CHAPTER Il

MUSICAL CULTURE IN CATHOLIC VIETNAM:

FROM FOLKSONGS TO CATHOLIC TRADITIONAL
CHANTS TO HAI LINH'S SONGS

A. INTRODUCTION

What makes music Vietnamese? Leonard Bernstesdablat question with
regard to American music in the second chapteisobbokYoung People’s Concerts.
He argued that GershwinfAn American in Pariss American music not because “[it's]
got ‘America’ written all over it -- not just in éntitle -- and not just because the
composer was American. It's in the music itseélfdundsAmerican, smells American,
makes you feel American when you hearit.”

How and why? Leonard Bernstein explained that atregery country has its
own music, called “nationalistic” music, that “befgs to it, and sounds right and natural
for its people. Sometimes it’s just folk music, ysimple songs — or not evenngs’

... [In] most countries the people have been singmegsame little tunes for hundreds
of years, [so] they own them. They have inheriteain from their forefathers, who got
them fromtheir forefathers.*

We will focus on Viethamese musical culture frora thewpoint of Vietnamese

! Leonard Bernsteir¥oung People’s Concer(Pompton Plain, NJ: Amadeus Press, 2005), 33.
? |bid., 33.
% Ibid., 33.
* Ibid., 37.
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Catholics who have their folksonys- their traditional nationalistic music -- andeth
own Catholic religious traditional music, and wdl\fiocus on one of their own
composers who has already had some success ingrthkin music Viethamese. Thus
we will explore (1) folksongs in Vietnamese traolital music to look for elements of
Vietnamese folksongs that make them sound Vietnanaa®l (2) Catholic traditional
chants and Hai Linh’'songs, as models of makingrthsic sound Viethamese. We will
first look at the general context of musical crdtin Catholic Vietham and explore the
Vietnamese language, which is key to understandiathamese folksongs as well as
Catholic traditional and & Linh’s songs.

1. GENERAL CONTEXT OF VIETNAMESE MusicAL CULTURE

Vietnam, now named The Socialist Republic of Vietnavith Ha Noi as its
capital, is a country on the coastal area of mathlBoutheast Asia, sharing a 1281 km
border with China in the north, a 1228 km bordeéhv@@ambodia in the south, and a
2130 km border with Laos in the west. It has 3kdvof coastline, excluding islands.
The Vietnam mainland is narrow and elongated irstiegpe of the letter S. Its land area
Is 325,360 sq km, slightly larger than New Mexiaath a population of about
84,402,96§July 2006 est.j. Vietham has about 59 ethnic groups the largesihith
Is the VE&t, also called th&inh, meaning “urban” because they usually inhabitutioan
plain. Minority ethnic groups are called thkrong, meaning “up, high”, because they
usually inhabit highlands and mountains. Thét\¢onstitute about 86.2 % of the
population’ Vietnamese, their language, is the official largriaf the country.

It is recognized that there have been at leaset tlaggers of culture during the
history of Vietham: (1) local culture, (2) cultuiafluences from neighboring countries
(from the ancient Indian kingdom of Champa and ntyafrom China), and (3) the
cultural influence from Western countries (mainhaice and the U.S.A.). The foreign
cultural influences have enriched Viethamese celaurd have been assimilated by the

® This term refers typically to vocal “music in theal tradition, often in a relatively simple style,
primarily of rural provenance, normally performegrmonprofessionals, used and understood by broad
segments of a population, characteristic of a nasociety, or ethnic group, and claimed by onthege
as its own” HarDic, s.v., “Folk music”). See also Ngéry Tbuyét Phong, “Vietnam,” inThe Garland
Encyclopedia of World Musiepl 4: SoutheasAsia (GEWM4) (New York & London: Garland
Publishing,1998), 475.
j Retrieved on Nov. 20, 2006 from https://www.cauigia/publications/factbook/geos/vm.html#Geo
Ibid.
8 It is the mother tongue [not only] of Vietnamgseople [as well as of ethnic minorities in Vietnam
[also of] about three million overseas Viethamdise bulk of whom are Viethamese Americans [where
there are more than one million speakers andlitaseventh most-spoken language (it is 3rd in 3exa
4th in Arkansas and Louisiana, and 5th in Califayniln Australia, it is the sixth most-spoken laage.”
(Retrieved on Sept,"52006, from http://en.wikipedia.org/wiki/Vietnase language).
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Vietnamese due to their strong local cultural faatimh® Trin Van Khé is more
explicit about Vietham'’s success in preservingastical as well as cultural identity in
his article “Vietnam: South-East Asian Country”:

As the result of ten centuries of Chinese domimatioom the ¥ century to the
10"), Vietnamese culture bears the marks of Chinefigeince in every area:
philosophy, religion, script, literature, paintirggchitecture and music. The
Vietnamese, however, were one of the few peoplessueceeded in preserving
a national language and literature, an original wilyfe and artistic creation in
spite of a policy of assimilation adopted by ther@ke®

In Vietnam, the national language, which is Vieteas and literature based on
that language are thus considered as two of thé impsrtant features that shape
Vietnamese cultural identity. Folksongs, completesed on folk poetry, an essential
part of Vietnamese literature, are the worthy repnéatives of Viethnamese traditional
national vocal music. Under the cultural influernédehe French from 1858 to 1954,
folksongs and traditional music were almost forgotteven disregarded, and seemed to
be replaced byan Nhc (new music, modernized music), based on westalesand
instruments of the Z0century. Today, traditional music, especiallykéangs, are
studied in music conservatories in order to afforgsicians musical materials for
harmonious development based on national ideniitsgny composers “combine
Western compositional techniques with Vietnamesedyor melodic motifs, or use
traditional instruments® or especially use folksong characteristics to create folk-
based songs.

2. THE VIETNAMESE L ANGUAGE

Vietnamese, the national language, is a monosgyliad tonal language. Each
morphemé& [tiéng/chi or am tit] may have six diffeyent meanings depending on six
different tones or accent markhdnhthanhdiéu or ddu giong) (Table 2.1)%>

° See Tin Vin Khé, “Viét Nam. South-East Asian Country” Tthe New Grove Dictionary of Music and
Musicians (NGDMMLY9), ed. Stanley Sadie, 20 vols. (London: Macmillan,@)989: 744.

%bid., 744.

1 Nguyén Thuyét Phong, op. cit., 512.

12 Morpheme is “any of the minimal grammatical unifsa language, each constituting a wadrg pr
meaningful part of a word, that cannot be divide smaller independent grammatical pat§¥gbster’s
Encyclopedic Unabridged Dictionary of the Englissmguage(\WEUDEL)(San Diego: Thunder Bay
Press, 2001), s.v., “Morpheme.” Each morphemed&ean and transcribed separately as one syllable.
For practical reasons, | will use syllable, montadyle, or word interchangeably with morpheme when t
context does not necessitate further clarification.

13 Lé Van Ly, Le Parler ViétnamienSa structure phonologique et morphologique fonct@ie. Esquisse
d’'une grammaire Vietnamienr{Paris: Hrong Son Publiher, 1948), 106. See also John Balabar& ed.
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Table 2.1 Tones (hanh or thanhdiéu) in theViethamese language

Name (Description) Diacritic * Example
Thanh ngandplain mid/high tone ) (not marked) A (ma: ghgetantom)
Thanh huyn (plain low falling tone) () grave accert (ma: but, and, which...)
Thanh gc  (high rising tone) ) acute accentA (ma: mother or cheek)
Thanh i (dipping, low-high tone) | () hook A (ma: grave, tomb)
Thanh nga (Cﬁ?;rt]ritgtﬁg)/ glottal middle- (~) tilde A (ma: horse or appearance)

Thanh ing (constricted/glottal low tonej . ) ‘dot below’ A (ma: young rice plant or to plate)

The phonological characteristics of these tones lneasummarized in the
following table (Table 2.2y

Table 2.2.Phonological characteristics of six Viethamese tose

Intonation (Amdiéu) | Plain/even(Bang) Tonally inflective/sharp (Trac)™
< Broken line Straight line
Relative Pitch (Am ¥ (0ay) (khong gy’
High (Cao Thanh ngang Thanh nga Thanh gc
(mid/high tone) (glottal mid-high | (High rising tone)
tone)
Low (Thdp) Thanh huyn Thanh Wi Thanh ring
(low falling tone) (low-high rising (glottal low tone)
tone)

trans.,Ca Dao Vét Nam: A Bilingual Anthology of Vietnamese Follefg (Greensboro, NC: Unicorn
Press, 1980), 18; see also “TonesWikipediaat http://en.wikipedia.org/wiki/Vietnamese_langaag
14N mark, point, or sign added or attached to getedr character to distinguish it from another of
similar form, to give it a particular phonetic va|uo indicate stress, etc., as a cedilla, tildtepymflex, or
macron” WEUDEL,s.v., “Tone")

15Uy Ban Khoa Hc Xa Hoi Viét Nam (Vietnam Social Sciences Committee), edgiz Phap Téng Viet
(Viethamese Grammar) (H&N Nha Xuit Ban Khoa Hc Xa Hoi (Social Sciences Pubilsher), 1983), 45.
See also Lé %h Ly, So Thio Ng# Phap Viét Nam(Gretna, LA: Dan Chia Yat Ban va Phat Hanh, 1986),
21; Xuén Tho, Nam Hii & Thién Lan,Ca Treong | (Choral Conducting Handbook I) (HCM city: NXB
TP HCM, 1997), 110. Table 2.2 shows the six torsefoand in the Northern accent thzdan Xuan Kién
proposed as standard for the Vietnamese langudtje article” Lai Ban Chugn Binh Chiuin Muc Cho
Tiéng Viét” (More Discussion on the Standardization of the Mietese Language) #nh Hringn. 35
(Reichstett, France: Trung TamivHéa Ngugn Truong To, 2003), 102.

'8 John Balaban translatésanh king by “even tone” anthanh teic by “sharp tone” (op. cit18).

" Thanh gc andthanh ring in morphemes ending by alphabet letter p, t, choasthap, clup, khit, tht,
boc, e, éch, kch are rendered shorter than in other morphemes.ighaty some people may think
there are eight instead of six traditional tone®{$y Ban Khoa ¢ Xa Hoi Viét Nam (Vietnam Social
Sciences Committee), eds., op.cit., 46.
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The 59 provinces in Vietnam can be grouped intedHhristorical and cultural
regions: the Northern, the Central, and the SontRegions of Vietnam\ién Bc,
Mién Trung,andMién Nam respectively). Even though many provinces irhaagion,
even many villages in some provin¢dsan be distinguished by their unique language
accent, vocabulary, character, behavior, and/oianimsgeneral three dialects are the
most frequently mentioned. These are the NortliemCentral, and the Southern
dialect, and they are not necessarily identicéhégeographical Regions.

The main characteristics of the Northern, Centnatl Southern accent may be
seen in Ex. 2.1, from which the induction may belenthat the Viethamese tones
change not only in number through space from skt tones in the Northern accent
(Ex. 2.1.c) to five in the South Central and Soutreccents (Ex. 2.1. e & f, in which
mais pronounced likend) to almost four in the North Central accent (EX.. 21, in
which ma, na, andmg seem to be pronounced almost in the same wayjlbaitas more
nuanced in time (compare the simplest notatidéxi2.1. a in 1838 with the more
nuanced notation in Ex.2.1.b in 1948, and espgaialEx.2.1. c in 1962).

Although the musical notations of different acceares simply approximate
(Ex. 2.1), they correspond quite well to the daveig by the phonologists (Table 2.2.
above), i.e. the presence of “simple” tonmsahdon) ma, maandmé&™* (which may be
rendered by only one pitclapd “compound” tonegi{anh képma, na, andmg (which
need at least two pitches to be comprehensibta$. important to note that even though
thanh ngangthanh sic, andthanh ng&are categorized by phonologists as high tones, in
reality thanh gic for the most part is higher thé#manh ngangandthanh ng&?
sometimes may begin at a lower pitch tttaenh ngand® More noteworthy is the fact
that all six tones are preserved in official andd®mic writing despite the different

'8 1n my opinion, for example, almost every villadggng) in Nghé An province has its own language
accent giong no).

19 According toboan Xuan Kién, the Northern diale€trong ngr Bic) is used from the north of
Vietnam to Thanh Hoéa; the Central dialect, fromgsbath of Thanh Hboa todiVan Col; the Southern
dialect, fromba Ning to the south of Vietnam (ibid.,120).

20 “Experience shows us that the musical pitched@tones vary according to different individualsl an
the intonation of spoken phrases. We can indi¢aalirection in which the musical pitches of tonasy,
but we are not able to give the defined pitch tfree (using equal temperament pitches).AnTvin

Khé, La Musique Vietnamienne Traditione(ltaris: Presses Universitaires de France, 1969), 2

L Exceptmain South Central accent (Ex.2.1. e) which alss é@mpound tone.

22 |n the pastthanh ngawas thought to be a low tone interchangeable thiginh Wi (see Xuan Tho,
Nam Hii & Thién Lan,Ca Trrong | (Choral Conducting Handbook 1) (HCM City: NXB HCM,
1997), 119, footnote 40.

3 The way in which all of these tones are rendemediétnamese traditional vocal folk genres, esghcia
folksongs, will be shown in detail later in sectiGrof this chapter.
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Ex. 2.1. Approximative musical transcription of different accents in time
and spacé

A a) Taberd (Td Dién Annam-Latinh [Vietnamese-Latin Dictionary] 1838)
] |
',l i - 1 L#]
5 = v
! R =
1. MA 2. MA 3. MA 4. MA 5. MA 6. MA

b) L& Van Ly (Northerrn Accent by 1948)

{
2 e
Z L _J T ¥ 3

Y] L L L L

1. MA 2. MA 3. MA 4. MA 5. MA 6. MA

c) Tran Van Khé (Northern Accent |3‘_\-' 1962'{\
Il

e e vw — P — ———
s e e ——— : =
A - AR , =
1. MA 2. MA 3. MA 4. MA 5. MA 6. MA

P

d) Nguy&n| Xuin Thao (North Central Accent, based partly on Doan Xudn Kién, 2003
Il i

T
157 1 (—

h hd '-._-'. P '-._.'. >_o I v - -
1. MA 2. MA 3. MA 4. MA 5. MA 6. MA

e) Nguy&n Xuin Thao (South Central Accent, based |partly on Boan Xuin Kign, 2003’

— < e = T

o > o - 3 i—— i—
o e A . A - e e/ 0 T e
1. MA 2. MA 3. MA ~ 4. MA 3. MA 6. MA

f) Trin Van Khé (Soutthern Accent by 1962) :
)" i 1 1 1 1 1
s % - . = = r Te— !
L2

T = @, — = <
1. MA 2. MA 3. MA = 4. MA 5. MA 6. MA

ways in which they are spokén.

Thus, each spoken phrase may be consideredasiogple musical melody. It
may sound to Westerners as though Vietnameseragimgiwhen they spedR,
especially when they give a talk, read a docun@ngcite prayers in public. Due to
the diversity ofgiong noi(word intonations/language accents), there akdetnam a
great many melodic style chants or songs as welhagiety of degrees in speaking and
singing, such agiong zng kinh(Buddhist),giong doc kinh(Catholic) (religious prayer
cantillation) gipng ngim (Catholic religious vocal meditatiorgiong ngam th (poetry
declamation)giong néi bi, no6i sf (theatrical introductory recitationgjong ho(chanty,
kind of work responsorial song, or recitative sedmg),giong hat(song with different
genres suchs Ly(rural simple songhat Ca tru(Northern Chamber music singinga

24 Ex. 2.1.a Taberd[ir Pién Annam-Latini(1838); Ex.2.1.b (L& ¥h Ly, Le Parler Vietnamier§1948),
cited by Tén Vin Khé inLa Musique Vietnamienne Traditione(lRaris: Presses Universitaires de
France, 1962), 279) ; Ex.2.1.c & fafrVin Khé, ibid., 279 and 280; see alsafRDuy, Puong Ve Dan
Ca (Journey Back to Folksongs) (Los Alamitos, CA: Kuhu Publishing, 1990), 21; Ex.2.1.d & f (see
boan Xuéan Kién, op.cit103).
2> Uy Ban Khoa Hc Xa Hoi Viét Nam (Vietnam Social Sciences Committee), eds.cibp 46.
26 “Nguoi Viét nam néi nir hat” Lé Van Cheong, op.cit., 197.
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Hué (Hué chamber music singingdhac Tai Tir (Southern chamber music singing), and
hat Chéo, hat B, hat Gii Luong (respectively Northern, Central, Southern opéta).

3. VIETNAMESE FOLK POETRY (CA DAO) AND FOLKSONGS (DAN CA)

Vietnamese folk poetry, consisting of “short lypoems” based on the national
language and “passed down by word of modths’also an important genre that
preserves Vietnamese thoughts and feelings over tifine love of poetry is another
element of cultural identity. Most Vietnamese grpoetry and composing poems —
“ranging from kings, mandarins, generals to momésdal scholars, and even
revolutionaries. A farmer, an old boatman, a svldil know some six-eight-word or
satiric verses® Insight Guide: Vietnamlarifies:

Above all else, poetry dominates the Vietnamese arhe language of Vietnam
is a natural tool for poetry, as each of its sy#talztan be pronounced in six
tones to convey six meanings. By simply combirimgse tones and modulating
certain words, a sentence turns into a verse; kma gpeech becomes a song.
Another group of Viethamese words made up of reggesyllable¥ can cast a
discreet shade on the meaning of words, conjuning particular colour,
movement, attitude, or mood.

Vietnamese poetry falls into two major categotegmia daq a popular folk
song, oral in origin but collected and transcribedritten form; andho van,

the literary poetry written by kings, scholars, Bagt monks, mandarins of the
court, Daoist recluses, feminists, revolutionaggsen Marxists. Poetry has
become such an important medium of communicatioviétnam that even
present-day political slogans must be written irsego be effectivé

Speaking ota dao,‘the oral poems of Vietnam,” states John Balabare the
living artifacts of a cultural tradition — more d=lte but more enduring than a

2" See Ngu$n Thuyét Phong, op. cit., 475-497. See also Nigu)uan Tho, Nhac Ly Gin Bin
(Fundamentals of Music) (HCM City: Nhom Quérdhg (Homeland Group), 1986), 82-93.

?8 John Balaban, ed.& tran€a Dao Vét Nam: A Bilingual Anthology of Vietnamese FolleRy
(Greensboro, NC: Unicorn Press, 1980), 14.

9 See “Culture,” retrieved on Oct. 14, 2002, frowttp://www.viethamambassy-usa.org/learn/cul-
literature.php3

% They are added vocables/morphenig dira hvi, tieng dém 16t, téng ph: nghia, andtiéng Lip lai)

in the technique of textual variation which will beplored later in this chapter in detail.

3L Insight Guide: Vietnamed. Scott Rutherford (Singapofspa Publications GmbH & Co., Verlag KG ,
2005), 106.
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monument in stone — which goes back at least twoséind years when the Muong and
Vietnamese dialects began to separate from their-Ktumer parent languag@.

A Vietnamese poem, with its organized tones anthrh, is really a kind of
melodic skeleton for a song. Love for poetry m@st synonymous with love for
music. Indeed, most Viethnamese have “a strongnaibn for music. For the
Vietnamese, music is considered to be an essaetal; therefore, numerous musical
instruments and genres intended for various pugobaee been developed. Vietnamese
people use music to express their innermost feglittgencourage themselves while
working and fighting, to educate their childrergmod traditions and national
sentiment, to communicate with the invisible, amdublimate their aspirations for a
happy life.?

Music set to a folk poem is called a folk song.ksohgs, based on folk poems,
are thus worthy representatives of Vietnamese ralisidture. Indeed, even though
Vietnamese instrumental court music and chamberamase been somewhat
influenced, mostly by the Chinedtthe folksongs, based on the Vietnamese language,
have not been overly affected by cultural exchang#sforeigners. “Thus, folk songs

faithfully preserve forms and musical thoughts @t originally Vietnamese®

4. VIETNAMESE CATHOLIC TRADITIONAL CHANTING AND SINGING 6 AND
HAI LINH’S SONGS

Before the Second Vatican Council, although alritggical songs were in
Latin, Viethamese Catholics were accustomefido Kinh (Prayer Reciting/
Chanting)®’ Poc Sach(Devotional Meditative Reading},or Ca Van(Devotional

%2 Ca Dao Vit Nam: A Bilingual Anthology of Vietnamese FolleRg (Greensboro, NC: Unicorn Press,
1980), 14.
% See “Vietnam Style,” retrieved on Oct. 14, 200@nf http://www.vn-
style.com/overview/noidung/arts.htim
% Tran Van Khé,La Musique Vietnamienne Traditione(lRaris: Presses Universitaires de France, 1962),
7.
% Nguyén Thuyét Phong, “Vietnam” irGEWM4: 479.
% See Ngugn Khic Xuyén,Tién Trinh Thanh Nixc Viet Nam Qua Nhc Poan Lé Bo Tinh (The
Roadmap of Viethamese Sacred Music through thedcETthh Musician Group) (Pearland, TX: Zieleks
Co., 1991), 9-43. See also Ngayin Minh, “Thir Tim Mot HuéngDi Cho Cungbiéu Phung Vu Viét
Nam” [Essay on Finding a Direction for Liturgicabries in Vietnam] irPhung M« 1 (Liturgy) (Saigon:
Vietnamese Bishops’ Committee on the Liturgy, 197185-168.
%" The Catholic devotional prayers and readings hasied to different melodic diatonic formulas
depending on the liturgical seasons and on the@aftithe prayers and readings. We will explors thi
more detail in the following sections.
¥ IncludingNgim Lé (Mass-explanation Readindygim Throng Khé(Passion Meditative Chanting),
Than M (Lament on the Tombpoc Sach Thangi:c Ba(Marian Book ReadingBoc Truyen Cac
Thanh(Lives of Saints Reading), etc. (Ngum\Van Minh, op. cit., 155).
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Singing)* in the vernacular, that is, in Vietnamese, thaiive language. This tradition
went back to the time when the first missionarmsfled the first Catholic
communities in Vietnarfi® The people chanted their morning and eveninggusain
church before or after the Mass, or at home if &tmyld not go to church. They
chanted other prayers too, which explained whapthest was doing or saying in Latin
during the Mas8" All these different ways of chanting retained dhigerent tones of
the Vietnamese language.

They also chanted their readings following différegcitative melodic formulas
depending on what kind of books they were readngh as the “Liturgical Calendar,”
missionaries’ letters, devotional books, catechétiooks, meditation booKéetc. In
his bookTwong Trinh \é Pang Ngoai(Report onbang Ngoaj 1663), Tissanier writes:

All the faithful of this region used W@c kinh[prayer recitation] at home twice a
day: each congregation has its othiy giing™ or an ancient faithful diligently
doc sach[reading/chanting a book] every Sunday for thehfaitand explain the
mysteries of faith.

In the pascal triduum theygim [read/chant meditativelythe fifteen mysteries
of the Passion of the Son of God, composed in MontNiethnamese by Father
Alexandre de Rhodés.

They also sang other non-liturgical songs, espgdiddrian songs accompanied
by religious dance to offer flowers to Mary in M&yThese songs were basically
pentatonic. They show all the characteristics ¢bumVietnamese folksongs, except for
the content of the text. They are considered trebgious folksongs by Viethamese
Catholics.

% IncludingVan Dang HogFlower Offering Marian Hymns)\/an Sinh Nkt (Christmas Hymns), etc.
(Nguyén Vian Minh, op cit., 156).
9 Ibid., 21. The first missionary came to VietnanlBB83 (Phan Phat Kn, Viét Nam Giao &
(Vietnamese Catholic Church History) (Long Beach; Ctru Thé Tung Thr, 1997), 51-57. But
chanting and singing are mentioned explicitly bgxdndre de Rhodes lrich Sk Pang Ngoai(History
of bang Ngoaj the ancient name for Northern Region consistingjldhe provinces from the North
Vietnam to theGianhRiver, whilebang Trongis the ancient name for the Southern Region fioen t
GianhRiver to Cambodia) (Paris: 1651) and Tissaniéfiong Trinh \é Dang Ngoai(Report onbang
Ngoaj (n.p.: 1663). See Ngég Khic Xuyén, op. cit., 33.
“bid., 23.
*?bid., 26-37.
*3 Meaning “Seminarist in pastoral exposure, or #diman catechist.”
* Tissanier,Tuong Trinh \é Pang Ngoai(Report orbang Ngoai, 1663), cited in Ngéty Khic Xuyén,
op. cit., 33.
%> Nguyén Khic Xuyén, op. cit., 37-40.
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Furthermore, Hi Linh (1920-1988), a famous Catholic composer and
conductof*® having spent his early years in the midst of seculetnamese folksongs
and religious Catholic folksongs, succeeded someimraodernizing his music, which
still sounds Vietnamese, during and after his malstudy in France at the César
Franck School of Music and the Institut GregoriéRaris, even when he combined
Western compositional techniques with traditioretionalistic material. “As a result of
this,” Paul \Van Chi adds, “his choral works are very attractiad &amiliar to the
Vietnamese people.... He greatly influenced the geurchoral composers in the later
periods.*’

In the next two sections, we will explore the craduicontext of actual
Vietnamese Catholic liturgical songs by focusinguietnamese folksongs and taking a
brief look at Vietnamese Catholic traditional soagsvell as on & Linh’s songs. For
practical reasons, we will examine separately fhrsttext of Vietnamese folksongs,
Vietnamese Catholic traditional songs, and lHnh's songs, and then their music.

B. EXAMINATION OF THE TEXTS IN VIETNAMESE
FOLKSONGS, VIETNAMESE CATHOLIC TRADITIONAL
CHANTS, AND HAI LINH’S SONGS

l. VIETNAMESE FOLKSONGS

Vietnamese folksongs consist mainlyRi (lullabies),Pong dao(children’s
songs)Ngam(non-metrical poem declamationblgi Thr (Southern metrical poem
declamations)ye (satirical/humoristic chants about daily happes)ngo (chanties,
call songs or work songd)y (simple and short rural songs about whatever jopid
Hat (other more complex songs, suchHgg Quan H, Hat Trong Quan, Hat Chu
Van, Hat Phrong Mii, Hat Xoan, Hat Xm, Hat Glo, Hat Vi, Hat Qim, HatPam,
etc.)*® They may be metrical or non-metrical. As a resué have metrical and non-
metricalRu, HQ and rarelyHat. Ngamis always non-metrical, whildoi Tho, Ve, Ly
andHat are metrical.

6 Paul \&in Chi,Catholic Choral Music in Vietnam 1945-19{ortland, OR: Pastoral Press, 2002), 81-
82.
“’Ibid., 84, 85.
8 See Ngugn Thuyét Phong, op. cit., 475-480.
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1. FORM AND TEXTUAL VARIATION IN FOLKSONGS

Almost all Viethamese folksongs texts are folk ppetPtam Duy (b. 1921), a
Viethamese musicologist and famous composer, refiottis research bodrong Ve
Déan Ca(Journey Back to Folksongs) that the literary gesfrViethamese folksong
texts is folk poetry (calleda dag, and the poem-text may be varied by insertingioth
words or vocables:

... In the tradition of Vietnamese popular literatarel art, poetry is inseparable
from music.... ... there was no boundary between folkgs ana@a dao[folk
poetry]. The only distinction is in our mind, whese think ofca daoas folk
poetry and of folk songs as a type of music. kmaliparlanceca daoare folk
songs without inserted ornamental sounds; folk s@mgca daothat have
become songs or melodi&s.

Some important features of the literary form of tieamese folk poetry will be
explored, i.e., its literary genre and poetic desgiand its textual variation.

1.1. Form As Literary Genre: Folk Poetry™®

Two usual Vietnamese traditional meters lare bat(6-8 morphemeheter*
andSong tht luc bat(7-7-6-8 morpheme) meter. Almost all of the falkgs’ texts are
in 6-8 meter?in 7-7-6-8 meter: or in a variation of these two traditional meters.

a) The Luc batMeter

Theluc bat(meaning literally 6-8) meter consists of at lemfihe of six
morphemes (syllables) followed by a line of eigltrphemes, combining tail rhyriie

9 Pham Duy, op. cit., 19. See “Folk Song, Folk Musi@&-Brief History,” a translation oPwong Ve

Déan Caby Pham Quang Tuan, Australia, on the website/fipon.com/PhamDuy/DanCa/index2.html
: See John Balaban (op.cit., 14). See alsodréGhrong, Dan Ca Vét Nam: Nheng Thanh T Cua
Chinh Tk Nguyén hip (Vietnamese Folksongs: Elements of syncreticaffsstic entities) (Ha bi: Nha
Xuit Ban Khoa Hc X& Hoi (Social Sciences Publisher), 2004), 19-20. Adiay to Lé \Van Chrong,
“...there is no distinct limit between folk poetrydfolk song ..., a folk song may become a folk poem,
reversely a folk poem becomes a folk song wherriegavith added vocables (suchtamg dém 16t,

tieng kip lai) to sing” op. cit., 123.

¥ See Lé ThDiéu Ha, “Ca Dao” (Folk Poetry) i€4c TI Logi Vian Van Dan Gian(The Different
Genres in Popular Poetry) from http://www.ctu.etdcoursewares/supham/vhdangian2/decuong.htm
(retrieved on 30 September 2006).

°L See lru Hitu Phréc, “Thay Loi Tya” in Dan Ca Kién Giang27.

2 See L& \in Chrong, op. cit., 159.

*3 See Bui Mnh Nh, “Mot S5 Bac Biém Nghg Thuat Caa Ca Dao-Dan Ca NamoB(Some Artistic
Characteristics of Southern Folk Poems, Folk Somg8&a Dao Dan Ca Nam &(Southern Folk Poems,
Folk Songs) (HCM City: Nha Xt Ban TP HCM, 1984), 70.

* There is distinction between tail rhyn@r¢c vin/van chan/iin cwi) at the end of lines and middle
rhyme [éu vin /van lung/van giiza] at predictable locations within the lines, sushtfze sixth, fourth, or
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of line 6 with middle rhyme at the sixth morphenidime 8> such as the poem text in
Ly Con SadqTable 2.3).

Table 2.3.Folk poem inLy Con S&ad°

Ly Con Sao The MynaLy

Ai dem con sao sangpng Who brought the myna across the river

Dé cho con saodléng bay xa? So that it escaped and flew away?

“At its minimum of two lines, the 6-8 can be a haiikke poem of 14 syllables.
Linked continuously, it can carry long narratioh.’When it is linked to other couplets,
the last morpheme of line 8 will rhyme with thetlasrpheme of the next line six, as in
the poemPén CGi® (Table 2.4).

Table 2.4.Folk Poem inDen Cusong

6-8 meter poenden cu Rhyme | The Turning Lantern
scheme
6 Khen ai khéo ép @éncu a How wise is the person who makes #ig® cu
8 Voi gigy, ngra gidy titmu a+b Paper elephants and horses turn continuously
vong_quanh around
6 Bao gv toi bén duyémanh b When | get to love you
8 Voi gidy, ngra gidy vong b+c Paper elephants and horses will turn around
quanhtit mu. continuously
6 Khen ai khéo ép #éncu... c How wise is the person who makesdia cu

fifth morpheme... of the line; between identical rlegr(hard rhymeyan chinb) and similar rhymes (soft
rhyme,van thdng. (See http://en.wikipedia.org/wiki/Poetry#Rhy&@. alliteration_and_assonance)
%> Sometimes, the middle rhyme may be the fourth imempe instead of the usual sixth one. In that case,
the second and the sixth morpheme must be usedhwitih teic, such as Téi day khéng hat thi
ho//Ching lé concd ngéng & ma trong (Lé Van Chréng, op. cit., 162).

* There are 12y tunes (see ik Nhit Vii & Lé Giang, eds.]150Piéu Ly Qué Hrong, vol. 2 (150
HomelandLy Tunes) (HCM City: Nha Xit Ban Van Nghé - Trung Tam \n Héa Dan §c, 1995), 71-
81; 178), and seven othley tunes set to this same 6-8 meter couplet (see 8@ Di¢u Ly Nam B (300
Southern Ly Tunes) (TP HCM: Nha Xuat Ban Tre (YoRtiblisher, 2002), 85-88; 91-92.

" John Balaban, op. cit., 19.

%8 Lé Qudc THng, ed. Tuyn Tdp Nhuc Dan Ca Ba Min (Anthology of Folksongérom Three Regions
of Vietnam) (Ca Mau: Nha X Ban Miii Ca Mau, 2001), 5INguyén Xuan Thio, ed.,Tim \é Vi Dan
Ca (Going Back to Folksongs) (HCM City: Nhom Quédhg (Homeland Group), 1980), &en Cuis a
turning lantern, a lantern having a turning deviaaysed to turn around by the ascendant heatedir
decorated with paper-cut figures whose shadeseare tsirning around the translucent case of thedant
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In Vietnamese prosody, the two plain toneg&nd (plain mid/high) and
“huyén” (plain low) are calledthanh king’ (B for plain tones), and the other
“inflective” tones are calledthanh teic” (T for inflective tones). The general tone rule
for 6-8 meter is as follows:

Line 6: BBTTBB 1(B) 2B 3(T) 4T 5(B) 6B

Line 8: BBTTBBTB 1(B) 2B 3(T) 4T 5(B) 6B 7(T) 8B

The odd morphemes 1-3-5-7 may arbitrarily htaanh king or thanh teic,
while even morphemes 2B-4T-6B-8B must keep moietlstthe tones as indicated.
Furthermorethanh king in 6B and 8B of line 8 must be in different regrst i.e., if 6B

is “low,” 8B must be “mid/high,” and vice versa. The rhythnassially binary with a
caesura (/ff after two or four morphemes:

Line 6: 1+2 // 3+4 [/5+6, or 1+2 // 3+4+5+6 (such*@rén troi / c6 dam may
xanh' [In the sky, there is a bank of blue clouds]).

Line 8: 1+2/ 3+4 //5+6 / 7+8, or 1+2+3+4 |/ 5+6+7(*® giira may teing //
xung quanh may vaigThe white clouds are surrounded by the yelloveslip (Trong
Quan
Song, Ex. 2.17%*

Sometimes, line six is ternary: 1+2+3 // 4+5+6 saslthe following (Table

2.5):
Table 2.5.Ternary rhythm in line 6
Line 6 | Tréndong a:n, dwdsi dong sau On the shallow field above, on the deep
3 4 3 field below,
Line 8 | Chong cay v cdy, contrau di bira The husband ploughs, the wife
2 4 2 4+ 2 4+ 2 transplants, and the buffalo harrof#s.

b) The Song thit luc batMeter

The Song tlat luc bat[meaning literally double seven, six-eight: 7-B-@aeter
is made of a couplet of seven morphemes (syllaliddiswed by aluc batmeter
couplet to form a kind of quatrain: 7-7-6-8. Thstimorpheme in the first line rhymes

%9 Exceptions to the rule are not uncommon, as maeba in the poetén Cuabove: “[voi]gidy” in
lines 2 and line 4 is actually a morpheme wiiitanh tric.
%0 «//" is for an obligatory caesura, while “/” is f@ rhythmic thesis/ictus without any necessaryspau
®> Nguyén Xuan Thio, ed.,op. cit,16. Trong Quanmeans literally “military drum,” and the ing Quan
song is a special alternating/antiphonal tune suttfythe accompaniment of this kind of drum.
%2 & Van Chréng, op. cit., 141.
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with the fifth morpheme in the second line. And tast morpheme in the second line
rhymes with the last morpheme in the third linej ano on, as ituc batmeter (Table
2.6). The number of quatrains is not limited:

Table 2.6.Folk poem inLy Kéo Chaf®

Morpheme:| 1 2 3 4 5 6 7 8 | Rhyme
scheme

Line 1 Gi6 |len | will cing | bwm/ | cho | swéng a

Line 2 Gac | cheo| lén// ta nwong/ | ngd | khoai a+b

Line 3 Nhiu | cho/| tiéu bt/ may chai b

Line 4 Bo ghe/ | nghiéng| nep// | khéng | _ai/ | chong | chéo| b+c

The general rule for tone and rhythm organizatson i
Line7: TTT /BB /TT

Line7:BBB /TT /BB

Line6:BB /TT /BB

Line8:BB TT /BB TB

So, in the 7-7-6-8 meter there is a combinatiohioéry and ternary rhythm
(group/foot of two morphemes and group/foot of ¢hmeorphemes) in the two first lines
of the stanza. Two groups of two morphemes maw fmgroup of four morphemes and
vice versa:

- Line 7 rhythm may vary from 3-2-2 to 3;-4
- Line 6 rhythm may vary from2-2-2to02-4&%¢f2 or 3 -3,
- Line 8 rhythm may vary from4 -4t02-2—-#or2-20r2 -4 - 2.

c) Varied 6-8 and 7-7-6-8 MetersRKién Thé)

The varied 6-8 and 7-7-6-8 meters are also fredyuased in folksongs,
especially in recitativéld.®* Instead of keeping the standard fixed number of
morphemes in each line, the varied meter keepsthalyhe basic foét structure of
each line and is free to add more morphemes tofeatlor group. For example, while

®3 Lu Nhét Vil & L& Giang, eds.300Piéu ly Nam B (300 Southeriy Tunes) (HCM City: Nha Xat
Ban Tre, 2002), 292.

*Ibid., 162.

%5 “a unit of two or three syllablesHarDic, s.v., “Prosody”).

76



the standard line 6 has a structure of three gréegiof two morphemes and the
standard line 8 has a structure of four groupstdéewo morphemes, the varied line 6
keeps the same structure of three feet, which raagist of more than two morphemes,
and the varied line 8 also keeps the structurewf feet, which may now consist of
more than two morphemes, provided that the laspheme in each foot keeps the tone
rule (B-T-B for line 6 and B-T-B-B for line 8) artdle rhyme rule (the last morpheme in
line 6 must rhyme with the last morpheme of thedtifioot) (Table 2.7).

Table 2.7.A folk poem in H6 Hué Tinhin Hau Giang Province®

Varied | Em wong la géng sad | em i sgi / daydai

Line6 | | (woman) thought that| so | made a long rope

the well was deep

3feet | 5------------ B 3------- T 2 - - - B+rhyme

Varied Ng dau/ giéng an/ em tic hoai/ spi day

Line 8 Unexpectedly | the well was shallow| | always regreted| having
made that
long rope

4 feet 2---B 2----- T -3--B+rhyme | 2---B’

d) The Mixed Meter (Thé Hn Hop)

Mixed meter is a combination of all meters with matinan 3 morphemes in a
foot, including end rhyme, middle rhyme, and in&mhyme®’ and usually ending with
a 6-8 meter or at least with line 8 in the 6-8 méfable 2.8).

Table 2.8.Hd M&i Pdy in Binh Trj Thién Province®™®

Chiéu chiéu/ triéc bén /Van Lau standard line 6 with end rhyme B (plain
(Every evening before the King'’s pavilion) | tone)

Ai ngpi, ai cau line of 4 morphemes with end rhyme B
Ai sdu, ai thum line of 4 morphemes with middle and end
(People are sitting, fishing, // sad and rhyme T (inflective tone)

grieving)

Ai thurong, ai_gim, ai nhy, aitrdng line 8 with middle rhyme T on thé"4

® Lu Nhét Vi & Lé Giang, eds.Dan Ca Hiu Giang 321.
®” Rhyme which occurs within a single line of versgg(//en.wikipedia.org/wiki/Internal_rhyme)
%8 Nguyén Xuan Thio, Nhgc Ly Gin Bin (Fundamentals of Music) (HCM City: Nhém Quérdhg
(Homeland Group), 1980), 89.
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(love, in love, remembering, waiting) morphem and enchyme B

Thuyén ai thip thoang béséng standard line 6 with end rhyme B
Puwa cau maiddy chunh1dng ruréc non standard line 8 with middle rhyme B

(Somebody’s boat, plying the river mists,//

is offering rowing songs that move these
mountains and rivers, our natiéh)

Compare the poem idat Hué TinHfrom Binh Ti Thién Provinc® (Table 2.9)
with its more varied form ifat Hué Tinhfrom Cin Tho Provincé’(Table 2.10).

Table 2.9.Mixed meter folk poem inHat Hué Tinh from Binh Tri Thién

Province (Central Vietnam)

Cuc da lan nghiéng dn ngira end rhyme with inflective
(The stone is bumping up and down). tone ¢hanh tuc T)

Em aing sira cho a:c da lan tron varied line 6 with middle
(I [woman] also correct it to roll smoothly rhyme and end rhyme
Gign anh/ néi vy,/ cho dg em_conthirong anh varied line 8 with middle
(Being angry at you, | said those words, but myrhstil loves | rhyme

you [man]).

Table 2.10.Mixed meter folk poem inHat Hué Tinh from Can Tho

Province (Southern Vietnam)

Cuc da lan nghiéng dn ngira end rhyme with inflective tone
(The stone is bumping up and down.) (thanh tuc T)

Toi gio tay téisiza no ki lan dirng middle rhyme and end rhyme with
(As | [man] use my hand to correct it, it rolls ight.) | inflective tonesthanh tuc T)

Toi coi khdng #ng, tbi sra no ki lan giep middle rhyme and end rhyme with
(1 consider it not suitable, so | correct it, butdlls inflective tonesthanh tuc T)
flatly.)

Toi thay khdngdep, t6i sra no ki lan tron middle rhyme (T) and end rhyme

% This translation is based on John Balalwm cit, 71.
O Lu Nhét Vi & Lé Giang, eds.Dan Ca Bn Tre(Folksongs of Bn Tre) (Bén Tre: $ Van Hoéa va
Thong Tin Bn Tre, 1981), 92.
! Lu Nhat Vi & Lé Giang, eds.Dan Ca Hiu Giang(Folksongs of Hu Giang) (Hu Giang: $ Van Hoa
Théng Tin Hu Giang, 1986), 281.
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(I see it is not beautiful, so | correct it, itlso with plain tone thanh king B)
smoothly.)

Nay kzn minhoil/ Gidn thoi néi vdy,/ chy da anh vin | Varied line 8, with middle rhyme at
cor/ thuwong em(My dear! Being angry at you, | said| the last morpheme of the third
those words, but my heart still loves you [woman].)| foot/group.

1.2 Form As Literary Device

Besides the poetic formal structure with its tond ehyme rules, Vietnamese
folk poetry makes use of some poetic devices, ssa@dmnaphora, synecdoche,
symbolism, imagery, simile, metaphor, and allegory.

Anaphora, the repetition of a word or words at the begignih two or more
successive verses, clauses, or sentences, is fiteaagievell asynecdoche’ the use of
a part to represent the whole and vice versa. xamele of anaphora is given in the
triple repetition of Vi dao nén min”(Because offao [you], man [I]) (third, fourth and,
fifth line of the same poem, Table 2.11), and aangxle of synecdoche is found in
“than em (my body for I, the whole person) (Table 2.13}e first line of the couplet,
or in “long’ (entrails or heart, used for the whole persorthmlast line obao W,

Mdn Chong (Table 2.11; see also Table 2.9 or 2.10, with #meesword “heart” for the
whole person).

Table 2.11.Anaphora, synecdoche, and simile figures of speeghfolk

poemPao Vg, M@n Chéng.”

Uéc gidao w, min chong It is wished thattao[the peach] [were like] the
wife, man [the plum] [were like] the husbarb
bao loves [Mn], min missesdao], both being
sorrowful

bao throng, min nhy, ndo nungiéi bén

Vi dao nén nén ching quén Because oftao [you], man [I] do not forget //

Vi @40 nén n@n ngim phién nhy mong | Because offao [you], mén [I] endure grieved
longing for you

Vi dao nén n@n longdong Because oftao [you], min [I] endure hardship //
Do not let youtheart be separated from me like

Xin dao chy & raldng bic nam
the North from the South

2 SeeWEUDEL, s. v.“Anaphora” and “Synecdoche,” respectively.

3 Pram Thi Nhung, “NHing Hinh Thirc Nghé Thuit Trong Ca Dao Tt Tinh” (Artistic Foms in Lyric
Folk Poems), retrieved on Oct. 15, 2006 from
http://dactrung.net/baiviet/noidung.aspx?BailD=Yb®XgQ35YGfSmDQ6ICg%3d%3d
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Symbolic personificationsof flowers/* fruits,” trees,® objects (e.g., “the boat
and the landing” for the boy and girl in Table 2,1&c., are also common in folk

poems.
Table 2.12.Symbolic personification of objects

Thuyén oi c6 nhy bén chang? // O boat fhuyen, my dear (man)], do you miss
the landing pén, me (woman)]?

Bén thi mpt da khing khang doi As for me, | wholeheartedly persist in

thuyen waiting for you [the boat].

Imagery, the use of rhetorical images with pictorial wgndsa natural asset of
the Viethamese language. There is no easy wagrtslate such evocative words as
xam xam, kim le (Table 2.14)khang khing (Table 2.12)n&o nung, longfong, ngim
phién nhy mong(Table 2.11)]4t léo (Table 2.33), etc.

Simile, an explicit comparison, is used very frequentlyalk poems:
Table 2.13.An example of simile in folk poetry

Than em nh tréi ban troi’’ | [woman]’® am likea floating cork fruit,
GIi0 dap soOngdai biet tap vaodau | Buried by the wind, rebounded by the waves,
don’t know to what shore | shall drift.

Another example of simile may be found in the finsé of the poenbao o, Mdn
Chong (Table 2.11), in which two objects of comparisoa put side by side “the peach
—the wife” and “the plum - the husban@.”

The most common device is theetaphor, an implied comparison, using a
“stand-in” for the object or subject actually meaad can be seen luy Xam Xam (see
Ex. 2.26 above, and Table 2.14):

Table 2.14.Metaphor in Ly Xam Xam

Xam xam hréc @i cay chanh Heading straight for the lemon tree,
Lam le mwn bé so nhanh chéng gai | | [man] intend to gather some lemon fruits, but |
am afraid of its prickly thorns.

" e.g. “the plum and peach” for “the husband aneWiii Table 2.11 and 2.15.
> e.g. “the floating cork fruit” for an “unfortunagrl” in Table 2.13.
®e.g. “lemon tree” for a “serious girl” in Tablel2.
" Lu Nhit Vi & Lé Giang, eds.Dan Ca Kién Giang82.
'8 Literally “my body”, a part used for the wholeiashe figure of speech called “synecdoche.”
" Most usually, the two objects of comparison an&dd by “like”: Than emrmhue.
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At first, the poem seems to be ithé ph( (narrative style), in which the man tells a
story about the lemon tré2But his fear of its “prickly thorns” guides our
understanding to a deeper figurative meaning bgidening the lemon tree not as an
inanimate tree but as a female lover who may aawepgfuse the man’s love —
expressed as gathering. Thus the man tells a ®st@tyow that he eagerly loves her, but
he is afraid that she may not love him in retuma deeper sense, it impliethé t”
(comparative style¥! in which the woman is implicitly compared to tieerion tree, and
the fear of her refusal is compared to the feahefprickly thorns.

Sometimes the metaphor becomeskaggory, in which many subjects are
figuratively treated under the guise of othersipabe folk poenividn Pao in theTréng
guantune (Table 2.15). Heiddan (the plum) andao (the peach) are personified as a
boy and a giff who talk to each other, usiddin andPao as their given names and in
the first (pronoun “1”) and the second person (joam “You”) in a dialogue, through
which it may be implied thadao is ready to respond tddn’s love.

Table 2.15.Allegorical dialogue inMdn Pao Trong quantune®

-Bay gb md@n mvi hoi dao - Now Man [l, the plum] would like to as®ao [you, the
Vuon hong da co aivaohay chva? | peach]:
“The garden of roses, has anyone entered it?”

-Mdn hoi thi dao xin thra - To Man’s questionpao [I] would answer:
Vuon hong co bi nhung chra ai vao | “The garden of roses has an entrance way, but ryobo
has entered yet.”

|®X

8 There are many of these “narrative” poemkyriunes, especially Southeks, in which plants, trees,
and animals are simply mentioned in relation to anmactivities, without any further implications, as
seen in Table 2.5: “On the shallow field abovetlmndeep field below // the husband ploughs, ttie wi
transplants, and the buffalo harrows.” But theeeraany others that make allusion to another megenn
in ben Cu(Table 2. 4)HO Hué Tinh(Ex. 2.7), orLy Xam Xam (Ex. 2.12) (see T6 ¥ “Tan Man Quanh
Nhitngbiéu Ly” (Miscellaneous Topics Contained in the Ly §epin150Pi¢u Ly Qué Hong (150
Homeland’s Ly Songs), vol. 2, edsr Nhit Vii & Lé Giang (Tp HCM: Nha Xét Ban Van Nghe Trung
Tam Van H6éa Dan Toc, 1995), 18-19.

8. Thé phu, ti¥ ti, andthé hizng (narrative, comparative, and inspirational style) @mmonly used in
Vietnamese folk poetry (see #&h Thi Nhung, op. cit., online).

82 See the poer®ao W, Mdn Chongin Table 2.11 above.

8 TheTrong quantune may be sung to different 6-8 meter poems;esoithe most well known are the
poemsMdn Pao (Table 2.11andCé Pam May XanlA Bank of Blue Clouds) (Ex. 2.17).
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1.3.  Form As Textual Variation (Bién Cii Loi Ca)®*

In music, variation refers to a “technique of mgdify a given musical idea,
usually after its first appearanc®.”Concerning the text in Vietnamese folksongs, the
original folk poem is very often modified in somayas it is set to music, resulting in a
variation of the original text, or a textual vaiget>® which usually retains the main idea
of the original but modifies its literary formakstture by some added vocables or
morphemes. So, textual variation is a techniqguaadifying a poem’s text when
setting it to music by adding vocables/morphemesigio Table 2.16 shows the original
poem text and the varied textlof Qua Giu, in which the added vocables are put in
parentheses.

Table 2.16.Comparison between the original and the varied texin Ly Qua
Cdu (see Ex. 2.10 above)

Original poem text Varied poem text
Yéu nhau éi 40 chonhau Yéu nhau é 4o (6i @ cho nhau
(For love, one took off the coat to give it to theer)
Vé nha di me Vé nha di (rang cha i) me (o 0)
quacau (Rang a 6i & qua @u, (ring a di g
qua eiu
gi6 bay (Tinh tinh tinh gi6 bay, {inh tinh

(On returning home, one lied to the mother saying tinh) gi6 bay

that, when crossing over the bridge, it has beewil
by the wind.)

- (6i &, 0, a 0i g aretiéng dwa hoi (see al.1 below)
- (rang) istiéng dém 16t (see al.2 below)

- (cha) istiéng ph: nghia (see a2.1 below)

- (doi) is tieng kip lai (see a2.2 below)

8 Nguyén Xuan Tho proposes this term to name this technique, meedavithout a specific name by
many authors such asdeh Duy (op.cit., 26), Hi Linh (“Nhac Ngr babiéu Viét Nam” in Ca Treong
I, unpublished), Bn Diing (Sang Tac Thanh Ca Thanh dhComposing Sacred Song and Music) (TP
HCM: Sui Nhac, 1996), br Nhit Vi & Lé Giang Dan Ca Bn Tre 61-64), T \a (op. cit., 9-15), Tan
Kiét Tuong (“Loi Gigi Thiéu” in Dan Ca Hiu Giang(Folksongs of Hu Giang), eds. it Nhit Vi & Lé
Giang (Hiu Giang: & Vin Hoa va Thong Tin &l Giang, 1986), 15), Léah Chrong (op.cit., 114-121).
% HarDic., s.v., “Variation.”
8 Termed bién aii loi tho” (poem variation, or textual variation) by NdinyXuan Thio; “phong phu
hoa bi ca” (enrichment of the text) by Hing Lan. See N@uyuan Tho, Nhgc Ly Gin Bin
(Fundamentals of Music) (HCM City: Nhom Quérbhg (Homeland Group), 1986), 23-24.
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a) Added vocables in the technique of textual vaation

The added vocables are of two kinds: those (mangis¢ with some semantic
meaning and those (vocables) without semantic mgani

al-  Vocables without semantic meaning

al.1-tiéng dwa hoi (vocalizing vocable), vocable that enables theisigoice
to pass through the mouth instead of the nose afteorpheme is closed by a final
consonant; or to vary its timbre, rhythm, or/and melodic liseich a®, i, «, a,0i a, 6i
a, hdi a,o ho, 1 a, ha, etc.

al.2-tiéng dém 16t (inserted vocable¥ vocable inserted into a line to make the
rhythm flow and the melody more elegant, suchasna, kng, nay, tii, ay, bén, tinh,
bang, ch, cal no co, co dy, a la, a ly, cai ma, cai kia, cai ly, cadchr may, msi, o
méi, 6 miy, dy miy, hi hdi he, nhiroc bang, tinh lang, tinh nly, tinh chung, & ni, thi
tinh, tang tinh, ta ly, tadl, ta loi 41, qua ly, quadi, qua bi(no) nhe, qua tu I#i, lu 13,
dé du, guiy, quiy, tho (a), thim (a), bida, ta la, 6 tinh Ia, t6i ma, ladh hw song i
hoi hu, t6 reong, 1y ting ly, hing ring, phu ly, B moi ,ruong o, etc

az- Morphemes with semantic meaning:

a2.1-tiéng phy nghia (enhancing morphemehnorpheme added to the poem to
clarify, explain, actualize, concretize, or indivadizé” its general meaning, such as:

- tieng mi két (e.g.,réi lai, cho hing, ma nay,

- tiéng than @i*° (e.q.,oi nguoi oi, o rueng oi, oi changoi, o bdu oi, oi nodng
(nang)oi, ruong ha;

- tiéng Am nlac (e.g. tlnh tinh tang,dn tinh tang,tinh tang non tang tinh, tang
tich tich, boong boong 4t cic tung tung, Bp boong boong, hox xang, x&, cdng, liu,

u, );
- tiéng ru ho(e.g.,a o, du o, ho he, 10 le, ta rudi, dé ho, dé khoan, do ta, dd
hdy, huay do huay, a li h@] hu 1a khoan, ho khoan,doho by hy); etc.

87 Closed morphemesdn @6ng) end with one of these eight final consonantspym, t, nh, ch, ng, ¢
(e.g.,com, rép, nken, hét, tinh, th, ving, vic), or one of these four final semi-vowels: u/o,(#yg.,yéu,
4o, i, bay), while open morphemesdn mv) end with any vowel (e.gcho, ¢, nha, ne, mua,dua, lia).
SeeUy Ban Khoa k¢ X& Hoi Viét Nam (Vietnam Social Sciences Committee), eds.ciop 46.
8 ManyLy songs havéiéng dém l6tas their title, such dsy Lu La, Ly Bng Ring, Ly H Moi, Ly Ky
Hoi, etc. See &t Nhit Vi & Lé Giang, eds.Dan Ca Bn Tre 64.
8 See T6 W, op. cit, 9-12.
9 Uy Ban Khoa Hc Xa Hoi Viét Nam, eds., op. cit., 190.
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- any other morphemidat helps enhance the meaning of the text. Tdse c
seems to be equivallent to tharied meter,®* in which the number of morphemes in a
line may vary to number more than the standard murabregular meter.

a2.2-tiéng kip lai (repeated morpheme), morpheme which is repeated to
emphasize some idea or simply to make the format¢tire more complete or the
melody more elegant:

- Repetition of a single morpheme

The repetition of a one- or two-morpheme word phease with a complete
meaning is a common technique in poetry as wehl asusic. The interesting point is
that only the morpheme part of a word without aactete meaning can be repeated
separately, thanks to the monosyllabic nature efAdmese morphemes, suchdas
bay ki bay la The repetition may be:

= simple, such a€on c9, (copay &, (Id) bay la(Co Ld, Ex. 2.29¥

= or more complex withiéng dem l6t“1a,” such agChong chai (Ia_chaj vo luoi
(Hat Chg‘ao Thugn, Ex. 2.8); or withtieng dwa hoi “a la,” such asviay khi (a la_kh)
khachdaéen (May Khi Khachben, Ex 2.16).

- Reversed repetition of a morpheme or phrase

More interesting is this technique, which repeatsoapheme or a phrase and
places it, not in the normal order, but in the reed ordef® The reversal may be:

= simple, such a& giza may tring chung quankvang may vangThe white
clouds are surrounded by the yellow ones). The abgrammatical order of the phrase
is may vand may=clouds;vang= yellow], in whichvangis repeated and placed in the
reversed ordev@ng may vangQOr (C6 ddm may xan)y // Trén twi (thoi) c6 dam may
xanh(There is a bank of blue cloud#),the sky, there is a bank of blue cloud$ysag
QuanEx. 2.17). The normal grammatical order of thetesece iSITrén troi (thoi) co
dam may xanhbut the phrased dam may xantims repeated and placed in reversed order
before the normal phrase;

= or more complex by inserting one or mtgng duwa hoi, tieng dém 16t, or/and

tiéng ph nghia, such aslai’ in (phulgi) vong phu®® ‘cai’ in (chi cai) ngi chi;* ‘ma’ in

%1 See above, n. 1.1 b.
92 All the added vocables will be put in parenthesesl the repeated morpheme, underlined.
% In the Vietnamese language, word order is an itapogrammatical way to express the meaning of a
compound word, a phrase, or sentence, so chartggngrder may result in changing the meaning or, at
least, the nuance, sty Ban Khoa K¢ X& Héi Viet Nam, ed., op. cit., 241-255. But Vietnamese
folksongs enjoy an exception through the technigfuextual variation.
%Ly Vong Phu @n Tho (Lu Nhét Vi & Lé Giang, eds.150Piéu ly Qué Hrong, 159).
% Ly Binh V6i(Nguyén Xuan Thio, ed..Tim \é Véi Dan Ca,39).
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(dau ma)di dau;>® ‘cai ma’ in (kéucai m3j qua kéu*"a lgi’ in (dinha lgi) 1én dinh?®

'r i lai’ in (bdNgrai i) mdy bong?” t6i ma’ in (tre toi ma) tht tre;** or (Ra_ngddy
mdy tréng ra ngd ma trdng dy) ngay (c6 a)ngay// Ra ngd {y miy trong ra ngd) ma
trong™ (1 stand by the gate waiting for yalay after day// | stand by the gate waiting
for you). The orginal order in line 6 dgay ngay ra ngd ma tréngout the four last
morphemes of line 6 are repeated, varied, and ¢lacesversed order before the two
first morphemesrigay ngay of line 6.

b) Textual variation: reorganization of the original literary form into
musical form

If not wisely done, the textual variation may soimets obscure the meaning of
the text or make it hard to understand the firaetbne listens to {2 The folk
technique of textual variation helps not only tal @dncrete meanings and elegance to
the folk melody, but it especially helps createsavibalanced structure to the music by
affording varied melodic lines and rhythmic patgerhat is the creative act of
reorganizing the literary form into a musical formhe following are some typical
ways exemplified in Viethamese folksongs:

bl)  Metrical section / son{® with one 6-8 meter couplet

b1l.1. Each poem line fits within a musical longgse

0— Trén troi c6 dam mayxanh // O giira may tring, chungquanh may vangEx.
2.17)1%4

%Ly Ong Hrong (Lu Nhat Vii & Lé Giang, eds op. cit., 210).

9Ly Quz Kéu(Nguyén Xuan Thio, ed., op. cit.36).

%Ly Ngra O BTT(ibid., 24).

9Ly cay Béng(ibid., 20).

19036 Thr Chim(ibid., 46).

191 Ra Ngé Ma Trondibid., 42). Other examples are found in the s§adCh Lusn Kim.

192 For example, the reversed repetition may c&esegd {y miy) trong ra ngé ma trong dy ngay (c6
a) ngay // Ra ngdy miy trong ra ngd ma trongl stand by the gate waiting for you day affewy // |
stand by the gate waiting for you) to be misunaerdtaskRa ngo ¢y miy) trdng ra ngé vao trong dy
ngay (c6 a) ngay ra ngdiy miy) tréng ra ngé vao tréngl go out to look for you, | go in to wait for you
these days).

193 Metrical songs rarely make use of 7-7- 6-8 meteictvis more frequent in non-metrical chants (
ngam, hy/ songs lfat hué tinh

1% The trilogy ‘thoi, nay, dy” inserted in predictable locations in every subsetjuerse gives unity to
the wholeTrong Quantune.
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Table 2.17.

Poem line | Textual variation Phrase
structuré®
Line 6 (C6dam may xanhTrén twi (thoi)cd dam mayxanh a (10 beats)
Line 8 O giira (ndy) may ting @y) chungguanh (bén vany may b (10 beats)
vang

- Tréo 1&n quan éc cayda // Choddi minh gip démram thang Giénd®®
Table 2.18.

Line 6 Tréo |én quan dc( ngi goc oi a) cayda, (Ring toi lyoia | a (18 beats)
cayda), (rang toi i oi a cayda)
Line 8 (Ai demoi a tinh tang tinhdng) choddi minh gip (xem i b (22 beats)

cai) dém (teing) ram (Ring tdi lyoi a) thang Giéng,(dng toi
|61 o @) thang Giéng.

- Con co bayd bayla // Bayra Cita Phi, bay vaabong Pang (Ex. 2.29).
Table 2.19.

Line 6 Con co (c§ bay k (la) bayla a (6 beats)
Line 8 Bayra (ra) Cira Phi, bay vao (vapPong Pang b (8 beats)
Refrain (Tinh tinh tang, tang tinh tinh, dan laning dan langi) C (8 beats)

(Rang c6 bét, biét hay ching, Ring c6 bét, biét hay cling) | d (8 beats)

195 The different phrases in a song are designateckessively by the small alphabet letters a.b.c.dte.,
An identical repetition of (a) will be keyed as;(a)light variation of (a) will be keyed as (a’;,ar a™”
etc.); an imitation of (a) will be keyed as (a-#je repetition/recall of (a) will be keyed a$)( For more
details, see footnotes 146 and 147 in Chapter I.
1% yerse 1 inLy Caypa (Banyan Tredy) (Nguyén Xuan Tho, ed., op. cit., 18) uses a soft rhynaén(
thdng instead of a hard rhymeaf chinb) as expected. The rhyme in Verse 2 is be@&é:tre dan nén
ba m// Cho cd minldgi dé@m um thang Giéng Indeed, line 6 of verse 1 is identical to linm&y Cay
Pain Hat Gko Vinh Phi:Tréo 18n quéan dc cayda/ Gip chi ban mou lada say sa; and very similar
to line 6 inLy CayPa 2in Quan H Bic Ninh: Ai I&n quan dic cayda // Thiy cd /ban trou/ mic 40 \b
gia/ naunon (Lu Nhit Vii & Lé Giang,150Piéu Ly Qué Hrong, 41 and 42).
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b1.2. Poem line 6 and part/half of line 8 makefist musical long phrase

- Ai dem con s&o sang songh¥é cho con sdodslong bay xa(Ex. 2. 24)1%7
Table 2.20.

Line 6 + 8 (1-4)® | Ai dem con sé&o sang sénif, cho (¢ cho con sdo | a (15 beats$®
(o1 ngueoi o1)

Line 8 (5-8) S long (o1 nguoi oi) bay xa b (8 beats)

Line 8 (5-8) S long (oi nguoi oi) bay xa b (8 beats)

- Xam xim hréc t5i cay chanh // Em le mdn bé, sy nhanh chéng gaiEx. 2.26
below).

Table 2.21.

Line 6 + 8 (1-4) | Xam xim hréc i (chanl) cay (tinh) chanh&m | a (15 beats)
(tinh) le (kmtinh leol) mwn be

Line 8 (5-8) so'nhanh (gai) chdng (tinh) gaidfin tinh leoi) b™ (12 beats)
muwn bé
Line 8 (5-8) so nhanh (gai) chéng (tinh) gai b’ (7 beats)

- Tay hrng chén méi dia ging // Ging cay mdi mdn, xinding quén nhad™
Table 2.22.

Line 6 + 8 (1-2) | Tay hing chén mai(i 6 may gung) dia gang (6 may a (12 beats)
rang) geng cay (i)
Line 8 (1-8) Girng cay mui man (i 6 miy ding) xin dieng (xindirng) | @' (15 beats)

quén nhau (6 dy ta ru h)

(Ru hvi ru hai i, dy hsi ru hei, héi hoi tinh ru,é may ru | a” (16 beats)
Refrain tinh tinh ru)

1971 y Con Séo Héi(ibid., 26).Ly Lu La(ibid., 22) has the same structure.
1% The number in the parentheses indicates the dndimaber of each morpheme in a line of a poem.

199 A part/half of a beat is counted as a beat. htbeats instead of measures for more accuracythet
length of each phrase.

110 & qubc Thing, ed., op. cit., 70-71.
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b1.3. Poem line 6 fits in the first musical phreamed line 8 is divided into the
three next phrases.

- Yéu nhau & 4o chonhau // Vé nha di me quacdu gi6 bay(Ex. 2.10 below).

Table 2.23.
Line 6 Yéu nhau éi 40 (¢i a) chonhau a (6 beats)
Line 8 (1-4) Vé nha i (rang cha @i) me (o 0) b"(8 beats)
Line 8 (5-6) (Ring adi a) qua au, (Ring adi a) quacau c (8 beats)
Line 8 (7-8) (Tinh tinh tinh) gié bay(Tinh tinh tinh) gié bay d™ (8 beats)
- Béng xanh, béng dng, bdng vang // Béng |1&, béngul 46 nang nay bong-*
Table 2.24.
Line 6 Bong xanh, béng ding (161 1ai) bongvang (o reong o) | a (8 beats)
Line 8 (1-4) | Bong |& (cho bing) béng &u (o rrong o) b* (6 beats)
Line 8 (5-8) | (1a) dd(i a dé) nang (bdngréi lai) may béng c (8 beats)
Line 8 (5-8) | (1a) d4(i a dé) nang (bdngdi lai) mday boéng c’ (8 beats)

- Ai dem con séo sargpng// Cho séo &16ng, con sao bay xéEx. 2.31 below).

Table 2.25.
Line 6 Ai dem con sao(sdsangsong a (8 beats)
Line 8 (1-4) Cho séo 8 long, Cho séo & long b (8 beats)
Line 8 (3-8) (S5 16ng bay xa con séo(sépbay xa c (8 beats)
Line 8 (3-8) (S5 1ong bay xa con s&o(sépbay xa c (8 beats)

bl.4. Each 6-8 meter line is respectively divided two musical phrases:
- Chéng chai, v ludi, concau// Séng Ngb, HSs, biét dau bén bo (Ex. 2.8).

Table 2.26.
Line 6 (1-4) | Chong chai (1 chai vo lu6i 1/ (D6, db khoan dddy) ' a (8 beats)
Line 6 (3-6) | Vo luw6i (thi) concau// (D6, dé khoan dédy) b*® (8 beats)
Line 8 (1-4) | Séng Ngd(la Ngobé So // (D6, do khoan dody) c" (8 beats)
Line 8 (5-8) | biét @au (dau) bén bo / /(D6, db khoan dody,dd khoan dody) | d™@ (12 beats)

1) y cay Béngn Lu nhit Vi & Lé Giang, eds.150Piéu Ly Qué Hrong, 57.
"2 This is a rowing boat call-and-response songfitaehalf of the phrase ¥uwréng (call), and the
second half i%6 (response).
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- Chim quyénin trai nhan bng // Lia thia quen cfu, w chvng quen bi.**

(The nightingal&** eats yellow berries // The fighting fish knowsptst, the
husband and wife know each other’s smef).

Table 2.27.
Line 6 (1-4) | Chim quyén (gdy) an trai (guay) a (8 beats)
Line 6 (3-6) | nhanléng (x)(nh&n bng o con tzn minhoi) b (12 beats)
Line 8 (1-4) | Lia thia (guiy) quen clu (guay) a’ (8 beats)
Line 8 (5-8) | vor chang (i)(ve chong o con kin) quen loi b’ (12 beats)

- Trac xinh, trac mc bo ao // Chi xinh, chi dirng rvi ndo ciing xinh*®

Table 2.28.

Line 6 (1-4) | (Cay) truc xinh (tang tinh la cay) tracom a (8 beats)

Line 6 (5-6) | (Qua bbi no nhi) bo ao b (7 beats)

Line 8 (1-8) | Chi (Hai) xinh (tang tinh la) ch(Hai) dizng (@#ng) i nao | ¢ (13 beats)
(qua bi nhu) ciing xinh.

Line 8 (5-8) | Ding (@ing) roi nao (qua &i nhe) ciing xinh. d *° (8 beats)

b2)  Metrical section/song with mixed 6-8 meter
b2.1. Mixed meter: 4-4-8

- Gi6é danhdo dua I/ Giddap do dwa (The wind is rocking the ferryboat.)

Sao c6 minh méirhg lo chira chong ™’ (Why have you [female] not gotten

married yet?).

Table 2.29.
Line 4 Gi6 danh ¢ may dua) do dua a (8 beats)
Line 4 Gio6 dap (06 mdy dua) do dwa a’ (8 beats)
Line 8 (1-4) | Sao c&(la) c6 minh maif) b (8 beats)
Line 8 (5-8) | ling lo (Ma) chra (c6) clong c (8 beats)
Line 8 (5-8) | ling lo (Ma) chra (c6) clong c (8 beats)

13| & Qudc Thing, op. cit., 87.
14 Or moor-hen.
115 Thjs translation is from Phong Thuyet Nguyen &reé Shehan Campelkrom Rice Paddies and
Temple Yards: Traditional Music of Vietng®abury, CT: World Music Press, 1994), 53.
18 cay Tric Xinh(The Beautiful Bamboo) Ngédp Xuan Thio, ed., op. cit., 17; Lé @e Thing, op. cit.,
31.
7Ly bo brra (Pham Duy, Puong Ve Dan Ca 56).
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b2.2. Mixed meter: 6-4-[4-4-4-6]-4
- Ngwa 6 anh tidng kiéu vang

Anh tra kfip bac, [luc lac dongden/ bupsenla dam / day arong nhymtham /
can roi anh i dong thoa]*® dwa nang vé dinh*® (Ex 2.40).

Table 2.30.
Line 6 (1-2) (Khap con) ngra (ngra) 06 a (8 beats)
Line 6 (1-6) Khép con) ngra (ngra) 6, (ngea 8) anh thing, (anh | b™ (16 beats)

thidng cai) kiéu vang )

Line 8 (1-4) +line 4 | Anh tra lop bac, [luc lac dong der]

c (8 beats)

Inserted mixed meter [Bp senla dgm, gidy arong nhimtham, can

¢’ (14 beats)

line 4 +4 +6 roi anh kit dong thoa]

Line 8 (5-8) (La) dua (i adua) nang, (wa nang, ankiiva nang) | e (16 beats)
ve dinh

Line 8 (5-8) (La) dua (i adua) nang, (wa nang, ankiwa nang) | e (16 beats)
ve dinh

b3)  Non-metrical chant/sond? with standard, varied, and mixed meter
b3.1. In standard 6-8 meter
- Cau ho tdiding tronglu // Téi khi hod cwe, ching khu mo hoait*

Table 2.31.
Introd. call (Hooo...00) Hold note on middled’
Line 6 + 8 (1-4)| Cau ho téidung trong lu, &i khi ho Recitativé?®?
cusc (0 0)
Ending call (HO 0 0 0 0)
Line 8 (1-8) (T6i khi ho cuwc t6i) chong khu mo Recitative

hoai(o)

18 The morphemes in brackets may be considered asdmieter inserted in the middle of line 8 rather

than as added morphemes with rhymes.
191y Ngra Oin Lé Qubc Thing, op. cit., 95.
120 As the music in recitative non-metrical chantstsasRu, Ngam, HpandHat still follows quite
closely the tones and the rhythm of the poem teghows less variation in its text than in metrangs’
text. See some general structures of non-metriwahts in next section C, n.3, below.

121 M6i Kién Giangn Nguyén Xuan Thio, ed., op. cit., 27. For a slightly differentriorsee kr Nhét
Vi & Lé Giang, eds.Dan Ca Kién Giang227.
122|n recitative non-metrical genres, the text isgstmpredictable fixed pitch(es) for each langutge,
depending on the mode in use.
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b3.2. In varied 6-8 meter

- [Em] twong [I1a] giéng sau/ [em] Bi sei/ day dai

Ngo dau/ giéng an, // [em] tiéc hoail spi day*

Table 2.32.
Introd. call (Hohg'... 0 0) Hold note on h¢’
Varied line 6 (3 feet) | [Em] twong [1a](cai) gieng Recitative

sau/(nén) [em] di soi/ day dai

Varied line 8 (1-4) + | Ngo dau (céi) géng azn (HO4... o | Recitative + Hold

Ending call ho) note on &’
Varied line 8 (1-8) (4| Ngo dau /(céi) géng azn/ Recitative
feet) (ma)[em]tiec hoai/ (cai)s»i day )

b3.3. Mixed 6-8 meter

- Vi diu cau vandongdinh,

Cau tre lit 1éo,

boi ta/ chiitbéo/ma ki gén // Tai cha Wi me budngedn duit day**
Table 2.33.

Introd. call (O du e...-long pausee o o — long pause). | Hold note &’
Line 6 Viddu...-hold pause-d4u vandongdinh... | Recitative
Line 4 + Cau (o) tre lat 1éo, Recitative
Varied line 6 (3 feet) | d6i ta/ chutbéo/ ma ki (o)gdn

Middle call + Line 8 | (0...) i cha wi me (0) Hold note +
(1-4) Recitative
Ending call + Line 8 | (0...) budngcin dizt day ¢) Hold note +
(5-8) Recitative

12314 Hué tinhin Hau Giang Province (i Nhit Vi & Lé Giang, eds.Dan Ca Hiu Giang 321). The
morphemes in brackets may be considered eitheara®fthe varied 6-8 meter or added vocablieag
phu nghia) (see above, n. 1.1. b & ¢).
124 Hat bua emin Hau Giang province (ix Nhit Vi & Lé Giang, eds.Dan Ca Hiu Giang 271): This
poem seems to be a mixture of two different poahesfirst isVi diu ciu vandéngdinh // Cau tre it
léo, gip ghinh khodi, while the second may H@di ta chat 2o lai gan // Tai cha \6i me budngean dirt
day.

91



b3.4. In varied 7-7-6-8 meter

- Ngb Ién tvi, troi cao/ maytrdang

Ng6 xwng neéc, nedc trang/ lai trong

Lam gai nlw em/ clac da/ bén [dng

Lo duyén thi chu |, dong ara loanphongdoi anh®

Table 2.34.
Introd. call (HO ho... 0 0) Hold note on
‘hO"
Line 7-7 Ng6 Ién tpi, troi cao/ maytriang Recitative
Ng6 xwng neéc, neoc trang/ lai trong (o o)
Middle call (HO ho o 0)
Varied line 6 (3 (Lam gai nfr ai chi) lam gai nhr em/ clac Recitative
feet) da/ bén long -long pause
Ending call (HO ho o)
Varied line 8 (4 | duyén/ thi [em] clu lo (o 0)/, [ma] dong Recitative
feet) cwa loanphong/doi anh... (o 0).
2. CONTENT OF VIETNAMESE FOLKSONGS

As almost all folk poems may be chanted RuaNgam Ho, or non-metrical
Hat tune, it seems reasonable that the content oh&imeése folksongs is practically the
same as the content of Vietnamese folk poetry.aB&e of the scope and goal of this
paper, it is obvious that we cannot cover in detthilhe meanings expressed through
Vietnamese transcribed folksongs’ texadprtiori all folk poems. We will only try to
explore some characteristic topicthat reflect Vietnamese lyrical and humoris
thinking and feeling as expressed in folk poems dieals (1) with people’s relationship
with ;[Q8eir country; (2) with each other in familiebntext; (3) with men and women in
love.

12Ho Ho (Luw Nhét Vi, Lé Giang, Ngu§n Van Hoa, eds.Dan Ca Kién Giang255).

126 Some folk poems may include more than one topir. more details, see L&N Chrong, op. cit.,
124-158. See also Lé Thiéu Ha, “Ca Dao” (Folk Poetry) i€ac T Logi Van Van Dan Gian(The
Different Genres in Popular Poetry) from
http://www.ctu.edu.vn/coursewares/supham/vhdangaa@iong.htm (retrieved on Sept. 30, 2006).
127Pram Thi Nhung, op. cit., online.

128 Eor other topics, see, for exampléoBvan, ed.Tuc Ngi Ca Dao va Dan CéProverbs, Folk Poems
and Folksongs) (Canada: Quédtg, 1979), 59-303; see also V& WNBau, ed. & trans.Tuc Ng#, Ca
Dao, Dan Ca Wit Nam —Song NgViét-Anh (Vietnamese Proverbs, Folk Poems and Folksongs-
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2.1. Love of Country through the Love of Naturé®

This love most of the time is expressed indiretttpugh narrativephd) of the
surrounding environment, such as natural scenensét, sunrise, moon, mountains,
rivers, paddy fields, etc.), geographical places lastorical heroes, and plants, trees,
flowers, birds, fish, beast$ etc.

Table 2.35.Harmony between heaven, creatures and human beings

Nho troi thi gio thuin hoa Thanks to heaven, the weather is favorable.

Nao cay, naody, tré gia Young and old people compete against each othey for
duanhau ploughing the field and transplanting the seedings

Chim, g4, ca,dn, canhcau | Resulting in products such as birds, chickensefish
pigs, and branches of areca-nut.

MuUa nao thc dy, gz mau Each season having its corresponding product keeps
qué heong ! the scene of the homeland colorful.

Table 2.36.Product of human work

Ai mua banh it ban cho | will sell you who buybanh it*?
Nheen tom, nlen thit, nhen diea ngpt Whose sweet and delicious fillings arg
ngon® made of shrimp, meat, and coconut.

Oftentimes, the narrative implies some feelingthefanonymous author, such
as the following:

Table 2.37.Emotional feeling about nature

Vi srong nén nli bcddu | Because of the dew, the peak of the mountain wéiten

Hoa rung Wi gio6, trang The flowers flutter in the wind, and the moon beeam
siu vi may** sad because of the clouds.

Bilingual: In Viethamese and English) (HCM City: &lXuat Ban Bong Nai, 2000); Lé ¥n Chrong, op.
cit., 145-158.
129 5ee Tin Kiét Tuong, “Loi Gigi Thiéu” (Introductory Notes) ilDan Ca Hiu Giang 16-24
130 A lot of Ly chants have as their title the name of a platree a fish, or an animal (see T, \op. cit.,
17-18), but they usually imply another figured megn
1318 Nhu Cau, op. cit., 68. Other examples of explicit prai$¢he native landQué emPong Thap
ménh méng// Xanhti bat ngat, réng dong bao la(bong Thap, my native land, is immense // with vast
green fields) (Ngudn Tan Phat, “Vai Nét & Noi Dung Ca Dao-Dan Ca NamyB(Some Features about
the Content of Southern Folk Poems and SongSpibao Dan Ca Nam®(Southern Folk Poems, Folk
Songs) (HCM City: Nha Xit Ban TP HCM, 1984), 42.
132 A kind of rice cake.
133 Tran Kiét Tuong, op. cit., 17.
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Table 2.38.Lyrical patriotism

DO tr Pong Ba /[P0 quabdp | The ferryboat goes froiddng Ba // througbap
Da ba

DO \é Vi Dg // Thung ngé ba | Back to Vi Da // and straight to the river
Snh intersection of the &h*

Lo do bong ng trang chénh | Glassily, the moon is declining.

Tiéng ho xa wng, nhin tinh While a call echoing from far away recommemds
nuéc nont* love for the rivers and mountains (= the Nation).

2.2. Love and Duty in Familial Relationships
Matrimonial love, duty, and faithfulness are clgsebnnected in households:
Table 2.39.Love and duty

Vo chong |a nghia giadoi The wife and husband’s duty is to live together
during their lifetime.

Ai 0i ché ngh nhiing lai thiét hon™®” | Do not reckon gain and loss in our relationship.

Table 2.40.Faithfulness

Tram mimuwoc nguyén chungtinh We two vow to be always [lit. hundred years] faithf
in love.

Trén troi dudi dat cominh c6 td*® | Before the sky above and the earth below.

Table 2.41.Good understanding

Chong gign thi w bét |41 When the husband is angry, the wife should keepemeper.

Com s6i nla lira mpt doi When rice begins to boil, [if] you decrease the,fit will
khéng kh&* never be burnt.

1346 Nhu Ciu, trans., op. cit., 11.
1%5pong Ba,pap P4, Vi Da, and $nh are proper names of plaagsng the famouSang Hrong
(Perfume River) in the city of Hyancient capital of Vietnam.
136 & van Chrong, op. cit., 147. Another version may be foursbain page 127.
1378 Ngu Cau, op. cit, 212. Or: Ai chéo ghe bi qua sdngiho ngha w chong ning kim aioi (Bao
binh Giang, Ngugn Tan Phét, Tan Tan Vinh, Bui Manh NH, Ca Dao Dan Ca Nam®(Southern Folk
Poems, Folk Songs) (HCM City: Nha ¥Ban TP HCM, 1984), 422.
138 /8 Nhu Ciu, op. cit., 216; OrT6i Wi minh té trudc miéu 6ng // Sng im nvt chiéu, ckét chung nat
mo (ibid., 198).
%9 bid., 212.
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Table 2.42.Cooperation on field work

Tréndong an, dedi dong sau

On the shallow field above, on the deep fieldbel

Chong cay, v cdy, contrau di bira

174

The husband ploughs, the wife transplants, and the
buffalo harrows*°

Love and filial piety are esential in the relatibipsbetween children and their
parents, but arranged marriage causes much paiartyg daughters:

Table 2.43.Gratefulness

Coéng sanh déng hing cdng &o
héa

The merit of giving birth and nourishing is likeatiof
the Creator.

C6 me cha, saumdi c6 chong

My parents precede my husband

Nho khi diu dit ém bong

Remembering the time when they guided me or brou
me in their arms.

ght

Naydi xudt gia ndo longdm
thay***

Now as | get married, it is heart-rending for me.

Table 2.44.Missing the beloved parents

Gio dwa cay au ly hwong

The wind sighs through the flame tree

Tir xa cha na thdt thurong biza an

So far from my parents that | sometimes cannot
eat.

Siu riéng @m ching mwn an

My hunger is dulled by hidden grief.

Pa hueng lay bét, ki dan xusng mam

| take up my bowl, and | put it back dow.

Table 2.45.A typical Vietnamese lullaby by an elder sister/brther

Emoi em ngi chosay Little one, go to sleep. Sleep soundly.

Me condi chy, chacaydong xa | Mother’s gone to market; father ploughs the disfehd.
Me cha Vit va vi ta Our parents toil for our meals,

Lo com lo ao cho nhgénvui For rice and clothing, making the land yield a gbodne.
Loén 1én & hoc, emei Grow up, study hard, little one;

Sao cho #ng dang latrai Lac Become worthy of the Lac Hong race.

Haong

Truoc la giap ich norséng Tend to our native place, mountains-and-rivers.

140 & vian Chréng, op. cit., 141.

141 Bao Pinh Giang, Ngugn Tan Phat, Tan Tan Vinh, Bui Manh Nh, op. cit., 462.

142 John Balaban, trans., op. cit., 62.
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Sau ladep mit thoa long me
cha.

Hope met, our parents’ faces will widen in smit&s.

Table 2.45a Arranged marriage

Me em tham thing x@ién
Tham condn béo, tham &n Cinh

Mother wanted the dowry of rice,

Heng. | Huge sow, and &h Hung coins.

Toi da hio me rang ding,

Me ham, me hir, me bung ngay vao.

But | asked her to refuse,
She raved and ranted and made the match.

Bay gb ké thap, ngeoi cao,
Nher d@6i diia léch, so sao chodmg

So now one is low; the other high
Like unmatched chopsticks, never eqifal.

2.3. Relationship between Men and Women in Love

A great part of folk lyric

poems is related to tieéationship between men and

women, boys and girls, including teasing, riddlitayflirting, courting, expressing a
true love, or bemoaning, regretting, reproachimgl, lamenting.

Table 2.46.Teasing and riddling

- Em nghe anhdt ngoaitrao

(Woman) - | heard that you are extraordinarilyrbte.

Chi dau té géng, niu cls ndo kéo
|én?

[If] your sister-in-law falls into a well, what paof her
body will you seize to pull her up?

- Anh nim dau thi & tgi

(Man) - [If] | seize her head, it would be irrevete

Nam tay bi dao tamcang™®

[If] I seize her hand, it would be against the hebia

rules!*®

Ddm chan kéu & 6ng toi vang

I would stamp in calling, oh Mr. Yellow Sky!

Cho hai con éng uch xwng aru
nangchi dau’’

Please send down two white dragons to rescue my
sister-in-law.

Table 2.47.Teasing*®

Nhin 1én tpi thdy aip cudwong da

Look at the sky: two doves are chasing

DOm xwng bién thiy aip ca dwrong dua

Look into the sea: two fish are racing about.

143 |bid., 35.
' John Balaban, op. cit., 61.
145w Nht Vi, Lé Giang, Ngu$n Van

Hoa,Dan Ca Kién Giang75.

146Tam cang (gong) (the three relationships of a man’s duty) are betwking and subject¢an thin),
father and sonpfw t¢), and husband and wifplfu ph).

147 Ly Nhét Vi, Lé Giang, Ngugn Vin

Hoa, op. cit., 75.

148 Teasing may be seen in many non-mettit&| such as16 Pat Giong, Ex. 2.30.
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Em béu anh ¥ lgp miu tho vua Go back and build a shrine for the King,
Ldp trang tho me, lgp chuatho cha A farm to honor mother, a pagoda for father;
Anh \é banddt cayda Go back and sell the banyan’s holy soil.
Ban aip traugia, mji cudi dwoc em Sell off two old buffaloes so as to marry fie.

Table 2.48.Regret/disappointment>°

Em trong 1a géng sau / emdi sepi/ day | | [woman] thought that the well was deep so |
dai made a long rope.

Ngo dau/ géng an, // em téc hodi /spi | Unexpectedly the well was shallow; | always
day regretted having made that long rope.

Table 2.48aLament on women'’s conditiort®?

Than en? nhe trai ban troi | (woman) am like a floating cork fruit

Gi6 dip songdai biét tip vaodau | Buried by the wind, rebounded by the waves
don’t know to what shore | shall drift

Table 2.49.Romantic flirting

Co kiading o bénsodng Young lady, who are standing on the other sid@efriver,

Myén sang anh ngcanh [if] you want to come, | will lay a sprig of roses a bridge
héong cho sang over the river for your crossing’

Table 2.50.Expressing ardent lové™*

- Udc gi anh hoa rawa | [woman] wish you would become a melon

Pé emdem tim neéc mwa chiu dong | That | will bathe in a copper wash-basin full ofra
water.

- Udc gi em hoa raloi | wish | would become a bat

Pé em baydi trén nei anh nim That will be fluttering over the place where youlwi
be lying™®

149 The translation is based on John Balaban, op 5ait.

%0 Regret may be seenliy Con SapTable 2.3; see examples of Correction in Taleo22.10; of
Reproach in Table 2.11.

151 Ly Nhét Vi & Lé Giang, eds.Dan Ca Kién Giang82. Laments may be seen in many poems
beginning with Than em nia” (My body [= |, woman] is like) such &&ai ban trdi (The Floating Cork
Fruit).

152 Literally “my body”, a part used for the wholeiashe figure of speech called ‘synecdoche.’

133 The translation is based on V& INB4u, op. cit., 116.

154 Similar topics may be seenliy Qua Giu (Table 2.12), and Poefthuyén and Bn (Table 2.16).
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Table 2.51.Humorous courting**®

Ngoi busn may tlidung troi Sad and lonely, | sew a bag that holds heaven.

Pan % siy da, giét voi xem_gio | weave a basket to shatter the stones, trap etepha
to examine their legs.

Ngoi buon dem theéc di do Sad and lonely, | take out my tape and go measuring

Po tr nti &, nli S chuaThay Measuring fronS Mountain,SoMountain, toThay
Temple.

Lén troi do giddo may | tread the sky, measuring wind and clouds.

Xuong séngio rudc, \é day do | drop down to the rivers, measuring waters, and

NQuo1 returning here to measure out people.

Do tir muoi tam doi mucoi Measuring people from eighteen to twenty

Po dirgc mpt ngueoi vira dep vira xinh | | find just one perfectly pretty, perfectly fit’

. VIETNAMESE CATHOLIC TRADITIONAL CHANTS, AND HAI
LINH'S SONGS

We will take a brief look at the text usedGuing Kinh(Prayer Recitation
Tones/Formulas)Cung SachReligious/Meditative Reading Tones/Formulas), and
Cung Van(Song/Hymn Tunesy?and Hii Linh religious choral songs?

1. FORM AND TEXTUAL VARIATION : Literary Genre, Literary Devices,
and Textual Variation

1.1.  Vietnamese Catholic Traditional Prayer¥® and Religious Book$**

1% The translation is based on V& iNBau, op. cit., 121.

136 gybtle courting may be seenlifi Xim Xim, Table 2.14 and iMdn Pao Trong quan tuneTable 2.15.

57 The translation is based on John Balaban, op 66it.

138 Nguyén Khic Xuyén, op. cit., 21-40; Ngép Van Minh, Phung M 1.

139 His musical works number more than 170, more &nof which are religious choral songs (seé H

Linh, Xu&n Tho, Nam Hii, and Thién LanCa Treong l, xiii.

%0 They are compiled iBach Kinhfor the Tay (Western)pang Ngoaidioceses (Ha &, Phat Dém,

Thanh Hoéa, Vinh, lng Hoa),Sach Toan Niéfor thebdng (Easternpang Ngoaidioceses (Bui Chu,

Hai Phong, Thai Binh, dng Son), and Sach Mic Luc for thePang Trongdioceses (Qui Ngn, HLE,

SaiGon, \Inh Long...). See Ngwy Vin Minh, “Ca Kinh Sach” (Hymns, Prayers, and Reas|rig

Huwong Tam (Incense Magazine) (HCM City: Viethamese Bishdpsmmittee on Sacred Music, 1998),

10.

181 They usually consist @ach Thangi:c Ba(Marian Month (May) Book)Truyén Cac ThanhLives

of Saints),Si Ky Hgi Thanh(Church History)Sach Ging Gim Phong(Book for Retreat),SachNgzm
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Vietnamese Catholic traditional prayers are traimia from Latirt®?into
Vietnamese of prayers that were customarily usethéynissionariet>® They were all
translated® in prose. Except forkinh Lay Cha(the Our Father), it seems that all the
other daily prayers were not yet retranslated syateally!® as they all keep many
terms of old Vietnamese, such asifig I& for “va” (and), Vit pham héhfor “ké hen

men” (humble), etc. as seenkinh Thy Lay (Act of Adoration/Self-Offering):

Lay Chua con, con ladt pham hén clung |&héng tiréc mit Chda, con Bt long
tho' lay va ntin thit Chla laddu cji ré myi sir, 1a cling sathét mpi lodi. Chua
da deng nén con cunthdt 1a Chda con fia, thi con xin dang linhdn va xac,
cling_mi si trong ngoai cory trong tay Chda. Ametf®

Although many people praise these prayers for gigiple vocabulary, with few
Sino-Vietnamese words and with a wonderful wayrahslation that makes these
prayers thuyén ch day win héa VN (reflect plenty of Vietnamese cultural
elements)® others call for new translations because the nadshyords make them
hard to understand by the younger faitHfiil.

The religious books intended to be read/chantguliblic are also in prose.
Along with the traditional prayers, they need rxtial variation except someng dia
hoi “i, a, €” added to some words of the melismatic chants, aaklinh CAmOn Chu
Lé Pogn (Act of Thanksgiving After Holy Communion):

Toi (a)doi (a) on Pirc Chua (a) Gié-su, téi (a) tin (a)dhtdi da dang chu Xac

Throng Khé(Passion Meditation BookachThan My (Book of Lament at the TombSachNgim Lé
(Mass-explanation Book), etc. (NgiryVan Minh, Phung Wi 1, 155).

%25ee Tra @i Trin Trung Lirong, “Loi HAt Nha Tl (The Texts of Church Songs) retrieved on Sept.
30, 2006, from http://www.dunglac.net/tralu/Hatdaihtm, par. 2-3.

183 Many of these prayers are found translated irtterdanguages such as French and English: Our
Father, Apostle’s Creed, Hail Mary, Hail Holy Que&he Memorare, Prayer to the Holy Spirit, Prayers
Before Holy Communion, Prayers After Holy Communidhe Stations of the Cross, The Holy Rosary,
etc.

184 According to Tra & Trin Trung Lrong (op. cit., par. 3), they were translated notHgymissionaries
but by a group of at least 70 scholamh& nhd (Confucian scholars) including some converted
Buddhist monks.

185 |ndeed, they were revised by the Conference didgis in Vietnam in 1924 to offer a national
translation for all the dioceses in Vietham. Wewrthat in the 1970s the personal pronoun was athng
in all prayers from tbi/ching toi (I, my /we, our(s) used between equal personsgem/ching coh(l,

my /we, our(s), first person addressing to a sapgelike children to their parents).

0 Kinh Thy Lay in Thanh Ca @ng Péng (Dallas-Forth Worth: Sachhat@calendi.com, 2002}, Ph
Truong: Kinh Nguyn Hing Ngay & Céac Kinh Lam Phép (Appendix: Everydayyera & Blessings), 4.
The underlined words are rather ‘outdated,” evegin they are still understandable.

87 Tra Lii Tran Trung Lrong, op. cit., par. 2.

188 Nguyén Van Noi, “Du Phéng \& Van Bé Hoi Nhap Vian Héabé bi Vao Thé Ky 21” (Project on the
Issue of Inculturation upon Entering the’Zlentury) retrieved on Sept. 30, 2006, from
http://www.dunglac.net/nguyenvannoi/GHVN-01.htmrtdg 1.2.
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(a) cing Mau (a) thanh (a) vao lintoh.. 1%

1.2.  Devotional Traditional Hymns (Ca Van Gb Truy &n)*"

As a general rule, before the Second Vatican Céumxst liturgical songs were
sung in Latin. Traditional hymns in the vernacwdasily found their way through
extra-liturgical devotions as extra-liturgical hyspithe most important of which are the
Van Dang HogFlower Offering Marian Hymns)* The texts of these traditional
hymns arepoems’’> mostly in standard 6-8 or 7-7-6-8 meté&tsuch as/an Thanh T6-
ma (Hymn to St. Thomas) in 6-8 meter (Table 2.52):

T6-ma thanh & tréntroi 6 | Thomas, a great saint in heaven,

O trong x&c tht tyra loai tinh thiéng-™ 8 | Was like a spiritual being while he was st
a human being.

OrVan Lgy Mirng N Vuwong (Hymn to Mary the Queen) in 6-8 meter (Table 2.53)

Lay meng rat thanh N vieong 6 | Hail, most Holy Queen,

Thdt 1a Me Chta Me thwong loai ngeoi.'™ | 8 | You truly are Mother of God, you love
human beings.

OrVan Lgy Cha Nhan Ti (Hymn to God, our Merciful Father) in 7-7-6-8 stiand
meter (Table 2.54):

Chang t6i ky Chua Cha nhath 7 | We bow before God, our merciful Father
Da giir loi phanhdra du throng 7 | Who kept His promise of compassion

189 Nguyén Van Minh, Hirong Tiam 5, 25.
179 5ee above, footnote 39.
"1 Many of these Marian hymns are sung by at leagbl®g girl dancers (6-14 years of age), called
“con hoa; who carry flowers in one hand, and candles ordh@ms in the other hand, using gestures
and/or postures of finding and picking differemds of flowers (usually with 5 or 7 different cadpand
making different formations such as the Crossgtirade, the letters A (for Ave) and M (for Mariahe
moon, the stars, the crown, etc., before offerirggftowers to Mary by putting them on a table esgibc
prepared for this Marian devotion in the month aiyMevery year in almost all parishes (see
http://vietcatholicnews.com/albums/60531gphn310%2f80 some pictures of Dang Hoa (Flower
Offering Dance) in Hanoi Cathedral on May 31, 2006hese hymns may be accompanied by a drum.
For more detail, seldoc Nhic, Hoc Pan, Hoc Hat (Learning Music, Instruments, and Singing) (Hanoi:
Toa Tong Giam Mic Ha Nbi, 1990), 269-287; see alsoéhiDiing, Sang Tac Thanh Ca Thanh &th
(Composing Sacred Songs and Music) (HCM CityiSthac, 1996).
"2 5ee Tén Diing, op. cit., 1; Giuse Maria Cardinalifin Van Can, op. cit., 263.
173 See 6-8 and 7-7-6-8 Vietnamese meters in Folksongsction B, 1.1. above.
174 Hai Linh, Couleur Gregorienne dans la Musique Vietnamiemnémoire inédite (Paris: 1956), 52;
Nguyén Xuan Tho, Tim \& Vi Dan Ca 58.
Y Hai Linh, ibid., 27.
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Dung nén Ht Thanh Nr Vieong 6 | By creating the Very Holy Queen

Gay ren npi phc, treo grong mudndosi.*’® | 8 | Who makes the foundation for all graces,
and is our example forever.

The Varied and Mixed Meter are not rare, sucha@s Long Yéu Eu (My Love
for Mary) in 7-7-6-8 + 6-8 meter (Table 2.55):

Long yéu du // con nay M nhén 7 | May you accept my love

Podi threong ray //dangchén tran gian 7 | Deign to show compassion on me living in
the world.

Bao gir Ién chkon han_hoan 6 | | wish one day to go up to joyful heaven

Thdy Con Mt Chlia ngr tda caosang 8 | To see the only Son of God seated on the
high throne.

Me hién tr, rat doantrang 6 | Oh gentle, very decent Mother,

Banon soi sang &hang kéu van.'”’ 8 | Give the gift of illumination to those who
always call upon you.

The couplet in 7-7 meter with “3+4” or “3+2+2” rihyn is also frequent.
Different couplets in 7-7 meter may follow eachestiwithout any need to connect them
with a rhyme, as iphan Tz (thanksgiving part) obé van Ngi Sic (Set of Four-Color
Hymns)’® (Table 2.56):

Con non hén, ngay th, yéu dudi
Pat goi qup, xin Me chi nhan.

Humble, innocent, and feeble,
| kneel and pray to you, most benevolent Mother.

Pén truée tda // dang hoa dangen
Chat it hen, xin M dodi thuwong.

| come before your throne to offer flowers and
candles.

Deign to accept these humble offerings.

SNEENEIENEEN

Cat tieng mimg, dang hoa dang | 7 | With joyful songs, weffer flowers and candle$
nen
L mpn heén, than th kéu varnt.’® 7 | From our humble condition, we implore in
lament.

178 Hai Linh, ibid., 55.
YT Haj Linh, ibid., 32.
178 See Tén Diing, op. cit., 14-21. Some sets of flower-offerMgrian hymns mentioned by &i Diing
are twobg van dang hoa Nisic A and B (Four-Color Flower-Offering Hymns sets #daB), twobg
van dang hoa iF canh A and B (Four-Scenery sets A and B), twmevan dang hoa i thoi (Four-Season
set).
" 1bid., 19.
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Or Van buc Pong Trinh(The Virgin) in 7-7 meter with non-standard rhynoesme* a
— b+b — a+c — ¢’ (Table 2.57):

Pirc Pong Trinh // nge toa kimdién 7-a Oh Virgin, seated on the throne in the
golden court hall,

Nhin hoa_ iy // két cay Thanh gia 7-b+b | Accept these flowers in the form of a crgss

Nhe trang hoa // mu nhiém te nhién | 7-a+c | Like a string of natural, marvelous flowers

Hop tr canh // dandén kinh Me*° | 7-c Along with tiz canh'** we offer them to
you.

It is interesting to find some few poemstidt ngdntiz tuyét meter (7-7-7-7 four
lines of seven morphemes)theit ngdn bat cl(eight lines of seven morphemes) with
the rhythm “2 + 2 + 3 or 4 + 3,” and the end rhysgcbeme “a-a-b-a’or‘a—a—-b -
a — ¢ — a— d — & different from the folk seven-morpheme linesiong ttit luc bat(7-
7-6-8) meter found in folk poetry (Table 2.58):

Pén vang cao nét // mdy tangtrén 7-a | The golden temple is towering with so many
upper floors

peén tiét son ha I/ @ mpc 1én 7-a | Itis the season in which the grass is growing

Trén mi tlom tho // Iing treoc ara 7-b | [?] fragance pervades before the doors

Mau hoa n hs // mia ngoahién.’®®* | 7-a | Radiant flowers’ colors are dancing on the
verandabh.

Except for some poems with Sino-Vietnamese wortdsrést of the traditional
hymns use simple and easy wottfsMany old Vietnamese words, suchthénh ¢
(great saint)finh thiéng(spiritual quality) phan hra (promise) mon nuy (humble),con
mon (humble child) ray (now), thay (all), khé khin (poor),cay ba ti€ubanana treeky
phac(wonderful grace), etc., show the ancient oridithese traditional hymns and
devotions, which are difficult for younger Cathali@nd also non-Catholics) to
understand.

Metaphor, simile, and symbolic languagere found mostly in Marian hymns,
in which, for example, flower colors symbolize @ifént virtues of Mary, such as white
flowers represent her chastity, or virginity; parfiowers, her humility, poverty, or

180 see Tén Diing, op. cit., 2.
181 Literally “four sceneries” of flowerd4oa lan (orchid flower),Hoa sen(lotus flower),Hoa ciic
(chrysanthemum flower), artdloa mai(apricot flower).
182 Thit ngdn t tuyét or bat ct(a meter of four or eight lines of seven morpheneessed in the poem
Dbuong luit (Chinese T'ang meter), and is also frequently usexritten scholarly poetry, but it is very
rarely used in oral folk poetry.
183 Tién Diing, op. cit., 2.
184 See Tén Ding, ibid.
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ascetism; yellow flowers, her love, patience, arrege; rose flowers, her firm faitf"
etc. Metaphor is implicit in such a couplet asthi

Nhiém thay hoais hong hong (How mysterious are the rose and red flowers)

Nhwm riéng Mau Thanh &m chung long negpi (Colored by the Holy Blood,
they are fragant to all people). Simile is alsmtrent, such as Manbuc Dong Trinh
(The Virgin), Table 2.57 above.

Textual variation is also done in various ways, as in folksongsepkéor the
difference in the use aifeng dwa hoi andtieng dem |6t

a)  tiéngduwa hoi (vocalizing vocable}®® such as, «, a, i a, a la, 6i a, etdt
is worth noting that the vocablé@'‘is very frequently used in short as well as indo
melismatic pasages, even after an open morphenike, thhla vocable §” is very
frequently used in folksongs but is almost abser@atholic traditional hymns.

b) tieng dém 16t (inserted vocable), such &8, mi, cé, a la, la lagy, ma, ctr
ma, chr 4a, a ma, ma la, ma laiag, bay gir ma, bay g con au la, nay a maetc.;

c) tieng phy nghia (enhancing morpheme), suchasing,dé chiing congdén
noi, dé chiing con dam hat, etsdeTable 2.56)

d) tieng kip lai (repeated morpheme), suchMs chi nhan, tréc toa, Me
doai thiong (see underlined morphemes in Table 2.59):

Original poem Textual variatiof

Con non hén, ngay th, yéu dusi | (Chang) con (i @) mn hén, ngay th (thi), yeu (thi) dudi
Pat goi quy, xin Me chi nhan. (thi) dat (mf) @i quy, xin Me (thi) chi nhan.

Dén truéc toa, dang hoa dang | (Me mi chi nhandé chiing conjién truéc (i a trugc)
nen//Chut vt hén, xin M doai toa, [@en noi i a trudc t0g dang hoa (thi) dang (thin
thuong. //(thi) chat (mi) @t hen, xin M (thi) doai theong.

Cat tiéng ming, dang hoa dang | (Me midoéi i thuong, @é chiing con dam hét i a hat
nen//Li mpn hen, than th kéu ming),cat tieng (i a hat) nkng, dang hoa (thi) dang (thi
van. nen//(thi) ki (mi) mon hén, than th (thi) kéu van.

The repetition at the beginning of the new linesome last morphemes from the
previous line is typical in many Marian hymns (T@BL60):

Previous line| (Thi)dat (mf) gi qup, xin Me (thi) chi nhan,

New line (Me michi nhan, @ ching conién truéc (i a treoc) toa. ..

185 See for exampléyan Tin Hoa(Nguyén Xuan Tho, ed.,Tim \é Véi Dan Ca 59).
18 See above B.1.1.3. for more information.
187 All the added vocables are in parentheses, angefreated morpheme is underlined.

103



It is quite usual to find in many hymns the tecjua of the “reversed repetition of a
phrase/word,” in which the last phrase of a lineejgeated and placed not in the normal
order but in the reversed order at the beginnintp®foetic line. For instance, we have
the line ‘Lay mng rat thanh Nr vieong’ [Table 2.53]: The last phrase/word\iz

Vurong” will be repeated and placed in the reversed oadi¢éne beginning of the line,
and we then have a longer ling# Vizong, lay meng rat thanh Nr Vieong.” Or the line
“Chung con dangitm 16ng thanhis varied using the same technique to achieve a
longer line: ‘Dang tim lo6ng (i) thanhchang (i) con dangim ldng (i) thanh.*8®

All these added vocables hekorganizethe original literary form into musical
form. The most common and interesting reorgaropadieals with a couplet in 6-8
meter, such as:

- Dju thay nay &c hoa vang // Sanhétin kinh, Ba cang tmg bon*®® (Table
2.61):

Poem liné® Textual variation Phrase
structuré®*

Line 6 (3-6, 1- | (Nay sic (i) hoa vang), u thay nay &c (i) hoa vang | a (15 beats)
6)
Line 8 (1-8) | Sanh Ig (i i) tin kinh (madé c6) Ba cang wng hon (i i | b (18 beats)
iii)

- Nhiém thay hoais hong hong // Nhém riéng Mau Thanh thm chung long
nguoi'®? (Table 2.62):

Line 6 | (Hoads (i i) hong hong), Nhigm (i i i) thay hoads (i i) hong a (15 beats)
hong.

Line 8 Nhuwm (i i) riéng (i i) Mau Thanh (i) thm chung (la chungi) b*® (15 beats)
long ngeroi.

Vocalize| (iii...) c® (8 beats)

188 Nguyén Xuan Tho, ed., op. cit 59.
189van Sic Hoa Vangn 3/4 (Hai Linh, op. cit., 38).
%0 The number in the parentheses indicates the dndimaber of each morpheme in a line of the poem.
91 The different phrases in a song are designateckessively by the small alphabet letter as a.b.¢.d.e
etc. An identical repetition of (a) will be keyesl @); a light variation of (a) will be keyed as &', or
a’” etc.); an imitation of (a) will be keyed as~(a little repitition/recall of (a) will be keyedsa("®. For
more details, see footnotes 97 and 98 in Chapter I.
192yvan Hoaps Hong Hong 1in 2/4 (Hi Linh, op. cit., 51).
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- Chuling con dangit Idng thanh // My loi van phic, idy nghanh man céf®

(Table 2.63):
Line 6 (3-6) | (Dang tim long (i i i) thanh a (8 beats)
Line 6 (1-6) | Chung (i) con dangim long (i i i) thanh a’ (10 beats)
Line 8 (1-8) | May (i) loi van phuc (i) ndy (i) nganh (a) my nganh man | b* (18
coi (iiii) beats)

- Lay ming rat thanh Ni virong // Thit 1a Me Chua, M thiong lodi ngroi*®*

(Table 2.64):

Line 6 (5-6, 1-6) | (Niz Virong), lay ming Rit Thanh (i) N¢ Virong a (17 beats)

Line 8 (1-4) Thdt 1a Me Chta (i i i...13 beats) b (18 beats

Line 8 (5-8) Me thurong (theongi i) lodi nguoi (iii...10 beats) c'®(17 beats)
- Bén muia hoafii mpi mau // Man coi la chiads dau cac hod™ (Table 2.65):

Line 6 (3-6) (Hoadu (i) mpi mdu) a (8 beats)

Line 6 (1-6) Bon (i) mua, hoai (i) mei mau a’~ (13 beats)

Line 8 (1-4) Man cbi la chaa (i i 1) b (8 beats)

Line8 (5-8) | Podaucac (iiiiiiiiii)hoa c (15 beats)

- Nhiém thay hoais hong hong // Nhém riéng Mau Thanh thm chung long
nguoi**® (Table 2.66):

Line 6 (3-6) (Hoads (i i i) hong hong) a (10 beats)

Line 6 (1-6) | Nhiém thayhoads (i i i) héng hong a’ (12 beats)

Line 8 (1-4) Nhwm riéng Mau Thanh (iiiii a” (10 beats)

Line 8 (5-8) Thom chung (Ia_chundong ngeoi (iiiiiiiiii) b (14 beats)
Or in 7-7 meter, such as

- Hay higp vui khi cliu 1é trong // Péng tinh nieng it tieng ca ngant’ (Table

2.67):
Line 7 Hay hiép vui khi cliu 1é trong a (12 beats)
Vocalize @(iii..) b (12 beats)

193y/an Tén Hoain 2/4 (ibid.). See alsWan Ry Ry Thym Tho(Hai Linh, op. cit., 29).

194 Hai Linh, op. cit.,

27.

19Van Hoa Bn Muain 2/4 with 2 measures in 3/4 (NgiryXuan Thio, ed., op. cit., 58)
19 \/an Hoabs Hong Hong 2in 2/4 and 3/4 (& Linh, op. cit., 39).
197van Hay Hép Vuiin 3/4 (ibid., 37).
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Line 7 Péng tinh ming it tiehg ca ngam c (12 beats)
Vocalize (iiii...) d* (12 beats)

Or in 7-7-7-7 meter, such as
- Pirc Bong Trinh nge tda kimdién // Nhin hoa iy két cay Thanh gia //
Nhe trang hoa mau nidm t nhién // kbp t cinh dang 1&n kinh M (Table 2.68):

Line 7 Pirc Bong Trinh, e Pong Trink) nge tdoa kimdién a (12 beats)
Line 7 Nhgn (i @) hoa @y, (nhini a hoa my) két cay Thanh gia | b(12 beats)

Line 7 Nhe trang hoa, (nkr trang hoa) mau nldm t nhién a’ (12 beats)
Line 7 Hop tiz canh dang Ién kinh i i) ¢ (10 beats)

1.3.  Hii Linh’s Songs

Many texts used by & Linh in his music are poems of other authorshsag
Nguyén Du inCungdan Bzc Ménh; Boan Th Piém in Chinh Ph: Ngam:;Luu Trong
Lu in Tiéng Thu;Han Mac Tir in Chwi Cuoi, Palat Trang Mo, Duyén K Ngs, RaDoi
andAve Maria;Pham Duy, Xuan Thu an®b6ng Anh inCoc Quan;Y Van inLong M;
V6 Thanh inHO Non Neg; Vi Binh Trac inTinh Chaa Yéu T6i, Taniig Hong An,
Khic Ca Mit Troi; Xuan Ly Bing in Chudng Chtu; Nguyén Khic Tuan in Hong An
Thién ChuaAnh Minh in Te DeumXuan Thio in Truong Ca Cac %o Vat; Pham Binh
Khiém in Chtic Tung Thanh Giu Sgetc. Some texts are folk poems, asTining Boym,
pong Tien Van Lich, Tinh Neéc Non etc.

The rest of his more than 120 vocal works usedlkedomposed or translated
from the Bible by himself in one or another poétion. The following are examples of
the kind of texts he used in some of his religieosal works:

_ Table 2.69.A poem text in 6-8 meter of Ngugn Khic Tuan in the motet
Héng An Thién Chta(The Lord’s Graces)®

Hong an Thién Chua bda The Lord’s graces are immense
Mubndoi con £ ngpi caon Ngeoi | will praise Him forever.

19 See Tén Ding, op. cit., 2.
199 Hai Linh, Xuan Tho, Nam Hii, and Thién LanThyc Tdp Ca Treong Il (Trueng 1) (Choral
Conducting Practice Handbook IIl), unedited manips¢6ai Gon: Qué Hong, 1990), 1.
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Table 2.70.Poem text in 7- 7 varied meteéi”® of Han Mic Tir in the cantata

Ave Maria®?

...Lay Ba lapdang/ tinh tuyn/ thanh ¢n
Giau nhandirc,/ giau mudn e/ tr bi
Cho tdi dangdi/ cam ta/ phonguy

Con lam ky/ wira trai qua/ dedi thé.

TO6i cimdong/ rung rung hai/ giong é:
Giong thao thao/ &t tuyét/ cia ngwn the:.
Bt t6i reo/ nkr chau ngc/ dén vua

Tri téi hop/ bao nhiéu la/ khii

Va trong méng/ ngim cau ca/ husn bi
Va trong tay/ gm mst ngm/ hao quang
T6i no wi/ on i 14/ hda chan..

...Our Lady, you are the Immaculate Virgin
Full of virtues, full of mercies,

May | offer thankful words to you.

| have endured sufferings on the earth.

| feel deeply moved with my tears:

A wonderful stream of never ending poetry.

My pen cheers like sounds of court jewels
My spirit takes in a beautiful fragrance,

And my mouth recites a mysterious song.
And my hand holds a bunch of glorious ligl
| feel full of overflowing graces.2%

Table 2.71.A poem text in free meter of Hii Linh in N& Vwong Hoa Binh

(Queen of Peacéy’ verse 1.

Me ching weéng Bi truyén
Bong h¢ ngat hrong duyén
Me vi nhr &nh tiing diu huyén
Em nhr cungdan than tién

You (Mary) are immaculate

[Like] the tuberose flower full of gracious
fragrance

Like the gentle, mysterious moon
You are tender as fairies’ music.

Table 2.72.A poem text in free meter of Hii Linh in Hang Bé& Lem(The

Bethlehem Manger¥* verse 1.

Niza @ém nirng Chuia Giang sinh ra i
giantran

Nguoi dem an phuc xing cho muén dan
lamthan

Noi hang Be-lem thién tin xeéng ca
Thién Chua vinh danh, ching nhén_an hg

At midnight, we celebrate our Lord’s nativity

Who brings graces to all suffering people

asinging:

In the manger of Bethlehem, the angels are

—

Glory to God, and peace to humankind.

t.

20 The standard rhythm and rhyme rule for a 7-7 cetipla line 3T + 2B + 2T (T: ending with a sharp
tone; B: ending with a plain tone) followed by @matline 3B + 2T + 2B, while the varied rhythm may

be 4T+2B+2T, or 3T+3B+2T.

291 Movement Il in the cantatave Mariaof Hai Linh, Appendix VIII.

292 The translation is from Paulav Chi, op. cit., 137.

203 Haj Linh, Xuan Thio, Nam Hi, Thién Lan,CaTruong IlI, 61.

204 Hai Linh, Xuan Thio, Nam Hii, Thién Lan,Ca Treeng |l, 184-6.
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The use of poetic devices such as simile, metaiyatbolism, etc. is frequent.
Verse 1 ofNi¢z Viwong Hoa Binhs an example:

You (Mary) are immaculate

Like the tuberose flower full of gracious fragrance

Like the gentle, mysterious moon

You are tender as fairies’ music (Table 2.71 above)
Another example is found in the poénic Niz Bong Trinh Maria(The Blessed Virgin
Mary), part Il ofHan Mac Tu .

My pen cheers like sounds of court jewels

My spirit takes in a beautiful fragrance,

And my mouth recites a mysterious song.

And my hand holds a bunch of glorious light.

| feel full of overflowing graces...(Table 2.70 abgve

Textual variation is more frequent in & Linh’s secular music than in his
religious music. His mastery of the textual vaoattechnique as seen in folksongs and

Catholic traditional hymns is best exemplified by $ecular vocaNhac Viet (Music of
Vietnam)?®® (Table 2.73):

(A). Nhac Viét hé thong Nhac Viét (Nhac Viét) hé thong (tinh king cé)nam (a ) cung
nam cung

Nan theo @im diu tieng Ncn (a)theo(a ma theo lajim diu, tieng (a) chung (tiéng a
chung gong noi chung @a) giong noi

Du maudii sic dii hoi B mau(ma tinh 4i) du sic (chir ma)du hoi

Tatinh 6 y ta doi Viet Ta tinh (@ ma tinh 13)d ¥ (mai) ta (a) doi (ch doi 1a doi) Viét
Nam. Nam

(C). Mimg khen chdn cong | (Chién cong [nay]dy lng), Ming khen chin cong[nay] ldy
lay ling lirng

Cua bao nhiéwbdng Anh | Cua bao(la bao)nhiéuPdng Anh HingAnh Hing ma néc
Hung Vit Nam Nam, nréc)Viét nam

Mirng ngay chin thing (Chién thing [ma] vinh quang)Mirng ngay chin thing[ma]
vinh quang vinh quang

Tréng chiéng am khuc kh | Trong chiéngma nayjam khig (khiic)khii hoantau vang
hoan tiu vang. (ngan vang¥®

295 Haj Linh, Xuan Thio, Nam Hii, Thién Lan,Ca Treong I, 62-8.
2% Translation of A and C in Table 2.71: (A) Vietnaseanusic is expressed through a pentatonic scale
that is set to the five tone accents of the Vieteserlanguage. Through its different colors andhoes,
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For religious musicHai Linh makes use of textual variation mostly byesfon of
words or phrases, avoiding the use of meaninglesables that may create a too
secular ambiance in worship. For examptemakes couplet in 6-8 meténto a
polyphonic motetHong An Thién Chifd’ (Table 2.74):

Hong an Thién Chuaa bao | (Bass)Haong an Thién Chia bao ESoprano & Alto) Hng an

la Thién Chuia bao la (Tenor)dHg an Thién Chia bao la (atr
bao la, it bao la).
Mubndoi con £ (Tenor)Mubdndoi (ngandoi) con € - (Bass) Mubnioi con € -

(Soprano & Alto) Mubrdoi con €- (con £)
ngi caon Ngroi | ngei ca (Tutti) (ngoi ca) on Ngroi (ngoi caon Nguoi...).

He also does so with a quadruplet in 7-7-7-7 vameder in section A of his four-
section choral workhtc Ca Mit Troi (The Canticle of the Sufff (Table 2.75):

Ton vinhPdng toan @ng chi thén Tén vinh (t6n vinh)Pdng toan @ng chi thén
(tén vinh ndo cung tén vinh)

Muén bi ca, tiéng héat, wn loi kinh (Dang)muén bi ca (cing mudnliéng hat van
(van) loi kinh.

Chac ung Ngai thevong diec va quang (Xin) chuc kng Ngai theong dirc va quang vinh,

vinh (thugng dac va quang vinh)

Ai xirng dang ung danh Ngai caod? Ai xirng dang ung danh Ngai caod? (Khéng ai
xuing dang ting danh Ngai caoa¢cxung tung
danh Ngai cao4).

2. CONTENT OF CATHOLIC TRADITIONAL CHANTS AND HAI LINH'S
SONGS

2.1. Catholic Traditional Chanting and Singing

As mentionedabove®® Vietnamese Catholic traditional prayers are tizesl
from Latin and compiled in a Prayer Book consistisgally?*® of five parts: Part |
comprises morning and night prayers; Part Il, ttamies; Part Ill, the rosary; Part IV,

it is able to depict the feelings, sentiments, lares of the Viethamese people. (C) Congratulatitmthe
many victorious warriors of Vietnam! On the celdlma of victorious days, songs of triumph ring with
gongs and drums.
297 Haj Linh, Xuan Thio, Nam Hii, Thién Lan,Ca Trrong Ill, 1.
% |pid., 3-4.
299 See footnote 1565.
10 Each diocese may print them in a different ortieme is the order dach Kinhof Ha Ngi, which is
used throughout the diocesel&y Pang Ngoai(see Ngugn Khic Xuyén, op. cit., 22).
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kinh ngim 1& (Mass explanations) of the daily and seasonal &assd Part V, the

stations of the cross and other prayers. All tipzagers relate to one or the other of the

following types: prayers of blessing, adoratiorgipe, thanksgiving, petition,
intercession, and acts of faith, hope, love, ctatr self-offering to God; or prayers of
petition, and intercession by Mary and other sditits

The most usual prayers are the daily morning agldt prayers. They are
chanted at home or at church before the morningsMag the evening/night
gathering. They usually consist of the Sign of@ness, prayer to the Holy Spirit,
Glory Be, Act of adoration, thanksgiving, faith,d®& love, contrition, Our Father, Hail
Mary, the Angelus / Regina Caeli, The MemorareTle Salve Regina. A special
prayer in the morning iKinh Phu H, equivallent to Prayer for Divine Guidance

through the Day.

Table 2.76.Kinh Phu Hé (Prayer for Divine Guidance through the Day)

Chuing con th lay ngi khen Chua, l&dng
phép tic vd cungda throng dé ching conién
sém mai nay, thi xin Chda ¥ng on phu 1% cho
chung con trot ngay hém nay,dktsa plum ©i
gi. Lai xin Chaa &a sr lo, loi ndi, viec lam
chdng con ting nén ton lanh theo y Chua, vi
cong nghép buic Chua Giésu, I&dng hing
song mng tri cungdirc Chia Cha vauc Chua
Thanh Tlan doi doi chang cung. Amefr

We adore and praise you, Lord, God
Almighty; you have brought us safely t
the beginning of this day. Protect us
today that we may not fall into any sin.
Guide our thoughts, our words, our
actions that they may always be in
accord with your will. Through Christ
our Lord, who lives and reigns with you
and the Holy Spirit forever and ever.
Amen.

@)

A special prayer for the night before sleepiniish Phé Dang(Act of Entrusty*
Table 2.77.Kinh Phé Dang(Act of Trust)

Lay Chuia con, con xin ph6 dang linrhva xac
cong tay Chaa con. Chuda phu % con ban
ngay, thi xin Chuaimg gin gir con banzém, ko
sa plum %i gi mit long Chua hay 1a oft twoi an
nan i chang kip. Ch gi $ing chét condueoc giir
mgt long kinh man Chada luén. Amen.

O my God, | entrust my soul and my
body into your hands. You have
protected me this day; preserve me thi
night from offending you by any sin, or
from a sudden death without contrition
In either case, may | always keep on

loving you. Amen.

Others like the Act of Adoration/Self-Offering ohd@nksgiving, of Faith, of Hope, and
of Love’* are simple and beautiful prayers that contain @attbasic truths and may
be chanted by heart at any time or place by alewsty Viethamese Catholic:

?!1 SeeThanh Ca Gng Pong (Dallas-Forth Worth: Sachhat@calendi.com, 2002 Pirong: Kinh
Nguyén Hang Ngay & Cac Kinh Lam Phép (Appendix: Everydayyera & The Blessings), 3-44.

212 pid., 7.
213 pid., 14.
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Table 2.78.Kinh The Lay (Act of Adoration/Self-Offering)

Lay Chua con, con lagt pham hén cung 120 my God, | adore you; | am a humble
khéng teréc mit Chaa, con &t 1ong thy creature and am nothing before you. |
lay va nkin thit Chia laddu oji ré mpi sir, | acknowledge that you are the prime Source |of
la cling sau & npi loai. Chiada ding all things and the ultimate Goal of all
nén con cung #t Ia Chuaa con fia, thi con | creatures. You created me and you are my
xin dang linh lan va xac, cing m sy God; | place in your hands my soul and my
trong ngoai corv trong tay Chua. Amen | body, as well as all my belongings. Amen.
Table 2.79.Kinh Dgi On (Act of Thanksgiving)
Lay Chua con, codsi on Chaa vi nking O my God, | thank you for bestowing so many
on lanh Chuaza ban cho conaa nay, graces upon me, especially for having created
nhdt 1a 74 dieng nén con, va cho Con Chllame and redeemed me through your Son’s
chiu chét ma aru chwc con, ki chon Id'y death, and for choosing me to be a filial
con lam con Hi Thanh rira. Amen member of your Church. Amen
Table 2.80.Kinh Tin (Act of Faith)
Lay Chua con, con tin th c6 not Duc O my God, | firmly believe that you are one
Chua Twi la Bdng theeng phut vo ciing. | God, [a very just judge], in three divine
Con ki tin thgt Dirc Chla Toi c6 Ba Ngbi,| Persons, [Father, Son, and Holy Spirit]; |
ma Ngdi thi Hai ¢4 xwng thé lam ngeoi, | believe that your divine Son became man and
chiu ngn chiu chét ma chige i thién hy. died for our sins, [and that he will come to
Bdy nhiéudiéu dy cling caaifiéu khac Wi | judge the living and the dead)]. | believe thege
Thanh diy thi con tin ¥ing vang, vi Chda | and all the truths which the Holy [Catholic]
la Pang théng minh va chandhvé cing | Church teaches, because in revealing them|you

da phan trugn cho Hi Thanh. Amen.

can neither deceive nor be deceived. Aften.

Table 2.81.Kinh Cay (Act of Hope)

Lay Chua con, con tréngig virng vang vi
cbng nghép Purc Chua Giésu thi Chuaas
banon cho con gF dao néné doi nay, cho
ngay saufwoc |én thiéndang xem thy mit
Dirc Chla Toi huwong phucdoi doi, vi
Chua laPdng phép dc va long lanh vo
cungda phan ka sr dy ching c6 B nao

O my God, trusting in your promises and
because you are faithful, powerful and
merciful, | hope, through the merits of Jesus
Christ, [for the pardon of my sins, final
perseverance and the blessed glory of heayv
for the present good life so that | may enjoy

your eternal beatific vision in heaven. Am&n

en|

*1*bid., 4-5.
215 This English Act of Faith is retrieved from

http://catholicism.about.com/gi/dynamic/offsite.f#site=http%3A%2F%2Fwww.catholic.org%2Fprayer
%2F: the words in brackets are absent or parapthiagbe Vietnamese traditional prayer translation.
216 Act of Hope in English (ibid.): The sentence imdkets is absent in the Vietnamese traditionalgray

translation.
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sai duwoc. Amen.

Table 2.82.Kinh Kinh Mén (Act of Love)

Lay Chuia con, con kinhdn Chuia lét long | O my God, | love you with my whole heart
hét sirc trén Kt mpi sir, vi Chiia labdng and above all things, because you are infinitely
tron tt tron lanh vé clngdi vi Chla thi | good and perfect; and | love my neighbor as
con throng yéu ngoi ta nhy minh con gy. | myself for love of you. [Grant that | may love
Amen. you more and more in this life, and in the neixt
for all eternity]. Amerf*’

For the different books used to be read/chafifésiich asSach Thang Ong
Thanh Giusg€Saint Joseph Month Book [in March§ach Thangi:c Ba(Marian
Month Book [in May]),Sach Thang Trai TirfSacred Heart of Jesus Month Book [in
June]) Sach Thang Linh &h (All Souls Month Book [in November])Truyén Cac
Thanh(Lives of Saints),S# Ky Hsi Thanh(Church History) Sach Ging Gim Phong
(Book for Retreat),Gidng Sr Theong Khd(Passion Explanation Bookigim 5 Diu
Panh (Meditation on the Five Wounds of our Lortllgim 15 & Theong Khd(15
Events in the Passion of Jesus Chanting B&GRjhan M5 (Book of Lament At the
Tomb),NgZm Lé (Mass Explanation Readingff etc., besides the usage of old
vocabulary and old writing style, they were gengratlpful for the religious life of the
faithful long before the Second Vatican Council enfthe Latin used in the Liturgy was
incomprehensible to most of the faithful. Now, manink these books should be
discarded or replaced along with some prayersafeatheologically problematfé:

217 pct of Love in English fron€ommon Cahtolic Prayerhttp://www.catholic-
pages.com/prayers/other.asp): The last sentermadhets is absent in the Viethamese traditiorayqr
translation.

218t is reported that Father Majorica had writtenrenthan 20 religious books mcharacter, which
was a modified Chinese script that incorporated ®mese characters, one representing the sourd whi
the other, the meaning of a Viethamese morphemed/widowever, this has now been completely
replaced byjusc ngr the current writing system of Vietnames@usc ngr was developed by Portuguese
and French missionaries, including Alexandre ded®Bao transcribe the Vietnamese. Later on, many
books were written imdmas well as imusc Ngz (see Ngugn Khic Xuyén, op. cit., 26-32).

19 This was written imuoc ngr by Alexandre de Rhodes before 1651, as reportédrbgelf in his book
Lich Sr Pang Ngoai(History of bang Ngod). See Ngugn Khic Xuyén, op. cit., 34.

220 Nguyén Khic Xuyeén, ibid., 26-37. See also Ngayin Minh, Phung Wi 1, 155-6; Hung Lan, Bi

Tim Mot Puong Léi Bién San Cung Séach ¥ Viét Nam” (Searching for a Guideline of Composing
Vietnamese New Reading TonesPhung Vi 2-5 (Sai GonUy Ban Thanh Nic Viét Nam, 1971).

2L Nguyén Van Noi, “Du Phéng \& Van Bé Hoi Nhap Vian Héabé bi Vao Th Ky 21” (Project on the
Issue of Inculturation Upon Entering the’*Xtentury) from
http://www.dunglac.net/nguyenvannoi/GHVN-01.htmrtdg 1.2. (retrieved on September 30, 2006).
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As for Catholic traditional hymns, most of thene &arian hymns, which
contain simple praises and petitions to God arddaoy.?> Many praise God the Father
through the Marian devotion, such\&8n Lgy Cha Nhan Ti (Table 2.54 above):

Chang t6i &y Chua Cha nhan th We bow before God, our merciful Father
Da qiir loi phan hra du thiwong Who kept his promise of compassion
Dung nén Ht Thanh N Virong By creating the Very Holy Queen

Gay ren myi phuc, treo gong mudndoi.?* | Who has become the foundation of all grages,
and is our example forever

Some mention Mary in connection with her Son, sas¥an Long Yéu Bu (Table 2.55
above):

Long yéu du con nay M nhin May you accept my love.

Podi thirong raydang chon tran gian Deign to show compassion for me living in
the world.

Bao gir I&n ckon han hoan | wish one day to go up to joyful heaven

Thay Con Mt Chla ng tda cao sang To see the only Son of God seated on the
high throne.

Me hién t, rdt doan trang Oh gentle, very decent Mother,

Banon soi sang khing kéu var? Give the gift of illumination to those who
always call upon you.

It is worth noting that many flower-offering hymritayough the different flower colors,
praise Mary’s virtues, such as her chastity, vitgirhumility, poverty, asceticism,
merciful love, patience, courage, firm fafth etc.

2.2. Hai Linh’s Songs

As he himself states, all ofdHlinh’s musical works are “to glorify God and
extol the homelandT6n vinh Thién Chia va Tamng Qué Hong).”® His religious
songs aim to glorify God and consist of two maioety. the songs of praise,
thanksgiving, or petition addressed to/about God;the songs to/about the saints,
especially Mary, Joseph, and the Viethamese martyrs

22 3ee Tén Diing, op. cit., 3-4; See also above Tables 2.53, 255.

223 Hai Linh, ibid., 55.

224 Hai Linh, ibid., 32.

%> see for exampl¥an Tén Hoa(Nguyén Xuan Thio, ed.Tim \& Véi Dan Ca 59).

226 Haj Linh, Xuan Thio, Nam Hii, Thién Lan,Ca Trréng Il (Choral Conducting Handbook 1), xi, Xiii.
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Te DeumHdéng An Thién ChaéThe Lord’s GracesY’ Vinh Danh Thién Chia
(Glory to God)Hang Bé Len{The Bethlehem MangefJan Tung Hong An(Praises of
God'’s Graces}?® Tinh Chaa Yéu TgGod’s Love for Me)Yé&u Corboi Poi (Your
Eternal Love for Me)Khlc Ca Mit Troi (The Canticle of the Sufj® Khiic Nluc Cam
Ta (Song of Thanksgiving), arifrwong Ca Cac %o Vit (Cantata of the Creaturé®)
are some well-known examples of the former categdiye latter category of songs
may be exemplified by rwong Ca Ave MarigCantata Ave Mariad®* Niz Virong Hoa
Binh (Queen of Peacehic Ting Thanh GiuséPraise to St. JosepH)igng Nhic Oai
Hung (Majestic SoundsBai Ca Khii Hoan (Song of Triumph)Nhan Ching Huc Tin
(Witnesses of FaitH)

Having looked at some of the texts used in folkspigatholic traditional

chants, and & Linh’s songs in terms of their form and contemg can form a general
summary as follows (Table 2.83):

Table 2.83. @neral considerations about texts used in folksong€atholic
traditional chants, and Hai Linh’s songs

Texts Folksongs Catholic traditional chants Hi Linh’s songs
Genre: Folk poetry Ca Dag Poetry in Hymns Poetry from other
Poetry authors or by
himself
Prose Prose in the translated
prayers & books
Meter Mostly in 6-8, and 7-7-6-Hymns in 6-8, & 7-7-6-8; In 6-8 & varied 7-
8; That ngdn(seven 7 or free meter

varied and mixed meter| morphemes)
7-7 in 3+4 rhythm
7-7-7-7 in 4+3 rhythm

Textual Textual variation using | The hymns using mostly Textual variation
variation | - tiéng duwa hoi - tieng dwa hoi (i, a, a in religious songs
(vocalizing vocables) | la):long vocalize on “” IS limited in

??’ See the translation in Table 2.67 above.
228 5ee the score in Chapter |.
229 This choral work is based on the stanza aboutBrdBun in the Canticle of the Creatures of St
Francis of Assisi.
%0 This cantata is based on the whole Canticle oDtsatures of St. Francis of Assisi.
231 This Marian cantata is set to a famous poBh&nh Nr Pong Trinh Maria(The Blessed Virgin Mary)
of Han Mac Tir (1912-1940), a Catholic poet who died from leprasy “[whose] religious poetry
evidenced that Catholicism in Vietham has createdtmosphere that was able to be crystallized into
poetry” (Hoai Thanh — Hoai Chamhi Nhan Vgt Nam(Vietnamese Poets), retrieved on September 1,
2006, from http://www.dunglac.net/hanmactu/HoaiThatm).
232 Hai Linh, Xuan Thio, Nam Hi, Thién Lan,Ca Treong Il, X-Xiii.
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- tiéng dém 16t - tiéng dém 6t

(inserted vocablegs) (thi, la la, c0)

- tieng phy nghia - tieng phy nghia - tieng phy nghia
(enhancing and
morphemes) - tiéng kip lai: many - tieng kip lgi

- tieng lap lai reversed phrase repetition

(repeated morphemes)

Content Secular content about | Religious content about Religious content
people’s relationships | God, the saints, especially | mainly of praise,
(1) with their country | the Virgin Mary; and thanksgiving,
(2) with each other in a | people’s relationships petition to God,
familial context toward them. and sometimes
(3) between men and | Some prayers or books may| P€tition to the
women in a love context contain inadequate saints.

theological content to be
replaced or discarded.

C. EXAMINATION OF THE MUSIC IN FOLKSONGS,

CATHOLIC TRADITIONAL CHANTS, AND H Al LINH'S
SONGS

. VIETNAMESE FOLKSONGS
1. MELODY
1.1. Scale and modes

a) Regular and Irregular Pentatonic Scales

The scales used in Vietnamese folksongs are p@ntagoales. They are called
regular®? pentatonic scales since the five tones may beoappately reconstructed
based on the cycle of the fifths. Other pentatgnales in which some constituent notes
are not generated from the cycle of the fifthslareonvention calledregular .2** For

233 See Tin Van Khé,Problémes d@entatonisme en Extréme-Orighgped manuscript, 1986), 3.

2% Here are some examples of irregular pentatoniesd@an Scale (= D-F, F#-G-A-{ Bb, B, G-D)
found in South Vietnam folksong$ay NguyérScale (=F-A-Bb-C-E-F) found in Tay Nguyén Vietnam
(Western Highlands of South Vietnam) folksongs; dapganese Scale (= D-E-F-A-Bb-D)avian Khé
names these “pentatonic modes with semi-tonesil{lemes d®entatonisme en Extréme-OriefT).
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the regular pentatonic scale, if the generating terC, following the cycle of the fifths,
we will have successively G, D, A, E. Reduced imidn octave, these notes form the
pentatonic scale in C position (k&%) C-D-E-G-A-(C) (Ex. 2.1-1a&1b). Or, if we
begin with F, for example, we will have the pentatcscale in F position (key): F-G-A-
C-D-(F)**®

Ex. 2.2. Regular pentatonic scale in C & F position(keyf*’

1a. Cycle of the fifths starting with C 1b. Regular pentatonic scale in C position (key)
0
Iy o — i
’ L5 1
& o | = o © B
v o Rs o |
Pycnon
2a. Cycle of the fifths starting with F 2b. Regular pentatonic scale in F position (key)
£~
('r a ] ! o a] e
™ (] o o o

Purinon

Thus, every pitch within an octave may be the gatimeg note for a regular
pentatonic scale. The three notes C-D-E or F-G-# the smallest distance between
them (a third major), is callggycnonafter Riemani®® The first note of the pycnon,
being the generating note of the scale, is thedkgosition-note of the scale. So itis
important to find out what pitches constitute tlyermon in order to know which is the
position-note actually being used in a given folkg@and hence to see which mode is
being used as well as to which new position theienmay be modulated
(transposedj*®

2% The term “position” (vtri) is used by ki Linh instead of “key” to indicate the absolutéghi class in
Western notation from which the other notes ofgul& pentatonic scale are generated following the
cycle of ascendant fifths. SeaiH.inh, A Summary of Research on Pentatonic M(tyijged manuscript:
Saigon, 1970), 15.

2% |nstead of the cycle of the fifths, the Chineseduthis rule: “minus 1/3, plus 1/3” to achieve
successivelan ascendant fifth (by shortening an original tube/pipe (for ex. L1s8) by 1/3 of its
original length, giving the new pipe L2=81x2/3=%4)da descendant fourth(by adding 1/3 of L2 to L2,
giving a new pipe L3=54/3 + 54=72), aadother ascendant fifth(by shortening L3 by 1/3 of its

original length, giving the new pipe L4=72x2/3=48)d thdast descendant fourth(by adding 1/3 of L4
to L4, giving a new string L5=48/3 + 48=64). Sadily they have the pentatonic scale starting with
generating note, for ex. F - degree | (81), G+dedl (72), A- degree Il (64), C- degree IV (5B},
degree V (48). See m Vin Khé,La Musique Vietnamienne Traditione(laris: Presses Universitaires
de France, 1962), 195-6.

237 For the convenience of notation, we transcribesttemples mainly in F position, and sometimes in C
position if necessary.

%8 Trin Van Khé,Problémes d@entatonisme en Extréme-Oridhtped manuscript, 1986), 5.

%9 Trdn Van Khé, inVan Héa Wi Am Nhuc Dan Tc (Sai Gon: Nha Xit Ban Thanh Nién, 2000), 94
advises us to look for the position of the threeea@pycnon)Xang-Xé-Céndo find the position of note
Ho instead of the position-note Xang. F@, Xr, Xang, X&, Congsee the next paragraph and footnote.

116



Traditional names for the five degrees in any ragpentatonic scale ar,
Xu, Xang, X&, Cong, Liun an order differerftom that shown in Ex. 299 These
degrees may correspond to G-A-C-D-E-(G) or C-D-A-@=) (Ex. 2.2) or any other
pentatonic scale generated from any other pitcéscla

Ex. 2.3. The traditional way of presenting and naming regula pentatonic
scale degrees

a)Traditional names in C position b)Traditional names in F position
A
7
7z Y & T
[ s} L gyl P [ % ]
LY e h=d o = Tos—
r'e ] e Fycnon
Pycnon Y
Ha X Xang Xé& Cong (Liu) Ho  Xu Xang Xé& Cong (Liu)

It is useful to note thatang notHO, always plays the role of the position-note, arel th
pycnon is always formed byang-Xé-Congwhile theHo is a fourth belowKangor a
fifth aboveXang In the latter cas&]o0 is calledLiu instead.

b) Pigu, or Modes, in Viethamese Folksongs

The regular scale is used by people on all contaféh What makes the
difference is the manner in which people organimt @nament/embellish these five
tones>*? With five notes, we can have five different agper formations, such as in F
position, following the cycle of the fifths order:

1. Fa-Sol-La-Do-Re-(Fa);
2. Do-Re-Fa-Sol-La-(Do);
3. Sol-La-Do-Re-Fa-(Sol);
4. Re-Fa-Sol-La-Do-(Re);
5. La-Do-Re-Fa-Sol-(La).

The Chinese use these five aspects as five diffenedes. In Viethamese folksongs,
these formations are organized in at least thrgelae pentatonidiéu (modes)*?

0 This is the traditional way to begin the pentatstale used by Vietnamese traditional
instrumentalists. That is why they considelio” as an important degree in tuning the instrumenivall

in analyzing the scale. SeeafirVan Khé,ibid., 94; orLa Musique Vietnamienne Traditione(lRaris:
Presses Universitaires de France, 1962), 215.

241 See Tin Vin Khé Problémes de Pentatonisme en Extréme-Offigmped manuscript, 1986), 1. See
alsoHarDic, s.v., “Pentatonic.”

242 Nguyén Thuyét Phong gives 5 aspects concerning the organizatidrornamentation of pitches into
modes and modal nuances: 1. Scale; 2. Hierarchitafes; 3. Specific ornaments; 4. Melodic patterns
5. Musical mood (personal communication by e-mail@ctober 8, 2006). See alSGEWM4,
s.v.,"Vietnam” by Ngugn Thuyét Phong.

23“Mode” is understood here as a way of organizind asing the different tones/notes within an octave
in regard to their roles as either pivots (mainrdeg) or auxiliary degrees in melodic line, resigtin
creating for the listeners a certain mood. “Whienpivot degrees and phrase-ending notes charge, t
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calleddiéu Xang.diéu X, anddiéu X&(Ex. 2.4 a&b¥**and in at least one irregular
pentatonic modecalleddiéu Oan(Oan modef® (Ex. 2.5 a&b).

Ex. 2.4. Three common modes from the regular pentatonic sca$ in C and
F position in Vietnamese folksongs.(Key: open note = pivot note; black note =
auxiliary note; the three notes of the pycnon e by a horizontal line§*®

Traditional way of presenting

. . . a. Three Vietnamese modes in C position
IﬁEEI‘ItU.'."Jl'Ill: scale in C position

! LN . L |

53 o 9 o ©° . I o * ° s © e
“5 = e ° 9 o * 9 s = o *

Ho xu xangx@ clng liu 1. Didu ¥ang (Xang Mode) 2.Digu Xu (Xu Mode)  3.Diéu X8 (¥& Mode)

Traditional way of presenting \ o

y _ T b. Thres Vietnameasze modes in F position

p pentatonic scale in F position . o
i o o o P, — : oo o ¥
L+ T h— — o I i

Heé =0 xang x& cbng liu 1. Bigu Xang 2. Bigu Xu 4. Bigu X2

modal sentiment becomes different” §ivan Khé, ibid., 30-31). The terminology for thesedes is
not yet fixed, but most Viethamese musicologisteagn the existence of at least those three modes.
They are called by different names, suctbaa (Air, by Plam Duy), Piéu thirc (modal system, by #n
Van Khé and Hi Linh), Dang, Dang Thic, Giong, Hoi, etc. (See Lé % Chuong. Dan Ca Vét Nam:
Nhizng Thanh T Cua Chinh Th Nguyén kp (Vietnamese Folksongs: Elements of SyncreticatiBtic
Entities), 96-105.
244 piéu Xangis usually calledtiéu Bic; diéu Xur, diéu Ai/ Nam Ai; diéu Xur, diéu Xuan/ Sp. We use the
termsdiéu Xang, Xr, andXé,based on the important role, somewhat similar édfithal degree in Church
modes or to the tonic in tonal music, that thesetlegrees play in each mode, in order to avoid
confusion with what we will later caltioi (modal nuanceBic, Ai, andXuan.
%> There is another irregular pentatonic mode cafléd Tay Nguyénused in the folksongs of certain
ethnic minority groups living iTay Nguyér{Western Highlands) in South Vietnam. The fourde®s
(Xang, Xr, Xé,andOan) are generally admitted as most used in folksaigle Vit in Viétnam (see &t
Nhét Vi &Lé Giang, ed.Dan Ca Bn Tre(TP HCM: Ty VN&TT XB, 1981), 68).Piéu O4nis present
not only in central and southern Vietnam but afs@tianh Hoa, a southern province of North Vietham.
See Ngugn Thi Minh Chau (March, 2005), “NghThuit HO S6ng Ma va 8Phic Sinh” (River Ma
Chanties’ Art and Its Restoration), retrieved oneJ@0, 2006, from
http://www.vnstyle.vdc.com.vn/vim/viethamese/thanfiiai_HosongMa.htm, a website developped
cooperatively by the Vietham Datacommunication Camp(VDC) and the Vietnam Institute for
Musicology (V.I.M).
240 Each mode has some internal hierarchy: the twia fpévot notes” forming an ascendant fifth (or
descendant fourth) are important, stable degreaswdde/scale, such as C and G in C major scale,
whereas the “auxiliary notes” are decorative, unistdegrees of a mode/scale. For more details, see
below (b1)biéu Xang
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Ex. 2.5. Two common modes from irregular pentatonic scaleiC and F
position (Key: open note = pivot note; black note = auxyliaote; note in arrowed
rectangle = moveable, unstable note)

a. Irregular pentatonic modes in C position

f t
1 o | 3
{7 —— . v o  ——
(== - o —* Pr— =
t 4
l.f)léu Oan (Oan Mode) 2 Biéu Tay Nguven (Tay Nguvén Mode)

b. Irregular pentatonic modes in F position

sl:] T I IT o [ J o
A i e — . e . 8]
i Fan P 8]
) & © T ra
. [&] -
-

For practical reasons, such as the tuning of thetfruments, traditional
instrumentalists used to figure out those pentatorades, beginning with the pitch
class C as follow8"’

Ex. 2.6. The traditional way of figuring out those modes beigpning with C

a)Xang mode in F position b) Xuv mode in Eb position c) Xé mode in Bb position
ji:] Loy o L
17 > Ty T Y >& S Pe—"
AN [ & ] !1-’h [ ] bl [ ] bl
e o @ L 1 ey T o v ———
Pycnon Pvcnon Pycnon
d) Oin mode in Eb position e) Tiy Nguyén mode in C position
-
}I:‘J FY .
b Gg N N
i I'ﬂl'\ . | = ol
ATV - i or P— o
) r=Y i r=Y

47 See r Nhat Vi, Lé Giang, ed.Dan Ca Bn Tre(Bén Tre: Ty \in H6a Va Théng Tin Bn Tre Xt
Ban, 1981), 68. The authors call@iéu Bic or PO |, b) Biéu Nam (lvi ai) or 6 |1, c) Piéu Nam (li
xuan)or Po lll, d) bieu Oanor DO IV. See also Lé 8h Chrong, op. cit., 105. The confusing thing is
that they call all four Cs &30 and consideH0 as tonic, whereas the C in Ex. 25.a is rather ‘idant”
of the “tonic” F.
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bl) Piéu Xang®*® (Xangmode, similar to major mode) (F-g-A-C-d?8is the
mode in whichXang(for ex. middle F)-- the generating note or the position-note of the
regular scale, the first note of the pycnon -- plthe most important role as the first
pivot (almost the tonfc?), together with the second pivot -- its dominardn ascendant
fifth (called Liu, high C) or a descendant fourth (called, middle C) from the tonic
Xang?' and its third pivot, a major third frodang(calledCéng middle A). The two
other notes are auxiliary, unstable degrees by aoisgn with these three pivots, or
stable degrees. The pivots are written in uppereas the auxiliary degrees in
lowercase in the following examples. The folksdren C#>is a good example using

Xangmode in F position: FA-sol-La-DO-re-(FA).
Ex. 2.7. Pén Cu?3a love folksong from the North of Vietnam inXang
mode in F positiorf>*

A ,8: D.C midn Bic
 raw— — P ——— —— T
e S==—==t
) - -
Khen ai khéo x€p (di a) cdi den cil. Woi
p— —
5 1 — f — Y — T = ]
2 15T S S R— B . — r — r ] — ] F\ 1
LT - o —1 P — T F—1— - o—1 o —5
) } ¥
gify (gi  a) ngwa gidy (d) tit mi  (né mdi) lai vdng guanh () bao
n pr— — — —1 —1 — -
{;uli:. — =2 r_i ! — —— r 3 — t - i — s -'_ -\_Fl
) - = - L=
aid o1 bén (cdi) duyén (a) anh. Vol gidy (di a) ngra
) — _— ] : : 5 -
| e L - 'Y I I ¥ I I .I" - I % I I
r ¥ T - - - r 3 L4 1 = I Y r 3 1
D] - p— - - -
gify (d) wong quanh (di a) cdi tit mil, it mil 1a khen
S —T | —— ] T T ]
Fi===ca—=c=——o=—x= Ee=mas|--
D) = - - - - -’
ai khéo x&p (oi a) cdi dé&n cli, deén ci, dén
c 4 I 1 I I L =8;
_HJ_* 1 ‘? | ] ] I T ﬂ
D) - - - - -
cin 1a dén ciu i, di dén, d&n di! Ehen..

248 Hai Linh, in A Summary of Research on Pentatonic Muaicalls it ‘hé thong I’ (modal system I);
Tran Van Khé, inVan Héa Wi Am Nhic Dan Toc, 94-5, names itdiéu thic Bic” (modal system Bc) or
“hoi Bac” (modal nuance Bc).
249 xangmode may be seen as a combined organization dbthmtions/aspects 1(Fa-Sol-La-Do-Re-Fa)
and 2 (Do-Re-Fa-Sol-La-Do) in which formation 2iganized as the low (plagal) mode in regard to its
correspondent high (authentic) mode in formatiodejpending on what register of the scale is agtuall
used in a song. 3n Vin Khé agrees that these two formations, when usiegame pivots (F, C, and A),
give the same modal sentiment (8#eblemes d@entatonisme en Extréme-OrieB0).
%0 The notion of “tonic” and “dominant” is borrowerbfn the Western theory of tonality. They are not
equivalent, but rather similar.
1 The song iXangmode usually ends with the first pivot F, sometmséth the second pivot C.
22 gee footnote above.
233 Tuyén Tap Nhzc Dan Ca Ba Min (Anthology of Folksongs from Three Regions of Vaaim), Lé
Quéc Thing, ed. (Ca Mau: Nha XtiBan Miii Ca Mau, 2001), 51.
> The Bb on key signature is put in the parenthiesisdicate that the scale is actually pentatoniE i
position.
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In Pen Cy as in other folksongs using uniquely K&ngmode, such aBu Con
Mién Bic,?° Co L, Trong Com, Béo @t May Tréi,and Ly Da Banh Bo Kién Gian§’?
the notes F-A-C are emphasized in three ways; bstheir prolongation (F, C),
reiteration, or recurrence (F, A, C); second, mirtbccurrence at temporally significant
moments such as the beginning of a measure ortadspecially phrase endings (A,
specially C and F); finally, by their placementh highest or lowest register of the
melody (C)*’ The notes d and g are almost “decorative meladjencts,*® as
passing tones, escape notes, or neighbor notés Taéng Com, C0 lg). The three
pivots form a major triad as in the heptatonic Fankey, usually giving a joyful mood

to the song.

Besides the presence of pivot tones and auxil@rgy, it is also interesting to
notice some melodic pattefi$or idioms proper to each mode. Xangmode, the
following melodic idioms are found:

Ex. 2.8. Melodic idioms of Xang mode in F position

fl;Jrn % ! — ! ' 3 - : 77
a5 +7 ' 7  Pa— ' F E— oy
B J [ PO B J |
L2 . L e - 5 -
1
f E— — — —
7 T 1) [ J
U T T T T

*°>Pram Duy, op. cit., 71. ‘ ,

2% |n Tuyen Tap Nhzc Dan Ca Ba Min, Co L4, 34, andBéo it May Troj 14, are in F positiorrong
Com, 158, in G position (G-a-B-D-e-(Gly Dia Banh Bo Kién Giangl06, in D position (D-e-F#-A-b-
(D).

" See “Melody” inThe Harvard Dictionary of Music (Hardich" ed. (2003), 502.

**®Ibid., 502. ‘ )

%9 Hai Linh, op. cit, 10; see alsortét nhuc dic thll' in Tran Van Khé,Van Hoéa Wi Am Nhic Dan Tc
(Sai Gon: Nha Xat Ban Thanh Nién, 2000), 96; “melodic patterns” in Nguyhuyét Phong, op. cit.,
455,
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b2) Piéu Xu®® (Xi mode, similar to natural minor mode) (D-F-g-A-c2B)s
the mode in which the degrée (for example, middle D of the pentatonic scal& in
position, see Ex. 2.28 plays the most important role as the first piaitr{ost the
tonic as in natural minor D), together with them®t pivot, its dominant, an ascendant
fifth (called Cong, middle A) or a descendant fourth (call@éng, low A) from the
tonic Xur,?**and its third pivot, a minor third frod (calledXang middle F). The two
notes g and c are auxiliary, unstable degreesrimpacison with these three pivots,
which are stable degreest/XXang-xé-@®NG-liu-(U) or, in F position, RE-Fa-sol-LA-
do-(RE) (see Ex. 2.3 and 2.4lat Chéo Thugn (Rowing Song) is an illustration of
how theXy mode is used in Viethamese folksongs:

Ex. 2.9. Hat Chéo Thuyn,?®**a work folksong from the North of Vietnam in
Xw mode in F position

fl.l — " = S _— — | L
' ) e 3 ! { [—] — Al _—T b
Oy /B ————— — . % i — —
R B e L L an e = A
Chong chai 13 chai  vo ludi, do dé6 khoan dé hiv. Vd Iwdithi con ciu, do
S — T e, — Ny
7 ol F— - i T I-r ¥ f
) l_::l__' S —— (._/. u’ \ [ —
dé  khoan db hiv. Séng Neb 1i  Ngb  bé S8, do, dé  khoan do
o
S ——— S — . -
i : . : Il’ . Il ._. - - | I'
P - » — b——c—of%'—_'él—l
hiy. Biét diu div bén b3, do d6 khoan dé hiy, dé  khoan dé6  hiy.

80 Thjs is called hé thang II” (modal system I1) by &i Linh (ibid., 7), “diéu Nam, lei Ai” by Tran Vin
Khé (ibid., 95).Piéu Nhuc (Nhac mode)Piéu Ha (Ha mode) in South Vietnam, amiéu Thien (Thién
mode) in Central Vietnam, which are considered BynWan Khé as a “regional nuance” iéu Bic
(Bic modal system, with F and C as main pivats) fusique Viethamienne Traditionnell662, 219-
22; Problémes d®entatonisme en Extréme-Orier@86 31), are indeed different names for thiigu X.
In fact, Tén Vin Khé himself admits that in piecesd®u Nhac/Ha or Thén “the degreesw cbng, U
(Re, La, re) return more frequently and the mel@bgs or leans more on these degrees ... titaang
liu [Do, Fa, do]...” (ibid., 31).
261 %,r mode may be considered as the modal organizatiomining formation 4 (Re-Fa-Sol-La-Do-Re)
and 5 (La-Do-Re-Fa-Sol-La) in which D, A, and F ased as pivots.
%2 Thjs is the second note in the traditional regatale Ho-Xr-Xang-Xé-Coéng-Liu, which corresponds
in this example respectively to B+-G-A-(C), or the fourth note generated from Fading to the cycle
of the fifths: F-C-GB-A.
263 The song iy mode usually ends with the first pivot D, rarelighathe second pivot A.
264 Tuyén Tdp Nhzc Dan Ca Ba Min, 68-9.
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The three pivotal degrees, D, F, and A, are empidsn the melody of the
song, whereas the two auxiliary degrees, g ante@lanost embellishment notes of the
melody, such as passing notes, neighbor notescape notes. The three pivot tones
form a minor triad, giving the melody a rather saglod. Other examples of puredy
mode may be found iNgam Sa Mc,>*®> HO Pat Giong,**® Ly Kéo Chat®’ Con Chim
Manh Manh?®®

Gign Ma Throng** etc. The following are some melodic idioms of ¥aemode:
Ex. 2.10. Melodic idioms of Xer mode in F position

1 e —

N>

L LD gl
s = - = - [} =

[
i

I
>

b3) Piéu X&° (Xémode; no corresponding mode in Western music)-(G-a
D-f-G)?"*is the mode in which the degré&’? (for example, middle G of the
pentatonic scale in F position, see Ex. 2.2b) plaganost important role as the first
pivot (almost the tonic), together with the secpnat, its dominant, an ascendant fifth

25 Tran Van Khé (1962), op.cit., 248, states thafAm Sa Mc (Sa Mac poem declamation) and thit
NGi (Spoken Chant) in the music gettét 4 Pao (Female Singers Chant) have not the charactesisfic
either the modal systemiB (ordiéu Xang, or the modal system Nam (digu X&Xu), but his analysis
shows that the melodies in these genresasandCong(respectively D and A) as pivot degrees, and the
final degree iXu, orxang(F) in some cases, which is identical to #éu X that | mentioned above.
See also Ngun Xuan Tho, Nhgc Ly Gin Bin (Fundamentals of Music) (HCM City: Nhém Quédtg
(Homeland Group), 1986), 87.
% pid., 23.
267 L& Quc Thing, ed.,Tuyén Tdp Nhzc Dan Ca Ba Min (Anthology of Folksongs from Three Regions
of Vietnam) (Ca Mau: Nha X Ban Mai Ca Mau, 2001)109.
%% |pid., 43.
289 |bid., 62. This folksong is in the Vi Bm style of the province NghAn. It uses a specific ascendant
melodic progression from A-D-F to D-G-A, which gs/a very characteristic effect that we may consider
asHoi Vi Dam (Vi Dgm modal nuance).
20 Fordiéu Xé Tran Van Khé mentions scalesdp” in Problémesie Pentatonisme en Extréme-Orient
typed manuscript (1986), 31-2, and in his artidfeetham: South-East Asian Countriyf NGDMM 19,
748, he calls ihoi xuanwhen it has some special effect on certain degyeis scale (se¥an Hboa \bi
Am Nhuc Dan Tc, 95-6). Lr Nhit Vi also names ifiéu Nam i xuan[modeNammodal nuance
xuar], whereas Hi Linh names ihé thong Ill (modal system 11I) ilA Summary of Research on
Pentatonic Music8.
21 xémode may be thought of as the modal organizationbining formation 3 (Sol-La-Do-Re-Fa-Sol)
and 4 (Re-Fa-Sol-La-Do-Re) in which G, D, and Cused as pivots.
212 xais the fourth note in the traditional regular scHb-Xu-Xang-Xé-Céng-(Liu), which corresponds
in this example to C-D-F-G-A-(C), or the third ngfenerated from F according to the cycle of thibdif
F-C-G.
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(calledU, high D) or a descendant fourth (caldég, middle D) from the tonié?"
Sometimes a third pivot may be found in C, a pérfiearth fromXé2"* The two notes f
and a are auxiliary, unstable degrees in comparistinthese three pivot degrees: XE-
cong-Liu-U-xang-(XE) or, in F position, G-a-C-D-G] or SOL-la-Do-RE-fa-(SOL)
(see Ex. 2.3b and 2.4bRua Giu Gi6 Bay ' (Blown by the Wind) is an illustration of
how theXémode is used in Viethamese folksongs.

Ex. 2.11.Ly Qua Giu or Qua Giu Gi6 Bay,a love folksong from the North
of Vietnam in Xé mode in F position(pycnon: F-G-A)

Ly Qua Cau

% {Ddn ca mién Bdc)
ﬁl 5§ I"\I ; ﬁ I'—-% f — t . T
2tk . = s = =
el — u [ I
Yéu  nhau col do (01 a) cho nhan, vé nha doi
Yeéu nhau col non
Yéu nhau coi nhan
L . —-— E— - m—— — —
5‘1[ ] I — - — '.‘ |\ | il I‘ |\
e v = - 7 - ¥ o ya— - 4 L4 +: !
L F et
irang Cha doi) Me (o d) {rang a 01 a)qua cau (rdng a Ol a) qua
r"u N . %1
i N
o — e — . — ——2
] o v & } o9~ o ]
Ly — — —+ < - - 4 < -
- - 5 ¥ r ¥ ¢ —
cau  (tinh ftinh tinh) gi6 bay {tinh tinh finh) gio bav 2.Yéu...
- - - - - - - - - - - - 3Yéu..
ddnh 1ol ddanh o,

The two pivots, G and D, are emphasized througtimisong by their recurrence at the
beginnings of measures or beats and especiallyrase endings, while the other
degrees, a, ¢, and f, are more or less decoratites mround the pivots. Here, the song
ends not on the “tonic” G but on D, the ascendiiit 6f G. In this mode, the pivots,
even forming a fifth between them, cannot makeréepechord with any other degrees,
as is the case MangandXy modes. Its mood is somewhere between minor aforma

213 The song iXé mode usually ends with the first pivot G, but stimes with the second pivot D as
seen in this song.
2" In some folksongs, such bg Ngra O, from South VietnamTuyén Tap Nhuc Dan Ca Ba Mén, 95),
the pivot C is emphasized as much as G and D.
"> This song is in C position ifiuyén Tap Nhzc Dan Ca Ba Mén, 141.
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Hai Linh feels that it is frng’?7® (glad, joyful), or “triumphant, victorious” and mees

it “surmajor.”?’’ It is not rare to find this mode used extensivelZhéopopular
theater, as isip chants or in some sectionstéit Chiu win?’® (Incantation ritual
chant) in North and Central Vietnam, but it is nommon to find a whole folksong in
only Xémode?”® Usually,X&mode is combined with other modes in mode mixture
songs, such dsy Ngra O, Ly Qu Kéu The following are some of its melodic idioms:

Ex. 2.12. Melodic idioms of X& mode in F position

IfJ — I . | . I'-.--I-q

e ———— — .,'ﬁ‘_,_.Jﬂ

\.!'JJ ‘_i = '1_'_1 = ] i i_._"_if_,’?_tl I | = =
VE7 )

b4) Pigu 0an’*®(0an mode) is aitregular pentatonic mode most likely
derived fromXy or Xé mode, in which the three main pivotsXaf andXémodes, for
example D, G, and A in F position, remain pivotagckes of th@®©anscale, whereas f
and c become such unstable auxiliary degreestagtahange their pitch from more
than a half tone (e.g., F to F#) to more than alevtame (e.g., C to B to Bb) as they are
easily attracted by other pivots of the scale See2.12). Generally speakinQan
mode, a derivation of théy andXémodes, expresses “deep sorrgit.”

2% For Vietnamese peopleni:ng’ means a great unexpected joy that supposes #peesadness caused
by certain deception: for instance, “I thought naygnts could not come to my birthday party, bualfin

I was “mirng” that they came.” We rejoice at the ResurrectibJesus after his passion and death, at
victory in war after much destruction and deathad®ess” is implicit and adjacent toving.”

2T A Summary of Research on Pentatonic Muksc

" Tran Van Khé, op. cit., 249.

279 some other unimodal folksongsX@ mode ardHo Qua Séng Hai @, from Hai Phong province, and
HO Khoandi Puong, from Ha Tinh province, see Ngég Xuan Tho, Nhzc Ly Gin Bin (Fundamentals
of Music) (HCM City: Nhdm Qué Hong (Homeland Group), 1980), 88 and 90.

280 See Tin Vian Khé,La Musique Vietnamienne Traditionnel®44, for a detailed explanation of the
word Oan.

81 Tran Van Khé, “Vietnam: South-East Asian Countig’ NGDMM 19: 748.
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Ex. 2.13. Derivation of irregular Oan mode scale fromXg and Xé mode
scale in F positioR®* (The “floating notes” (f and c) and their altemates (sharpened
f#, flattened b natural, and flattened b flat) poein the rectangles)

X mode in F position Xe mode in F position
|| Q ] n i ._(_'g_-
N [ ] bl
IH—
.
\ Oan mode in 1: osition
ol Y
=, —e)—
i —t= =
. O '

From this irregulaan mode scale, there may be found five different
formations used in South Vietnam folksongs (Ex42.1

Ex. 2.14. Five formations of Oan scale in F position

A Qdn 1 1 Oan 2 + il
! ’L,f 1 3] C ) iﬂ} l-" o
(o - - P [ %) = S — [ %] =
LA
Odn 3 Oadn4
A l 1 4
} f’ { 2l I'l o L to }
i s o [ i O o*
KA [ ] il :.. =
Y L8] L8]
Qan s
- 1 -
1
f r':nr' T _ — - [ ]
Y <
e L8]

282 The “upward arrow” symbol raises the note a litiehigher, usually calledcting gi& (meaning
litterally “old, mature, exceeding degree”, i.¢.isisung or played higher), while the “downwarcbar”
symbol lowers the note a little bit giving auhg nori (meaning literally “young, unmatured, unripe
degree”). In the article “Anbiéu Dan Toc Trong Ching Ta” (Nationalistic Musical Tones is)J
Nguyén Thuyét Phong mentions that the differentiation is ab®d0 cents, nearly 10% of a semitone
(retrieved on Oct., 14, 2006, from http://www.Viathnesemusic.us/archive.html, website of The Institut
For Vietnamese Music, 2005 Willow Ridge Circle, Ke@hio 44240). See alsarINhit Vil & Lé
Giang, eds.Tim Hiéu Dan Ca Nam B (Exploring Southern Vietnam Folksongs) (HCM: NXB HACM,
1983), 297Dan Ca Bn Tre 71-2]. We propose some symbols using MaestrouBsion fonts focung

gid 4,4, (for Ex. Fa gia = & F# gia = E; Sib gia=B) andcung non, b b (for Ex. La non = A ; A#
non= AP ; Sib non= B).
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Formation 1 (or Oan 1): D-f-G-A-b-(D), or RE-fa-8QA-si-(RE)?®*
Formation 2 (or Oan 2): D-f#-G-A-b-(D), or RE-f&OL-LA-si-(RE)
Formation 3 (or Oan 3): D-f-G-A-bflat-(D), or RB-SOL-LA-sib-(RE)
Formation 4 (or Oan 4): D-f#-G-A-bflat-(D), or R&#-SOL-LA-sib-(RE)
Formation 5 (or Oan 5): D-f#-G-A-c-(D), or RE-f&OL-LA-do-(RE)

While Oan lis the most typical mode due to the presenceeo@limost tritone f-
b, Oan 2seems to be the most common, popular mode anbeeamsused in numerous
folksongs of South VietnamlLy Tréng Hrong (Growing Roses Song§* a work/love
folksong from South of Vietnam, is a good illusipatof the use o©an 1in close
combination withOan 2 ending with pivot degree G.

Ex. 2.15. Ly Tréng Hwong, moving from O&n 1to O4n 2(mm. 10-20) in F
position with G (Xé) as final note

LY TRONG HUONG

(D.C mien Nam)

/ Odn 1 in F position l
. ¥ e R T — — ; —
A2 , ] , ] ]
S T -—.—: i o i # e
H:."’ S [ — | = __'j. [ ] [
Trong hudng bé la che huéng (di  nodng ©i qua
i 2
6, L - T Odn2 1t
- . 2 i *——@ by — —
o e e S e e
- I - S ——
hdi noong di). Ning mua che div id hd) Cho
12 —
J‘\‘l '-____-'E i L : e { o g
5 — > i ’ . L » : =
- [ J [ J
huwdng (di noong di qua fu hdi) tré béng, ning
— e T — 3
o — ] =
NI T » e » * [ ] = * £
- | ' ——
mua che dawv (d ha).

283 04n 1lis considered asfiéu O4n nguyén #i (prototypic Oan mode]) from which are derived eth
Oanformations. Seew Nhit Vi & Lé Giang, eds.Dan Ca Hiu Giang(Hau Giang Folksongs) (&
Giang: $ Van Hoéa Théng Tin BHu Giang, 1986), 140.

84Dan Ca Ba Mén, 95. Another variation,.y Che Hrong, is found in300Piéu Ly Nam B (300
Southern Ly Tunes),t-Nhit Vii & Lé Giang, eds. (HCM: Nha it Ban Tré, 2002), 59.
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0Oan 3usually is paired witlDan 4in the same song, as seerjnBa Trf>(Ly
from Ba Tri), in which we may see not only the camatiion ofOan 3with Oan 4but
also the derivation aDi¢u Oanfrom Piéu Xé-Xr through the mode mixtu?® from
Diéu Xu to Pieu Oan 3or Oan 4(Ex. 1.16):

Ex. 2.16.Ly Ba Tri in F position, with mode mixture from Diéu Xu to Piéu
Oan 3or4

LY BA TRI o
Piéu Xur in F position (D.C mien Nam)
— Biéu Odn 3
5 = 2 L - —_—
#QQ#—HTP—H—'—’ Ls —— : =
GEE S S === = ===
e | — L R
Thuong nhd nhd mii khéng =xong chang mdi ra vé chi1 em
7 Diégu Xy 4 Biéu Oan 4+
‘n — + — b kK -
II{ II1|| ! 1 1 khrj/‘_r" Ll 2 # .'_!_|_._" i I E ] ¥ T
i —F— » : o — e e
Py I r L [ el
toi  thudng nhd. H6 Tay roi na bién Bic em chi cé thay
. + S
14 T — 1. — o 2.
o T - k. I 1 | ] Il | L I
Il |HEY] 1 ] 1 [ 1] 1] 1] Il | LT LT
o a—— o= = w¢ s | e e
el LB
|
ngudi em ching c6  thiy anh. Thudng... anh.

c) Chuyén diéu, or Mode Mixture, or Change of Mode: Modal Mobility as
Compenetration of Melodic Idioms®®’

As in plainsong, a similar phenomenon, called “madability” by Hai Linh,
occurs in Viethamese pentatonic folksongs: thesfatigs composed purely in one mode
(unimodal songs) are much fewer than those in madtire (multimodal songs), in

285300 Piéu Ly Nam B, 337.

280 See next Section for a more detailed explanation.

287 Hai Linh mentions that i.’Analyse Modale du Chant Grégoriéhournai: Desclée et Cie, 1948), 37,
“Henri Potiron had warned that one should not celythe number given at the beginning of each song o
rely on its final tone to find the real mode of thelody, but should first follow the melody, stepdiep,

to find out whether or not there is compenetratbmelodic patterns from different modes in thegon
Only at the final tone of the song, can one deteentis mode and its general characterdi Hnh insists
that “this compenetration of melodic patterns frdiffierent modes in a song should be considered an
important phenomenon not only in Gregorian MusitibuPentatonic Music as well.”’A(Summary of
Research on Pentatonic Mugigped manuscript, Saigon, 1970), 11). He nasoags with
compenetration of melodic patterns from differemid®s “multimodal” songs, and “change of modal
system,”chuyén hé. Since we name “mode” a&éu, “change of mode” will be nameghuyén diéu.

128



which the melody changes from one mode to anoth@niphasizing the pivots of the
new mode, resulting in the change of melodic idiorfikanks to this “compenetration
of melodic patterns” or “modal mobility,” the petdaic melody is richer in modal
colors. Most folksongs are found to have a tempyoshortchuyén diéu (change of
mode) and a return to the initial mode, suckl&chbén Choi Nha, a folksong from
Quan h tradition in Bic Ninh province, North Vietnam (see Ex. 2.17). @thshow a
more complex and variethuyén diéu. Tréng Quantun€®® is one illustration of those
multimodal songs (see Ex. 2.17).

Ex. 2.17 KhachPén Chei Nha, a Quan hp folksong in F position, with
temporary chuyén digu from initial Xang mode toXé mode (mm. 8-9), and going
back to Xang mode (mm. 9-17)

MAY KHI KHACH PEN

g Bieu Xang in F position
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6,-, . | back to Biéu Xang
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?%Tim \é V6i Dan Ca ed., Ngugn Xuan Thio (SG: Nhém Qué tbng, 1980), 16.Tréng Quanmeans
literally “military drum,” and the son@rong Quanis a special alternating/antiphonal tune sung tith
accompaniment of this kind of drum.
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Ex. 2.18. Tréng Quan a multimodal folksong from North Vietnam in F
position, with Chuyen diéu (change of mode) from#iéu Xé to diéu Xur to diéu Xang
to digu Xé and finally to diéu Xw

TRONG QUAN
X& mode in F Position (pycnon F-G-A)
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d) Hei (Modal Nuances) andChuyén hei (Change of Modal Nuances)

Within these modes, in folksongs of Central andt®B&ietnam, there can be
found some subtle nuances, callédi“(modal nuances), which are characterized by
the application or non-application of special voeifcts, called ornaments, on certain

Jat}}

degrees of a mode. The two most common effectsrang’ (...: vibrato) and 5" or

""

(v or vv: literally means tapping (on a string) resultinga slight repetition of the
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same pitch, like a glottal soundf. Even though not all musicologists clearly deserib
how to play or sing these modified degrees, andwthey do mention it, it is mostly in
the context of instrumental playing, it may helpggrs express their feelings if they
know how to deal with these modal nuant®s.

Ex. 2.19. Modal nuances in different modes

1. Hoi Bic (modal nuance Bac) 2. Hoi Aii{modal nuance Ai)

f v T A v e o P e vy
§ E‘ i 1Y L = = %] L i
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3. Hai Xufn lmﬂdﬂl nuance '."illﬁ.‘:ﬂ 4. Hoir Oan ‘mﬂﬁal nuance ﬂjn:\]

4] N A N Y oy n L) - X ]
= " = — e
e R e

L3 [ o l_ 4

Chuyén diéu involves emphasis on the pivots of the new modaénsame
position, such as ifirong Quantune (Ex. 2.18 above), whitghuyén hoi may involve
not onlychuyén diéu but also the application of some sonic effectofaaments) to
certain degrees of the new modal nuance, suchlasBa Tri now withrung (vibrato)
andvé (slight tapping or glottal sounding) symbols ie ttore (see Ex. 2.20, to be
compared with Ex. 2.16 above).

289 |n North Vietnam it seems that most of the folkg®are sung without any special vocal articulation
applied on the five degrees of the scale, wheire&sksongs of Central and South Vietnam, besiugs
Bdc, hvi Ai, hoi Xuan,andhoi O4n, there are also, at least in instrumental musigromodal nuances,
such aswi Qudng, hvi Thién, hvi Nhac or Ha. See Tin Van Khé, Problémes d®entatonisme en
Extréme-Orient31-35. Miranda Arana mentions, in the context of tradiibmusic as seen mii luong
(southern reformed opera), seven modes, i.e. éthfe (northern) modes [which] are generally
associated with positive feelings, consisting@fbdic (exuberant air)oi nhac (happy air), andhoi
guwing (air of contentment)” ; and “fouram(southern) modes [which] are generally sad, ctingi®f
hoi xuén (air of spring: wishful, longing, in lovehoi dado (air of repeat: to raise intensity)pi ai (air of
lamenting: plaintive, crying), arabi oan (air of complaint and resentment, often used wirenis
unjustly accused of something)Néotraditional Music in VietnartKent, Ohio: Nhc Viét, 1999), 101-
2).
290 See Tin Van Khé,Van Héa \6i Am Nhic Dan e, 94-5, andProblémes of Pentatonisme en
Extréme-Orient33; see also V6 Thanh Tudghac Khi Dan e Viét (HCM City: Nha Xuit Ban Am
Nhac, 2001), 181-2.
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Ex. 2. 20.Ly Ba Tri, South Vietnam folksong, withchuyén hei implying
chuyén digu

LY BA TRI {D.C mién Nam)
bieu Xu in F position (Hdi Ai} Piéun Odn 3 (Hoi Odn)
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e) Chuyén vi (Metabole or Change of Positiorf)*

It is obvious that there are only a very small nemisf unimodal folksong$?
whereas most Vietnamese folksongs change eithieitiiteal mode ¢huyén diéu, mode
mixture) or their initial modal nuanceluyn hoi, modal nuance mixture). A more
interesting fact is that a great number change thiial position and adopt a new one,
resulting in a melody enriched with more pitch ssand thus more sonic colors and
moods. This musical phenomenon of changing thiaiuspasition is called “metabole”
by musicologist Constantin Bitoiu,?* or “transmigration of scale” by musicologist

291 Chuyén vi isa phrase used byaHLinh instead ofChuyén h¢ (used by many Vietnamese
musicologists).Chuyén hé may be confused with mode mixtureahyén diéu (change of mode or

modal system).

292 Without these few but precious unimodal folksorigappears difficult to identify the different mes
used in Vietnamese folksongs. It seems that fewieonlogists pay attention to unimodal songs. This
may be one of the reasons why there still is mwetiusion about the systemization of modes and modal
nuances in Viethamese folksongs.

293 Constantin Biiloiu, “Un Probléme de Tonalité: la Métabole Peatague” inMélanges d’Histoire et
d’Esthétique Musicales offertes a Paul-Marie Masdenofesseur Honoraire en Sorbonne, par ses
Collegues, ses Eléves et ses Afparis: Richard Masse, 1955), 64, cited kiy Hnh in A Summary of
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Nguyén Thuyét Phong®* The new position is made possible by the appearamder
certain conditions, of certain new or foreign nsje€alled pien(s)"?*> Hai Linh, after
Constantin Biiloiu, mentions tw@iensk and B, in F position, in their “bimorphic
forms” (E, Eb and B, Bb): F — G — A Blf, B)- C - D — Eb, E)- F. Thanks to these
four piens from any initial position, the melody may charigat least four other
positions?®° each by an ascendant or descendant fifth (Ex)2.21

Ex. 2.21. Metabole (Chuyén vi) from F position to four other positions

£ (4] [
" A Laid = LW ]
il [ %] Fa ~
[ e [ ] [ & ] il
74 = - el 1
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G Position G Position
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AN [ W] il o

el |
F Position \ \
A5 |
- —— — . ——a—JF
l'.i?ll > . = bl L] — - © —
* T < | —
Bb Position Eb Position

The process of metabole needs, first of all, soraparation, in which the
melody uses only some degrees common to the nemoposThen thepienappears as
a real degree of the new position and takes paresdat in the formation of the new
pycnon as its first or third notd.y Quabeo (Passing a Cdly) well illustrates that
point®’ (see Ex. 2.22).

Research on Pentatonic Musie}; by Tén Vin Khé, “Vietnam: South-East Asian Countig’NGDMM
19: 748.
2%Nguyén Thuyét Phong, “Vietham” inGEWM4: 457.
?1Erom Chinese “Pien Tche: become TchBiza Chiy) and “Pien Kong: become KongBign Cung
(see Hi Linh, A Summary of Research on Pentatonic Mus33, Many Vietnamese musicologists, such
as Plam Duy (op. cit., 78) and & Linh, use the wordbién cung; meaning
altered/transformed/modified tone(s) / degree¢sindicate all thospiens.
292 Direct metabole to a new position by more than tensecutive fifths (e.g., from F position to D
position: F-C-G-D) may also be found@heofolk theater, such &8on Ga Rng (Hung Lan,Nhac Hoa
Am va Niac Pa Piéu (Homophonic and Polyphonic Music), 40, cited isi Hinh, Les Structures
Melodiques Dans La Musique Vietnamierimanuscript unedited), 212.
297 cay Trac Xinha North Vietnam folksongs an example of metabole from F to G positiore @&am
Duy, Puong Ve Dan Ca 82; Lé Quc Thing, op. cit., 31)HO Hui, a Central Vietnam work/love folksong
(Nguyén Xuan Thio, ed.,Tim \é Véi Dan Cg 30; see another version nanédl Nén in Hai Linh, A
Summary of Research on Pentatonic Mug#),andDang B Khadi Hoan, a Vietnamese Catholic
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Ex. 2.22. Ly QuaPpeéo?*® a folksong from Central Vietnam, Xang mode in F
initial position, with metabole to C and to Bb podion, Xé mode

LY QUA PEO

(D.C mien Trung) Metabole to C position

/ F Position, Xang mode — preparation —  (pycnon C-D-E), Xang mode
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Metabole to Bb position

]# {(pycnon Bb-C-D), X¢& mode
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ni (tala) ni ben ni {ci  h&1) wvign reo |[”1 1”11 ni  bén ni Chiéu...

In irregular pentatonic scales, suchGénscale 2, 4, and 5 (Ex. 2.14), the first
degree of the pycnon is altered (sharpened), ssi€#a5-A instead of the regular
pycnon F-G-A in F position. Compare the regulanf@f pycnon with its irregular one
in Ex. 2.20. Sometimes it is not easy to namenthe position because of its irregular
form (see Ex. 2.23).

religious traditional song (seeaH.inh, ibid., 211), are two rather rare examplésnetabole from F to
Eb position.
2% Nguyén Xuan Thio, ed., ibid., 13. See also NgmyHiru Ba,Dan Ca Vit Nam 62. Another version,
namedLy Hoai Nam a folksong fronQudng Tt - Thra Thién may be found ifuyén Tép Nhuc Dan Ca
Ba Mién, 97.
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Ex. 2.23.Ly Chiéu Chiéu, a South Vietnam love folksong in initial F
position (F#-G-A), Oan mode 2, with metabole to C position (C#-D-EQan mode 5

LYr cwHIE[T CHIEU {Dan ca Mién Nam)
F position (F#-G-A), Oan mode 2 mrmrmmmmmmmmmmm oo s oo o s o oo oo o o s e o oo oo oo
14 L T + !
At T — = o f— ] = —
. VoD % i - -1 E— — . T 1 i — P r— — —
o ¢ ¥ ~= =l =" Z e
1. Chiéu chiu ra ding Téy ldu Ty, ty THd tay, thdy
2. Chiéu chiéu tréng huiding Xa tréji Xa, xa  trii Xa, thay
___________________________________________________________________________________________________________ Metabole: C position
nm—" —— Ny TI." ———
e —— ¢ ¥ - = —— 05— f >
3 Ta — = S B = =

¢ tang tinh  ganh nudc, tudi  cAy  tudbi cdy ngd dbng.  Xui ai xui trong
chim tang tinh 6 canh, thiét tha thiét  tha ogoi  dan. Auoal oxui trong

(C#-D-E). Oan mode 5 A-CHED-E-G-A oo back to F position, Odn mode 2 ________
+

ot l o —

A
I‘, |'Jhl Iy 1 £ * - .: # - L‘u
'."_}" T T ¥ - [l -= - W il‘ O
'y > ¥ - F_'_ [ ] W T T —
long frong lang U] thuang, thuang co g cdy ngd dfing.
long trong long 106] thuong, tiéng  chim  thift  tha  goi dan.

It is obvious that the change of position, or rheta, requires the appearance of
some foreign notes, new to the scale in the aposition. However, not all foreign
tones, i.e.bién cung may becomedgents of metabol&®® They may serve as
ornamental tone¥’to make the melody move smoothly, as may be setei
following example (Ex. 2. 24). As a matter of fabiey may create semi-tones in the

melody.

299 Hai Linh, ibid., 14.
390 such as passing tone that connects two degrees by stepmotion and normally occurs in a
metrically weak position (sd&eo Dut May Troi Ex. 2.23), or neighboring tone, a step aboveetow an
organic tone of the scale (see, for exampténg Comin Lé Qubc Thing, op. cit., 158, in G position (G-
A-B-D-E-G), in which thepien C plays the role of a lower neighbor tone for dinganic tone D).
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Ex. 2.24.Béo Dut May Tr6i,*** a North Vietnam love folksong in F position
(F-G-A-C-D-F), Xang mode, with the pien Bb (m. 2 and 8) as a passingrie
between A and C

BEC DAT MAY MOI

rl 'g £ Bb P«EI.-E-.E]IILE_ tCﬂE I I I (L C misn EEL_
" 4 - rall — : : ik i i 1 L 1 } ]
EEE == = W—F —r = ——
L Béo dat mivi wdi chén xa =8 anh oi em vin Aoi vin
2 (MO mdnh  tAng treo tudi canh thiu anh O wing A3 ngi  ngang

+ Bk Ipa-i-iing ton=

fi | —

I S .'H' | PR | || ﬁ ¥
S e e e Fj:,,ﬁ

Y] = S = ¥

1; ~chi. Miay il whi chim za mng mh fnh cd vin.  Ngim maT n
2. Mu. Tring i wed Uong oi fAng tmh ©nh wing ©@n  Cinh o8 duoa  oirdc

:@ﬂjﬂ: —ﬂ—‘—ﬂ u _‘I- » I o 14 = " —

hai gn dagi ba bdn tin chd 3an ching iy anh. 2. Mt
mid la & em wvin monz <chi 3ao ching iy diu.

In other cases, th@enmay play the role of adbrrowed tong' a tone from
another position, usually a fifth below the actpasition. Thepienappears for a short
time, as in a temporary metabole without emphagiiself, to become an organic tone
of the new position, but it usually plays the rofean auxiliary tone, giving some subtle
“newness” to the melody, especially when the meledyes the borrowed tone to reuse
the organic tones of the original position. Therbaed tone never forms a semi-tone
with any degree of the original scale. Otherwitse/ould be some kind of ornamental
tone. Ly Con S&o Hélis one of those songs using borrowed tone (E)%)2.2

391 Nguyén Xuan Thio, ed., ibid., 35, in D position. Another versioayrbe found in Lé Qic Théng, op.
cit., 14. Cira Béng Then Ca{Bolted Door), a folksong from Thanh Hoéa provir{Bén Ca Nglg Tinh
(Folksongs from Thanh Héa, NgiAn, Ha Tinh Provinces) (Ha ®l: 1961), 23, cited in &n Vin Khé,
Probléemes de Pentatonisme en Extréme-Orig8i, is an interesting example of using pien as
ornamental tone, so many times (actually 6 timeklimeasures) that one may misinterpret the nafure
the pentatonic scale: C-Eb-F-(g)-Ab (equivallenAt€-D-(e)-F, the plagal section & mode D-(e)-F-
[G]-A-C-D in F position, with theienE as a passing tone between F and D:

C-Eb-F-(g)-Ab, with the pien (g) as passing

tone — [ — —m— — ——
2 2N = k= T :g H NN ":" TR s i t
N Leeet ™ eg N| g ga0 e, e ™ e e e e i ™ R ™ R L™ S P ™
e Sy + - — + - + - s -

A-C-D-(e)-F. with the pien (&) as passing
e S e
. ees L o o0 e * "% 0 _ e ', e 0o oo e ", .



Ex. 2.25.Ly Con S&o Hé,** a Central Vietnam folksong in F position (F-
G-A-C-D-F), Xang mode, with Bb as “borrowed tone” from Bb position(Bb-C-D-
F-G-Bb)*®

LY CON SAQ HUE

) D.C mién Trung i . o
F Position , Xang mode Bb borrowed tone from Bb position

) X e e L\

" T = 7 T 7 | P4
A (AT R T T — . I:lﬂ_p,” TH T ——
A, r i NI ] # <
e T e e — — 7
Ai dem con sio sang song, dé:_ cho, dé: cho con sdo (01 ngudi dij
€20, bé. sin, bé sdu nhd  bdi (01 ngudi di)
#
5 Tone A refurns — . X
i — i [ raln Fine ~ /8
e ——
I ] I i) [ 3 i Pl
e — + - S + P —
50 long (di ngudidi) bay =xa, 50 long (di ngudi di) bayv xa. Non cao ai dip nén
ai dao (di ngudidi) nén siu, ai dao (01 ngudi di) nén siu?

In brief, Viethamese folksongs make use of the legguentatonic scale Mang,
Xu, andXé modes and of irregular scalesydnmode consisting of five different
formations. The change of mode or modal systmyén diéu), of modal nuance
(chuyén hoi), of position (metaboleshuyén Vi), and the usage of borrowed and
ornamentapiensmay afford the use of more instruments to makiestoigs’ melodies
more varied and expressive.

1.2.  Melodic Progression and Range

Other aspects of the melody concern how it movedddic progression and
line) and how many (different) pitches it compsigenge). The intervallic structure of
the pentatonic scale its&lf suggests that it is not easy to achieve a peritatoeiody
moving mostly by steps (with much stepwise progoess®® We actually do not have
any document exploring the melodic movement in Maetese folksongs. The statistics
of the intervals used in the melodies of 11 follgm the above examples show that
there are 334 steps (44.12%) and 111 unisons (@).66mpared to 310 leaps

392 Nguyén Xuan Thio, ed., ibid., 26; Lé Qic Thing, ed., op. cit., 94.

393 As long as th@ien Bb appears as a borrowed tone, the melody willisetthe tone A in such a way
that A can create a semi-tone with Bb.

34 The pentatonic scale (for ex. F-G-A—C-D—F) corsistthree seconds (or steps) and two thirds
(leaps) in comparison to seven steps in the haptaseale (F-G-A-Bb-C-D-E-F).

395 To understand what is usually expected when mgldielody in heptatonic scales, see Jeffrey Evans
in Exploring Theory with Practica Musicegv. ed (WA: Ars Nova Software, 2004), 80.
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(41.21%)*% In theHo chants andNgam thr (poem declamatior’y’ the percentage of
leaps is greater, as the chanting melody corresgpdiodely with the different tones of
the language according to fixed melodic formulbig Ciy (Rice Seedlings
Transplanting Chant) is a chant based mostly omibledic formula D-F-A, in which
ddu huyén is sung to the pitch D or low A, or Bb-87u ning, to D-F;ddu ngang to F;
ddu sic, to high A:ddu hsi, to D-A (see Ex. 2.26 a & b).

Ex. 2.26a.Chanting formula of HO Cay

Chanting formula (A)-D-F-A

ﬁ T T T T 1 |

P f P — f = H

._:I.J' |tI I - | H-_-'/. f_/.l'l | [ | 1 |
huyén nang hoi(nga) ngang sdc

3% The leaps comprise 145 thirds (19.21%), 112 peftenths (P4) (14.83%), 32 perfect fifths (P5), 9
major sixths (M6), 4 minor sevenths (m7), and Seaetroctaves (P8). To gain an idea about the nielod
progression in some English religious songs, we eddculated the statistics of the intervals usetili
English songs chosen randomly fr@&@hung loi Tan Tung (Thanh Ca Song N (United in Faith,
Hymns & Songs in Viethamese & English) (Portlan®:@CP Publications, 2001), n. Zilent Night n.
3: 0 Come, All Ye Faithfuh. 4:Here | Am, Lor¢gin.5:Be Not Afraid n. 6:Whatsoever You Da. 9:The
Cross of Loven. 10:Celtic Alleluig n.11:Ye Sons & Daughters. 12:Jesus Christ Is Risen Today.
16: Amazing Gracen. 21:Prayer of St. Francis In these 11 songs, there are 344 steps (52.8t80) 34
unisons (20.58%), compared to 173 leaps (26.57%gisting of 88 thirds (13.51%), 50 fourths (7.68%),
17 fifths, 6 sixths, 10 sevenths, and 2 octaves.
397 Folk cantillation/chanting genre includes, fortarece Rao hangHo Lo-td Néi tho, Ngam thy, Hat
noi, N6i bi, Ho, and part oHat Ru enin South Vietnam, see Ngély Xuan Tho, “Cac Mic D6 Trung
Gian Gira Noi Va Hat” (Intermediary Degrees Between Spegkind Singing) ilfNhac Ly Gin Ban
(Fundamentals of Music) (HCM City: Nhom Qué&dhg (Homeland Group), 1980), 82-90. Religious
cantillation/chanting genre also includ@sc, Tung, Ném, Xréng, Bzch, Thnh, Tan(Buddhism), see
Tran Van Khé, “Musique Bouddhique au Viet-nam”Emcyclopédie des Musiques Sacr@esaris:
Editions Labergerie, 1968), 223-32, ahdc Kinh, Poc sach Ngaim/Gam (Catholicism), the latter to be
examined further later in this chapter.
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Ex. 2.26b.HoO Cdy, from Kién Giangprovince, F position, fromO&n 3 mode
to Oanl to Oan 3,Ho style in formula (A)-D-F-A

(D.C Kign Giang)
F position (F-G-A-C-D-F), Odn 3 mode (D-f-G-A-b flat-D)  -------mmmmmmm e
)
s N . = . _ . .
y i — - > s L [ ) ]
ATV f — L= [ ] N} [ ]
el o L ﬂ -
Ho hd bat sdu ma ua mi to1 cay Iia
f I AT S
M ] b k. k. L] k. k.

e s—=— -  —— X X 5 = ks
NP i - = [ ) = [ ] -
- L] y |.’_'_ = LJ [ J ]

ngoc chim (¢ d) ¢ nay anh  Hai di biét ddu  nhin
............................................................................... Oan 1 (D-f-G-A-b-D) e
A ~ ~ ~ 1
] — y . b, b,
H— p— i 3 ; N 7 i‘q w7 ~ L -

{:T} w2 - I ra & [ ® T F i [ L i L] [ J p

L2 - 4
dao (d) d ha d d ho o biét ddu nhin
—————————————————————————— Odn 3 _ - e
~ ~ -

—)L‘m—ﬁ K N 1 ' i S —
- 1 — o h ! W o /"ﬁ.j—'—‘—H
s —

, 'E_= p .
dao ma chi  giim c\i‘-‘%‘-" cho tui ¢ d d).

The melodic lines of most folksongs are wave-ligame are very undulating,
as the range from the lowest note to the highest ofoeach phrase of the song is from a
minor seventh (m7) to a perfect eleventh (P$1)The statistics of the range of each
musical phrase in 11 Viethamese folksong examples shat 25 (64.10%) out of a
total of 39 phrases have a large range from m2ic’®

In general, the range of a whole folksong maywathin a P5 to a P12, mostly
from m7 to M9>'® The range within a perfect fifth is rather rafrom 57 folksongs
selected iffim \é V6i Dan Ca only Ly Xim Ximis found within a range of B8 (see

Ex. 2.27).

308 See for exampl&rong Quan(Ex. 2.17).Ly Chiéu Chigu (Ex. 2.22),Bé&o Dut May Trdi (Ex. 2.23).
399 The statistics for the 11 English songs menticaisalve show that only 20 (36.36%) out of 55 phrases
encompass the same large range (see Appendix blega and 2).
310 All 11 folksongs cited as examples (Ex. 2.7 —%).fall within the range of minor"7 to perfect 12 ,
in which 6 out of 11 songs range from a minor sévém a ninth (55.55%), compared to 8 out of 11
English religious songs (72.72%) (see AppendixTbles 1 and 2). A range of major"i(&n octave
and a major 8) as inNguoi O Pirng Ve (Tim \é V6i Dan Ca 32) is also rare. Indeed, this song, a
combination of two other folksongs byt Hiru Phréc, is now considered as a folksong by most of
Vietnamese people, see NgnyXuan Tho, “Thiy Gi Qua Céac Bai Dan Ca” idat Lén M:ng Chuaan.
32.
31 Nguyén Xuan Tho, Tim \é Véi Dan Ca,41. Even children’s folksongs, suchBig& Kim Thang
(range: M6, p. 19) an@on Chim Manh Mankrange: m7, p. 33), make use of a larger range tiat of
Ly Xam Xam.
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Ex. 2.27.Ly Xam Xam, South Vietnam love folksong in F positionQan 2
and Oan 1 mode, within a P5 range

LY M M (D.C mién Nam)
F position, Odn 2
fi ) i\ | --..I_ | --..1 | T
d T SF k. | | 15 k, | | | | Y | Y
- . y . 1 y y 3 y A
:@Iﬁ;_—.—l—n. r » ) » n_#' » n_#' v
"
Xam xim birdc tai chanh cdy (tinh) chanh, lam (finh) le lam (tinh)
7 — Q4dn'l — T Qdn 2 . + U
— — . : = ——=x y ! ! — ! E——
o ——— I | —f - — - » - -
T . T T T —-.
3 D e e ==
le (di) muén bé_ _ sgd__ nhanh gai chéng (tinh) gai 1am (tinh)
— Qdn 1 — in 2 X
13 | B tT0dn 2 T X
’l {‘} - j - — T — — — I - — ! w7y by
Y A . — 3 ] . ! — ] . _
; i - , 0—'—0———._. * e . I
D) I R S~
le (di) muén bé___ sg_ nhanh gai chéng (tinh) gai. Xam...
2. RHYTHM , METER, TEMPO, DYNAMICS , AND ARTICULATIONS

Most of the non-metrical/recitative chants, suctiasnoi(parlando) Ngam
tho, HO,andHat Bua em,are in free rhythni while all the other songs are in metrical
rhythm featuring mostly duple meters 2/4 or 2/2fev 1/4 meters are used, but 3/4

meteg3 is surprisingly scaré& except when it is combined with 2/4 meter in darta
14
songs.

Syncopatiori > very frequent in other genres of Viethamese ti@utitl music

such as ritual music, chamber music, or theateiayithis also often used in folk
music. Some special forms of syncopation are todted (Ex. 2.28):

32 Tran Van Khé, “Vietnam” inNGDMM 19: 749 . See also Ngég Thuyét Phong, “Vietham” in
GEWM4: 464).

33 Tran Van Khé, ibid.,748, and irLa Musique Vietnamienne Traditione(laris: Presses Universitaires
de France, 1962), 277. Salso Ngugn Thuyét Phong, “Vietnam” inGEWM4: 465.

34 See Lé ¥n Chrong, op.cit., 66. Notice that all 11 songs givereeamplesfén Cu, Hat Chéo
Thuyén, Qua Giu Gi6 Bay, Ly Téng Hrong, Ly Ba Tri, My Khi Khachpeén, Trong Quan, Ly Quaéo,

Ly Chiéu Chiéu, Béo it May Tai, Ly Con S&o Hién this chapter are in free rhythm or in binary
metrical rhythm (10 songs in 2/4 and 2 songs inéem. To have an understanding of the absolute
predominance of binary meter over ternary met&i@gnamese folksongs, look BOOPiéu Ly Nam B
(300 Southery Tunes) and you will see 289 songs in 2/4, 5 sam@#2, 1 in 4/4: together that totals
295 songs in binary meter. Only one song in 28ldmane measures in 3/4 meter, two songs are in 1/4,
and one song in 1/4 and 2/4 meters.

3154A momentary contradiction of the prevailing meterpulse.” HarDic, s. v., “Syncopation.”
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Ex. 2.28. Usual and special forms of syncopation in folksond¥ (Key: staff
B represents a notation that helps recognize thelmdter than staff A)

usual special

regular rhythm syncopation syncopation
| | | i | " —
A S :—' - - S — - > -L. -L. =§. El._’_.k\ [ ] [ i : ;
o) — T 14 T
\l..ddu  dau  bé&n..|..guanh (o___ )bao...|...dau, ba di khdp..|
B e —— e
S = —-——Q—tﬁ T t T T t =+
Beat 1 2 1 2 1 2 1 2 1 2
[c]
7 = N N et = ) N by
Fro = 5 e — - =5 - » P — - e —" —— » w P
eJ L) LN ~ - F = T = [ ] [ ] '_ T = T
\.chéng lam khé__  cdi dai | tOi dgi  ba Ri... ||.chdnglam khdé__ cai doi.. Pém thoi ndm..
— e — 1
o= = ; = : S — = - —
t;') L4 L4 = - = - L4 L4 = = L4 =——-—._=
Beat 1 2 1 2 1 2 1 2
b 4 — T e — ; P ;
. hl l - R pal¥ F ) F
.mue tuy cuc ma...{l..nha cung va&i vo_..|..dua 1 a__ | dua____ nang dua __nang....
Fal i ¥ I —/_- - a0 F'-.‘ L]
e e e e e
e) L4 L L — — T —
BEat 1 > T T = ~ 41 o 1 2 1 2 1 2

Concerning the tempo of Viethamese folksongs, tieen® easy way to gain an
accurate idea about it because not all the soagsdribed into Western notation carry
tempo indications in words, not to mention metroeamambers. However, ordinarily a
song in a sad mode, suchXas or specificallyOan mode, with frequent ornamental
notes will be sung in a rather moderate or slowpt@nand a song in a joyful mode, such
asXangmode, will most likely be sung in a moderate @t tampo. So what Prof. &
Van Khé mentions in general about tempo in relatigngihthe different modes in
Vietnamese musical language still seems applidabline consideration of tempo in
folksongs: “[InBac (or Xang mode], the tempo ranges from moderate to veiy sy
pace is exceptional. [...]. [INam(or Xi-XéandOan) mode], the tempo ranges from
moderate to slow; quick pace is exceptiorial.In other words, moderate tempo is

3% Tran Van Khé,La Musique Vietnamienne Traditione|l@75.

37 The usual form of syncopation (m. 2) is used bgnfiolksongs, whereas the special forms are found
only in a few folksongs, such &kt Chéo Thugn (m. 3; in L& Qéc Thing, ed op.cit, 68), Pén Cu(m.

4; ibid., 51),Ba Ri(mm. 5-9; ibid., 12)H0 Pi Thé Myc (mm. 10 and 11; ibid., 74)y Ngrsa O (mm. 12-
15; ibid., 95).

318 Trdn Van Khé, “Vietnam” inNGDMM 19: 748.
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present in every mode of Vietnamese traditionalioyus comparison with slow or
quick pace, which is rare in one or another

mode3*®

Here is a list of the most common Italian wottfayith their equivalents in
English and Vietname&2 and corresponding metronome numbB@r& able 2.85):

Table 2.85.1talian, English, and Viethamese tempo words

Italian English Vietnamese Metrome number
words (number of beats
per minute)
Grave Very slow, serious n/a
Largo Very slow, broad Rt cham, 40-60
Larghetto | n/a Hoi cham 60-66
Lento Slow ChHim n/a
Adagio Slow, at ease GIm rai 66-76
Andante Moderately slow, Thong th, Khoan thai | 76-108
a walking pace
Moderato | Moderate \ra phii, Nhip vira 108-120
Allegretto | Fast, cheerful Nhanhia n/a
Allegro Fast Nhanh, bl nhanh 120-168
Vivace Lively Linh dong n/a
Presto Very fast Rit nhanh, Hi ha 168-200
Prestissimo| As fast as possible ¥C nhanh 200-208/216

319 The tempo markings found in the anthol@§0Piéu Ly seem to illustrate what has just been

mentioned above. From the 235 Southern Ly tunés mvetronome numbers, only 17 (about 7.2% ) are

in allegro tempoNhanhor Hoi nhanh from 120 -138 beats per minute), and 23 (abd2@%.) are in
adagio, larghetto, or largo tempdham réi, Chim, Rit chim; from 56-74 beats per mingtevhile 195
(about 83%) are in moderato or andante tenvaa (Vira phii, Nhip wra ; from 76 -116 beats per

minute).

320 SeeHarDic, s. v., “Performance marks.”

%1 vietnamese terms are largely use®@9Piéu Ly Nam B (300 Southeriy Tunes), which is actually
an anthology oty tunes from South Vietnam in which all the songsgiven a tempo indication in
words, and about 78% of them are accompanied witetaonome number.

322 These metronome numbers are suggested with tre@sponding Italian tempo terms on some
metronomes such as Sabine Metronome “Metrotune NMIT90r QwickTime Metronome.
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Besides tempo indicatiotf and some designations for the character of the
pieceé®*found in a certain number of transcribed folksomuser performance marks
indicating dynamics and articulatichdare not mentioned by any researchers and are
rarely found in compilations of folksongs. It issased that most metrical folksongs
(Hat, Ly,and metricaHo) follow the natural pulse of strong and weak beagpecially
in moderato and fast tempos.

3. STRUCTURE AND FORM

In the recitative/non-metrical genres, sucliNgam tlw/Noi tho (poetry
declamation), non-metric&u (lullaby) andHo (chantey or call song), since their music
follows closely the different tones of the poemtf&Xtheir form is somewhat similar to
their poem text, i.estrophic form.3*” Although each strophe, due to the different tones
of the language, may not be chanted to an idennedbdic line, it is worthynoting that
the structure remains the same. Most unmetdtétf are in one of three following
structures:

323 Rubato and/or Ad Libitum and the hold mark (fera)atre also frequent in unmetrical songs,
especiallyHo songs. See, for exampléd in Lu Nhit Vi & Lé Giang, eds.Dan Ca Bn Tre(Folksongs
of Bén Tre) (Bén Tre: & Van Héa va Thong Tin &n Tre, 1981)Dan Ca Kién GiandFolksongs of Kién
Giang) (Kién Giang: 8 Van Hba va Théng Tin Kién Giang, 198®an Ca Hiu Giang(Folksongs of
Hau Giang) (Hu Giang: & Van Héa va Thong Tin kU Giang, 1986).

Examples aredi i, ho hai, vui-di dm, triz tinh, fon nhién, n rang, néc muc, chit phac, bén
tham tam, tam ném, hai heéc, diem dam, i lic, tinh @m, nk¥ nhung, tin #ong, keu Iuyen cham bim,
chan clit, xji 161, hém tinh, nhp nhang-ztml tdn, U odi, man mac, éi mg, tinh t-thiét tha, nhip nhang
phan chin, séidéng, duyén dang.dc cs.... See Lé Giang & & Nhit Vi, eds.;300Piéu Ly Nam B (300
SoutherrLy Tunes).
325 Except for the marcato mark and the sliding madidating that the singer has to slide down a oerta
note from a quarter to half a tone or a whole toBee, for example, L& Giang & INhit Vi, eds., ibid.
326 T4 Vi1, “Tan Man Quanh Ningbiéu Ly” (Miscellaneous Topics around the Ly Songs) &0 Diéu
Ly Qué Hrong (150 Homeland’s.y Songs), vol. 2, it Nhat Vi & Lé Giang, eds. (Tp HCM: Nha Xt
Ban Van Nghe Trung Tam \in Héa Dén Toc, 1995), 9. He also mentions thabim-metricaRuandHoO
some few vocables such.ds o, a0 g oi; HO ho, Hé ho; D6 ta, HO khoan( ho, O hui, Hé xa, H ri are
added to the original poems and help characterfferenht kinds ofRuandHo tunes.
%27«Characterized by the repetition of the same mfmiall strophes, as distinct from through-
composed.”flarDic, s. v., “Strophic”).
328 Many unmetricahat dira em(lullabies) anchat hué tini{love songs) are chanted following the same
models a0, except that the opening cal)*au o” is used inhatdiwa emand the opening call) o...or
A o” is used inhat hué tinhinstead of ‘Ho o or Hdao...” (seeHat Hué tinhin Dan Ca Bn Tre 237-45;
Hat Pua emin Dan Ca Hiu Giang 270-278;Hat Hué tinhin Dan Ca Hiu Giang,280-314). That is why
| consider these songs to be part of unmetkigagenres in terms of formal structure.
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1. Model A:Ho with only one Recitative sectiq€all + Recitative section).

1) Opening callHo o...,HO ho o...,Ho 0 0... ,Hdao o..., Hohoé...,Eo..., orO...
2) Recitative section: all lines of the strophe emnanted without any call.
2. Model B:HO ending with the last whole line(s).
1) Opening callHo o...,HO ho o...,Ho 0 0..., Hoac o..., E 0..., or O...
2) Opening Recitative section: The first line(S)oto! i i”*?° - (pause);
[3) Middle calf*®* Ho o...,HO v o..., Ho 0 0..., Hdao o..., Eo..., orO...; I3
[4) penultimate line(s) +d'of 11" - (pause);]
5) Ending callHo ..., HO ho o...,Ho 0 0..., Hdac o...,E0..., or O...
6) Final recitative section: The last whole line§gjhe strophe +d'o/ i1 1.”

3. Model C:HoO consisting of chanting the first part/half of tlst line before
the ending call, with or without repeating it orpaf it in the ending Recitative
section.

1) Opening callHo o...,HO ho o...,Ho 0 0..., Hdac o...,Eo..., or O...

2) Recitative section: The first line(s) & &/i i” - (pause); or plus the first part/half of
the last line of the strophe v 6/i i” - (pause)

[3) Middle call:HO o...,HO hv o...,Ho 0 0..., HOao o..., Eo..., or0...]

[4) Recitative section: The first part/half of tlast line of the strophe +o“o/i i"-
(pause).]

5) Ending callHO o...,HO hv o...,Ho 0 0o..., HOao o..., Eo...,or0...
6) Ending Recitative section:
a) the second part/half of the last lineotofi i”; or

b) the whole or almost whole last line, resultinghe repetition of some few
words or all the words of the first part/half o&tlast line in continuation with
the second part/half of the last linea-d/i I.”

2332

Table 2.86 shows that the most typical structurenmhetricalHo™>“ would be:

39 Ho mai daiof Hdu Giangmakes use of the vocable “i” instead of {Dan Ca Hiu Giang 352-61).

330 The middle call may be identical or similar to thgening call, or sometimes more melismatic than th
first call (see above Ex. 2.26b).

%1 The middle call and recitative sections in braskeay or may not be present in this type of stmactu
332 My research of 145 Southern Vietnam unmetricahthinHo genre, which consist of 1080,
(includingHo don [Solo HOJ,HO ké x&xwdng xd xwdng dap [Solo-chorus/responsorial HHO doi dap
[alternating/antiphonal HOJ), 12 unmetriddéit Dua em(lullabies), and 25 unmetricédat Hué tinh
(courting songs) iDan Ca Bn Tre(Folksongs of Bn Tre),Dan Ca Kién GiangFolksongs of Kién
Giang), andéan Ca Hiu Giang(Folksongs of Hu Giang), shows that 100 out of 145 chants (68.96%)
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- Opening call + Beginning Recitative section:tfiree(s), or first line(s) + first
part/half of last line);

- [Middle call + Middle Recitative section: firsapg/half of last line]

- Ending call + Ending Recitative section (lasttffeif of last line, or full/partial
repetition of the first part/half of last line bedothe last part/half of last line).

The above three structures are summarized in a8 Model C is the most

common.

Table 2.86.Three common models of unmetrical solé1o

Model A Model B Model C
(17.24%) (13.79%) (68.96%)
1. Opening | HOo/HO v o /Ho | HO o/ HO oo/ Ho | HO o/ HO ho o/ Ho o o /HOao
Call oo/Hdaoo/Eo/ o o/HOao o /E of o/Eo/orO...
orO... orO...
2.0pening | All the lines + ‘o ofi the first line(s) - The first line(s) - (pause)
Recitative | i” pause
section
3. Middle Hoo/Hohvo/ | HOo/HO o/ Hooo/Hoao o
Call Ho oo /Hboaco /E |/ Eo orO...
o orO...
4. Middle the penultimate the penultimate line + the first
Recitative line(s) + ‘o ofi part/half of the last line +d* oi
section I...") - (pause) I” - (pause)
Or only the first part/half of the
last line + ‘o ofi I”
5. Ending Hoo/Hotvo/ | HOo/HO M o/Hooo/Hoao
Call Ho oo /Hboao o /E | o/Ec/orO...
o/orO...
6. Ending the last line(s) of | a) the second part/half of the I3
Recitative the strophe +d o/ | line + “o 0 /11"(36.55%)
section i b) the whole/almost the whole

last line + 0 ofi i” (32.41%)

make a call after chanting the first part/halftod tast line of the strophe, and 47 out of 145438%)
make use of the repetition of the first part/halsome few words of the first part/half of thetlise of
the strophe together with the rest of the last line
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This typical structure or scheme is best exempliigHo iy (Ex. 2.26b):

(D.C Kién Giang)
F position (F-G-A-C-D-F). Odn 3 mode (D-f-G-A-b flat-D)  ——--mmmmmmm -
N
’II:I — N . . . . .
o — = —e—= = '—", - S = * *
3 = -
Ho ha bat sdu ma ua ma toi cay lhia
i L2, Y A
:l § 3 . t:a L L 'Qa L L
om0 7 Y 3 e W n = W
5P .\7- - / - [ [ - [ _—
= be' = .
ngoc chim (o d) a nay anh Hai di biét dan nhin
_______________________________________________________________________________ Odan 1 (D-f-G-A-b-ID)
p ~ ~ ~
) —] b, b, k,
- — i 3 = o q’_i"o = =1 . .
oy I - = - - - w o = L = P
L2 [ v
dao () a ho o d ha d bi&t dau nhan
—————————————————————————— Oan 3 R
o~ o)
A - e 1 | : — ————7
o i = ) L I i w 7 ¥ Lva
(S . = - . ——
ST T e e 7 =
dao ma chi gitim B"'—’_g\/ cho tui (c d d)

The original varied 6-8 meter poem strophe reads:

Pat sau ma Ua, cay ldangoc chim,

Biét dau nhandgo// chi dum cho tui

The first part/half and the last part/half of laisé are chanted as follows:
- Opening callHo ho...

- Opening Recit. sectiomat sdu na Ga (ma tui) ety ldangoc chiim ¢ 0)-
(pause)(O nay anh Habi) biéet dau nhandao (0)-(pause)

- Ending call:O hoo o hoo...
- Ending Recit. sectioriét #au nhandzo (ma) cli dim ¢ o) cho tui ¢ o o).

Any other strophe may be chanted to this schemdifferent modes and
nuancesHO dsi dap (antiphonaHo) is the alternating courting or riddle chanting
between mostly male and female soloi&tsysing one of the three above models, while
HO xeéng-xa ké-xd, or xudéng-dap (soloist-chorus responsoridb) is the chanting
between a soloist and a chorus, in which the dojcés ké) may use one of those three
models and the chorusdn x§ chants a more or less short, mostly metricahtidal

333 Another interesting structure is the combinatibarmtiphonalho with responsoriaho as found in

someho doi dap of Thanh Pha (Bn Tre): The alternating chanting between two stdonow involves
theparticipation by a chorus who sing the respongbeccall of the two soloists, or by two different
choruses who respond to their own soloists (seBllit Vi & Lé Giang, eds.Dan Ca Bn Tre 33-5).
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(R) or different (R'/R") response after almost gvRecitative section. The general
structure for unmetrical responsoriéb ké-xdis shown in Table 2.87:

Table 2.87:General structure of HO ké-x6

Céi ké (soloist) | Con x6 Caéi ke Con x6 Cai ke Con x0
Using model A, | (chorus) (soloist) (chorus) (soloist) (chorus)
B,orC

Opening call + | response | Middle call + | response | Ending call + | response
opening Recit. R middle Recit. | /g ending Recit. | p/r/R”
section section section

This structure may be illustrated bip Mai Podn from Bén Tre Province in
South Vietnam (Ex. 2.29).
S334

Concerning metrical songs, suchLgsandHat folksongs,” most are one-
sectior> pieces with only one text (designated as A), ashén CU(Ex. 2.7 above),
Ly Trong Heong (Ex. 2.15), etc., or sometimes with more than @x¢ sung to the
same tuné>° called strophic form, such &§ Qua Giu (Ex. 2.11)Ly Chiéu Chiéu (Ex.
2.23),Ly Con Séo Hé (Ex. 2.25), etc. In many cases, due to the tohéise
Vietnamese language, when the different strophessatdbe sung to an identical tune,
they are “improvised” to the skeletal melodic lmfethe original/first tune, resulting in a
slightly different tune but with the same struct(atesignated as A A’ A”...), such as
Ba Muoi S4u Thi Chim Hat Ru Vinh Ph(>* etc. A few seem to be in a binary form
(designated as AB), such @s Ld, which consists of many verses and one chorus (Ex.
2.30):

334 There are also a few metridali(mostly in North and Central Vietnam) aHo in comparison to
unmetrical ones in South Vietnam.
33> See Tin Kiét Tuong, “Loi N6i Bau” (Foreword) inDan Ca Hiu Giang(Folksongs of Hu Giang)
(Hau Giang: $ Van Hoa va Théng Tin kU Giang, 1986), 14.
3% For example, iB00Piéu Ly Nam B (300 Southerty Tunes), only 19 songs (6.3%) are sung to 2
different texts, while 281 songs (93.7%) are sungrtly one strophe.
337 L.e Qubc Thing, ed., op.cit., 9, 70.
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Ex. 2.29. Ho Mai Podn (Ho ké-xd in Bén Tre Province) in Bb position in
Oan 2 mode (G-b-C-D-e-G)

HO MAI POAN

Bén Tre

P ! | - k. i L,
Ho (Kﬁ)‘zé e | —mm 5P e T 5 e 7 2V .
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- - - - L . - - [ - - /_/’r-_.__‘;\
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(4 g8

‘. i —t— —_
)
(4: ¢ : -
(E khoan - g )
Iy J -
g;@{\; s s o5 4 i ] F o -
| Phu méu tdi trach thay di chang ré é 4
| - ~ EE—
(4 = = —=
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& e e
‘;._1:- L= g v iF Sl Y J ¢
4 E a chang & da bac ngdi vong &an chd
(4 £
- e }
~ r\/—%\\ -~
P — B = = [ — ~ P =
(é\.{_g — .-r-, Ze e —— i e . —1
nhian o tién & s g
/_______—————_________\ o
(é L = - io
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Ex. 2.30.Co0 Ld in AB form 38

Co la
) g (Dén ca mién Bdc)
4 Section A —
] —
& =2 : — ——T %
v * L L4 — > . L
< ¢ d (A "
1.Con co, cd bay 1a, 13 bay la. Bay
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f | . | ) C.u'm.":r:__l
{ey ——— i —— — i " — =—|—F--=—£I =
< ~_* 2 U -2/ L - - *\_j’ R -
ra, ra ctra pha, bay vio, vao Péng Ping. Tinh tinh
f
i F—-—_ ﬁ hal E — I
"."u} —- — — = I T . —] 1 1 — 1 - E
e - e — [y e T W [ J —1
< ~_" A - " - - W - S = *\/"
tang tang tinh  ftinh, din lang rang, dén lang oi ring co
S . ]
s . 5 i - — = il :!:!
<) 5 ¥ * > o ° T - ¥ hd * ¥ - T
~ \J [, o = P '\J S
biét, biét hay ching, ring  ¢d biet  biet hay ching. 2.

To my knowledge, songs in pure ternary form ABA(Bermnexisten??’g A rare
rondo form (ABACADA) may be found in metricedo Dat Giong (Ex. 2.31).

338 As noticed before, the next verse<af ki are sung not to the same music as verse 1, lsligtdly
different music in order to preserve the tonedef¥iethamese language. So the form may also be
designated as ABA'BA’B. This song may rather basidered in AA’A” form if the chorus B is
thought of as a refrain. In that case, the streatdl A would be “a b ¢” (c=refrain) as indicateeldw.

339 Metrical HO Hui (Nguyén Xuan Thio, ed.,Tim \é Véi Dan Ca 30) may be considered in ABAB’A
form, a ternary form, rather than ABACA, becausgeCtion actually follows the same strructure as B
with a slightly different melodic line due to thenes of the language.
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Ex. 2. 31.Ho Pdt Giéng in rondo form
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Among metrical folksong forms, straight and squstractures:° as found irLy
Con Sao Nan(Ex. 2.32), are rare.

%9 Structures consisting of four four-measure phrasewo eight-measure phrases
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Ex 2.32. Ly Con S4o Namin square structure a.b.c.c

.35 > ra
Ly Con Sao ; (D.C mita Nam)
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58 Ibng bay Xa con =f0 zdo bay Ea.
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Although unequal and odd phrases are common, mdsé dime they offer a quite

balanced overall structur&: The following are some structures/schefffesund in 30
343,

metrical songs frorfuyén Tap Nhzc Dan Ca Ba Min***
1. Structures consisting of three phrases:

-a.a’.a” (@” = refrainHat Ru \\nh Phg p. 70);

- a.a’.b Béo Dut May Troi,p. 14;Budng Ao Em Rep. 23);

- a.a.b**(Ly Con Chat, p. 108;Mdy Khi Khachpén, p. 127);

- a.b.b [y Con Sé&o Hé, p. 94:Ly Puon Bém, p. 100);

- a.b.c (c = refrain36 Thr Chim p. 9;C0 L4, p. 34;Hat Ru Em Binh TrThién p. 66);

- a.b.¢*(Ly Con Céc, p. 113);

- a.b.¢" (Ly Chwn Chwn/Chiéu Chidu, p. 89);

- a.b®a’ (Hai Hoa, p. 67);

- a.b®c™ (Ly Con S&o Qing, p. 107)
2. Structures consisting of four phrases:

-a.a.a".b™ (Ly Bip Boong Boongp. 114);

- a.b.a’.b’ Ly Chim Quyénp. 87);

** See for instance the above Examples 2an(C0); 2.17 Mdy Khi Khachbén); 2.23 (y Chidu
Chieu); 2.24 Béo ut May Trd); 2.25 Ly Con Sao Hé); 2.30 Co Ld).
342 : . . .

See above footnotes 146 and 147 in Chapter | fimtailed explanation of structure/scheme with
different techniques of developping a musical sechy giving it unity and variety at the same time.
33 e quc Thing, ed., op. cit., presents 123 folksongs, buietiaee only 90 Viet metricly andHat
folksongs.
344 "™ means that the actual phrase repeats some n®)tifethe phrase a.

151



-a.b.b’.c Bs Bg, DC Phu Th, p. 17);

- a.b.c.cly Con Sao Nanp. 112);

- a.b.c.d® (Ly Dia Banh Bop. 106);

- a.b.¢%c’ (Cay Trac Xinhp. 31);
-a.b?b’.b” (Ly Theong Nhay p. 102);

- a.pn®c.d?(Ly Qua Giu, p. 141) ;

- a.b?c™.d (Ly Con S&o Go Cong. 93);

- a.p® c.d™@(*® = short responséjat Chéo Thugn, p. 68).
3. Structures consisting of five phrases:
-a.a'.b.c.c (a a’ =refrain, [LyD0 Puwa Quan H, p. 54);

-a.b.b’.a’.c pen Cy p. 51);
- a.b.c.d’e (Tréng Com, p. 158);
4. Structures consisting of six phrases:

- a.b.c.c’.d.d’ Hoa Thom Brom Lueon, p. 79).
-a.b?c.d.e.elly Qu Kéu p. 88;Ly Ngra O, p. 95)

Besides using compositional techniques such agitiem (a.a; or a.¥) and
variation (a.a’) to give unity to the songs, as rhayseen from the above data, many
folksongs obviously have rhyme schemes in theicsyas another unifying factor.

4. TEXTURE

As a matter of fact, like most folksonys Vietnamese folksongs originally
were of monophonic texturd® They were mostly sung “either unaccompanied or
accompanied by percussion onf§/”” In someHo xrdng-xd(solo-chorudHod), there are
found overlapping beats between the ending phratfee®olo and the entry phrase of
the chorus, resulting in the simultaneous soundfrggunison/an octave (asko
Roi**®), a major second/minor seventh (aslin Chéo Ghe ¥, a minor third/major
sixth (as inHO Chéo Ghe %%, a major third/minor sixth (as iHd Mai Podn 1Y, or a
perfect fourth/fifth (as it doi dap Bén Tre®?d). HO Mai Podn Bén Tre (Ex. 2.29

#>HarDic, s. v., “Monophony, monophonic.”

316 5ee Ngugn Thuyét Phong, “Viethnam” inGEWM4: 454.

3471 & Tuin Hung, “Traditional and Modern National Music imith Vietnam Between 1954 and 1975”
in Contemporary Issues in Viethamese Mushhac Viét, The Journal of Vietnamese Mu$i¢Fall
1997): 46.

38 |y Nhit Vil & Lé Giang, eds.Dan Ca Bn Tre 194.

*91bid., 207, 214.

%9bid., 209.

*1bid., 212.

%2bid., 203, 213.
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above) offers a good instance of this rare polyphtexture, in which the dissonance
caused by the second d-e and c-d is introduced lappogiatura and an “accented
passing tone®3respectively (Ex.2.33).

Ex. 2.33. Overlapping beats between the ending phrase of trelo and the
entry phrase of the chorus

., [ ] 2 -
( ? | —— '--'=‘
a
(o, — ~ ~
(E khoan g )

Nowadays, when performed on stages or recordedmpact discs, folksongs
are usually accompanied homophonically by a Westedninstrumental ensemble
instead of a traditional heterophonical accompantmén instrumental music,
heterophony is a “feature common to Vietnamesétioas.” Nguyén Thuyét Phong
continues to explain,

[In heterophony] several versions of the same melidtes are superimposed.
To create a timbral play, three, five, or eightiasients together display their
distinctive timbres, highlighted by syncopated Hmic cells. This
noncomposed character makes room for improviseddied and rhythms
derived from the conventional notes of an instrutalgpmiece, a song, or both.
Though the music is monophonically based, musidiaesnsembles may hear a
kind of polyphony of instrumental improvisation yéal contrapuntally. This
tendency makes Vietnamese music heterophBhic.

Tran Van Khé is more specific on how to perform heteroptalty traditional
music: “... the last note of a musical phrase and musicaiosentust be played in
unison or in octaves. On the main beats all teeuments play either a unison or a
consonance. On the weak beats they are free tanyseote of the modal scal&” So,
if one expects a pure Vietnamese flavor from thenformance, it is obvious that this
kind of instrumental accompaniment may be more @gmoate for folksongs by the
continuing use of the notes of the same pentatooal scale as the folksongs.

3 Appogiatura is “a dissonant pitch occurring int@isg metrical position and resolving by an ascegdi
or descending step to a consonance in a relatweaker metrical position.” An accented passingtisn
the tone “which connects two consonant pitchestégveise motion and ... occurs in a metrical position
stronger than that of its resolutiori4rDic, s.v., “Appogiatura” and “Counterpoint,” respeetiy.)
**bid., 454.

%5 Tran Van Khé, “Vietnani in NGDMM 19: 749.
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Otherwise, a homophonically tonal accompanimenydgg the Western seven-tone
scale, may reduce somewhat the purity and flafdietnamese folksongs.

5. RELATIONHIP OF MUSIC TO TEXTS AND TO PEOPLE’SACTIVITIES

As mentioned in the previous chapter, due todhelity of the Vietnamese
language, the relationship of music to text (a-etancing role) is three-fold, i.e., (1)
relationship of music to text in terms of the toonéshe Viethamese language (a tone-
preserving function), (2) relationship of musideat in terms of the enhancement or
reorganization of textual form into musical formféam-enhancing function) (this issue
is already treated in Section B.1.3 above), andgl@}ionship of music to text in terms
of the meaning of the content expressed by the {@xmneaning-enhancing function).
In addition, when music is wed to text, music agxt together play certain role in
enhancing the different activities of the folk pEoan activity-enhancing role).

5.1 Relationship of Music to Text in Terms of the Tone®f the Viethamese
Language
1356 ;

“Tron vanh, ro cli’**”is a Vietnamese traditional phrase that requiregess to
sing with a beautiful voice and clear articulatemthat they may move listeners not
only by the quality of their voice but also by timeaning of the texts they express. To
do so, it is implied that the vocal works themsslitave to deal adequately with the
different tones of the words of the texts. Thas a general principle in Viethamese
vocal music, the melodic line moves up or down delogg on different tones of the
text.”*” Vietnamese folksongs show us how the music maneggreserve the
Vietnamese tonal language without becoming pur&esppoems.

As mentioned abov&2in spoken language the Southern accgiong Nan)
makes no distinction in rendering ttanh ng&(glottal middle/high inflective tone) and
thanh i (low-high inflective tone), and the Central acc@wng Trung generally
makes little distinction between not othanh ngdandthanh Wi but alsathanh nga
andthanh ring and, sometimeshanh i andthanh @c. In general, the three
compound tonedi{anh nga, ki, ngng) are well rendered by at least two notes, and the
thanh ngangs almost considered as midway between high anddoes. All these
aspects are reflected in many regional folksongs.

%% Meaning litterally “rounded mouth/lips, clear wsrtisee \inh Long,Sr Tron Vanh R Ch Cua
Tiéng Hat Dan Be (The Beautiful Voice and the Clear ArticulationNdtionalistic Singing) (Ha b:
Vién Nghé Thuat (Institute of Arts), 1976), 32, n.12.
%7Tran Linh Quy, Fong Thao,Tim Hiéu Dan Ca Quan H (Research on QuanoHrolksongs) (Ha Bi:
NXB Van Héa Dan ¢, 1997), 156, cited in LEan Chrong, op. cit., 196.
%8 See above, Chapter I, A, p. 69.
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For example, in recitative chants suchHas ru (lullaby), HO (chanty, call
chant), andNgam(poem declamation), in which the music followsyelosely the
rhythm and tones of the teXt the different tones are set to a number of fixiéchp
degrees in a given mode, resulting in an easilgiptable tune if one knows the text.
This is best exemplified by the Southéta, which has similar ways of rendering the
tones in Southern accefit. It is noteworthy that the compound tomésg, hsi, and
ngdare mostly sung to two pitch classes, #rahh ngéis almost identical tthanh i,
while the simple tonesgang, huyn, andsic are mostly sung to a single pitch class,
even though neumatic or semi-melismatic styles affect every toné®

Ex. 2.34.Tones in Southern recitativeHo in F position, X&-Xu,*** O4n 1and
Oan 2mode(Key: open note = frequently used; other noteheadss used)

Mode/Modal Nuance Thanh Th‘ﬂ"n.h Thanh Thanh Thanh Thanh
»  Mode Xé/Xu Hoi Ai Ngang Huyén sdc Ning Nega Hoi
('{ 5 : .® e e 7 — : ks ] b
] | ' I - Slgl kO I N i 1 L . I - .
F— o L4 '\_Jl P o f./', ;-, Lot R j 1_/ 'J.
'h.../'
Ngang Huyén Sic Ning Moa Hoi
A Mode Odn 1
i { # . ] o '\. i  — 7
60‘) e ¢ * * * o e o e o o te | e ® ‘? .-u io—_the
2 e T Wt . R O e O o
Mgang Huyén Sic Mang Noad Hi
Mode Odn 2 Yy /i i " e —
6('* e o * . 'éo (:"'; & L\F-:f :'f|-:-. e ,. Mk,. Y g':’,:“.i}é,:'\.':_ﬂ'_:“. l ,@ —
| . o 1.' ." K % .‘.0 'J J AD“_—J Je 4:_/.- i
Noang Huyén Sic Mang Moa Hoi

The tune oNgam Sa c (Northern Sa nic poem declamation), even more
melismatic on certain tones, still shows its clasd relatively fixed connection to the
tones of the poem text (Ex. 2.35).

39 Except the call section.

30 This may be found in most of the 154 Southerrta¢iwe Ho and similar pieces such as recitativét
hué tinh,compiled and edited byu Nhat Vi & L& Giang (including 1846 and 4Hat hué tinhin Dan Ca
Bén Tre 5HO mdi 9HO hué tinh9HO chéo ghel1HO ciy, 8 HO ho, 9HO ddi dap, and 1HO s v in
Dan Ca Kién Giangand 32Hat hué tinh 25H0o hué tinh 13Ho aiy, and 10HO mai daiin Dan Ca Hiu
Giang. See als#10 aiy Kién Giang in Ex. 2.26b andd maidodn Bén Tre in Ex. 2.29 above.

%1 |n some specific styles such&s kinh(prayer recitation/cantillation), the minimum diisttion
between high and low tones is traditionally acceletaas may be seen in the following section on
Catholic traditional chanting and singing.

%2\\e name X&-X/" mode (D-f-G-A-c-D) as these tunes are chantechityado Xé mode (D-f-g-A-c-D)
and very often end with the main pivotX& mode (G-a-C-D-f-G). This is a characteristic of Ai
(modal nuancdi) in Southern folksongs.
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Ex. 2.35. Tones in NorthenSa nuc poem declamation

P Mgim Sa Mac Hf—“\:_ i - ——— T =
Ly ’ BN P/ Y # -
6'*’ s ® " o, e ' R b e u hag® e "5 |I
N ’ # (- 7 a ¥ AR g g i p G.r/;
bl + = —
Ngang Huyén Sdc Ning * Npi Hbi

The tunes of metric&ll6i tho (Southern poem declamation) suchNas tho Van
TiénandNoi thr Sau Tpng,™* even still predictable, show an interesting medditie
from high to low, as can be seenNni tho Van Tiénfrom B¢n Tre Province

(Ex.2.36)%%

Ex. 2.36.Noi the Van Tiénfrom Bén Tre Province in F position, Xr-Xé
mode

) r - -
l\./l I-}' . ] I:':Il:l ?h" # ¥ IL‘I.'.I ;\’ [ ] 2 ;.' " |
& ‘ . . . ¥
hpzng Huyén Sde Ming Nigd H&
0 —~ - - -
é. L - g o . “ ﬂ'-: e _# T |
3 ., o B - L._r - . v . 8 ¢ L] .
Mgang Huryén Sdc Ming Npd Hai

In other metrical songs, especidlly (short rural song) anidat (song), the tune,
usually with the help of the textual variationmere freely connected with tones,
allowing it to render the tones not at fixed buvatied pitch-levels, so long as the tune
respects the relative pitch-tones between morpheinesvord or a phrasg> In
general, the minimum tone distinction between sinpheshuyén/ning*®® ngang-gc
is a major second (abbr. M2), such &y tinh con xit(a-g-a-b) inTréng Com or “ba

%3 See Ir Nhit Vil & Lé Giang, eds.Dan Ca Bn Tre 249-53:Dan Ca Kién Giang304-311.
%% bid., 249-53.
%% 1n most cases, the next tone clarifies the prextone. In many other cases, the previous ton#ietar
the immediate next tone. See Néu)Khéc Xuyén,Tié'n Trinh Thanh Nic Vit Nam Qua Nhc Poan Lé
Bado Tinh (The Process of Vietnamese Sacred Music ThrougBabéTinh Music Group) (Houston, TX:
Zieleks, 1991), 150.
%% \Whenthanh nring is transcribed as a simple tone, it soundstfilemh huyn. However its glottal
quality requires singing a/8” ornament on it, i.e., repeating the first noteerf rather fast rest between
two identical pitches. For instance, almost aflickingers naturally ornament glottabnh ning this
way when they sing the well-known sorigzy Me Xin YénUi” (ibid., 334): “Lay (i) Me () xin yénui
chang con...” Otherwisthanh ring would sound like plaithanh huyn.
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di khap” (c-d-e) inBa Ri*®’ Larger intervals include minor/major third (m/M®lerfect
fourth and fifth (P4 & P5), and minor seventh (m#@pending on which tones are
involved (see Table 2.88).

Table 2.88.Ascendant intervals between simple tonasgang-huyén-sic-

ndng368

unisonf m2 | M2 | m3| M3} P4| P5 mg@ M6 my P8
Ngang->Sc ¥ x| x | x
Huyén->Ngang x | x | ¥ x
Huyén-> Sic 0o | X | x | x |X X
Huyén-> Nang | X X | X
Nang->Huyén | x X | X X
Nang->Ngang X X o] X X
Nang->Sic o | x [o | x |x X

It is not uncommon to find morphemes with sim@eds that are ornamented by
at least two notes, only one of which may corresporthe tone-pitch of the actual
morpheme, such as ‘& (d-g, where only g fits in the tone-pitch of @l in relation to
thanh ngangn “hay”) in Ex. 2.37;

Ex. 2.37.Ornamented simple tone

P ) i — el  — w5 :ﬂ
v ey i - > 1 7 -y - Il |
o) LI - - u- = ,,L/u U_'\? Y T

biét, biét  hay ching, ring ¢o biét  biét hay ching. 2.

There also can be found two morphemes wWidnh ngangthe former of which are
ornamented with an ascendant/descendant m2, M23psuch asrfudi (g-a)em(qg),”
“em(a-c)ra (a),” “manh(a-g)manh(a).”"*

%76 Quc Thing, op.cit., 158, 12.

%8 These intervals are found iné¢imetrical songsy andHat in Lé Quc Thing, ed., op. cit

39 (x) signifies the marked interval is found betwéieanh ngangandthanh sic.

370 (0) signifies the marked interval is actually fmind betweetthanh huygn andthanh ngangFurther
research needs to be done to explain why the rttdjoris present only betwedtgangandSic and
absent between other simple tones.
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It is interesting to note that in some folksongs ititerval between two or three
successive identical simple tones is not the usaigbn but from a minor second to a
major second to a minor third, as shown in Tal#8 2.

Table 2.89.Interval of m2, M2, or m3 between 2-3 successiveadtical
simple tones

2-3 successive identical tones Ascendant interval

Ngang-Ngang (O&n mode) - m2 (f#hgy xa)®*"?

Ngang-Ngang - M2 (g-alwa gang*”

Huyén-Huyén... - M2 (d-e:minh tvng)*"* cdu ma[té])*"
Huyén-Huyén[-Ngang] - m3 (al-c2-[d2}ang Ba[di])*"® (d-f-[g]: gium

nauoi [ta]*”’

Descendant interval

Ngang-Ngang (O&n mode) - m2 (Bbkéadng xon}y’ "

Ngang-Ngang - M2 (a-g-[d]:duyén 6ndching])*", (d-c-aday v

[hong]) **, (b-a- [f#]: cay ngd[dond])***, ([al- g .
[Bdc] kim thang®? ([c]-a-g: [nha]thwang aj)>%>

g: kim t6)*
Ngang-Ngang-Ngang[-Hépn] | - M2-m3[-M2] (a-g-e[-d]:tdi con chimgi])>*°
Sic-Sic-[Ning] - m3-[P5] (c-a-dthdng céi[kiéu])>®°

371 See Lé Qéc Thing, ed., op. cit 23 (at the end dBuéng Ao Em Ra23 (mm.2-3 irBuéng Ao Em
Ra), and 43 (mm. 2-3 ikon Chim Manh Manh
3721 y Con S&o NarflLé Quic Thing, Tuyén Tap Nhzc Dan Ca Ba Min, 112)
373y Pdt Giong, ibid., 90.
374 |bid.
375Bgc Kim Thangibid., 8.
$7°Ba Ri,ibid., 12.
377 Ly Pdt Giong, ibid., 90.
378y Ba Tri, in Lu Nhit Vi & Lé Giang, eds.Dan Ca Bn Tre, 186, see Ex. 2.
z;zsa Ri,in L& Quc Thing, ed. Tuyn Tdp Nhzc Dan Ca Ba Min, 12.

Ibid.
1| y Chigu Chiéu (Chwn Chwn), ibid., 89.
%2 Bgc Kim Thangijbid., 8.
3 Trgng Com, ibid., 158.
384 e CH Luon Kim, ibid., 148.
385 Con Chim Manh Manhibid., 43.
3¢y Ngra O (Nam B), ibid., 95.
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_ As ageneral rule, the next tone clarifies the jev tone. For exampléianh
huyen in “gio” which makeghanh ngangn “bad’ clearer pao gv is a two-morpheme
word, meaning “when”) (Ex. 2.38).

Ex. 2.38. The relative pitch-tones of the word bao gb” are respected even
though “bad’ is a fifth lower than “ quanh” with the samethanh ngang

ES==S=——=—— ===:

Ehen a1 khéo =Ep (di a) cd1 den clt Woi
| —

= = e —— P — = N
:Fﬁb !___'_l' r . ¥ 7 L L4 JF . q—'_:
O]

gify (di a) ongwa gify (d) tit md (n6 méi) lai vdng gquanh (d) bao
f - — — —
e T —r
Y = P e ——— = = g‘—'—y—'—c—?

gir to1 bén (cdi) duyén a) anh. Voi gy (di a) ngura

In many other cases, the previous tone clarifieqéxt tone, such dlsanh sc in
“khéo’; which is made clear by thbanh ngangn the previous morphemai” (Ex.
2.39).

Ex. 2.39. Thanh sic in “khéd’ is made clear bythanh ngangin the previous
morpheme “ai”.

0 = - — ]
S — i E = — i — —_—
. r 3 :
I i = —— -
Khen ai khéo =Ep (di a) cdi den cil. Voi
F I F
= = =T e r — —= = L\= |
e — N f f
‘_‘j,r !—'—. - — ¥ i — L .rF L 1
gify (gl a) nga gidy (d) tit mh (né méi) lai véng quanh () bao
III'; 50 o —_— I — ] - = — — _=_||
| WL I 1 [ 1 1 Fil
= = = == — -~
S S ==
i to1 bén (cd1) duyén (a) anh. Vol gify {d1 a) ngira

For the compound tongahen they are duly ornamented by at least two
different pitch levels, the intervals include an/&3/m3+M3®/M3/P4 for Northern
nga,an M2/M2+P4/P4/M6/m7/P8 for Northehai, an M2 ascendant or descendant/
M2+P4 /m3/P4/P5/m6 for Northenang, an m3/P4/m6/M6 for Southengd, an

%7 m3+M3 means ornamented with three ascendant ratel,as d-f-a for&/cing’ in Hat Chéo
Thuyen (Lé Quic Thing, op.cit., 68); M2+P4 such as f-g-c f@hii/tueng’ or “thi/Lang/me” in Co Ld
(ibid., 34-5); P4+M2 such as d-g-a fdm/c” in Gign Ma Throng (ibid., 62). Sometimes, the compound
tones are ornamented with three or four notes, aadkg-f for ‘chang’ in Hat Chéo Thusn (ibid., 69);
e-g-e for ‘¢/co” in Ly Quz Kéu (ibid., 88); b-a-b-a fordia” Hat Ru \\nh Pha(ibid., 70); d-g-e-d for
“nhar’ in Ly Chim Quyéribid., 87), etc.
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M2/3t/P4/m6/M6 for Southerhsi, an m3/P4/m6/M6 for Southenang; an m3
descendant/M3 ascendant for Centigd, an M2 ascendant or descendant/m3/M3/P4
for Centralhsi, an M2/m3/P4/P4+M2 for Centraging. This is shown in Table 2. 90.

Table 2.90.0rnamenting ascendant interval(s) for compound tongin
metrical folksongs from three language accents

Comp. Tones | Northern accent Southern accent Centralccent
Thanh nga M2/m3/m3+M3/M3/P4 m3/P4/m6/M6 m3d/Nf3a
Thanh foi M2/M2+P4/P4/M6/m7/P8 M2/3t/P4/m6/M6 M2a,d/m3/M3@/P,
Thanh rang M2a,d/M2+P4/m3/P4/P5/mG§ m3/P4/m6/M6 M2/m3/P4MA2+

It is not rare to find the compound tormega andhsi not ornamented at all,
especially for somephy "3 such as Hdi, chfnsg,dé, phui, ciing,”** etc.; or in some
few Central folksongs such &§ Con S4o Qing>** Neither is it rare that in some
folksongs, especially Southern Ly, even the simphes are not rendered propeti§.

Lu Nhat Vi gives some reasons: First, some new verses ai@ aieler tunes whose
original text is almost forgotten; second, a next teay be set improperly to a famous
tune to achieve a new context; thirdly, there mayalkind of play on words, such as in
Ly | A% Another likely reason is that the original Gahtune -- based on the Central
accent in whicithanh rzng, thanh ki, andthanh ngaseem alike, witlthanh ngang
considered as the highest tone in some placeshantl sc is usually spoken like

thanh Iwi in the Northern accent -- is actually sung to dlp&outhern accent, such as
in “Ly Lién \” or “Ly Kp Hoi.”3%

383" stands for ascendant (interval), “d” standsdescendant (interval), and “a,d” stands for adaan
or descendant.

39 These are morphemes which have a grammatical ngpani do not designate a person, animal,
object, action, or status.

390 see hai, ching’ (oh, not) inH&i Hoa (L& Quc Thing, op.cit., 67); #&" (in order to) inHat Ru Vinh
Phu(ibid., 71); ‘phai” (must) inBa Ri(ibid., 13); ‘cing’ (also) inCéay Truc Xinh(ibid., 31).

%1 & Quc Thing, op.cit., 107.

392 Ly Nhat Vil named it tuong ant (forced sound/tone)an Ca Bn Tre 56-61), or khong tron vanh
ro chz” (no “beautiful voice and clear articulationén Ca Hiu Giang 125-7).

393«c4u cao van yu gié rung’ (the bridge is high, the planks are thin, the dvihakes it) in which “gi6”
(wind) is sung asdio” (foot/leg) resulting in another meaning of th&ttehe bridge is high, the wooden
planks are thin, your legs shake, & Ca Bn Tre 58.

%9 |bid., Dan Ca Bn Tre 156, 146. From my experrience with speakersasftfal accent, those
irregularities inthanh ngangandthanh sic are understandable. Furthermotj toi, cho chuéngfor
cho vuéng), ba rof¢r ba liép)” seem to be words from Central dialect.
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Even though there are a few folksongs, especsdlythern Ly, in which many
tones are not rendered appropriately as expect@gbreral it is obvious that the
melodies of almost all folksongs respect the deffeipitch-tones of the Viethamese
language as reflected in different accents actessauntry. The way in which the
folksongs reflect the characteristics of the naldanguage affords a precious tool for
new Vietnamese musical compositions. As a resuhease compound inflective tones,
and the attraction for simple tones to do the safregnamese folksongs are composed
in more melismatic than syllabic style with theguent use of two eighth note figures
and, especially, of two to four sixteenth note feg}>> not to mention grace notes.
After exploring how the tones of the texts of falkgs guide the music, we will
examine how the meaning of the text is affectethieymusic.

5.2. Relationship of Music to Texts in Terms of Maning

The music may affect the meaning of the text in ways: It may either
“contradict or obscure the syntax of its text” thgh its “phrase structure,” resulting in
a possible misunderstanding of its true meaninginasome way express or reinforce
the meaning of its text®*° The former is a negative effect, and have beetoead in
the section on textual variation (see Chap. II.Bdbove). We will focus on the latter,
which is a positive effect.

With regard to this aspect, L&N Chréng mentions that the folksongs’ tunes

develop the musicality of the poem té%.1t is obvious that the music in non-metrical
chants such dddi tho, Ngam tlr, Ru,andHo, even though being closely connected
with the tones, the rhythm, and the structure efdhginal poem text, still may enhance
its meaning by adding more musicality to the po&h giving it a certain mood through
the different modes, such &%¢u Xang, X%, XéandOan and modal nuances such as
Hoi Bdc, Hoi Qudng, Hoi Ai, Hoi Xuan Hoi Oan 1, O4n 2, Oan 3, Oan dr Oan 5

and through their change of modgh(uyén diéu) or of modal nuance€puyén hoi) with

or without the metaboleChuyén Vi), the change of the initial position of pentatonic
scale. Read the following verses:

%% See above, from Ex. 2.6; 2.7; 2.8; 2.10; 2.11422115; 2.16; 2.21; 2.23; 2.28; 2.29.
3 HarDic s. v.,“Text and music.” Louis G. Nuechterlein (“The Musf the Congregation” i
Handbook of Church Musi€arl Halter and Carl Schalk, eds. (St Louis: God@ Publishing House,
1978) is more specific: “Sustain, heighten, andnsify” the meaning of the text (p. 109)
397 .é van Chrong, op.cit., 120.
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Dat su ma Ga, t6i @y lta Ngc Chom,

(The field is deep, the rice seedlings have wittieréransplant Ngc Chum
rice)

Nay anh Haioi, biét #dau nhandgo chi dom cho tui

(Dear eldest Brother, if you know where | can fsadne good persons, please
show me).

Also read the charilo Ciy (Ex. 2.26b) to realize how the music, with intembe
betweerHoi Oan 3andl, makes the courting poem more interesting anddaive.

As regards metrical songsy INhat Vii, author of many dissertations on
folksongs®®® remarks that “the high and low tones and the mmytti the poem have
created the musical trait &ff songs’®® appropriate to the content [meaning] that the
poem would express®° In Dan Ca Kién Gianghe notes thdty songs “make clearer
the content of folk poem$® He adds, “It is thanks to musical means (melokythm,
structure, mode) that are manifested all the beantlycharm hidden in the words

making the content of folk poem&”?

T0 Vi describes the different characteristic featuresntiusic may create within
theLy songs and songs of similar style from the threggores of Vietnam: the Northern
songs are generallyrang trong, duyén darig(solemn, graceful) and if they denote
some i dsm” (humor), they express itkfn dao va £ nh” (secretly and delicately);
the Central songs are mostly:# tinh, khic khaii, man méc ai buon” (lyrical, anxious,
vaguely sad); besides those previous features foucertain songs, the great majority
of Southern songs are fullydt quan, phéng khoang véc biét ... trao long hai heoc”
(optimistic, liberal, and especially humorous andry)*®® These general features
seem to be best exemplified by three well-knowkgohgs: the Northerby Qua Giu
(Ex. 2.38 above}?* the CentraLy Con Sao Hél (Ex. 2.25 above), and the Southegn
Nagwa &% (Ex. 2.40).

3% |n Tim Higu Dan Ca Nam B(1983),Dan Ca Bn Tre(1981),Dan Ca Kién Giand1985),Dan Ca
Curu Long(1986), andéan Ca Hiu Giang(1986).
39976 Vi, in accord with Mch Quang, considers many other metrical songs asiQua Giu Gi6 Bay,
Hoa Thvm Buém Lion, Xe ChiLuon Kim asLy songs, ibid., 16.
“%pan Ca Hu Giang, 124.
1 |bid., 113.
92 |bid., 115.
93 |bid., 19.
04 Ex. 2.11 above in F position.
4951 & Qubc Thing, op.cit., 95.
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Ex. 2.40.Ly Qua Giu, a Northern Ly in C position, X& mode, strophic form
with a four-phrase structure (A= a.b™®.c.d™)

Ly Qua Cau

{Dén ca mién Bdc)

b+a
fal a % —
o —F - ! - i—'—l—’—C’- —.—‘g ] - = y —
&% —— = : =
= f = —— ; T
Yéu nhau coi ao (61 a) cho nhau, Ve nha dol
Yéu nhau cdi noén
Yéu nhau coi nhan
[
I p— — — — —
e ——R—— e e - e e ——— = -
> = ——= ol ———= i
el —— [ [ & I —
(ring Cha doéi) Me (o d) (ring a &i a) qua cau (ring a o1 a) qua
d+c o~ .
! S : = —_—_ — A y _k\ & |
————%— e ! e — :
g:') L L — L J L 1  d > > ——— 1
can (tinh tinh tinh) gio baw (tinh tinh tinh) gio bavy 2.¥Yéu.
- - - - - - - - - - - - 3. Y éu.
danh ol danh rol.

Ly Qua Giu original 6-8 meter poem reads:
Yéu nhau éi 40 chonhau (For love, on&° takes off the coat and gives it to
the lover)

Vé nha dii me quacdu gio bay(On returning home, one lied to the mother that,
when crossing the bridge, it was blown by the wind)

The music reorganizes and transforms the poemllasvé

a: Yéu nhau &i ao (6i a) cho nhau

b*® Vé nha (di rang cha) @i me (o o 0) (The music seems to express the singer
hesitating when singing “uh uh uh” before tellineg

c: (Rang a 6i a) qua du, (rang a 6i a) qua &u (The repetition of this motive
seems to delay the lie to the last minute)

d*% (Tinh tinh tinh) gi6 bay, (tinh tinh tinh) gi6 b@he imitation of
instrumental sounddihh tinh tinfi before the lie sounds like the expression of the
singer’s joyful confidence in his/her parents’ syatiy).

“%® The subject may be |, He, or She.
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Ex. 2.41.Ly Con S&o Hé, a Central Ly in F position, Xang mode, in
strophic form with a three-phrase structure (A = a.b.b)

A

LY CON SAO HUE
FPosition, Xang mode D.C mién Trung Bb borrowed tone from Bb position
ﬂ = /5( /’T\‘ 7 ’f(‘_\\a I PN
A TR M R E T — ”, Eﬁ.\q‘ ] TRy —— -
Y, 7 r A N ] # I
e e — — — — v
Al dem con sdo sang song, cTéf. cho, ﬁé: cho con sdo (01 ngudi di)
cao, bé. sdu, bé siu nhd  bdi (01 ngudi di
Tone A refurns — . X
q,ﬂ —— | |1 D FI“E‘ P 8
i k I I v Y I ] ' " y !"f "
At r 1 X i— ,'_1 } 5
t ! — ]
\r_? \:_@7;,__'_‘. _'"\ E v} — '_._‘ -I-\ '_! - FJl — ..—
50 long (di ngudidi) bay xa, 50 long (0i nowdi di) bay xa. Noncao ai dap nén
ai dao (01 nguoidi) nén sau, ai dao (01 ngudi di) nén siun?

Ly Con S&o Héloriginal 6-8 meter poem reads:
Ai dem con sao sang soifi@/ho brought the myna across the river)
Dé cho con saodlong bay xa3So that it escaped [and] flew away?)

The music makes a variation on the original texhefpoem:

a Ai dem con sé&o sang sonig (&) chodé cho con s&odi nguoi oi) (Who
brought the myna across the river, so that...(ohsfolk

b: S5 I6ng (o1 hguoi oi) bay xa,b: S5 long (i nguoi oi) bay xa.(it escaped (oh
folks) and flew away?)

Even though irKangmode, which usually gives a feeling of joy and iapss,
this Hue tune sounds “anxious, vaguely sad” because tha degrees F and C are
usually ornamented with “vibrato” in a rather sleampo?°’ and the tune ends with C
instead of the usual F to express a question nangvered and a feeling of bemoaning

that the bird flew away

97 This may be heard in simil&tué songs such dsy QuaPéo, Ly Tinh TangTam Cabdng Phrong
(Oriental Trio) Audio CD).
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Ex. 2.42.Ly Ngwa O (Nam Bg) in F position, Xé mode, fromBdc to Xuan
modal nuance

D.C mién Nam

Hoi Bac
!

N
o =y T M I — ¥ d ! r""LF"'E- d
:w i — L | G’I & w T 7 i T 7
o «7 = F L S A N
Khdp con ngwa ngira o. Khdp con ngua ngira
0  — — —
o l’-;r 1 I I I . L‘\ I d I I_.-E" 1 I 1 | r_ I ]
3@9—0—5’ : - = - — |
=3 ]
8, ngwa & anh thing, anh thing cAdi kiéu vaing (0
Q Ll } k\ -l 1 n'r 1 ;{1 I dl iIL-}i -l P {1 ‘I‘, dL
é*j? - d I i III-- # j - I I i
) anh tra khép bac, luc lac ddng den, bip sen 14 glam daw
Q f— - - — rm— ——— T Y 1
e —— = ———— —=
e ~— - ' - =
cucng nhudém thim, can roi anh bit déng thoa. La
Hai Xuan 1 .
: i I r 4 ot ] I [ ] r 4 I -I= 7 I\. r 4
& PE e+ S ses==-= 8=
- T — ——  — !
dua (i a) dua nang dua nang, anh dwa nang v& dinh. La... dinh

The original poem ofy Ngsa Oreads:

Ngra 6 anh ting kiéu vang(l [man] harness my black horse with a golden
saddle,)

Anh tra kldp buc dwa nang ¥ dinh (a silver bit, and | bring you [woman] back
to the palace).

The textual variation transforms it as follows:

(Khop con) ngra (ngra) 6, (Khop con) nga (ngra) 0,

Ngra 6 anh ting (anh tling cai) kéu vang

Anh tra klp bac (luc lac dongden, bap sen 14 gin, gidy @ong nhm thim,
can roi anh i dong thoa)

(L&) dwa (i adwa) nang, fua nang, anhfza nang) ¥ dinh

(L&) dwa (i adwa) nang, ua nang, anhfza nang) ¥ dinh.

The poem expresses the dream of a young man torieegenandarin or a rich
man who would bring his lover to his palace ontieck horse. The tune Ké mode,

which gives the feeling of some kind of unexpegtadin the first parf® attains a
climax of gladness in the second part (last staEx. 2.39) in which the high pitches

408 5ee above, footnote 276.
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and the syncopated rhythm seem to imitate the wimigrhorse galloping back to the
home palace.

Although there is no easy way to explore more itaitlbow the music enhances
the text of folksongs, it may be noted that theartbe texts are set to one single tune,
the less the meaning of the texts is enhanceddiytdhe. In some cases, a single poem
is set to different tunes, such as the above pd&gsa O’ (Black Horse) and Con
Sad (The Myna)?®® and the role of the music is very important inrgamizing the text
and transforming its structure within a differenisital setting.

To sum up, through textual variation, adding voeapbr repeating
morpheme$.°the music not only gives the poem a differentcstrre but also gains
from the tones more freedom to better expressdheeat of the poem. Iny and
metrical songs, it is not a subordinate relatiopstfimusic to text, as usually found in
non-metricalRy, Ngam or HO, but rather an interdependent relationship thatswe
music and poem.

5.3. Relationship of Music-Wed-to-Text to People’s Actiities

People’s activities may include work, interpersoc@hmunication,
entertainment, and worship, etc. Many folksongsirgs indicate clearly for what
activity the song is aimed: for exampk) aiy (rice-seeding chanteyio chéo thugn
(boat-rowing chanteyhlat hué tinh(love song)Hat ru (lullaby), Hat van tho (chant of
praise to the worshipped Spirifs}. L& Vin Chréng enumerates four main roles of
Vietnamese folksongs, that is, work-enhancing remgertainment role, ritual or rite-
enhancing role, and aesthetic rofe We may add other roles, such as interpersonal
communication-enhancing role. These roles aremeocg¢ssarily exclusive, but
oftentimes overlap each other.

a) Work-enhancing role consists of harmonizing théedént actions of
manual work and enhancing work productivity, sushnametricaHo S6ng M&Boat-
rowing chanties oMa River). It may include some functions, such ashaug,
enjoymentmovement-enhancing, mood-settidiyersionaryfunction, etc':>

b) Entertainment role consists of enhancing peofftes time or relaxation
time, in work fields as well as at home or in reti@nal parties and festivals, such as in

99 See br Nhét Vi & Lé Giang, eds.Dan Ca Bn Tre 96-106.
10 5ee “textual variation” in Section 2, above.
“13ee b Thi Hong Dung, “Hat \an Thy for two Bodhisattvas in Ninh Xa Temple,” from
http://www.vnstyle.vdc.com.vn/vim/english/informati/bai_HatVantho.htm (retrieved on September 30,
2006).
12| & van Chréng names them successively asitiing laodong, chic ning sinh hat, chic ning
nghi & and chirc ning ngté thuat.” See Lé \&n Chréng, op. cit., 52-60.
*3These functions are suggested by Edward Foleyibp571-3.
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many unmetricaHo. It may include elements from unifying /involvifignction to
aesthetic, emotional, and enjoyment functions todrsetting, movement-enhancing,
and diversionary functioris?

C) Ritual or rite-enhancing role consists of enhandiregspiritual life’s
activities at home or in temple and pagoda, sudh Hsait vin tho (chant of praise to the
worshipped Spirits§*> It may include mood-setting, movement-enhancing:fion as
well as enjoyment and unifying /involving functiqretc.

d) Aesthetic role consists of enhancing the emotibfeaby the beauty of
the lyrical songs themselves through artistic peninces in competitions or on stage,
called ‘Ho thi, HO trrong, HOddu xio, Hat thi,or ca tai t7,” *° such as in man@uan
ho Bac Ninhsongs. It may include aesthetic, emotional arjoyament functions.

e) Interpersonal communication-enhancing role consiktseating
appropriate ambience for people to communicatpress their thoughts and feelings,
especially friendship or love among youths, sucHdaisgiao duyéror Hat hué tinfi*’
(love songs). It may include aesthetic, emoti@mal enjoyment functions as well as
mood-setting, movement-enhancing and unifying /mwg functions, etc.

. VIETNAMESE CATHOLIC TRADITIONAL CHANTS AND HAI
LINH'S SONGS

We will now examine the music in terms of melodwthm, formal structure,
texture, and its relationship to texts (1) in Céthtvaditional prayers and books, (2) in
Catholic traditional hymns, and (3) iriH.inh’s songs.

1. CATHOLIC TRADITIONAL PRAYERS AND BOOKS

The Catholic traditional prayers and books are wthto differenmelodic
formulas, calledcungdoc kinhor cung kinh(prayer recitation / cantillatidff/ chanting
tones), anadungdoc sachor cung sachreading recitation / cantillation / chanting

14 For more details, see Chapter III.A, 2.

“>See W Thi Hong Dung, op. cit., online.

1% & Vvan Chrong, op. cit., 58.

*17 See r Nhét Vil & Lé Giang, eds., Dan CaéB Tre, 74-80.

18 Cantillation is “[the] speechlike chanting of auligical text” HarDic, s. v., “Cantillation”) or “the art
of proclaiming the word, the text” (Don Luigi Agasti, “La cantillation des lectures et des prieraaglla
messe” inLe Chant liturgique apres Vatican (Paris: Editions Fleurus, 1966), 79-110.
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tones), depending on the language tones used ohdhese, sometimes on the kind of
prayer/book chanted, and mainly on the liturgiesson. In general, the book reading’s
cantillation formula for a solo is more melismatian the prayer’s cantillation formula
for the congregation. The following are some tgpithanting formula$*®

Two-note formulawithin a minor third (Re-F&Y° calledCung Throng (lit. sad tonef#
used to chant certain prayershilua Throng (sad season, Advent/Lent season):

# L E E I
= in.i = b  — BTt in"
s E—— - = 7
ALY )
Mzang burén bai nzd ning zdc

Ex. 2.43. Act of Contrition 4?2
==EEEE S = S === ==

Lay Chiatdi Chia 13 Efng tron 5t tron lAnbh & cing Chila d8 dung nén

1

ﬂ ! L L L L !
_F ! L 1N I} L L L L I"\.ll | L !

! Iy !E I Iy Iy I"'|II dl} i L I":l i
T mi 15 4§ o lbng phdn nghich 150 nghh cimg  Chia

19 See Xuan Tip, “Xtr Ly Thanhbiéu Thé Nao Trong Ngam ing, Ca Hat?” (How Have the Tones of
the Viethamese Language Been Used in Chanting exgih§?) inHat Lén Ming Chua(Sing to the Lord
Magazine) (HCM City: Saigon Archdiocese Sacred M@&puncil), nn. 45-56.

*2 These are relative pitches. They may be Mi-Soll.&a, Sol-Sib, or La-Do depending on the person
who intones the prayer first. Usually, in everyiglathere is more than one group of young girtcen
(hoc tro tha kinh) who are trained to chant every prayer in ordentone the prayers, to support the
congregation’s prayers, and to chant the prayersaatings that the congregation does not know oots
able to chant due to their melodic difficultiesheéEe cantors are under the guidance of one orlh&o “
quan” (directresses) (see Ngéry Khic Xuyén, op. cit., 25-6).

21 |n the Vietnamese Catholic liturgical year, thali@ary Time, Advent and Christmas season are
considered to be joyful seasomdia Vuj), henceCung Vui(joyful tones) are used to chant the prayers in
these seasons and most prayers in Easter s€asog.Thvong (sad/sorrowful tones) are used to chant
some prayers iMua Throng (sorrowful seasons: Lent season), &uwhg Mrng (glad/glorious tones) are
used to chant some prayerdMiia Miing (glad/glorious season: Easter season) (see digusn Minh,

op. cit., 11-25).

22 The grace notes for the compound tortear(h kép are not written down in these examples.
Vietnamese Catholics chant ttienh képogether with the appropriate ornamentation. Bhersimple
tones thanhdon) are sometimes ornamented smoothly in chanting.
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Three-note formula Within a major third (Fa-[Sol]-La}?® called alsaCung Throng,
used to chant 15 Events in the Passion of the liorithe Vinh Diocese:

= | —— : E——=—
e e e e

Sic/ngang ningfmgihupénhdi  bilbupén  Sdckhéng

EX. 2.44.Ngim 15 S¢ Thwong Khé (Vinh Diocese)

R - -
ef\lgim mudfi m s1f thudng khé Bife Chila Gig-Svu ... Cai PhalimThiy & Gindéu..

Three-note formula Wwithin a major third (Fa-Sol-La), calledung Vui(lit. joyful
tone), used to chant Mua Vui(joyful season, Advent, Christmas season, andnargli
Time) in the dioceses of the Society of MissiorapnéParis:

% = 5—1 :

Mgang bupén hdi  ngi ming =ic

Ex. 2.45Kinh Truyén Tin (The Angelus)

rl L L N L 1 1 1 L L L
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Bils Chia Trdi sai thdnh Thign thdn truydn tin cho rdt thdnh B¢ bBA Ma- r - a

Three-note formula IlWwithin a perfect fourth (Mi-Sol-La or Re-Fa-SdQung Vuj

a) used in the dioceses assigned to the Dominicanthaisd of South
Vietnam:

1
|
1

—

- - - o
Ngang huvén hoi ngd ning sic

]

|
L “'—r
il

L 47 s 8o

]

423 Note “sol” is used most frequently as an ornament.
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b) used presently in the parishes with Southern accent

L = —_ s S s
Ngang huyén hoi ngs ning  sic

Ex. 2.46.Dialogue between the presider and the congregation

— e 5 | !
Chia d ciing Anh Chi Em Vi d ciing Cha.
{The Lord be with vou) {And also with vou)

Three-note formula I\Wvithin a perfect fourth (Re-Mi-Sol or Do-Re-F&ung Vuj

used to chant the readings in the Marian Month Baoles of the Saints, Catechism
Book, etc., in th&/inh Diocese:

%Nf ] gig E 7 {'}F

hupénining hoifgi/ming hu ing holmdngfMgany ngangtipdngkdc

Ex. 2.47. Sach Hinh Cac Thanh(Lives of Saints)

i R - ':: ':: JL",I ".I ".' ".' "'Il "'Il ﬂ—ﬁ ;.' ..II ? '|

Hanh odc Thinh vé chuyén &ng Thinh An- tin sangphudng Mam gidng dan cho k& ngoai

Four-note formulawvithin a perfect fifthCung Vuj a derivation of the Three-note

formula Il within a major third, actually used bynamber of religious communities to
chant the Liturgy of the Hours.
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Ex. 2.48. Hymn of Vesper | in Cung Vui (Joyful Tone) in Mua Mzng
(glorious season, Easter season)

e T 2

Ming HupéniHél Héi MNgang MNgidSic) Sdc
d: Thinh Thi Kinh Chifu I MPS

L 1 |
L

1
Iy

= e
i

1
15
in’
Poin do tring mau chinh € hing ngi, Pi wudtgua Hing Hdi thit diéuv hupén

b
11 !
T

There are many other formulas of three to five siteHere is a presentation of
them fromHat Lén Ming Chuain a table containing 15 simple formulas.

Table 2.91.Simple chanting formulas(cung kinh cung sacin giin)**
Formula (Cung Vui, Thwong, or Mirng) Interval(s) Notes in F
between the | position**®
notes
1 | Two-note formula within a minor third@€(ng Thwong) m3 Re-Fa
2 | Three-note formula within a major thir@ng Throng) M2-M2 Fa-(sol)-L&*’
3 | Three-note formula within a major thir@ng Vu) M2-M2 Fa-Sol-La
4 | Three-note formula within a perfect fourtbung Vu) m3-M2 Re-Fa-Sol
5 | Three-note formula within a perfect fourtbupng Throng) m3-M2 Re-Fa-Sol
6 | Three-note formula within a perfect fourung Throng- m3-M2 Re-Fa-Sdf®
Mii N€é)
Three-note formula within a perfect fourtung Vui-Vinh) | M2-m3 Do-Re-Fa
Three-note formula within a minor sixt6@yng Throng) P4-m3 La-Re-Fa
Three-note formula within a major sixtGyng Meng) P4-M3 Do-Fa-La
10 | Four-note formula within a perfect fift€gng Meng) m3-M2-M2 | Re-(fa)-Sol-La
11 | Four-note formula within a perfect fift€gng Vu) m3-M2-M2 | Re-Fa-Sol-La

424 Eor more details, see Xuanamh ibid.; Nguyn Van Minh, op. cit., 10-25.

425 xuan Thio, ibid.

*2® The notes are transposed to the same F positiofacilitate the comparison between different
formulas.

*2"The note in parentheses is mostly ornamental, somae is used to chant a tone that adds some
variation to the chanting.

428 At the end of a phrase or sentertb@nh ngangr thanh sic are chanted to two notes: la-sol.
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12 | Four-note formula within a perfect fift€gng Vui/Ming) M2-m3-M2 | Do-Re-Fa-Sol

13 | Four-note formula within a minor sixt@¢ng Throng) m3-M2-m3 | La-(do)-Re-Fa

14 | Four-note formula within a minor seven@ufg Thwong) P4-m3-M2 La-Re-Fa-(Sol)

15 | Five-note formula within a major sixtCung Mrng- Vinh) mg-mS-MZ- Do-(re)-Fa- (Sol)
-La

We know that these formulas are part of pentatorades and that these and
other formulas are connected with one of the thmag moods/ui (joyful), Busn
(Thwong) (sad, sorrowful), antzng (glad, glorious) found in folksongs&ang Xu, and
Xémodes, as is obvious in the useCoing Vuj Cung Throng, andCung Meng. Itis
interesting that the same note,s Re-Fa-Sol, indas3, 4, and 5 may evoke different
feelings depending on which note(s) renders thee@s/e language tone and which
note(s) ends a sentence or pieceCulimg Throng 1, the second fa-sol renders three
toneshuyen, hsi, andngng, and makes the tune somber. The lack of distinctio
between the high tonegjangandsic makes the sounds feel sad.Qang Throng 2
(Miii Né), the feeling is more sorrowful as the chamiges on sol-fa’ (Ex. 2.49).

Ex. 2.49. Different uses of Re-Fa-Sol irCung Vui, Cung Theong 1and 2

Y
c Cung Vui L i |
R:_: - i e = il e J: # ]
Mogang huyEn ha ngd ndng %
» Gung Thuong 1 .
2 ; = e s E————s — |
E===== === =—"—"— -
Mgang huyEn hidki ngd ndng sdc
n Sung Thugng 2 (Midi Né) .
2 e — = == = — :
T————ay—e————— I T n— —y i
e & 2
Ngang huyén hudi nogd ndng adn

Another interesting point is the change of formwigihin a prayer/reading, as is
found inKinh Vua Davit(Psalm 130) in which the chant begins withng Throng La-
Do (or Re-Fa), changes to Mi-La-Do (or La-Re-£8and ends wittCung VuiSol-La-

Si (or Do-Re-Mi) (Ex. 2.50).

429 Nguyén Van Minh, op. cit., 18.
*3%The change from two-note to three-note to fouerfotmulas in the same position is not rare: See
Nguyén Van Minh, op. cit., 12, 14. In many cases, this ¢jeaaf formulas is obligatory to provide an
appropriate ending for the prayers (ibid., 22-3).
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Ex. 2.50. Change of formulas in Kinh Vua Davit

Cung Thugng La-Do Cung Thueng Mi-La-Do

0 = - b S T
(:j'f;'f-,-..'.n-,..g; * . .,
o FF For rr —_ r FF .
Xin Chia hdy Hng tai nghe tdi cdu nguyén Vi =y nhidn Mnh 13 & Ehﬂ... Chia s chubc.iGi vb ngdn
Cung Vui Sol-La-5i
0 -k " 5 & b \ : LR

é.'il;‘i':'fl",'rf" r:'fl'f"f,"'ir'r,rr
. ¥
5 Chimg i ciy vi danh Chia nhdn 1 cho cic ddng... hing xem thiy mit Bic Chia Trai Jarg Iérlfug vii ve vd cbng &-men

The melodic progression, melodic line, and rangry wom one formula to
another and from one prayer/reading to anothemicthe organization of the
language tones in prose is unpredictable. Basédble 2.91 above, we can assume
that the tunes move only by unisons or by leagkerformula 1 (m3), 8 (m3, P4, m6),
and 9 (m3, P4, M6), or by unisons or mostly by tempthe formula 14 (m3, P4, m7).
Their range varies from a minor third (formula @)t minor seventh (formula 14).

All the chanting of the prayers and readings asdally monophic and
generally based on the rhythm and the structutkeof texts, except for some texts
affected by textual variation. As a general rtie, prayers are chanted sloweCuang
Thirong than inCung Vui or Ming.**' Some prayers in Lent season are chanted with a
slow tempo at the intonation and at the end and@enato tempo in betweérf. The
use of different tempos and formulas help enhaneerteaning of the texts, especially
the ambiance of liturgical seasons (rite-enhanoitg), as in the case &finh An Nin
Téi (Act of Contrition),Kinh Ciu Chiu Nan (Litanies of the Passion)gim Nim Se
Theong (Meditation on the Five Sorrowful Mysterie®gim Pang Thanh GigThe
Stations of the Cross Meditatiof},etc.

31 In my experience, the slow tempo used@ang Throng during Lent season may be about 96-120
morphemes / syllables (eighth-notes) per minutiee dverage moderato tempo €@ung VuiandCung
Mzng may be around 130-150 morphemes per minute, wheléast tempo may be about 170-200
morphemes per minute. The end of a phrase/claagdast two or three eighth-notes. The end of a
sentence or period may last three to four eightiesio
432 5ee Ngugn Vian Minh, op. cit., 22-3.
*3bid., 16-24.
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2. CATHOLIC TRADITIONAL HYMNS

All the Catholic traditional hymn tunes are pentit™ and most make use of
one of the three regular modé&ang Xu, or Xé. HoaPo Hong Hong 2, Dang B Khai
Hoan,andThanh T6-m&> (Ex. 2.51a) are some examples of hymn¥angmode.

Ex. 2.51a.Hymn to St. Thomas in F position Xang mode F-g-A-C-d-(F)
Vin Thinh TO MA
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thit 1 - - - - - ) trfa lodr {a la) lodar tinh (a la) thiéng.

Following are some typical melodic idioms, besittesse found in folksongs (EX.
2.51Db):

Ex. 2.51b.More typical melodic idioms in F position, Xang mode

-

- r 3 - r - H - ) - r ]
i

Xy mode is also frequently used in Catholic tradiidmymns, such aday Higp
Vui, Nay Gc Hoa Vang, Ho@é Hong Hong 1,%%° Tién Hoa,andDang Tim Long

34 Tién Diing, op. cit., 6-7. The very rare note “e” in C-[@)-F-g-A-C (p. 7, n.12) may be considered a
neighbor note of “f.”
35 Haj Linh, op. cit., 51, 54, 52. See also Part Chia Eive-Color Flower Offering Hymns set i
Diing, op. cit., 16), and Part A (first section, pler@s8) in set A of Four-Scenery Hymns§&fiDiing, op.
cit., 21). B¢ Van Dang Hogset of Flower-Offering Hymns) usually consistdluiee parts: Part A is an
Introduction; Part B is the Flower Offering Hymi®grt C is a Thanksgiving Hymn.
3% Haj Linh, op. cit., 37, 38, 39.
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Thani*" (Ex. 2.52b). Besides melodic idioms as found ikdongs, we can find other
idioms in Catholic traditional hymns ¥ mode, F position (Ex. 2.52a).

Ex. 2.52a.0ther idioms in Catholic traditional hymns in F postion, Xu
mode

n L e — 1 ! I
o
[’m T 2] — 1 = — — 1
o * v * —7p ’ ———
Ex. 2.52b.Hymn Tién Hoa in C position, Xer mode A-C-d-E-g-(A
) Van Tién Hoa
! b ny, M | | - | b B o |
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Md dau: Ding tim long thanh, chunig(i) con diang tam long  thanh., May
Kétthic: Nam sac mdt nganh, Hdp (i) nhau nim sac mot nganh. To
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1.Kinh dang hoa tring (1) khoe (I} tudi. Ngdi khen Pirc Me (1) tron
2.Kinh dang hoa  tim (1) vé (1) xinh. Chi Me ¢€p =xdc (1) him
53.Kinh ding doi doa (1) hoa (i) =xanh Vi nhir phic dic (i) dugm
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dogi (a) tron doi dong trinh. 3.Ching con dang doa (i) hoa (i)
minh (a) him minh lap cbéng. 4Tlai =xin diang doa (i) hoa (i)
nhuan (a) dudm nhuan Me  nav.
2 ! e
r’ﬂ..! = *F  — P — !:F > - - » 5 '_'_,-' 1
g ] ' . . . ‘ - .
hong. Ngdi khen Me Chua (i) virng long (a) virng long kinh  tin.
vang. Kinh Me chin kho (i) vitng long (a) vitng long kinh  tin.

Unlike folksongsXémode is very common in Catholic traditional hymsisch
as Lay Niz Viwong, Phuc Vong Khiu Dau, Hoa Dang Thm Tho,buc Hong Trinh, Long
Yéu Diu,**andHoa Bin Mua™® (Ex. 2.53a).

437 Xuan Thio, op. cit., 59. See also Part A in the Five-Céllmwer-Offering Hymns set (3 Diing, op.
cit., 14); Part BCdnh Hoa CudChrysanthemum scenery) in set B of Four-Scengmihs (Tén Diing,
op. cit.,39), Part A in the Four-season Hymns se€(iTDing, op. cit., 44).
38 Hai Linh, op. cit., 27, 28, 29, 30, 32.
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Ex. 2.53a.The Hymn “Four-Season Flowers” in F position, Xé mde G-a-
C-D-f-(G)

Van Hoa Bén Mia
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Other melodic idioms iXé mode are found in Catholic traditional hymns (Ex.
2.53b):

Ex. 2.53b.Other idioms in F position, Xé mode

If\ e — —————— —

4 I I -
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[y —)

Another model.iu mode G-a-C-D-e-(G) in C position, is found in many
strophic sections in Part Bhin Dang Hoa(Flower-Offering Part), of the Five-Color
Flower -Offering Hymns séf° Liu mode should not be confused wi& mode: their
step structure is different. Here is a comparisioine Liu mode with thexé mode in C
position:

Liu mode: G-a-C1-D1-e1-(G1) (step structure: ¥241 — 1 - 1?)
Xémode: D-e-G-A-c1-(D1)  (step structure: 1211 — 72-1).
The following is a typical example &fu mode (Ex. 2.54&)

439 Xuan Thio, op. cit., 58. See also Part A (second sectRais B and C in set A of Four-Scenery
Hymns (Tén Diing, op. cit, 21-6); Part B in set B of Four-Scenery Hymng£(TDiing, op. cit, 37-8).
*“0Tién Diing, op. cit., 14-6 Liu mode.
*“!bid., 15.
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Ex. 2.54a.Liu mode in C position : G-a-C-D-e-(G) with G, D, andC as pivot
degrees
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H_.., —F g F ST F NN U ST SR - —
Yo e - N
Sac vang chi vé nhén (vuu) dic mén (i 10) MingBic Ba ming Bic (v ) Ba chinh  luygn han vang
|'.' L FH — — | | [l f'ﬂ /-1‘\
T . . . T 1] T T
\;_':: | I | ; 7 T Hﬁx yi— e p— —] T * 'H___F" B —— *
Pic  Nit Vwong(mi li co) thién dang. Lia kinhmén (i) (41 i i) hdng in trong (vu v) tdc da (i)

These are some melodic idiomsLadi mode in C position (Ex. 2.548

Ex. 2.54b.Melodic idioms ofLiu mode in C position

Mode mixture is frequently used in many sets ofdr-Offering Hymns.Canh
Hoa Cuc(Chrysanthemum Scene) presents a good example @-c-d-E-g-A) and
Liu modes mixed within a piece (Ex. 2.5%).

Ex. 2.55. Xy and Liu mode mixture in C position

C position, Xy mode (: position, Liu mode
it T Vel R
¥ — 89 3 i
l'-'_'l'-. L — -
Cuc thiquy lay trudc toa, xin Me a la Me thuong dén tré gia ching con (i 1 i) Thanla thanrdng: Ngan cic vang ching con xin
g~ G position. Xy mode, N L P o SN~ B
o * , ’ |- r ;_—'_?_f_?-.—_:! e o
ket (i i i) Cung vin nay xin hop vdi mdu hoa. Dic thuong y8u fuai Bt rugm ra, ma hoacle quy (i ii)chi v& nhdn dic mén(iii)

Metabole (change of position) is not rare, espiyaia sets of Flower-Offering
hymns, such aBg Van T Canh B**in which the change back and forth from C

42 5ee also ibid., 36 for more exampled.inf mode.
*3bid., 39.
**1bid., 36-41.
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position to F position is very frequent, accompdraethe same time by a change of
mode?*® Vvan Dang B Khdi Hoan*is typical for its metabole down to a positioraat

major second below (Ex. 2.56).

Ex. 2.56. Metabole from F position,Xang mode, to Eb position (Eb-F-G-
Bb-C-(Eb)), Xur mode

1 3
fi P— e P— e ~ —
7 Ty —— ! — L — 2 — ! .
- f—l- T r TE ¥ L = T - T T F T w L L ¥ L ] Fi
el r S T I r e F T
Didng bd khdi hoan, Ching (i ) con ding bd {cdi  loc i i) khdihodn (i) Guong vinh
10 15
fi R — — —
A i ¥ L i — 3 e e e :
T 7 [ Cw—— T y. =
T m— — s — 1 T > - I ﬂ_,_-:_!—."
._,l — T r T _._ T
thanh (a) dang treo (12 treo) sing quic (I Bic ven tugn Me (dala la) trung (i) trinh.
p 16 24 —
I“I BT } i - i ' — - ] S — T r— ——
fr— ) ' ! E—_— ] | —) ] I A
e S TR SEE S S - & ¥ - - —
.l - - [ - * = e —
Vui xiét thay! ray I‘W nghe thdy tifng cung  (a~) Tan. Vui (chdma nay) xiét thay! ray  Me nghe thiy
A '
i e ": ™ e 3 —_———r 7
S o e i ——&—&% 3. s s, S e 5|
._J T J— r e po— pov— T _.- _'-
tifng cung dan (i) HGi cung dan &m can réo rit Giuc tAm tinh Me (da lala) thudng (i ) con.

Some traditional hymns have a free/non-metricgm, such as most of the
hymns transcribed by & Diing (Ex. 2.54; 2.55 abové&)’ Others are in metrical,
mostly binary rhythm (Ex, 2.51; 2.52; 2.56 abows)en though 3/4 meter is not rare,
such as in the hymr2huc Vong Khiu Bau, Hay Higp Vui, Nay Sc Hoa Vang, Ho@s
Héng Hing 1,*® etc.

Catholic traditional hymns are mostly strophidaeThon-metrical single hymns
usually follow the structure of the poem, i.e.,leéne corresponds to a musical phrase
(see Ex. 2.54 and 2.55 above). Many metrical hyraogganize the text through textual
variation, offering a variety of phrase schemegiasn in previous section 8? As
each hymn is chanted to many verses, the musiocnoé subsequent verses, even
though it may vary more or less due to the diffetenes of the language, still keeps the
same rhythm with most of the melodic charactesstgee Ex. 2.52). For the verses
using the same tune, it is not uncommon to find sbane language tones are not
rendered as well as could be expected, as carebdrs&x. 2.55, staff 1, orldy,

Me...Me.”

> For example, from C position Iriu mode to F position iXémode (ibid., 36).
*4%Haj Linh, op. cit., 54.
*7Tién Diing , op. cit., 14-16, 21-26, 36-41, 44-46.
*8Hai Linh, op. cit., 28, 37, 38, 39.
9 3See Chap. Il, Section B.11.1-1.2.
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It is interesting to point out a large scale fooalledBy Van Dang HogSet of
Flower-Offering Hymns}*° This large scale form is not just a suite -- @eseof
disparate (musical) movements with some elemenigidf, most often performed as a
single work®%- like many contemporary Flower-Offering Hymnstssi It is a three-
movement monophonical form with intrinsic urf§to accompany the Flower-Offering
religious dance:

Part A: The Introduction (The young girl dancarggghe reasons for the
devotional celebration, which is to praise the Landl honor Mary, the Mother of God);

Part B: The Flower-Offering (The young girl darcexpress what they are
singing, that is, pick flowers with different cofothat represent different virtues of Our
Lady and offer them all to Her);

Part C: The Thanksgiving (They sing and expres<tngregation’s gratitude
and prayers§>

Although some word tones may be obscured by tistieg music of the first
verse in some hymns, the music, through its rhytinoges, change of modes, and
change of positions (metabole), generally enhatieegext of the Catholic traditional
hymns. The rite-enhancing role is obvious in mdswér-offering Marian hymns. In
many examples, the music stands alone -- withoaittevocalizing on the sound “”
and

adding something beyond the text (Ex. 2.57).

Ex. 2.57.Vocalizing music on the sound “I”

| = o N N Y e —
! ".a T = -. ’ "' ' g i
H—‘—o—o—' : * = ] o  a— ——— —= — ]
) - ~— T ~— — — - T —r —
NI Vuing, Lay ming rdt thanh (i) N Vudng That 12 Me Choa (i | [ T
> , L — e S
ri LY e ] - f— T
e ——— P e E— " —————a e —
o — I = i

i [ i) Me thuong thuong (i 1) lodi nouiii (i 1 1 | (. [ 0).

*%Tién Diing has transcribed four of these sets in his prsWocited textbook on composition.
*HarDic, s. v., “Suite.”
*52Tién Diing compares this to a fugal form (op. ci2).
3 bib.
*>“Hai Linh, op. cit., 27. Other examples can be foim#&n Hoa Bn Mua(Ex. 2.53)Van Hoa Dang
Thom Tho(ibid., 29),Van Hay Hép Vui(37),Van Nay Sc Hoa VangVan Hoabé Hong Hong 1, Van
Hoa Pé Hong Hong 2, Van Chaa Cha Nhan Th(ibid., 29, 37, 38, 39, 51, 55).

179



3. HAI LINH'S SONGS

In his musical compositions,aHLinh makes use of many Vietnamese folksong
elements such as regular pentatonic modes and maloains, change of modes, and
change of position (metabole), poetic text, andutaixvariation to make his music
sound Vietnames&> The secular choral wotkhac Viét (Music of Vietnam) is one of
the most typical illustrations of his muér€. In most of his other works, especially in
his religious works, he discreetly combines thedle élements with Western elements
in order to “find ways to ‘polyphonize’ [term useg Hai-Linh forda diéu hod
Vietnamese monophonic vocal music while [preservitsgnational musical

characteristics®’

The pentatonic scale is still used in many maitodies. The Western seven-
note scale is also used in other main melodiesadnpices. When it is used in the
main melodies, it is somewhat “pentatonized” (wofdHai Linh for ngz am héa. For
example, the fourth and seventh degrees (f) andfthle seven-note scale C-d-e-(f)-g-
a-(b) are avoided, used on a weak time of the lbsat] as ornamental notes, or used in
such a way that they do not create a semi-toneamittther degree (e or c) that actually
sings a new word, such asTan Tung Hong An(Ex. 1.23 in Chapter ).

Along with his use of the “pentatonized” heptatoswale he makes use of
Western harmony in homophonic and polyphonic tedun such a way that he still
safeguards the genius of the national tonal langaag the folk-based characteristics of
Vietnamese traditional music. He has the homoghparts move independently as
polyphonic voices, whereas polyphonic voices eaiel move in such a way that they
do not overlap too much nor cover each other sotiigawords of the text may be heard
as clearly as possible. To do thigi Hinh usually has to simplify the harmonization by
using only the main chords |, IV,V, and VI, whileards I, lll, and VIl are rare; or he
makes the texture thinner by such means as unisgimg, call-and-response dialogue
style, etc™® This is best exemplified by the motééng An Thién ChiéThe Lord’s
Graces) (Ex. 2.58).

The main themes keep the folk-based pentatonianii position (G-a-b-D-e-
G). After the first themélong an Thién Chia bao i@he Lord’s graces are immense)
Is intoned by the tenors and the second thelméndoi con £ ngei ca on Ngroi
(Forever, | will praise His graces) is joined binalices in a free rhythm introduction
section (measure 1), the basses expose the &rsietitmm. 2-5), which is imitated

%°He also uses traditional instruments to accommpaaryy of his works (see Ngéy, Xuan Tho, “ Hai
Linh and His Music,” a Research Paper of-2éntury music for the Chicago College of Perforgnin
Arts, Roosevelt University in Chicago (2003).
456 |a;

Ibid.
7 bid.
8 Eor more details, seeaHLinh, Xuan Thio, Nam Hi, and Thién LanCa Trrong Ill (Choral
Conducting Handbook Ill), typed manuscript (Saighhom Qué kiong, 1980).
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Ex.2.58. The motetHaong An Thién Chia in a.A.B1.A.B2.A’ form
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successively by the women’s voices (mm. 5-8) aedehors’ (mm. 8-11), while the
accompanying part(s) use(s) the heptanonic scamgoits/their own melody almost at
the same time in the same rhythm as the themerimoarily as “filler” to complete any
chord structure in harmony but as an independamdlggprtner. Then the tenors begin
the first half of the second theme (mm. 14-17)tameid successively by the basses (mm.
17-19) and the women'’s voices (mm. 19-22), angl@ties join in singing the rest of
the second theme (mm. 22-26) (section A). Sed@ibiitenors and basses) and B2
(altos and tenors) aretwo variations in timbreh® $ame verse textjnh Danh Chla
Cha, Vinh Danh Chtia Con, Vinh Danh Chtia ThanhnT{Glory be to the Father, and
to the Son, and to the Holy Spirit) (Ex 2.59), weh#ection A’ is a repetition of A plus a
codetta.

Ex. 2.59. Section B1 (tenor and bass) and B2 (alto and basa)homophony

o o f Hif b — | y LI A i A %‘A

e ——  ; F ] 1 —a = 3 = = — } = - ' q

i —— = ' —3$—$ $———= = $ = 1
el r | L] L] L] -

B 1. Vinh Danh Chia Cha. Vinh Danh Chiia Con. Vinh Danh Chia Thianh Than.
EC mf’ P A
rl‘:; = L] » ) [ ] > LT3 ‘I\ _ - ! " & e
S - = = & & [ ] - =

B 2 Vinh Danh Chua Cha. Vinh Danh Chida Con. Vinh | Danh Chia Thanh  Than.

h o " " "

i - - Y ] ) T |

= = | Y & [ 1 Y - Y ! 1
r’r? - * . o — = o -

r ——

4
»

Besides the ABA song form,aHLinh makes use of a variety of forms such as
ABCAC’AC”AB in Tinh Chua Yéu TPABC in Te DeumABCD in Khuc Ca Mt
Troi, cantata form iMruong Ca Ave MariaandTruong Ca Cac ¢o Vat, etc Almost
all are metrical pieces with many kinds of metewnf simple meter such as 3/8, 2/4,
3/4, 4/4 or C to compound meter such as 6/8 aneédnmeter 2/4 and 3/4, or 2/4 and
6/8. Very important is his careful use of perfonoa dynamics marks (e.g., p, mf, f, ff,
crescendo, decrescendo, sforzando, etc.) andlatioms (e.g., legato, staccato,
marcato, sostenuto, sotto voce, etc.), as candreisehe above motet (Ex. 2.58).

Another important trait is thatdHLinh’s music tries not only to preserve the
different tones of the Vietnamese language in taenmoice as well as in part voices
but also to enhance the poem’s meaning throughtih, rhythm, harmony, dynamics,
articulations, and oftentimes through instrumeatalompaniment, especially
percussion support for building a musical climaee(€x. 1.23 in Chapter1}? Thus,
most of his liturgical songs are thought to be ablserve appropriately the liturgical
rites.

459 Most of the time, he writes his own organ acconipants for his compositions and carefully
indicates the percussion and when it plays. Faenmdormation on Hi Linh’s music, see ibid.
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After examining musical culture in Catholic Vietnahrough Vietnamese
folksongs, Catholic traditional chants, anél Hinh’s songs, we can see a certain
development based first of all on safeguardingctieacteristics of the national

language; secondly on the use of the more or lesismmatic style; thirdly on the use of

poetry as text for vocal works; fourthly on the wéehe technique of textual variation;
fifthly on the use of the pentatonic or pentatodiheptatonic scale and modes with
their typical melodic idioms and the technique @tafole; and sixthly on the use of
traditional instrument accompaniment (Table 2.9P)ese considerations will help us
advance our future research.

Table 2.92.Important features of musical culture in Catholic Vietham

Text & In folksongs In Catholic In Hai Linh’s songs
Music traditional

chants
1. Language Tones Tones preservatidones Tones preservation in all

preservation

voices

2.Syllabic /
Melismatic style

Neumatic (semi-
melismatic) style

Neumatic and
melismatic style

Neumatic style

3. Genre: Poetry

Folk poetry Ca
Dao)

Poetry in hymns

Poetry from other
authors or his own

4. Textual variation
- tiéng dua hoi
(vocalizing vocables)

Much frequent in
non-metricaRu,
Ngam, Ho

The hymns use
mostly i, a,u, i
a, 6i a(long
vocalization on

)

Less frequent in
religious songs

- tiéng dém 16t
(inserted vocables)

Frequent irLy and
Hat

thi, la la, co, thi,
mi, a la,dy, ma,
chir ma, chr da, a
ma, ma la, ma la
cing, bay gir ma,
bay g con, etc.

Less frequent in religious
songs

- tiehg phe nghia Frequent in all Frequent Frequent
(enhancing folksongs

morphemes)

- tieng lap lai Frequent irHo, Frequent reversed Frequent
(repeated Ly Hat phrase repetition
morphemes)

5. Scale, Modes,
Rhythm...

Some formulas
for unmetered

Many formulas
for prayer and

genres Ru,

book chanting

Some recitative sections
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melodic idioms

(Technique of
metabole)

Ngam, and H0) | (reciting

/reading)
Pentatonic: For hymns Pentatonic Xang, X, X&)
Xang, X, Xé&, pentatonic Xang, | with typical melodic
andOan Xy, X& andLiu) idioms
with typical with typical Pentatonized Heptatonic

melodic idioms

(Technique of
metabole)

major /minor
(Technique of metabole
and instrumental
modulation)

6. Instrumental
Accompaniment

Available only
when on stage

Traditional Drum

Intruments (Western and
traditional) and

percussion
7. Text-enhancing Average High Very high
role of music
Vis-a-vis tones (tonet Almost all Almost all, except | Almost all preserve the

preserving function)

tones, except a
few Ly

preserve the pitchr

a few hymns

pitch-tones

Vis-a-vis formal
structure
(Enhancement/reorgs
nization of the text
through textual
variation techniques)

In almost all of
the folksongs

} >

Mostly in hymns

In most songs (use
mostly oftieng ph
nghta andtieng lap lai)

Vis-a-vis meaning —
(Music does not
contradict the
feelings and the
moods expressed
through the texts.

Music supports and
reinforces the texts)

Yes

Yes

Yes

8. Activity-enhancing
role of music-wed-
to-text

Work-enhancing,

entertainment,
ritual or rite-
enhancing,
aesthetic, and
communication-

enhancing roles

Rite-enhancing
role of most
Flower-Offering
Marian hymns

Rite-enhancing role of
most liturgical choral
songs
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