, in the DVD songs, the ways that singers addressed their listener were interesting. The
older brother At Quib addressedtheskok i ner as, ATheir son. 0 At QL
wife as AAt Qui bbés mom, 0 and she addressed hi

that this is a very common way of addressing a husband or wife, not only ipéngon

references but aldaceto-face.

Il n Example 1, At Quib sings a metaphor, AT
stick. o0 The crow is actually a bad omen in Ba
the shoe shiner, comparing him to a crow and his girlfrierithimnboo. Obviously, the two are
not fit for one another.

As | was learning about the crow, | also learned about spiders. Spiders are considered to
be s o mwam(nseodusl ) . AWhen you see a spider in your
isthesul of someoned ADead or | iving, dhang asked

Jian Zhu Zanx Jiainbzuksaid that when an elderly woman sees a spider in the house, she will
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often i mmediately go and | ight i nghtegiscense, i Act u

they will see a spider right there beside the
Il n the AOl d Man Shake, 0 many of the Ilines

singer (the ol dhaveathrown metbet of sha wheabut HisTreaning is,

A T h e y melikeekaffo The old man feels his children have literally thrown him away, like

they would throw out the chaff in a pile of wheat, replacing him instead with their own children.

The Bai are wheat and rice growers and a trip through the region,raghtheme, will give any

visitor a glimpse of the harvest!
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Chapter 5

CONCLUSION

A clear relationship between linguistic tone and melodic pitch exists in spontanreously
composed Bai melodies. Matching percentages between linguistic tone heightsacal pitch
were high in every example. When mismatching occurred, possible musical or linguistic
explanations also surfaced. For example, mismatching often occurred at the start or end of a line
of text, within a preset melodic structure, like a cadent®ee Appendix F for a repeated
melodic figure which often started line 7 of tex®), as my teacher Mr. Li Fu Yuaxplained
good melodies start high and gradually get lower as the verse confinbes.s mu s i c al Ar u
sometimes overrides linguistic tan@ mid- or low-tone word was sometimes sung higher
because of surrounding higbne syllables. Comparison of a syllable with possible confusable
Bai words proved that context made these mism
In my interview withthe Yi musician, A GudMale 5) he sang several Yi songs for me
of his own choosing. Il n one Baxudimogissyo he said,
chang 6 | n -up cohwerkatiom with Li Bao Mei, | asked her to clarify exactly what this
means She agreed that this is the way to sing Bai setige speaking, only sing the text.
Thinking of Baizudiaoin this way,it is no wonder the tone of the text and the melodic pitches
have such a welihatched relationship.
Despite the limitations whiche linguistic tone seems to put on melodic creativity,
singers can create several different melodic variations. Highness or lowness is relative, not
assigned to specific pitches. Variations are created by using different introductory beats and

nonsense skdbles. The introductory beat is a one to tHreat pattern sung to nonsense

=]
o
=

syl l abl es, and each singer has his or her
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festival, Mr. Li actually sang some of the different introductions and nameddmtrey
bel onged. He taught me that the most basic in
on the highest note of a line.

When a group of musicians performed together at Shibaoshan in 2009 (myself included),
we all sang this simplestintrodu or y beat @AAhd together for uni:
had many great struggles to synchronize our entrances to each line. | hypothesized that the
struggle came from the fact that we were singing a form of Bai song which is usually sung
individually. Skilled songwriters struggled to control their usewafcables andtheir own
melodic creativity. The director of the group passed out a score to all of the singers, but very few
could actually read cipher notation. Still, it was essential that we kaiten score which we
were to follow, otherwise every representation of the text would have been different, and there
would have been great variation among musicians in the group. Even on the date of performance,
after many hours of rehearsing this atwentys e cond t une, I could hear
completely synced.

Each meaningful syllable is usually given its own beat, and the setting of text is what
drives the music rhythmically. There is no meter, and rhythmic diversity is due to the use o
vocables or by shortening the length of a syllable to just a half Bdlatingers inserted
vocablegnornrmeaningbearingii f 1 | | e)rthowgb thednaniber per song varied from singer
to singer and song to song. In some cases, ttoesdhles were insded in the middle of words.
Mr . Li explained to me in my voice | essons th
and al so A mdheergathesirag ekt trangcriptions, it intrigued me that my Bai

informants never wrotthe vocableslownon paper® In fact, bookscontainingBai textsnever

16WhenIaskedtwoinformantsh/vy they didnét write the filler word, they
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include thevocablein the text. That makes sense given the fact thatareyot counted ithe
total number of syllables per line, ariety do not carry meaning. Vocabk® also used in any
given nunber or combination in a song, and perhaps writing them down into a book would
somehow standardize the creative process.

Singers distinguish their sound by using ateothreenotemelisma on one beadfter
spending several months in analysis, | lmefgarealize that this ornamentation to the melody
closely resembles a vibrato figure which is often played osdhgianlute. The paper which
was given to me by Mr. Chen described the singing at Shibaoshan as smoothly entering into the
sanxian melody é= Yang Yuan Shou). Perhaps there is an important relationship between the
voice and accompanyirganxian My impression is that the voice mimics the instrument in this
way.

Further proving the point of individual A f
comment to me during her intervifenggegeBréd)e sai d,
There are two women in Shilong who are copying my soBadudiaois something everyone
sings differently, but now there are people copyingfemgged Wh e n  expldinambre t o
about her flavor, she labeledas being morganchangextended)She modeled it for me,

t hough | wasndét quite sure exactly what to 1
lengthened. Her version sounded slower, the text sung slamé&the melody was more
connected than the other example she sang.

Il n my interviews, | asked musicians to sin
singers that | recorded sang the exact same text. The other only changed the last line of text. This
is intriguing because AXinlganlpiad is a rathe
ti mes when | have asked people about this tun
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of 6Xinlganlpiad out t her e. dechneiastandardaati¢astt e x t ,
among this group of musicians. It raises another question, which is, are Bai songs identifiable by

their first |ine, and are songs with the same

Why PeopleSing
Il n Li B atevieM she takked about going on the mountain with her parents to
Agan huo. 0 When they would go, they would al s
were happy, no matter how bitter or difficult their daily life was at the time. She saw this
happness and also wanted to learn to sing. She says that the uniqueBassidiaqg compared
to the music of other people, is that a person can sing about anything. The melody is set, but the

words are oneds own, and a®egungidBaizddaof feel ing

What Makes Good Sngers
My secondary research question was to discover what set amateur and professional
musicians apart. Based on my musical analysis alone, there were no obvious distinctions

between the profesmial musicians andmateurs. | determidethat the difference, then, must be

in the sound of the voice or the quality of t
how to singBaizudia®@ L i k e, is it in the front?d She rep
decxri bed her singing in a similar way, saying
well , 0 and when asked what maké#dsj lhetr ismnlge mgh

Vocal inflections, twenoteneumaticfigures and lengthened end§phrases stand out to me as

some of the technical differences between her songs and others.
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Need for Further Research

My checking method to see whether linguistic tone affected intelligibHtyas only
tested on wor ds whi tomypdrantters. it is poastble that thicsaroer d i n g
method could be used with the words that did match, and therefore, it might be argued that
people can always understand based on context. However, just from the few transcription
exercises with my Bai inforamts, it is clear that when there are several words in a row which do
not match, the meaning is unclear and deserves a second or third listen.

Two songs were discovered as having a very low matching percentage. One is translated
as a fnAcar r hlamihformed is a gartnéstylevshd song. My initial analysis shows
little to no intentional coordination between the linguistic tone of the word and the sung pitch;
rather, it appears that the first singer chooses an appropriate melody and thentheesr 6 s r e p |
follows the melody of the first tune.

The other tune is classified as a fAxiao di
The translated title is fiThe Bai woman wunder
everyone | have intacted with in Jianchuan, and everyone knows the tune. It may be a
borrowed melody from Chinese, but the text follows Bai rhyming patterns, syllable count, and
frequent poetic references (ie. the moon). For purpose of this study, which focused on
spontaneosiy-composed melodies, | did not spend a lot of time examining these two tune styles.

It is worth researching how these tunes came to the Bai culture, whether either can use
spontaneoustgomposed texts, or whether they are traditional tunes and texts Knotlie

whole community.
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Recommendations and Implications

Theinterconnectedelationship between linguistic tone and melody is something to look
out for in the melodies of song tunes of similar languages. If new texts are put to old melodies, or
if borrowed melodies are usetis important to follow the linguistic tone heights of the
language and to doubtéheck that this is happening with new songs so that the meanings will be
intelligible. Good songs also follow certain rhyme and syllable patiesrestablished by the
culture. For the Bai, rhyme seems the most important when crafting song lyrics, though the
syllable per line count is also standard.

Defining one genre or type of song from another is difficult just listening to the melody.
Asdefom a song which has a distinctly different
to know the genre is to know the content of the text. In this analysis, | analyzed love songs, an
antilove song, and a life song, all of which would sound the santeetodnnative speaker.

Surprisingly,Bai musicians do not think about the relationship between linguistic tone
and melodic pitch. When asked directly if there was a relationship between text and melody, Li
Bao Mei replied, i N AAlso sturprising &vas ithe way that musiticang talko n s h i
aboutBaizudiaoas being one set melody. Close analysis shows that the melodies differ,
sometimes greatly, from one anothéis unclear to me how these melodies can be defined as
At he sameo \pitckesaretdiffereniEhe reseasch suggests an emic understanding of
Atuneo in the minds and hearts of Bai peopl e

Learning to sindBaizudiaq for me, was a rather mechanical and technical process as |
tried to emulate the sads | heard in local recordingBut in actuality,Bai singing is less about
technical skills and more about crafting meaningful lyfiosn your heart, sung in your own
personal styleOf course, having a voice gifted from heawamnothurt.
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Male 1

Male 2

Male 3

Male 4

Male 5

Female 1

Female 2

Female 3

Female 4

Female 5

APPENDIX A

List of RecordedSingers

Li Fu Yuan
Jiang Zhong De
Li Fan Chang

Li Gen Fan

A Guo

Li Bao Mei

Yao Fu Hua

Si You Mei

Lisa Andrews (myself)

Duan Jian Ping
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APPENDIX B

The Loach Song
Sideby-Side Comparison dfour Singers

Verse 1 and 2

P‘«’l—.]-‘.Sl—i 1~
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Score e t——T—H—F 1 — ———— T e e I —— —— —"— p——— 1 !
!J.l 2 1 IF T T T — | | = T T 1 1 1 = T I T T r I h 2 T - - T I J - | P T 1
(A hei zi) Seit-gienl ngel ded gainx-de - gainx (yi yo) (li zo) Zex lap jiaip-del mox  xuix - jiainx.
i
f) g o o - — ] ——
£3] 1 % 1 T 1T I rJ T 1 rJ T T — I‘. I T T I T T | — T T T T T — ]
Male | o r—1—H—F — 1T e e f o B e ™ ™ i e |  —— !
.JA) ¥ T T T — | I-___.-‘I T 1 1 "-—__E T I T T E 1 71 T T rJ I T 1
(A hei - zi) Seit-gienl ngel ded gainx-de - gainx (yi yo) (i zo ) Zexlapjiaip-del mox xuix - jiainx.
TN -
c‘ £3] 1 % I.. II.. HI I rJ T “.‘l T T T I T Ir--l T T Ir---ﬁ T T T T ]
Male2 o r—g 11—V 11— S i — i I A i B ™ S R R—— " i R R i —
o 1 = e e e L = I o ———— 1 = i I i
(A hei - zi) Seit-gienl ngel ded gainx-de - gainx (yvi yo) (yi yo ) Zex lap jiaip-del mox xuix - jiainx.
N
f) & 8- L fo— 1 ———
Femile | B e e e P e P
S 1 i — —— I e e e e e e
(A hei - zi) Seit-gienl ngel ded gainx-de - gainx (yi yo) (li ya ) Zexlapjiaip-del mox xuix - jiainx.
" B9
IM'“} ERSE T - } e p— F'“Fq
. —H T o e = e —— —————+ T !
Sc. ] H F—— } } i —— ; —— 1 ; i —— - 1 =
= T ———1— —— T = e ! T T T — e —
(A hei zi) Tet bia-kex zex jienl gi  duap (yi yo) (¥i  yo) Bei-qi meid ngvl mal gai’ - fainx.
N '
f) - - - [ — — r-""Eq
"4 1 1 1 1T I = = = I I r J I I 1 I 1 I I 1 I I I I - ]
M1, fe—iT1—H S e e e e ——T e e e e e e e e e ™ i ™ i " E— p—— !
!J.H T T T T 1 1 T S — — T T I T 1 T T T I J L T 1
(A hei - zi) Tet bia-kex zex jienl gi  duap (yi oh) (li zo - ) Bei-qi meid ngvl mal gai’ - fainx.
f) .{—.—‘T‘ 2 . = —1 ——
"4 1 1 1 1 1 T T = = T T r_J T T T T T T T T | - | T T T T ]
h"g I’!‘“ -I'I I II I I.I IP r I" i' I 1 IP Il PI I.'J I 1 | o [ i | | Il [ | - 1 Il [ & | |
= . e e e == e e e s e
(A hei - la=z) Tet bia-kex zex (ma) jienlgi duap (yi oh) (vi yo ) Bei-qi (zi) meid ngvl mal gai' - fainx.
f) n’r._‘;:‘ - A T —1 I
Fl. e —— b —w—p—m —— — o T " S e ——" ——p——" ————— " —
'3 — 1 ] T S ¢ 1 T !
(A hei - zi) Tet bia-kex zex jienl gi  duap (yi oh) (vi yo ) Bei-qi meid ngvl mal gai’ - fainx.
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. VERSE 1

I ; — 1 — T T T — — 1
=SS = == ————— ==
e/ w T s - -+ ¥ -
Sex lap xiui-jiainx mox  jiaip del (ya) bia zaf cux quit hhaix (ma ya a hei yo)
T T T 1
MI. Ha . 3 3 ] } t t } t ] ]
i - - 1 - ] i I ] I 1 I I I 1 I 1
o) LA L L4 S — F
Sex lap xiux-jiainx mox  jiaip del (ya ma) bia zaf cux quit hhaix (ma ya a hei yo)
ML a5 % 5 e : : i
o 4 L] L LE [
Sex lap xiui-jiainx mox  jiaip del ( ) bia zaf cux quit hhaix (ma ya a hei yo)
f u | pr— [—
1" I 1 I I 1 T I ] 1] ] T T T ]
Fl. g a5 gt TP Tt i
of L " < F4 T &
Sex lap (zi) xiui - jiainx mox jiaip del 0 bia zaf cux quit hhaix (ma ya a hei  yo).
VERSE2
B eeeee—
] } T f— — ———r—1 T T !
J F A T T T T rJ T T T T T e — T 1 T T T T L] ]
Se. e  —oF ¥ = —o = y f —F———— .. f —F } t i
Oy - L L - > - ¥ -
Yonp ngot gai-yin ngvl nvx het (ma) Hainl - beid laf hainl - cuai. (ma wa ahei yo)
M1 ) e — . ] :
T —— —— —— = —— : :
Oy - '\_—/ L - [ -
Yonp ngot gai-yin ngvl nvx het  (zi ma) Hainl - beid laf hainl - cuai. (ma wa ahei yo)
M e e T —— a
o | S— = T~ * FE
Yonp ngot gai-yin ngvl nvx het (ya ) Hainl - beid laf hainl - cuai. (ma wa ahei yo)
m—
T } 1 »— ] — ] = 1 — : e s e ———
FI. [y—— : | e P ]
o] - Ll e - G 4T -
Yonp ngot (zi) gai - yin ngvl nvx het (la) Hainl - beid laf hainl - cuai {ma ya a hei yo)

Bai Text (4 verses)
Seitgienlngvl ded gainxdegainx
Zex lap jiaipdel moxuixjianx

Zex lap xiuxjianx mox jiaipdel Coul dnét stay anywhere to
Bai zd& cux quit hhaix. | hid in some grass.

Tet biakex zex jienlgiduap But | couldndét stay there
Bai qi mei d ngvl riéhén | qaime oatf | avas naptured.

Yonp ngot gaiyin ngvl nvx het Thrown into a bamboo fish basket,

Hainlbeid laf haincuia | was lively and energetic.

Mel bolded zex yonx zil zainl The husband wanted to sauté me

Mel yopded zex 2z iThe wifeanvanted @ aat me haiw.

Yonp ngot bait z o nrkey setame dw onthe banqaet table,

Yinl giainx laf ngot gianx. And treated one another during the meal.

Gai ngot notded mel wainxdail The one who grabbed me di

Ye ngot motded mot xisai
Ngot cvx tul mal faiduap il
Kai sit mal gdkai.

English Translation
[1], the loachwas surprisingly eaten
| was traveling here and there,

He was completely penniless
But still, I had no other option
| gave them a few bones to choke on!
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APPENDIX C

Xinlganlpia

Second Half of Verse (Lines®

See page 66 for Text Translation

LINES 5 AND 6

f —
Msle 2 ?\_ruF S F e e s f f jl = s quu:!
551 } } }
(Mm) (Ya ) (la) Not lil (la) ngaid cvt il ngel miail,
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Male 5 F £ £ £ T —f T T ! ! ——
e ] S — = s — —
(A) Not lil (z1) ngaid cvt il ngel miail,
0 —
Female | == — = e ===———=
7 L J - T T T
(Zo ) (A) Not lil (zi) (ma) ngaid cvt til  ngel miail,
f  —
Female 3 F * 2 I T i T I I - > ol I I 1
[ U- ' ] | ™| |l ' '
(Z6—) (A) Not lil (zi1) (la) ngaid cvi til  ngel miail,
3if) ) . | |
N === === ~=—°-
e/ T | | | | 1= | | —
til ngel (la) miail . Ngot lil (la) ngaid cvt mix nel duap.
q r”1 1 T I I e I ]
M P e —
o ———— ' '
til ngel miail, Ngot lil ngaid cvt mix nel  duap.
o 01 — .
= s S = = = |
) ' hd
Ngot lil (zi) ngaid cvt mix nel
A = = , ,
PP e e——— r—r : x !
* I o 1 1 1 ]
Ngot lil (ma) ngaid cvt mix nel duap.
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M2

M35

Fl1

F3

M35

Fl

F3

LINES TAND 8

if) T T T T ] =1 A

2 : e

% 1 - 1 1 ! |
Geil - xial (la ) (ya) gol not (la) yui - sanl

0 I —— , p—

% - Ee————————————
L3 T T T T ]
U T T T

Geil-xiai gonx-tix wui - sanl dol, yui - sanl dol,
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i e 7 P e e e e
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(Z6™) Geil - xiai (zi) (va) gonx - tix (ma) ywi - sanl dol.

fi N, | I
P — = + — e — — e — ] - ]
{5 T 11 +—= : 2 :
0] ¥ b 1 T
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oJ

Yanl zil at - duip ya

(4] A .

4o —— — —— =
| I 1 1 | | n
(zo ) Yanl zil (ma) at - duip va.

_oﬁ-ﬁ-ﬂ A dl ! ! 1 T 1 |

a— ——— = — £ i
(z0) sex - keinl sex (1a) nox va.
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APPENDIX D
Mr . Li FShibadshaa 8ofos

See page 690 for Text Tanslations

M1:
N, |
) - — | —— ) D
Voice I I I I T T I I >
I | I | I I I I | I I L 1 | I | | | = I 1
T Y T T
(Mm la) Xienl-zix (ma) dad - kex (ge)kv Ll j . Jant-sit nal nox sait' - vx Qi
4
. g - P T " Y rﬂ I v ]
\"O- i’f\'\ - | I | | | | I | | | | I | | ! ! = rﬂl‘ 1! I
S I | | | 1 I | I I I | | I |  p— | | | 1
v ' ~ L
(Zv ya) Ngel yvnx - (zi) - tix saf  meit - guf hhef (la), Gol ngot canl gaf - zei.
9 [ s
Vo. 1y - —r jj = ‘_i—P H—F i —— —
3 I I I I | I I 1 I
(Zv la) Mel Baip - (zi) ngyvp 1l (ma) dient jiant gionl, [Dient jiant  gionl | (va)
104 ) |
I | I
T R R e s
37 i  ——— i L 4 i i — — —1 1 i I
) ! ——— = T I i —
Mel Baip-kv il {ma) dient canl gei. (Zv la) Ngalsua (zi) nal yonx yanf-(la)xint (la)
e e : P— i
Vo. fas—— F i — r i = I o — I = i |
A 7 1 | | | | - - I | | =) 1 |
o ' ' — 7 7 e °
zil, Mot canl (la) nal cux seinl, (Ya her e - \}“‘—/ hei.)
MI:
f) —~ —~ - .
Voice I — i i — — i I i i .  E—
I | I S— | I | | | I I I I I I — T | I I I i i |P | 1
(Zy la) Huanl - yinl-xinl lap  huanl - vinl-pia Meit-guf (ge) yonx - tix (la) canl Baip - kv
) 1 — 1 [ —
vo. e e == ——= |
o I o | - 1| I = | ]
[ - = ) = LB
Meit-guf yvnx-tix sua Baip - ngvp (vya) Seip - donx lil m;a‘—/— anx.
0 : S s s o e
Vo. L e e e e e e e
U T T —
(Zvyo) Gyp de (zi) yenx - yuit (la) mot vyaf - jiant, [Mot vaf - (la)-jiant ] (ya), Jienl yonp
104 ) | ) )
T T T - T T | — T |
Vo. © | ! =} F#I 77 — i- — | — i T — = =} = '|| -I\-JI
Baip-dond - Baip-sonl sua. (Zv la) Cv - qi (zi) met het (ma) liap-sex yind,
134 I 1
A" L - - | |  E—— I | Il |
Vo. % i —— = — —a = o T T £ - f
o —* I e —— e E—— D = a
Zop - gua (ma) nox yi -  wvan. (Ya hei e }H - het.)
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APPENDIX E

My Two Shibaoshan Solos

. 4] . - T -t - T 1
Voice # yA E— ———— i = i — - T i
AN S 3 I 1 ] 1 I 1 1 1 1 1 1 1 1 1 - 1 1
o ) ' e e—— —
(A) Yol - yol-yi , Gail-sua  hhef guainx zond - bo-hui.
: Q i I I ! i — ! — - I
Yoty i Y S B I |
'—J T . — _‘_ L L .\\-;/‘_ L r J _‘_
Zond-bo - hui nox hhef canl  cainl (ya) Zop gua nox baf gel.
10
. s i P—P—P—P—Q —— i e — P—P—F—'—P—)—f
Vo. fog—= I — — i —— r.3 i I - I
:Jv T m— — — | — | | T 1
(A) Sil - bol canl cainl, ngot canl cainl, Ngot eanl cainl,
) e S . g
I e e s ==
aF o ) ) I ] I — D — I
Sil - bol dad =zex ngot canl  zei. Canl gionl canl hai yanl yaf  gua, Dad hot (zi)
|1h I [r—
i ' > - I i —— ; i |
Vo. fas—— f - = s = - I i ) I il
A3 — I I I o o | I = i |
[ = L4 o =
ga weinl yin (va he e ya a hei).
Bai Text English Translation
Yolyolyi, Hey,

Gailsua hhef guainx zondbohui. Thi s year | 6m wander i
Zondbdui nox hhef canl cainl, | have come to sing a line at Shibaoshan,
Zopgua nox batgei. It really is fun!

Silbol canl cainl ngot canl cainl, Teacher sings one and | sing one [line],

Silbol dad zei ngot canl zei. He plays one and | sing one,
Canlgionl cathai yanl yaf gua, Whether we sing good or bad, we do not care,
Dathot ga weinlyin. We just sing to make everyone have a great tir
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Bai Text

Yonltix ngot ga nal ngvl sua,
Ngot saf Meitguf pia alda.
Ngot saf Meitguf pia Jinpcuinl,
Miall el Yanp jiexhuax.

Laidboldix zex ngel silbol,
Ganl ngot Baipsvl yinl Baipkv
Hux svnlzvnx cv hux ditzix,
Nal sua zainl zop mox.

*The implied meani

ng
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English Translation

Brothers and sisters,
| 6ve come here from A
| 6ve come from Ameri c
My name is Yang Jin Hua.

Li Fu Yuan is my teacher,

He teaches me Bai script and Bai language
A good teacher produces a good disciple,*
Dondét you all agree

i sr, thAhlann amyl ittetal ceh ewh.i



