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Piano" are from the hand of Joey, while tunes like "Joan Beaton's Reel" and "John 

Angus Beaton's Strathspey," have been composed by Kinnon. 

For further reading: 

Beaton, Joseph. Mabou Music. Antigonish: Casket Printing and Publishing, 1980 
Beaton, Kinnon. Beaton's Collection of Cape Breton Scottish Violin Music. Port 

Hawkesbury, N.S.: Kinnon Beaton, 1984. 

PAUL CRANFORD (1953-) 

In recent years, there have been very few people as active in the publication of 

traditional and recently composed fiddle tunes as Paul Stewart Cranford. Originally from 

Ontario, Cranford moved to Nova Scotia in the 1970s and quickly fell in love with all 

aspects of the fiddle music of Cape Breton Island. In recent years he has begun to edit 

and to reissue the old Scottish Collections of fiddle tunes, such as the Skye Collection 

and The Simon Fraser Collection. He has also been publishing a series of tunes from 

the repertoires of prominent player/composers. The first two editions feature the music 

of Jerry Holland and Brenda Stubbert. These collections contain original melodies as 

well as traditional favourites associated with the featured musician. 

A lighthouse keeper, Cranford is himself also a fiddler/composer. He has 

recently released a volume of his own tunes, The Lighthouse Collection. 

For more information about Cranford Publications, contact Paul Cranford at: 

Box 42 Little River, via RR#1 Englishtown 
Cape Breton Island, Nova Scotia 
BOC 1HO 
(902) 929-2811 (phone), (902) 929-2794 (fax) 

For further reading: 

Cranford, Paul Stewart ed. Brenda Stubbert's Collection of Fiddle Tunes. Cape 
Breton, N.S.: Cranford Publications, 1994. 

--."Cape Breton." Canadian Folk Music Bulletin, vol. 19, number 3, September 
1985. 

-- . "From Mike MacDougall's Tape for Fr. Hector." Cape Breton's Magazine, 
number 38, 1985. 

----- . "From Cape Breton Fiddlers on Early LP's." Cape Breton's Magazine, 
number 41, 1986. 
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-----.Jerry Holland's Collection of Fiddle Tunes, 2nd edition. Cape Breton, N.S.: 
Cranford Publications, 1992. 

---- . The Lighthouse Collection. Cape Breton: Cranford Publications, 1996. 
Fraser, Simon. The Airs and Melodies Peculiar to the Highlands of Scotland and 

the Isles. Edinburgh and London: John Gow, 1816. Inverness, Scotland: 
1874 (with corrections and additions by Angus Fraser). Sydney, Nova Scotia: 
Paul Stewart Cranford, 1982. 

MacDonald, Keith Norman. The Skye Collection of Best Reels and Strathspeys. 
Edinburgh, 1897. Sydney, N.S.: PaulS. Cranford, 1980. 

Also from Cranford Publications: 
The Alexander Walker Collection 
J. Scott Skinner, Scottish Violinist. 

There are also collections of original compositions by the following composers: 

Briand, Elmer. Fiddles Tunes. The Author. 
Farrell, Mike. Cape Breton Medleys. Scottish Violin Music by Jimmie MacLellan. 

Westport, Ontario: The Wordsmith, 1992. 
MacDonald Dougie. Fiddle Tunes. Cape Breton, N.S., 1993. 
Whitcomb, Ed. Canadian Fiddle Music, Volume 1. Ottawa: Ed Whitcomb, 1990. 

(Contains Biographies, Tunes and Basic Information about Cape Breton 
Fiddlers and the general tradition) 

See also the Newsletter of the Cape Breton Fiddlers Association and Cape Breton's 

Magazine. 

Other Works on the Fiddle Music of Nova Scotia Gaels 

There have been several other important works written on the subject of Cape Breton 

fiddle music. They deal with a variety of subjects, such as the relationship between the 

music and the Gaelic language, technical and historical details, and biographies of 

important Cape Breton Fiddlers. The following authors have made significant 

contributions to this field of study. 

ALISTAIR MACGILLIVRAY 

As mentioned previously, Alistair MacGillivray is an important figure in the Gaelic 

tradition, as well as English one. His work, The Cape Breton Fiddler(1981), is one of 
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the most significant historical works on the subject. It consists of a brief description of 

the music, both historical and technical, and the biographies of over ninety fiddlers. In 

addition to the biographies, MacGillivray offers a directory of over five hundred fiddlers, 

both past and present. 

The biographies were culled from interviews with the fiddlers themselves or those 

who know them. There is a lot of trivia, such as the first tune Buddy MacMaster learned 

to play. Traditional tunes and newly composed ones are intermixed with the sketches 

wherever relevant. 

MacGillivray also published A Cape Breton Ceilidh (1988), which deals with the 

accompanists, dancers, and other prominent figures in the tradition. This work serves 

to fill in the gaps left by his previous book. It provides an interesting glimpse at the 

festivities of a Cape Breton summer. 

JACKIE DUNN 

While studying music at St. Francis Xavier, Jackie Dunn embarked on an interesting 

topic for her Senior Thesis -the relationship between Cape Breton fiddle music and 

the Gaelic language. Following a hypothesis that the diction and idiosyncrasies of the 

Gaelic language had found their way into the modern interpretation of Cape Breton 

fiddle music, Dunn carried out a series of experiments using sound equipment, fiddle 

tunes, and Puirt-a -beul. She also included a historical survey of the tradition. The result 

was her unpublished thesis, "Tha Bias na Gaidhlig air a h-uile Fidhler," or "every fiddler 

has the Gaelic flavour." Her work provides the Gaelic words that accompany many 

fiddle tunes and has been used as a reference by Kate Dunlay and David Greenberg. 

For further reading: 

Dunn, Jacqueline Ann. "Tha Bias na Gaidhlig air a h-uile Fidhler." Senior Essay, 
St. F.X.U., Antigonish, Nova Scotia, 1991. 

IAN MACKINNON 

lan MacKinnon, piper with the popular band, Rawlins Cross, completed a Masters 

thesis at the Memorial University of Newfoundland, "Fiddling to Fortune: The Role of 

Commercial Recordings Made by Cape Breton Fiddlers in the Fiddle Music Tradition 
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of Cape Breton Island." Part of this work is a catalogue of all the tunes and albums 

recorded up until 1989. It is unpublished, but can be seen at the MUN archives. 

For further reading: 

MacKinnon, lan Francis. "Fiddling to Fortune: The Role of Commercial Recordings 
Made by Cape Breton Fiddlers in the Fiddle Music Tradition of Cape Breton 
Island." M.A. Thesis, MUN, St. John's 1989. 

As an additional note, Liz Doherty, an Irish fiddler from the Donegal region, did her 

doctoral thesis on the subject of Cape Breton Fiddle Music. She currently teaches at 

The University College Cork, County Cork Ireland. 

Authorities on the Cape Breton Tradition 

There are also several notable figures who are known to be quite knowledgeable on 

the subject of Cape Breton Fiddle Music. Any in-depth research project could not be 

accomplished without consulting them about repertoire, history, and technique. They 

include David Macisaac (repertoire and technique), Buddy MacMaster (repertoire and 

technique), Paul M. MacDonald (repertoire), John Donald Cameron (history and 

repertoire), Sheldon Macinnis (history), and Dr. John Shaw (history and the Gaelic 

language). 

For further reading: 

Beaton, Joseph and Wayne LeBlanc. "Arthur Muise." The Scotia Sun. Port 
Hawkesbury, June 20, 1973. 

Campbell, John. "Vanishing Cape Breton Fiddler? Perish the Thought."The Cape 
Breton Highlander. Sydney, N.S., October 4, 1972, p. 3. 

Campbell, R.J and MacKenzie Campbell. "Highland Community on the Bras D'Or." 
Antigonish: Casket Printing and Publications, 1978. 

Collinson, Francis. The Traditional and National Music of Scotland. London: 
Routledge and Kegan Paul, 1966. 

Dunn, Charles. The Highland Settler. Toronto: U ofT Press, 1953. Wreck Cove, 
N.S.: Breton Books, 1991. 

Emmerson, GeorgeS. Rantin' Pipe and Tremblin' String: A History of Scottish 
Dance Music. Montreal: MeGill-Queen's Press, 1971. 
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Gibson, John G. and Joseph Beaton. "Highland Heritage." Port Hawkesbury, 1972-
73. 

Gibson, John G. "Fiddlers to the Fore." Port Hawkesbury, 1975. 
Gibson, John G. 'Column.' Scotia Sun. Port Hawkesbury, 1972-73. 

Gillis, James D. Letter containing MacPherson's Farewell from Mt. Young, 22 
December, 1949. P.A.N.S. MG 100, vol. 257 # 11. 

Glen, John. The Glen Collection of Scottish Dance Music, Vols. 1 and 2. 
Edinburgh, 1891, 1895. 

-- . Early Scottish Melodies. Edinburgh: J. and R. Glen, 1900. 
Gore, Charles. The Scottish Fiddle Music Index. Musselburgh, Scotland: The 

Amaising Publishing House Ltd., 1994. 
Gow, Nathaniel. The Beauties of Neil Gow. Edinburgh: Nathaniel Gow, 1819. 

Louth, England: Celtic Music, 1983. 
Hunter, James. The Fiddle Music of Scotland. Edinburgh: W.R. Chambers, 1979, 

The Hardie Press, 1988. 
Kerr, James S. Kerr's Collection of Merry Melodies for the Violin. (four volumes). 

Glasgow: James S. Kerr. 
MacDonald, Fr. Hugh A. and Joseph Beaton. "A Tribute to the Late Malcolm 

Beaton." Scotia Sun. Feb. 19, 1972. 
MacDougald, J.L. History of Inverness County. Truro, 1922. 
Macinnis, Frank. "Dan Hughie MacEachern." Scotia Sun. Port Hawkesbury, Feb. 

21, 1973. 
Macinnis, J.J. "Violin Players I Have Met." The Canadian-American Gael Eilean 

Cheap Breatann Magazine. p. 90. P.A.N.S. PB 616. 
Macintyre, Linden. "Souls Sing in Gaelic." Halifax Chronicle Herald. July, 1975. 
MacKenzie, Archibald J. The History of Christmas Island Parish. 1926. 
Macleod, Mrs. John N. Scrapbook. "Cape Breton Fiddler [Angus Chisholm] Adds 

to New Culture." P.A.N.S. Microfilm Biography. 
McGuire, Matthew D. "Cape Breton Fiddling, A Living Tradition?" Folklore Paper, 

St. F .X. U. Special Collections. 
Perlman, Ken. The Fiddle Music of Prince Edward Island. Pacific, MO: Mel Bay 

Publications, 1996. 
Robertson, James Stewart. The Athole Collection of the Dance Music of Scotland. 

Edinburgh: James Stewart Robertson, 1884. Edinburgh and London: Oliver 
and Boyd, 1961. 

Shaw, John and Fr. John Angus Rankin, William Lamey. From the Liner Notes of 
Topic LP of Cape Breton Scottish Fiddle. 

Shears, Barry W. The Cape Breton Collection of Bagpipe Music. Halifax, N.S. 
Taigh a' Chiulffhe House of Music, 1995. 

Thorn, David. "Looking Back." The Cape Breton Highlander. Sydney, N.S. Nov. 8, 
1972. 
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Trachsel, Mary. "Oral and Literate Constructs of 'Authentic' Irish Music." 
Eire/Ireland. Fall1995: 27-47. 

Wetmore, E. G. L. "Skilled as Blacksmith, Violin Manufacturer: Inverness Man [Joe 
Kennedy] Keeps Busy." The Halifax Chronicle-Hera/d. Halifax, N.S. June 20, 
1955, p. 3. 

"Fiddling has Long History in N.S." Dartmouth Free Press. June 18, 1975, p. 9. 
"Johnny Mooring [Champion Fiddler] Dies From Brutal Attack." Springhill Record. 

Springhill, N.S. Apri12, 1974, p.1. 
"Mairi Alisdair Ruaidh: A Rich Tradition Preserved." The Cape Breton Highlander. 

Sydney, N.S. 11 March 1976, p. 10. 
"Unique Violin." The Halifax Evening Mail. August 15, 1931. 
"Workshop [Violin] At Armdale Attracts Attention." Mail-Star. Halifax, N.S. Nov. 18, 

1960. 
"88-year-old Bible Hill Man Violin-Maker in Spare Time." Chronicle-Herald. June 

27, 1962, p. 26. 

The Highland Bagpipes 

The bagpipe is an instrument played in various cultures throughout the world. There are 

indigenous variations of this instrument in most European countries, but the most 

recognizable, of all these is the Great Highland Bagpipes. Called the Warpipes by the 

Irish, the Highland Bagpipes were considered a weapon of war and were banned post

Culloden. In time the British recognized the benefits of the bagpipes, for a large portion 

of their armies were made up of Highland regiments. Highlanders, in fact, played critical 

roles in British victories at the Plains of Abraham, Assaye, and Waterloo, as well as in 

most British campaigns since 17 46. In order to tap this strength, the military adopted 

the pipes as a marching instrument. This change in use from dancing to marching 

brought about a change in the style. The military style was technically strict and used 

different ornamentation than the traditional dance style. Out of the military style 

developed the pipe band tradition that is most often associated with piping. When the 

Gaelic speaking Highlanders and Islanders came to Nova Scotia, they brought with 

them the traditional style of playing. Many Cape Breton fiddlers learned and shared 

repertoire with these traditional pipers. For instance, the Bard Malcolm Gillis was both 

a fiddler and a piper, while famed dance player, Donald Angus Beaton, often played 
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with pipers, from whom he learned much of his repertoire. The military style became 

dominant in Scotland and eventually replaced the traditional style entirely. The 

popularity of the military style found its way to Nova Scotia, where it is currently much 

more common than the traditional dance style. In fact, very few players in the province 

still play in the old style. 

There are two broad categories of Highland Bagpipe music, Ceo/ Mor, or 

Piobaireachd, and Ceo/ Beag. Ceo/ Mor- in English, 'big or great music' - was 

developed by the most famous of all hereditary piping families, the MacCrimmons. 

According to Francis Collinson, 

The most important event of the sixteenth century in the history of the 
Highland Bagpipe was the appearance on the scene of the 
MacCrimmons, for they changed the whole face of the art of piping ... 
They raised the status of the pipes from that of a rustic instrument 
mostly used for the playing of short airs and dance tunes, to one 
possessing its own extended art-form, that of piobaireachd. 25 

The MacCrimmons were the hereditary pipers to the Clan MacLeod, 

whose stronghold was at Dunvegan, Isle of Skye. There are various versions of the 

origin of the clan. The true answer remained clouded by the mystique that the family 

surrounded themselves with and by the fact that their version of their ancestry, which 

was contained in Captain Neil Macleod's The History of the MacCrimmons and the 

Great Pipe (1826), was suppressed by the clergy. 

The first tradition is that members of the family left their homes in southern 

Harris for Northern Ireland in the twelfth century. A descendent of these Irish 

MacCrimmons, lain Odhar, returned to Scotland in 1595 along with Rory Mor MacLeod, 

who had been fighting against the English under Red Hugh O'Donnell. lain Odhar 

became the progenitor of the MacCrimmon pipers. lain Odhar's son, Donald Mar, "is 

the first known composer, and possibly devisor of piobaireachd."26 Another strain of this 

story is that lain Odhar was the illegitimate son of Alasdair Crotach, who was the eighth 

25 

26 
Francis Collinson, The Bagpipe, 141 -142. 
Ibid. 
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chief of the Macleods. 

The second version of their origins is that the first MacCrimmon was a 

piper from Cremona, Italy, who returned with crusading Christians to Ulster in 1510. 

This man, Guiseppe Bruno (a priest), had a son named Petrus/Patrick, who married 

into a piping family in Ireland. Patrick took the Gallicised name of MacCrimmon. He 

then had three sons, one of whom was Fionnlaigh a'Breacain Bhain, the father of lain 

Odhar. Many scholars on the subject of the MacCrimmons reject this story, as well as 

the supposedly suppressed history of the clan. However, tradition has it that one of the 

surviving copies of Captain Macleod's original history was taken to Canada. 

Regardless, Donald Mor MacCrimmon is credited with being the originator 

of piobaireachd/ceol mor. This category of pipe tunes is quite complex. It begins with 

the urlar, meaning floor, which is the main theme of the piece. The urlar is then followed 

by a series of variations, the first being the siubhal (travelling/walking), which is played 

a bit quicker than the urlar. The next variation, the taor/uath, is the theme-note followed 

by four rapid grace-notes. This variation is followed by the crunluath, or the theme-note, 

followed by seven rapid grace-notes. These variations may be extended; if so they are 

called the taorluath amach and the crun/uath amach, respectively. The urlar is then 

repeated to finish the piece. 27 

It is not known how Donald Mor devised piobaireachd, but some theorize 

that he based the variations on the harp music, which was still popular during his 

lifetime. 

Before the MacCrimmon, the main style of piping was ceo/ beag. Literally 

translated as "small music," ceo/ beag consists of strathspeys, reels, marches, and now 

jigs and hornpipes. This is the traditional dance music that was once played throughout 

the Highlands and Islands. Virtually lost in Scotland due to the proscription and 

militarization of the instrument, "Gaelic traditional piping lasted longer in rural Cape 

Breton and probably rural Nova Scotia roughly east of the Pictou-Colchester county line 

27 Ibid., 145 -157. 
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than anywhere else in the world."28 This music lasted longer in Nova Scotia due to the 

strength of the step-dancing tradition, which required lively timing for strathspeys and 

reels. This style of playing ceo/ beag was maintained since the early Gaelic 

settlements; however, according to historians in Scotland, ceo/ beag hardly existed at 

the time of Culloden and "any ceol beag that may have existed for dance music was 

performed on a separate (and conveniently extinct) instrument, the small pipe."29 

Doubtless, traditional piping lasted much longer than historians acknowledge, since it 

does exist in Nova Scotia. Ceo/ Beag did, nonetheless, die out in Scotland. Gibson 

does go on to say: 

The British military stimulated fresh interest in ceo/ beag after the supply 
of ceo/ mor pipers had dried up, and also created new ceo/ beag, which 
is played by all modern pipers, who have imposed its style upon older, 
traditional tunes now considered rather as freaks from the past, Finally, 
with but a few traditional exceptions, piping ceo/ beag is in fact a 
nineteenth century invention. 30 

Glace Bay native Barry Shears has compiled two collections of Nova 

Scotian pipe tunes devoted to the traditional style of piping. Shears, himself, first 

learned to pipe from a traditional piper, but took on the military style while serving as 

a cadet. These collections draw notice to various renowned traditional pipers in Nova 

Scotia's past, as well as to notable composers of Nova Scotian ceo/ beag. Shears 

discusses differences between the military and traditional styles, while analysing the 

state of the tradition. Sadly, there are very few remaining traditional pipers. However, 

there is a growing interest in traditional piping. This interest is feeding largely off of 

interest in Cape Breton fiddling - which, ironically, is largely derived from traditional 

piping. A number of young players are playing stathspeys, reels, and jigs in the proper 

timing for square sets. Hopefully they will be able to learn from the existing tradition

bearers and reverse the disappearance of this tradition. 

28 

29 

30 

Gibson, "Traditional Piping in Nova Scotia," 162. 
lbid.,167. 
Ibid. 
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For further reading: 

Shears, Barry W. The Cape Breton Collection of Bagpipe Music. Halifax N.S. Taigh 
a' Chiui/The House of Music, 1995. 

Shears, Barry W. The Gathering of the Clans Collection of Bagpipe Music. Halifax, 
N.S. Taigh a' Chiui/The House of Music, 1991. 

Bond, NelsonS. "Bagpipes of Braemar." Etude 55, May 1937. 
Collinson, Francis. The Bagpipe. London: Routledge and Keegan Paul Ltd, 1975. 
Erskine, Bruce. "Dance to the Piper." The Mail-Star. Friday March 14, 1997. B1. 
Gibson, John. "Traditional Piping in Nova Scotia." Celtic Languages and Celtic 

Peoples: The Proceedings of the Second North American Congress of Celtic 
Studies. Halifax, N.S. : D'Arcy McGee Chair of Irish Studies, St. Mary's 
University, 1992. 

Scott Williams of Antigonish has also published a pair of collections of his own 

compositions 
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THE IRISH IN NOVA SCOTIA AND THEIR MUSIC 

Ireland is a fascinating case study for the subject of music. In a country continuously 

divided by politics and religion, the musical tradition is also split. Two separate musical 

traditions thrive in parallel worlds, the older Gaelic tradition and the relatively recent 

English-language tradition. The Gaelic song tradition survives, naturally, in the Irish 

Gaeiltacht. There are several regional styles of Gaelic singing, but, in general, there are 

two distinct broad styles. The first is the more ornamented 'Sean Nos' style singing; the 

second is a less complex and more direct style. The stronghold of 'Sean Nos' is 

Connemara, while the latter style is more represented in the singing of Donegal. These 

songs deal with the usual subjects: history, local events, praise, satire, etc. Irish Gaelic 

song was brought by immigrants to Nova Scotia, but unlike the Scottish Gaels, the Irish 

did not relocate as family and community units. They emigrated, primarily as single 

families and solitary men. Instead of settling in the province's countryside, most Irish 

settlers came to the larger urban centres where there was a demand for labourers. 

Outside of the cultural and social network, the Gaelic language was lost rather quickly. 

There are, however, rural Irish communities in Nova Scotia. For instance, the 

Erinville/Roman Valley area of Guysborough county, Herring Cove, and Prospect have 

distinctly Irish characters. Many traditions were maintained in these areas until quite 

recently. 

Another factor that influenced the absence of Irish-Gaelic material in Nova 

Scotia is that most Irish immigrants came to Nova Scotia during the language shift in 

Ireland. Factors such as the famine and laws forbidding instruction of the Irish 

language, quickly changed the linguistic scene in Ireland. The majority of the victims 

of the famine were in the Gaelic speaking areas of Ireland. The language of commerce 

was English, which is emphasized in the Irish folk-saying, 'Irish doesn't sell the cow.' 

An analogy to describe the language shift is that English spread into Ireland like a radio 

signal, the source being Dublin with the reception getting weaker as it moved further 

away. The areas closest to Dublin became Anglicized first. This region around Ireland's 
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capitol is what is commonly referred to as 'the Pale.' According to Terence M. Punch, 

"The greatest number of Catholic Irish to settle here [Nova Scotia] arrived before 1845, 

and most of this majority came here between 1816 and 1845."31 The majority of Irish 

immigrants being young men and young families meant that most new Irish-Nova 

Scotians did not speak Gaelic, although the Irish tongue was indeed spoken in the 

province. 

The English-language branch of the tradition, on the other hand, survived 

quite strongly. In her publication, Debra Meeks deals with the subject of what exactly 

Irish folk-songs are: 

The simplest but arguably the most precise definition of Irish folk-songs 
are folk-songs historically sung by the people of Ireland. Hence, for the 
purpose of this project, Irish folk-songs will be any song (as previously 
defined) that is found in a standard collection, songster or broadside of 
Irish folk-songs. 32 

Some songs in the English-language tradition in Nova Scotia that are derived from 

traditional Irish sources are "Ramblin' Boys of Pleasure," "The Flying Cloud," 

"Brennan on the Moor," and "Jack Donahue/Wild Colonial Boy." The Anglo-Irish 

tradition was dominated by Broadsides such as the "Come-all Ye." Alison Jones 

comments that the "Come-all Ye" 

originally gained popularity in English streets in the 17th century. Irish 
peasants made it their own and developed the style in the succeeding 
centuries, and with massive Irish working-class immigration across the 
Atlantic it took firm hold in the new world of America.33 

At the risk of generalizing, much of the English-language tradition in Nova 

Scotia has an Irish flavour. Many of Helen Creighton's best informants were Irish. For 

example, many residents of Devil's Island, whose songs basically form Helen 

Creighton's first book, Songs and Ballads of Nova Scotia, were of Irish 

descent. 

Another factor that gave the English-language tradition in Nova Scotia 

31 

32 

33 

Terrence M. Punch, Aspects of Irish Halifax at Confederation, 14. 
Debra Meeks, The Irish Traditional Folk-Song in Halifax, 30. 
Alison Jones, Dictionary of World Folklore, 121. 
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a strong Irish flavour is that the Lumberwoods tradition was largely Irish. The Broadside 

ballads and local-themed songs were often set to Irish airs. The Irish immigrants and 

residents were, after all, driven through necessity to be labourers. Often maligned by 

the Nova Scotia elite, who inherited the British prejudice of stereotyping the Irish as 

useless drunks, the easiest and most readily available work for an Irish immigrant was 

labour. A primary case with reference to the lumberwoods tradition is one of Debra 

Meeks' informants, Mr. Charles Savary. 

Mr. Savary worked in the lumbercamps on the "Fourth, Fifth and Chub 

Lakes in Digby County, in Westfield Beach, Welsford and Grand Bay in New Brunswick; 

and spent one especially hard winter in New Hampshire. "34 At these camps there would 

be men from throughout the Maritimes and the north-eastern States. Beginning work 

in the woods at the age of sixteen, Savary had a repertoire of over one hundred songs, 

including such lumberwoods standards as "The Jam at Gerry's Rock" and "Peter 

Emberly." Mr. Savary sang in the camps, participating in the exchange that 

characterizes the lumberwoods tradition. 

The lumberwoods were filled with young men from predominantly Irish 

areas such as the Miramichi and Western Prince Edward Island. The men from P.E.I. 

were noted to be the best singers in these camps, having large repertoires. The Island 

song tradition bears many startlingly Irish characteristics. 

The story of Mr. Savary is common to many Nova Scotian Irish. Their 

historical repertoires of Anglo-Irish broadsides were supplemented by their 

lumberwoods experience. 

Besides the work of Debra Meeks, there has been little research done on 

the subject of the Irish-Nova Scotian tradition. Perhaps researchers assumed that since 

the Irish mostly settled in urban areas, they lost much of their song tradition. However, 

while collecting in Erinville, Helen Creighton collected from Irish descendants such as 

John Francis Sullivan. There is an urgent need for further research into the Irish 

34 Meeks, 11. 

69 



tradition in rural Nova Scotia before any memory of traditional song has disappeared 

entirely. 

There has been a revival of Irish song sung in Nova Scotia; however, 

these songs are being learned from Irish sources, such as musical collections and the 

popularity of recording artist like The Clancy Brothers, Tommy Makem, and Ryan's 

Fancy. Just the same, all of these artist do perform material from the Maritimes. 

For further reading: 

Meeks, Debra. Irish Traditional Folk Song in Halifax: A Preliminary Study. Halifax: 
International Education Centre, Ethnic Heritage Series vol 4, 1982. 

Punch, Terence M. Aspects of Irish Halifax at Confederation. Halifax: International 
Education Centre, 1983. 

The Irish Instrumental Tradition in Nova Scotia 

There is a true Irish fiddling tradition in Nova Scotia. This is the Northside tradition of 

Cape Breton Island. According to Paul S. Cranford, 

In the 'twenties and 'thirties, prominent local players in the Cape Breton 
Irish tradition included Henry Fortune and Joe Confiant. As time went 
on, recordings of Winston Fitzgerald, Johnny Wilmot and Inverness 
County Scottish players influenced the new generation and today 
Northsiders fslay an even mix of Cape Breton Scottish and Cape Breton 
Irish styles. 5 

The primary living exponent of this tradition is Robert Stubbert of Point Aconi. He 

learned the bulk of his repertoire from fiddlers like Henry Fortune, the Confiants, and 

John Walker. Many of these old Irish tunes are unique to the Northside tradition. 

Learning entirely by ear, and possessing an extremely good memory, Stubbert retained 

a large amount of the Irish material. He also learned many tunes from recordings of 

Irish fiddlers. Through Stubbert, many Irish tunes have entered the Scottish-Gaelic 

fiddling tradition of Cape Breton. His daughter, Brenda, learned many of her father's 

tunes, some of which are published in Cranford Publications' Brenda Stubbert's 

35 Paul Cranford, Brenda Stubbert's Collection of Fiddle Tunes, iii. 
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Collection of Fiddle Tunes. 

The popular Cape Breton group, the Barra MacNeils, draw many tunes 

from Stubbert's repertoire, as well as from the Scottish-Gaelic tradition. 

Many Northside tunes are related to Irish tunes found in the two major 

collections of Irish fiddle music that have been in wide circulation over the province: 

O'Neil's Music of Ireland and Ryan's Mammoth Co//ection/1 000 Fiddle Tunes. 

The recordings of the late Johnny Wilmot, another noted exponent of the 

Northside tradition, provide good examples of the Northside Irish sound. In many cases, 

Wilmot is accompanied by the tin whistle, which is commonly found in the Irish tradition. 

Since the Irish- and Scottish-Gaelic traditions are historically related, it is interesting to 

note markedly different settings of common tunes in both traditions. 

As with the song tradition, the Irish instrumental tradition in Nova Scotia 

has been largely ignored. Many of the tunes in the tradition have been, or are in danger 

of being lost. 

UILLEAN PIPES 

Traditionally, there were two different types of bagpipes played in Ireland: the 

Warpipes, which were similar to Highland Bagpipes, and the Uillean Pipes, which are 

quite common today. These pipes are played while sitting down and use bellows to 

inflate the bag. They are quite mellow in comparison to Highland Pipes. 

St. Mary's Church records note that on August 12, 1824, John Casey, "a 

native of Kilkenny who died in the Poor House, a professor of the Union-pipes [Uillean 

Pipes], he left after him not a single minstrel to awake the sad strain of a mournful dirge 

to his memory. "36 

For further reading: 

Jones, Allison. Dictionary of World Folklore. Edinburgh: Larousse, 1995. 
Meeks, Debra. Irish Traditional Folk Songs in Halifax: A Preliminary Study. Halifax, 

n.d. 

36 PANS, Miscellaneous Music Microfilm. 
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RECOMMENDATIONS FOR INTERPRETATION· 

Milling Frolic/Une Foularie 

The tradition of fulling cloth by hand existed in both the Scottish-Gaelic and the Acadian 

cultures of Nova Scotia. This was very time-consuming labour. In order to aid the 

passage of time, both peoples created songs to accompany the rhythm of the task. A 

great many of these songs have been collected over the years, and the tradition is well 

documented. 

Both the Wile Carding Mill and the Barrington Woolen Mill are 

associated with a post-hand fulling stage of technological development, and neither 

community have strong Gaelic or Acadian characters; however, it would be interesting 

to put on a series of milling frolics/foularies at these sites in the context of the historical 

development of fulling in general, but specifically within the province of Nova Scotia. 

The activity of milling is quite fun and the choruses are easy to learn. Both children and 

adults would enjoy trying their hand at milling and singing, while learning a valuable part 

of Nova Scotia's history. It is interesting how such a difficult labour was transformed into 

a social event. 

CONTACTS: 

Rosemary and Brian McCormack (B&R Heritage Enterprises). Rosemary is a native 

Gaelic speaker and a trained educator who specializes in the Gaelic-song tradition of 

Nova Scotia. In the past, she has had a radio show on the CBC and she currently 

devotes her time to the promotion of Nova Scotian Gaelic Culture. One of her many 

strengths is her skills in working with children, combining fun with education. She has 

many contacts within the Gaelic singing world of Nova Scotia, so she is an essential 

contact. 

Rosemary can be reached at: PO Box 3 lana, Cape Breton, NS BOA 1 LO. Her 

phone number is listed in the lana directory. 

Jim Watson is a member of both the Cape Gael Co-op and the 'An Crann' Co-op, both 
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of which are organizations involved in the promotion of Gaelic culture in Nova Scotia. 

He is the expert on Nova Scotian Milling songs. Himself a singer, Watson possesses 

a tremendous amount of lore on the subject, as well as countless songs. 

He can be reached through Sandy Publishing/Am Braighe in Mabou, Cape 

Breton. 

Barbara Leblanc of St. Ann's and Fr. Anselme Chiasson and Ronald Labelle of 

L'Universite de Moncton are the best contacts on the subject of the Acadian traditions. 

Fr. Chiasson is the primary collector of Acadian songs in the province. Labelle co

authored La Fleur du Rosier with Helen Creighton, which is the most authoritative 

publication about the Acadian song tradition in the province. 

Barbara LeBlanc can be reached at 769-2114 (work) or 837-4500 (home). 

Ronald Labelle can be reached at 'Centre d'Etude Acadienne' (506) 858-4000 

Fr. Anselma, a native of Cheticamp, can be reached though Labelle. 

There is an extensive amount of information available on this topic. The NFB filmed an 

Acadian foularie along with Helen Creighton and there are numerous videos such as 

'Se Ceap Breteann Tir Mo Graidh,' which feature footage of Gaelic milling frolics. I 

suggest the museum put together an educational video on the milling traditions of Nova 

Scotia that would go through all of the stages of cloth preparation. There are Gaelic 

songs for every stage. 

Songs of the Sea 

William Roy MacKenzie of River John, Pictou County, was the first collector of 

English-Language Folk Songs in Canada. His publication, Songs and Ballads of Nova 

Scotia (1928), contains the largest body of Sea Chanties in North America. Helen 

Creighton collected a great number of Sea Songs as well. There are countless Gaelic 

songs about the sea; the same is true of Acadian culture. Nova Scotia is the most 
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valuable field in the New World for Sea Songs; there is an unbroken tradition of the 

composition of Sea Songs in this province. Many popular Nova Scotian songwriters are 

still captivated by the sea. 

The Maritime Museum of the Atlantic, the Fisheries Museum of the 

Atlantic, the Dory Shop, Lawrence House, the Nova Scotia Museum of Industry, 

and the Fisherman's Life Museum all could benefit from an exhibit on the subject of 

the Songs of the Sea as they deal with so many different aspects of traditional Nova 

Scotian life and both the fishing and shipbuilding industries. Much of the information in 

the Sea Chanty section of this report is from Liverpool. 

There are many performers in Nova Scotia that have Sea Songs in their 

repertoire. This is probably the most common topic in any Nova Scotian song. 

Performers from the different cultures of Nova Scotia could be gathered to make an 

atmospheric recording for sites, but they could also prepare a series of performances 

for individual sites that would provide a good, entertaining sample of the Nova Scotian 

Songs of the Sea. These performances could also educate visitors about the 

importance of the sea in the development of the provincial economy. A facilitator could 

be used to place the songs in an historical context. (Perhaps one of the performers 

could do double duty.) 

CONTACTS: 

For English-language songs, Clary Croft is a repertoire expert and a performer 

For Gaelic songs, call Jeff MacDonald (625-0138). A resident of Glendale, he is a 

young Gaelic speaker and an excellent traditional singer, in both English and Gaelic. 

He usually performs at a number of festivals during the summer and would probably be 

available if notified in advance. He also knows a considerable amount about Gaelic life 

and traditions. 

Sutherland Steam Mill. The lumber industry played a significant role in the 

composition and distribution of traditional English-language songs in Nova Scotia and 
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the Maritimes. I suggest a small exhibit for the Sutherland Steam Mill that provides 

information about the musical life of the lumberwoods. 

W. Roy Mackenzie collected songs in the Denmark area, so many of the 

songs in his collection would have been sung there at one time. A performance of 

songs from Mackenzie's collection, possibly a small recording, would be very 

appropriate. 

Songs from J.W. Byers' collection would also be very pertinent to this site 

and area as West New Annan is so nearby, and many of the songs are from the 

lumberwoods. 

McCulloch House. I believe that there is a need for an exhibit about William Roy 

Mackenzie, since he was the pioneer collector in English-speaking Canada and since 

his collection is the foremost source of Sea Shanties in North America. Most of his 

collecting was done in Pictou County and primarily from people of similar heritage to 

McCulloch. Since these are the songs of the people of the Pictou County area, I believe 

that this form of exhibit would be very appropriate. 

Just as with the Sutherland Steam Mill, I believe a series of performances 

could be given, and perhaps recordings of this performance used for 'atmosphere.' This 

theme could be done in conjunction with the Balmoral Grist Mill and the Nova Scotia 

Museum of Industry, for they lie within Mackenzie's field. This would be a great way 

of both celebrating the year of music and honouring Mackenzie. An exhibit recalling 

the life of the Bard Maclean and the events surrounding the composition of uA' Choille 

Gruamach" and 11Bithibh Aotrum 's Togaibh Fonn" would be both entertaining and 

educational. McCulloch House would be a terrific place to have it, since Maclean was 

a resident of the area and the story behind the songs documents two major periods in 

the settlement of the area - disillusionment and the realization and appreciation of the 

benefits of the New World. I think an excellent performance could be made about these 

two songs, perhaps a pseudo-musical play, which could be performed on site of 

McCulloch House or another Pictou County area site. 
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In addition to the Bard Maclean and Mackenzie, an exhibit should be 

made about the contribution and works of Maclean's grandson, Alexander MacLean 

Sinclair. His commitment to the Gaelic culture, and the quantity of local information 

contained in his works is quite amazing. He deserves to be recognized. A great number 

of excellent songs are contained within his collection. 

Lawrence House is probably the best site to demonstrate aspects of Irish traditional 

music. I think that performances of Thomas Moore-type songs would be appropriate. 

These songs are somewhat traditional, but they still appealed to the higher classes, of 

which Lawrence was a part. These are the types of songs an 'Irish Tenor' would sing. 

For children, perhaps some penny-whistle demonstrations/instruction would be 

appropriate. Maybe on occasion an uillean piper, although Highland pipes would have 

been far more common. Also, as mentioned previously, a performance of Songs of the 

Sea would be ideal. 

Haliburton House. Songs from the works of Haliburton, perhaps a Sam Slick character 

who would approach visitors and sing little ditties such as: 

-from Attache "Jim Brown" 
- from Attache, excerpt from "Old Zip Coon" or "Turkey in the Straw" 
- from the Clockmaker, "The Coast of Peru" and "Sitting on a Rail" 
- from the Old Judge, "Old Dan Tucker'' 
- from the Season Ticket, "Oh Susannah" 

Also appropriate would be the occasional demonstration of a Scottish reel set and 

some steps that Slick performed. He could encourage visitor participation. 

Ross Farm. I haven't found any songs about farming; however, a demonstration of 

songs from the Gaelic tradition - since Ross is originally Highland name - would be 

suitable. They might also be interested in Milking songs and Querning (Grinding) songs. 

The Museum of Industry would benefit from a demonstration or recording of a 

76 

l 
l 
l 
1 

, 
l 

l 
l 

l 
l 
1 
l , 

I 

l 
l 
l 

l 



r 
r 
r 
[ 

r 
r 
r 
r 
r 
r 
r 
[ 

r 
r 
r 
r 
r 
r 
r 

selection of Milling songs and the work songs from the Gaelic tradition. See the work 

of John C. O'Donnell for Industrial Songs. Perhaps a series of sessions with him could 

be arranged, as he is the expert. Contact John C. O'Donnell at St. F.X. 

Piping in Nova Scotia. A demonstration of the different kinds of traditional piping in 

Nova Scotia featuring the Highland Pipes played both for dancing and in the military 

style, Scottish small pipes, and the Irish Uillean Pipes. The use of a facilitator to explain 

the traditions (such as Barry Shears, an authority on traditional Nova Scotian piping), 

could be both entertaining and educational. It could be followed by dancing- maybe 

even whiskey tasting!! 

Contact Barry Shears of Halifax (Highland Pipes and Scottish Small Pipes) at (902) 

423-5305 and lan Macinnis of Antigonish (Uillean Pipes and Highland Pipes). 

Fiddling in Nova Scotia. The ideal exhibit would be a demonstration of fiddling from 

the Irish, Gaelic, and Acadian traditions, featuring tradition-bearers from all three 

traditions. This could be staged at the main museum as well as at Cossit House, 

perhaps Lawrence House, and Uniacke House. 

Contact Willie Kennedy of Mabou, Robert Stubbert of Point Aconi, Jarvis Benoit of 

Halifax. 

The Collectors of Nova Scotia 

Since Nova Scotia has been the site of some of the best folklore collecting in the world, 

I think an exhibit for the main museum on the subject of "the Collectors of Folk Music 

in Nova Scotia" is most appropriate. Much like the Acadian exhibit, it would feature a 

series of stations, each one featuring the work done in each of the major European 

cultures. Taped versions of songs from their collections and prime examples of 

traditional Nova Scotian music could be listened to at each exhibit. A series of lectures 

about the major collectors and the traditions of Nova Scotia could be combined with folk 
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dances put on at the museum, as well as basic-step dancing lessons etc ... 

This could be quite a draw during tourist season if there was consistent 

entertainment available. Perhaps a fiddler could perform periodically all summer (I'd 

suggest Bonny Jean MacDonald, a Cape Breton fiddler living in Halifax) 

The lectures could be given by a wide variety of people, from performers 

to academics. Mind you, you'd probably have to lay a few sheets of plywood on the 

floor for dancing. 
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