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It is now an open form with coda which is an added or improvised segment which
is not needed by the initial system (very close to Ex. 2). Deletion of a structure does
not affect the dance-system. The danced steps represent a ternary structure.

The characteristics of the new form stand mainly in the coda which add:
repeated groups, repeated segments; new construction on a melodic model.

Expression of the rhythm:

The first structures (in phrases A, B, B') are preserved. The second part or coda is
simplified by 'repeating’ the rhythmic group of stanza A.

Content of the melody

In stanza A, the 'ambitus' is enlarged to reach the lower 'A' la) (DEGABCD
instead of G A B C D). Some variations are introduced by the bagpipe (biniou)
which I have written on the transcription. Then, in the coda, the melodic structure
which I have extracted in the Table 1 is almost solely reproduced here according to
the same replicating system (underlying segments below:

A1 A1=[3455454]

Al =[3455435]

A2 =[3455453217]
A2 =[345545321]

Form of expression

The cycles of this coda are alternatively ternary (24 beats) and binary (16 beats)
instead of A + A = 12 beats (ternary) and B + B' = 16 beats (i. e. first part before the
coda). Without the coda, all the normal song (Ex. 2) is given two times, successive-
ly, which means a total of 56 beats, longer than the normal way of the dance which
is 40 beats. That means also that it could be impossible to preserve the alternative
ternary/binary which must be done to dance.

Form of content

The tripartite 'A' structure, frequently used as a model in Brittany has been
introduced in the coda. A1 = a melodic part of A, combined in a different way on
a melodic structure and a rhythm coming from the 'A' of the song No. 2: another
combination of the same principle A"2 is a variation of A2

The instrumental 'coda’ does not respect the rhythmic framework of the dance
'hanterdro/endro' and we have seen that it is a simplified version of the A of the
song.
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Are stylistic and formal modifications consequences of this
situation? Applying the replication principle

The analysis methodology aims to show the incidence of the instrument on the
variation and musical mutations, be they formal or stylistic. The respect that the
music of Brittany pays to musical foundations manifests itself in different ways
depending on the degrees of conscious hold of the stylistic or formal authenticity.
This explains the important diversity of interpretations of the same monodies that
we notice in Brittany.

The paradigmatic and distribution methods that I use, rely on the replication
criteria of the different musical elements considered (Eco 1973; Crochu et al 1991;
Despringre 1992). They am at identifying those that seem most pertinent to
represent the poetic and musical systems of a region and to determine its collective
styles. The variety of structures and systems is put in evidence in this way on the
basis of the noted musical foundations. Expressive systems and contents that are
tied to the use of forms are described for the song as well as for its instrumental
interpretation. Significant differences appear, in the organization of forms or
contents, as well as in the utilization of the specific possibilities of each instrument
considered (‘biniou’' / 'bombarde', accordion, violin, clarinet of Brittany), or in the
conditions of performance. Putting these differences in perspective using the
Miller's Song as an example of an 'iconic dominant model', has given following
results.

I have proceeded with three kinds of comparisons: first, comparing a song
between two cultures (High-Jura and High-Brittany), then, within the same culture,
and one song with the dance and passage from a song to an orchestra.

So, the iconic representations of the sounds that I have transcribed as they are
organized in a monody, sends us back not to what we hear of the song but to what
I know of the music and also what I have learned to hear and write. The scores are
not a reflection of reality but a result of conventions that fix duration, intensities,
cycles in function of the replication criterion. The scores that I have shown are
'modelled texts which might serve to understand a process of musical evolution.

I have explained some parts of the dialectic between songs, music, and dance
(which is an immediate context or a co-rhythm), and the taking out of context. First,
the song and the prevalent ideology restores the instruments and rebuilds a sound
universe which is close to other recognized Celtic cultures. Secondly, the song and
musical instrument give partial autonomy of the opening form. A change has taken
place from one closed and constricted form to another more open and expansive.
Musical tones of a music that has preserved its essential characteristics, illustrate
a modernization more than any changes or musical contents. The songs and music
performers are often one and the same. This is why the changes are displayed more
in the styles than in the musical basis.

Then, several levels of replication of a song and its context could be distinguis-
hed:
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First level (external to the song): Re-utilization of an ancient melody as an
iconic identity model.

Second level (internal): The rhythmic expression (establishing the units:
syllables, duration, intensity on a basis of alternating and contrasting parame-
ters), height of the sounds, phonetic expression of the French language.

Third level (internal): The melodic expression (scales, rhythmic systems)

Fourth level: (internal): The forms of the poetic contents (the meaning of
rhetoric images: metaphors), the forms of the rhythmic-melodic contents
(rhythmic and melodic units, measure of the schema of accents, intervals series
or motifs etc.).

Fifth level (internal): Replication of the noted segments, system by system and
between systems.

Sixth level (internal / external): relationships between the transformations of
the expressive forms and of the ideological context: Replication of the
instrumental models, explanation of the existence of particular tone groupings
(imitations of the playing of the Celtic violin, development of a coda that is
independent of the text but not of the dance).

Conclusion

Four major operations structure the approach of the degrees of replication in music:

1. The study of the process of re-appropriation of sung tales — by imitation —
and the role of the collecting associations in the filtering of behaviours.
Elaboration strategies for the new musical 'instrumented’ styles also appear.
These strategies are motivated more by the cultural identity and the musical
instruments than by the musical content.

2. The comparative study of the oral statute (relationship between oral and
written...). The orality of the written word, the written part of the oral word to
represent poetic-musical structures, either in the concrete aspect of a perfor-
mance or on a score.

3. The description of varying perceptions — vocal and instrumental — after a
non-variant (see Ex. 4).

4. The ultimate distinction of the same and different by comparing versions of
the same song in varying circumstances.

Both, music and dance maintain and transmit — by emphases — cultural identity of
Bretons. But, little by little, texts are forgotten. That is a sign of a changing situation
which modifies contents and even the forms of music by using more and more
instrumental orchestras.
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Appendix 1. Texts of the three songs.

Text 1 (High-Jura)

Incomplete text

1.The milling miller
Is a good-looking blond

Refrain

Come running quickly
Young lady to grind
Run to see the miller
For he is going to mill

2 (similar to # 9 of Text 1)
What will my mother say
To see my bag so full (bis)

3)You will tell her, pretty lady

That it is the tic-tac of the mill
(similar to the second verse of #11 of Text1)

Text 2 High-Brittany
(Hanterdro/endro)

1.Behind my father’s house
There is a miller’s house
The miller who lives there
It is a happy blond chap

Refrain

Come back pretty lady
For my mill is going
Come back pretty lady
For he is going to mill.

2. .An old lady passed by
Who wanted her grain milled

3. For you old lady
My mill is not milling

4. If you have a daughter
Bring her here to-morrow

5. When the young lady arrives
The mill was running well

6. The young lady fell asleep
By the tic-tac of the mill

7. And when she wakes
Her little bag was full

8. Full of white flour
the whitest ever

9. What will my father say
To see my bag so full?

10. You will tell them, pretty
lady (1-3)
that it is Miller Mathurin

11. Who caresses pretty girls
by the tic-tac of the mill

Vidéo

Text 3 (High-Brittany)
“Hanterdro/endro”

Incomplete text

Refrain

1 can hear the tic-tac of the millstone

Of the mill when all’s well (bis)
(Ref. 2-5)

The next moming

The girl is to the mill

He held her, he kissed her
He laid her on the grain



