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ABSTRACT

Studies of Louisiana French, a language long spblggreople in Louisiana,
almost unanimously lament the inevitable deattheflanguage, yet very little
information exists on the strengths and weaknesfstie language in various media.
These predictions are generally based only ontiaage in the number of speakers over
time obtained through census data (Bankston andyH&98; Henry 1997:186-187),
which is notoriously unreliable (Blyth 1997:28-29bois 1997:47; Brown 1997:224).
Census data does not differentiate who in the hisusgeaking French nor to what extent
they speak French. The questions on the censuwarecessarily consistent over time
nor entirely clear in a linguistic climate where tierms French, Cajun French, Louisiana
French, and Creole, may all mean different thirgditferent people.

This thesis took a different approach by measuttiegstrength of Louisiana
French via its use in Cajun music. The languagesésl in the music often but its overall
importance in defining the music, the fluency of gingers, and the form it takes—be it
clearly Louisiana French or a mixture of StandamehEh as well—have not been
thoroughly analyzed before. Two conclusions werived at: Louisiana French is an
integral aspect of Cajun music and the French besegl is highly marked as being
Louisiana French. The music itself was defined gisirmethod inspired by optimality
theory, allowing the importance of French in thesrauo be compared to various other
musical and extramusical features. The qualitjyheflanguage used in each recording

was then examined to determine how native-likeasw
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CHAPTER 1: LOUISIANA FRENCH

French in Louisiana can be seen as a spectrumngfigim Louisiana Creole on
one end to Louisiana French on the other (Kling&5), the latter being much closer to
Standard French. Historically, this spectrum hanhsplit up into Colonial/Plantation
Society French which is now extinct, Louisiana Et@&ajun French, and Louisiana
Creole (Ancelet 2007:1237; Dajko 2012). The termik@mna Frenchis sometimes used
to refer to the whole modern spectrum, but in thésis is used to mean all varieties of
French which developed in Louisiana, save Louisfareole. The division lines on this
spectrum are more or less arbitrary as speakes pfix features and switch dialects
“even unconsciously” (Ancelet 2007:1237). This fast well as the lack of
standardization, makes defining the language ditfiGome salient features will be
described later that can still be relied on fofeténtiating the language, at least from
Standard French, even if not as clearly betweelowsiother points on the spectrum.

It is assumed by some scholars that Louisiana Rreard language in general, is
an important marker of identity. Ancelet (2007)jtimg on the history of Cajuns and
Creoles, essentially couches his entire papermg®f what has happened to the
language and what needs to happen to it, while Byasseaux (2009:9) cites Carl
Brasseaux's (1992) claim that the language of dople of Louisiana provided the basis
for social distinction in the Icentury. Today, quantitative evidence has showh th

those living in Louisiana who are not Cajun belidvat speaking Louisiana French is a



strong identifier of Cajun ethnicity. This beliafshared by Cajuns who are partially
fluent as well: they identify strongly with the lgunage and “see more advantages in
being Cajun,” contrary to native speakers who donecessarily share any of these
views (Dubois 1997:52). More generally, Brown (19883 quotes Wardhaugh's (1987)
claim that “speaking a particular language is oftlersely related to expressing a certain
nationality or identity,” and that “there is widespd belief that a shift in language often
brings about a shift in identity and there maydmstance to adopting a new language
because the new identity is unwelcome.”

The number of speakers does not paint a pleasantgifor the future of
Louisiana French, though. Outside of census dalt@asi been shown that fewer than half
of the people of Louisiana who identify as Cajueapthe language (Bankston and
Henry 1998:6-7). There are numerous factors thotaghtive contributed to such a small
number, such as the way state lines were drawmdrbauisiana causing laws to have to
accommodate both francophones and anglophonesuisiana. Theodore Roosevelt's
form of American patriotism which promoted cultur@imogeneity has also received
blame. This mentality, that assimilating to theioral character in all ways is necessary,
still exists today in the guise of groups like BEglglFirst, who advocate making English
the official language of the US (Ancelet 2007:12289). Perhaps the most widely
accepted turning point was the Louisiana constitutif 1921 which prescribed English
as the sole language of instruction in schoolgegaging French to being taught only as a
second language. This helped lead to stigmatizatiaha lack of transmission to

children, with some parents even keeping theidcéi ignorant of it in order to use it as
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a secret language amongst themselves (Picone Z&)7lfideed, a telephone survey
performed by CODOFIL in 1990 verified that by tipaint 66.9% of French
conversations occurred between family members %2®8&tween friends (Picone
1997:130-131), and only 8.7% in the workplace (Rec®997:135-136). These numbers
paint a clear picture of decline in public usage.

There are more ways to measure the health of aidayggthan through the number
of speakers. Ryon (2002) argues that a languagenotaye dying at all even if there is a
continual loss of speakers because the psycholagitiau of those who may become
speakers can be such that the tide can quicklygehemfavor of said language. This
argument is interesting considering that it is gelhe accepted that the stigmatization
that came from being Cajun, which was strong ena@igine time that some Cajuns
would even deny their linguistic ability when askbds come to an end. Dubois
(1997:62-63), looking into the attitudes towardsiistana French among those living in
Louisiana, shows that as one moves from “Old” peopleaning those born before 1935,
to “Young” people, meaning those born after 19@aGn8ard French is increasingly
considered the worst variety of French while Laansi French generally follows the
opposite trajectory. This leads to the conclusiat tthe results corroborate the new
positive attitudes toward CF [Cajun French, akaitiama French] mentioned in the
literature” (Dubois 1997:68).

Tsunoda (2005:9), a linguist who specializes ngleage endangerment and
revitalization, lists four factors commonly usedanguage death classification systems,

which include the number of speakers, the ageegfieakers, how often the language is
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transmitted to children, and the function of theglaage in the community (i.e. in music).
Tsunoda (2005:23) cites the Eskimo language faaslyot being protected from possible
language death despite its geographic and sooiatisn. Likewise, Navajo, despite
having a relatively large number of speakers, asoan uncertain future. Both of these
cases are counter-intuitive and indicate the need holistic approach to measuring the
strength of a language.

Attempts at preserving Louisiana French have beestlgnone dimensional. The
Council for the Development of French in Louisig@®DOFIL) was created by the
state of Louisiana in 1968 to promote the Frenalglage, particularly through education
in elementary schools (Picone 1997:124). At fiesdchers were imported from France,
Belgium and Quebec through international bi-aniyuahewed agreements initiated by
James Domengeaux, CODOFIL's first director (Anc&888:345-346; Natsis
1999:328/330). The teachers taught Standard Frewicth became apparent that this
created issues due to misunderstandings betweganstuand their Louisiana French
speaking family members, which potentially furtsggmatized the local dialect. Today,
teachers “undergo initiation into the local diateof Louisiana and are trained to allow
for the use of regionalisms,” (Picone 1997:133)thatproblem still exists to some
degree (Dunn 2013).

Action Cadienne is a non-profit group created i@3.¢hat heavily promotes
immersion as the full answer to language revitéitima(Natsis 1999:329), showing the
level of emphasis placed on education and immer3iba group performs fundraisers,

visits schools to make its arguments for immergimygrams, and financially helps



support existing programs when those programsngetiouble (St-Hilaire 2005:166-
167). This strategy essentially functions as atgafet for CODOFIL's educational
initiatives. Action Cadienne has become more ingrdras CODOFIL's budget has
recently been cut from $1 million in 1990 to $18MQAoday, with its crew shrinking
from ten employees to two full-time employees and part time (Dunn 2013).

Universities have also been active in preservingisiana French through
amassing corpora of Louisiana French (Ancelet 24Q) and by publishing local
French literature under imprints suchLas Editions de la Nouvelle AcadiadEditions
Tintamarre.The latter of these strategies is particularly inguat, in light of Tsunoda's
(2005:9) assessment that the function of a langirmge&eommunity is one measure of its
strength. Indeed, promoting writing “greatly incsea the functional range of the
language” (Stubbs cited in Brown 1993:90). Writkgench literature essentially did not
exist for more than half of the 2@entury in Louisiana but oral storytelling did (Bm
1993:80). The result is that reading materials veesecely available for the very few
Louisiana francophones who learned to read ane wriErench despite the lack of
French education (Picone 1997:138). Today theraveters again but the local audience
still remains mostly illiterate, leading to publicams sometimes being created for French
Canadians instead (Ancelet 1988:350). This corstnagh the use of French in Cajun
music, which does not require a literate audienceyen necessarily one that
understands the language.

Film and television, in some ways, still providgraater “functional range” for

French, even though advertisements in the langdsgppeared by the late 1980s.



Today, greater access to international French loasd, through cable and satellite
services (Picone 1997:139), at least provides aloretional use for speakers. What has
remained a more consistent medium for the useeaidfris local radio, which began
being produced in 1943 (Brasseaux 2009:182). Thefaet that production began at this
time speaks to the power of the medium, as thisasgsably during the height of
stigmatization of Louisiana French and of beingu@altogether. Today there are French
programs broadcast regularly by stations like K¥@%0 out of Ville Plate and Radio
Acadie out of Lafayette. These stations also brasidover the internet, increasing access
to the language locally, regionally, and even wwitte. French plays a role in various

public spheres in Louisiana, though its role in imggems to be the most prevalent.



CHAPTER 2: LANGUAGE IN MUSIC

Cajun music is arguably the public domain whereitiana French has been used
the most consistently. To better understand whatoam learn from looking at this topic,
it is important to understand how language interadgth music in general. In 1983, in
studying the use of American English by British gomgers, Peter Trudgill came to the
conclusion that the choice of dialect involved éfactors: accommodating one's
interlocutor, who the singers wish to identify wiind what is appropriate for the genre
(Beal 2009:227). Simpson built on Trudgill's resdan 1999 and suggested that “a study
of influences on singing styles also needs to fanishe natures of the imitated bands,
the performing bands, the bands' audiences, antivider sociopolitical and cultural
context" (Beal 2009:229).

Trudgill's first factor can be seen in rai musiddjeria. Both French and Arabic
are widely spoken in Algeria and this createswasibn where artistic choices meet
practical concerns on a regular basis. One straiegyusicians there is to choose French
when singing about love or other topics generalytb be taboo (Bentahila and Davies
2002:201). In this way, some amount of shieldingrevided against the backlash such
topics would receive, while using French for outbolunds topics allows the singers to
take on quasi-separate foreign identities throubichvit is safer to say such things. It is
also common in rai to sing refrains—the repeateik fud the song—in French and to

sing verses in Arabic, providing international agig@rough the most memorable



sections of the songs while still speaking to teegde of the local community
specifically in the verses. This even carries ongr titles being most often in French as
this makes it easier for foreigners to find raiorelings (Bentahila and Davies 2002:202-
204). Essentially, musicians following this templare doing so for commercial reasons.
The mixture is not confusing to local listenershbecause they will likely speak both
languages, while being able to market towards adfraudience arguably provides
greater financial potential.

Rai can also be seen as an example of Trudgititensiefactor in that the regular
mixing of French and Arabic excludes, to variouteass, those who do not speak both
languages (Bentahila and Davies 2002:199). Thoselwé in France, Canada, the
French Antilles, etc., are not likely to speak Acalwhile those living in Egypt or the
United Arab Emirates, for instance, are not likielyspeak French. This sets up the music
as specifically identifying with North Africans whionly catering to international tastes
secondarily. Cheb Khaled, perhaps the most poguiger of rai music has stated
explicitly that he sees himself as a representatives community (Bentahila and Davies
2002:198). Many Algerians who have lived most doatheir lives in France continue to
compose in both languages because they too wigptesent their Algerian community,
which is common among immigrants from many coust(Rutten cited in Bentahila and
Davies 2002:198).

The choice of language is not purely a balance &etwvho one wishes to speak
to and who one wishes to identify with. Trudgiiteidy found that the use of American

English in British pop music could be seen as kssity decision. American speech
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features were eventually indexed as being featfreginstream pop. The use of these
features became natural and not necessarily parsbift in identity when people from
outside of the United States would sing this wdye Tse of American English would
place one's music within the mainstream while angtloutside of this would simply be
choosing to be "edgy" (Beal 2009:229). British pumksicians in particular exploited
this edginess. They sang primarily in their lodaletts not only because their audiences
tended to be small and local—and not only becauseided the identification with
upper class British society that would have begpligit in using Received Pronunciation
—but also because it set their music apart frormthgstream stylistically (Beal
2009:227-228).

Ultimately, for the purposes of this thesis, ilngortant to understand what
implications language use in music has for theguregion of a language. It is possible
that the presence of a language in a medium tmabeanjoyed despite language barriers
can prompt some to learn the language. Clearly,dbcurs with musicians who wish to
play said music: “Daoudi (2000a) quotes Yahia Malesd of the group Rai Kum,” an
immigrant who lives in France, “as saying that beially started learning Arabic in
order to be able to compose rai lyrics” (Bentahitd Davies 2002:199). Likewise, Texas
Czech is an endangered language of central Texias vehstill often used in Texas
Czech music, a sort of polka mixed with country muButkova-Cope claims that
“Texas Czech [the language] today survives asrgihgfactor in ethnicity,’ relevant to
some and irrelevant to other ethnic membership80@2L3), yet her informants would

often spontaneously sing along to the local musameéhough they could not remember a
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single traditional fairytale from their culture neere they very willing to speak the
language when prompted to in conversation (20004@&)arently, even a language that
is not highly regarded, within an ethnic group ttates little for carrying on some
aspects of its culture, can find prominence inftmmat of music.

One must also ask what people are being exposstdn they listen to, for
example, Texas Czech music. Dutkova-Cope foundigtahers who spoke fluent Czech
claimed they could tell when someone was not aseaipeaker by mistakes in
pronunciation (2000:22-24). It is unclear whettgs theans the singers would
pronounce nonsense altogether or whether theiupi@ation was just not the standard
the listeners were used to, but at least one examplescribed by Dutkova-Cope, a
fluent speaker herself, as creating a word thatlgtea nonsense sentence. Either way,
she argues that it does not matter because flpeaksrs in the community could
understand these instances as mistakes and thepeakers were ignorant of the
mistakes but were at least being exposed to tleeadd general sound of the language

(2000).
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CHAPTER 3: CAJUN MUSIC

Musical genres are not easy to define, yet it eagary to develop an operational
definition of a genre—in this case Cajun music—ides to say anything about how
language is used in it. In the case of Cajun mMpAitcelet (1988:353) effectively sums
up the problem, asking, “Is 'Jolie Blonde' [tragiital Cajun song] sung in English still
Cajun music? And where does Creole zarico [zydend]and Afro-American rhythm-
and-blues begin?” Indeed, Cajun music can be sean amalgam of styles that has
changed significantly over time, which is why Matt¢1998:42) comes up with such a
long list of influences including “French folk masiAmerican Indian chants, West Indies
work songs, New Orleans jazz, Texas swing, bluesg@suntry and western, Spanish
guitar music, Anglo folk songs, '50s rock and riiild hollers, and pop music.” While
some see these as influences on something théecdefinitively called Cajun music,
others may pick and choose when styles from tkisalie simply influences and when
they are cases of Cajuns playing music that ighet own. Hence, while Mattern calls
Texas swing an influence, Ancelet (2007:1241) shgsat one time “Western Swing
replaced Cajun music in the dance halls.” Even oiass themselves may describe their
music in terms that differ from those of listenetachary Richard, a musician of Cajun
heritage popular in both the United States and @asance the 1980s, is often classified
as playing Cajun music but describes his own stgléa holy trinity mix of Cajun,

Zydeco, and New Orleans rhythm and blues cookedrotk-n-roll pot” (Mattern 1998
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citing Simon:46). This chapter will briefly reviethhe ways Cajun music has been
described by scholars. These descriptions willesas/the basis for a more concise
system for defining Cajun music, described in détachapter 5.

A wide array of influences on Cajun music has helgleape the instrumentation
of the music. Fiddles have always been centrdiegenre, introduced by Acadian
settlers and described in the first account of @ajusic in 1782 (Savoy 1984:4;
Brasseaux 2009:15-16). The evidence for the eadssof the triangle, a common
percussion instrument in Cajun music today, istydmit suggests it came out of “Afro-
Creole or African American traditions” (Brasseau02:16-17). The guitar has a
similarly obscure history but has at least beenmomsince the very first Cajun music
recording by Cléoma Breaux Falcon (Brasseaux 2@096). It was, likewise, commonly
used by string bands during the Cajun swing ethefl940s. Jazz coming out of New
Orleans introduced drum kits, the upright bass,emh the banjo to Cajun music
(Brasseaux 2009:23). The lap steel guitar and niandere appropriated from Western
swing (Brasseaux 2009:23/115). The piano and waslbeliterally a washboard for
clothing, used for percussion—can be found in rdiogs such as those by the Rayne-Bo
Ramblers in the 1940s (Brasseaux 2009:150). Peith@pmost iconic instrument in
Cajun music is the diatonic button accordion, lise@ajun music at least since theé"19
century (Brasseaux 2009:18-20). Leo Soileau alsindiluced the chromatic piano
accordion” into his band in the 1940s (Brassea9215), though the diatonic
accordion is used much more frequently.

Harmonically, Cajun music has been greatly affetigthe instruments used,
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namely the diatonic button accordion. This accardgocapable of playing fully in one
key and partially in up to four if the player isl&d (Savoy 1984:1). Most songs are
played in the major key the accordion is built an@uThe tonic of this key is able to be
played in full with just the left hand by pushirgetaccordion together while the
dominant of this key can be played in full withtjtise left hand by pulling the accordion
apart (Savoy 1984:1-2), leading to numerous sdmafsitivolve only one or two chords.
Fiddles can play any pitch, unlike the diatonicaadmn, yet tend to reinforce this limited
harmonic movement by regularly employing dronedf¢B&984:6).

Guitars are generally accompaniment instrumen@ajan music (Savoy 1984:9).
They are responsible for creating or reinforcing thythms—which take a prominent
position in the music in light of the limited awvatile harmonic movement. Rhythm in
Cajun music tends to be highly syncopated. The ©msimon meters are 2/4 (Brasseaux
2009:88/193), also referred to as a two-step, aaltzes in 3/4, the latter of which
accounts for roughly half of the 133 songs publishg Ann Savoy (1984).

Songs are structured around “instrumental bridgésth are additional sections
“that employ two or more chords from the main” satiof the song. The rhythm of these
bridges is improvised just as a guitar might plaspkp during an instrumental break in a
rock song (Savoy 1983, p. xiii). This leads to sofalowing a simple ABAB structure.
Originally, these bridges were meant to introduagety into a song whose main sections
varied only in their lyrics, but amplification arige growing number of instruments being
used reduced the use of these sections (Savoyl)83:

The voice plays an important role in Cajun musid aill be the focus of the next
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chapter. Stylistically, vocals stick to a singléosin most cases. Typical harmonized
vocals of “the Anglo South” have never had a strplage in Cajun music (Brasseaux
2009:152). Call-and-response is used fairly oftety &ven in this case, the response
tends to come from instruments as opposed to cofrong other voices. A loud belting
style of singing was historically common as singeosild have to throw their voices
over a dance hall without amplification. After tiléroduction of amplification, vocalists
began singing in a smooth manner which is heardlaely today (Savoy 1984:xiii).

While it is clear that Cajun music is many thinggere are patterns in what has
been described. For instance, instrumentation @gy®minent role in defining the
genre, the fiddle and the diatonic accordion bemggtioned in practically every
description of the music. The use of sparse, ingioesstic lyrics is another reoccurring
theme, as well as the use of French. Rhythm, pdatly the two-step, waltz, and a
rhythmically-focused bowing technique on the fiddlso stands out as an important
characteristic. This information, as well as theoant of songs on which these features
appear in the sample used in this thesis, sertleedsasis for defining Cajun music,
described in more detail in the methodology secfidre place of French within the

music will also become readily apparent from theutieng definition.
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CHAPTER 4: LANGUAGE IN CAJUN MUSIC

Moon Mullican, a Western swing musician, once madecording of the popular
Cajun songlolie Blondewhich he calledlole Blon is Gone, Ameimn his English lyrics,
he mimics the sound of the original French lyritgimocking way. At the end of the
song, however, he plays the role of a Cajun whersetibo Mullican and his ilk as
“hillbillies” and accuses them of runnidglie Blondeout of town (Brasseaux 2009:168).
The lyrics of Mullican's song suggest a mixed retaghip between the language and
people responsible for the original, and Mullicasvn history with it. In fact, this was
the third version ojolie Blondethat Mullican recorded and the lyrics refer bazhis
previous versions, which were quite famous. It se#matJolie Blondewas such a
powerful song that those who could not understhedaords at all wanted to appropriate
it, even while being somewhat condescending tow@ajans. The song is both a perfect
example of the complicated nature of language isicnand the potential for music to
carry even a stigmatized language across socialdasies. This is seen not only in
Mullican's renditions but in the numerous otheet tiave been recorded over the years.
Bob Wills, perhaps the Western swing musician wiiluenced Cajun musicians the
most, recorded a version of the song (Brasseau®:269). Waylon Jennings, who would
go on to be one of the founders of the outlaw cyugnre, recordedolie Blonde To
make Jennings' case even odder, his version caou ab a suggestion from Buddy

Holly, an early rock-n-roll musician (Brasseaux 2 0). Even Bruce Springsteen did a
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much modified version of the song, which he callet Blon For some, their lack of
understanding of the original lyrics led to stramgeorkings of the intent of the song,
such as Betty Amos's, which she callete’ John Amos used the word “Jole’ as a
synonym for male unabashed sexuality” (Brassea®®474), contrary to the original
which is simply a lament over a pretty girl who idied! she could not marry the singer
because her family did not approve.

The first recording ofolie Blondewas by Les Breaux Freres—entitlgich
blonde est partie-and was one of the earliest recordings of Cajusitnin general.
However, the recording that became such a sengdaioiit bled into other genres was
that of Harry Choates. Choates was a Cajun switiefi who died young but made a big
impression on the fiddle styles of later musicidPsthaps the most interesting thing
about Choates in the context of this thesis iditdggiistic background: Brasseaux
(2009:163) claims that “Choates was not conversaRtench, though his recordings
may suggest otherwise,” while Ancelet (1991:158)rk that “[Harry Choates'] first
language was French, but he sang the languageirg $i&nglish] with virtually no
accent.” Apparently, Choates' own language alsliéiee a mystery to begin with, and
may be what led Leadbitter (2006:419) to suggésprh all accounts, his [Choates']
command of the French patois of southwestern Langivas as bad as that of his
English,” as he describes the difficulty in assagsihether Choates was even a Cajun or
not.

In the case that Choates' first language was Hngtigives testament to the

pressure to sing Cajun music in French duringifarhe, which may parallel the current
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situation to some extent, as much Cajun musidlisshg in French, even as
significantly fewer people speak the language fastlanguage than in the 1930s and
1940s. It is also quite possible that Choates spokerench at all as “Cajun song texts
usually are lexically sparse, with one or two verard no refrain” (Emoff 1998:292),
meaning he would not have to master a great deakdhnguage to sing Cajun music in
French. As Savoy (1984:13) and Emoff (1998:292hIsoiggest, the lyrics are
impressionistic expressions of problems of life én as opposed to clear narratives.
Hence, many of the phrases used in Cajun songstaiepeated clichés such as one of
the lines from Choates' versiondiflie Blonde “Tu m'a quitté pour t'en aller avec un
autre.” This line was so memorable and so widespiteat it is one of the few that even
Moon Mullican was able to say correctly. IndeedSasoy (1984:56) says of fiddler
Dennis McGee's singing in particular: “McGee useswords for rhythm and sound
more than to present a story.” This suggests tksipiity that Cajun music is linked to
Louisiana French not only due to history but alge tb the aesthetics of the sound of the
language, treated as abstract sound just as annresit would be.

Jolie Blondeis a good case study on the push and pull bet&eghsh and
French in Cajun music as well as the way non-CajuhCajun musicians influenced
each other both stylistically and linguisticallytlthese tensions have been played out in
Cajun music since the first documentations ofitthe 1930s, the Lomaxes recorded
musicians in Louisiana to document traditional Alween music for the Library of
Congress. One such recording was of a man ideshtiindy as Mr. Bornu. His sorigelle

is sung in French but involves the protagonist iregad letter from his Texan lover



18
which, according to Brasseaux (2009:99), suggéststhe protagonist would have had to
know English to understand the letter. The argurfaitws that, if this were a common
enough occurrence to make it into a song, themugtrhave some basis in reality. Perhaps
Mr. Bornu spoke English just fine but chose to sm§rench instead. It could also be
that the Texan in the song spoke French, thougtiheaSexas-Louisiana border has never
been a particularly solid dividing line betweemitaphone Louisianians and anglophone
Texans. Given the former case, though, one isMeftdering what reasons were behind
the language choice at the time and how they woaifdpare to reasons given by Cajun
musicians today.

One reason for the decision to sing in French @li&m at the time could fall
under Trudgill's audience factor. In 1928, Dudleg dames Fawvor recorded two proto-
swing Cajun numbers in French to accommodate #guglrence even though they did not
speak the language (Brasseaux 2009:117-118). @neestrong similarities between
Cajun swing and Western swing, it would be difftdol believe that the Fawvors' choice
involved stylistic motivations at all. This conttasvith today's Cajun music when sung
in French in that it would be difficult to argueaththis choice involves accommodating
an audience of mostly English monolinguals—althoiigh possible that musicians are
targeting a select group from within the audience.

The Lomaxes also recorded multiple songs sung byu8hkStafford in 1934,
some in French and some in English. In referendlkdse recordings, Brasseaux
(2009:100) points out that “English arrangemenéy@dl a complementary role to French

compositions.” Stafford's choice of language ditimeove to be all or nothing: there was
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ample room for him to perform in both English arrdrieh. It is unclear, however,
whether his choices were stylistic, based on whiehaudience he may be playing for,
or even based on the source of his repertoire.

The recordings made by the Hackberry Ramblers 87 1@nder the name the
Riverside Ramblers, exemplify a motivation for laage use which is easier to explain.
The group recorded 16 English language songs tioe aompany with the intent of
creating a wholesome image for themselves (Brags2@00:139). This appears to be a
clear case of playing to one's audience but isiateoesting in that they felt the need to
use a different name for all their English recogdinThis use of two identities mirrors
that of writers like Barry Jean Ancelet, who doelsadarly work under his real name but
writes prose and poetry under the name Jean Aragnaad indicates the tensions
between assimilating to American culture and maiirig a Cajun identity. The tension
for The Hackberry/Riverside Ramblers' bandleadeddrin Darbone, must have been
particularly great as he learned French in schsiote his French-speaking parents did
not teach him the language for fear that it would his chances for success. Darbone
lived during a clear turning point for Louisianaehkch in general, which must have
factored into his musical decisions. For the HackbBamblers, then, the only way to
resolve this tension was to simply maintain twanittees at once, one of Cajun
francophones and the other of American anglophones.

Leo Soileau, a popular Cajun fiddler and bandleageuntil after World War Il,
recorded most of his material in French but, durexprding sessions, the label would

have the group record some old-time tunes as wi,band member Floyd Shreve
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singing in English (Brasseaux 2009:1443-144). Hire decision seems to be purely
commercial as songs in English would appeal tatidience outside of Louisiana. Of
course, old-time music was not a genre traditignaling in French, but Soileau's
recordings cannot be viewed as stylistic decisambe also made recordings of old-time
songs and jazz numbers, which he translated ir@ndfr (Brasseaux 2009:144).
Likewise, J.B. Fuselier and the Merrymakers usgthgst Preston Manuel's voice for
English material to “satisfy public demand” eveough they were perfectly capable of
translating this material into French, as they premhantly did (Brasseaux 2009:154).

Soileau’s translations, as well as those of J.Bekear, beg the question of
whether these songs could be considered Cajun rausiat, based purely on language.
They may have been simply providing a way for L@na francophones to appreciate
decidedly non-Cajun genres or he may have beembniag the Cajun music umbrella
to include old-time music and jazz. Perhaps thesel® were really, knowingly or not,
both spreading anglophone music to Cajuns and broag the genre. The Rayne-Bo
Ramblers, for instance, recorded a French verdi@ob Wills' Faded Lovan 1940
calling itLa veuve de la coulg®rasseaux 2009:152). These early songs of thenCaj
swing era may have been simply introducing a foreigsthetic that, once it became
commonplace enough, was thought of as a core p@ajan music. This would explain
the dispute over whether Cajun swing actually exigir whether it was Western swing
sung in French: it may have actually been both.

An interesting extreme in the recording of old-titnees can be found in the

Dixie Ramblers. While French was the first languafjthe members of this group, they
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focused particularly on old-time tunes sung in Esig(Brasseaux 2009:153). In this case,
it would be tempting to define their music as beGajun simply because it fulfills the
sense of “music made by Cajuns.” Realisticallyight be more appropriate to simply
label them an old-time music band that sometimagspCajun material.

Many other genres were being appropriated and suRgench by Cajun
musicians as well. By 1940, the Cajun repertoira a$ole included “renditions of
Broadway numbers, jazz arrangements suchiges Rag Eh La-Bas andHigh Society
[as well as] such hillbilly tunes &ed River VallegndDear Old Sunny South By the
Sed (Brasseaux 2009:115). Language was not the $alege made to this repertoire,
though. Bands would appropriate the music by atsodifying melodies, riffs, and chord
arrangements to suit local aesthetics” as welhgsi@ying Louisiana fiddle techniques
(Brasseaux 2009:117). While this may be a strodgation that language was not the
main distinction for the genre, many of the songsid¥ have needed to be modified very
little melodically and harmonically to fit Cajunylistic conventions even when played on
accordions, let alone when played by string baBdssseaux does not mention changes
in instrumentation, though, where the accordionlaitne a particularly clear indication
that the music was Cajun despite the language Iseing.

Cajun listeners may have never had a particuldepece for the language their
music was being sung in. During World War Il, hortegk songs in English composed
by people like Ernest Tubb, Tex Ritter, and HanKi#ns were often requested at
Louisiana radio stations as dedications to lovessaverseas (Brasseaux 2009:188-189).

Indeed, Cajuns necessarily had an affinity forehesglophone musicians who indirectly
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helped shape Cajun music itself at the time. di$® possible that there was simply a lack
of appropriately patriotic music by Cajun musicia@se must ask what was in Hank
Williams' music or Ernest Tubb's that made it argrenpatriotic in that case, though.
Perhaps honky tonk musicians better representedéien as a whole. After all, the war
was not being fought just by Cajuns but by the équiThis preference may be another
indication of the dual identity of Cajuns who wanehe process of assimilating—and
sometimes rejecting—the larger culture which thmynd themselves a part of.

By the end of World War Il, radio in Louisiana helthnged a bit. French
language DJs in Louisiana such as Jerry Dugas BFKahd Willie Bordelon of KAPB
were receiving so many requests for the same deteoich language songs that
programming variety was inhibited (Brasseaux 2099)1This is interesting due to
French being particularly stigmatized at the tithenay also imply that those returning
from the war had a great desire to hear musicwhatspecifically representative of their
part of the United States, as opposed to the htorkymusic that had often been
requested during wartime. The prototypical museytivere interested in hearing may
have been not just Cajun music but Cajun musiag@émé&h, although a comparison of
radio requests among all stations at the time woeddly be required to know for sure.

Variation in sung languages continued as well agd#bate over whether
language functions as a defining trait of Cajun imuUsor instance, in the 1960s, Doug
Kershaw releaseiggy Liggy Lo(Laird 2006: 275), originally a Cajun swing tuneg
in French, although Kershaw's version was in Ehglisd moved more towards a country

music style. Kershaw is a Cajun who began his cgl@ging songs which fit squarely
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into the Cajun repertoire, along with rockabillydapld-time music (Tucker 2006:245).
He spoke French as his first language RBighy Liggy Lg consequently, remained
sprinkled with French words likehaudandbeau It is not clear why this was done as the
vast majority of his recordings are completely mgksh and he had a successful career
outside of Louisiana. Perhaps he wanted to cenmgiitiage as a Cajun for commercial
reasons, playing up a sort of2€ntury exoticism of Cajuns. He was, in fact, kncas
The Ragin' Cajun (Laird 2006:275-276). He may halge been making an assertion that
the music was intended to still be tied to its @apuigins. The tune went on to be played
by anglophone musicians in English and Cajun masgin French. At times, this role
was also reversed. John Fogerty, an English-spga&ots rock musician once recorded
the song in French. Perhaps this was done ouspé&nt towards Cajun musicians but it
lingers as an oddity when the tune was originatlgydarized by a Cajun singing it in
English.

Nothing about the history of Cajun music necesgaribves that language is a
defining characteristic of the genre. While it agsethat the majority of recordings have
been in French, this could simply be a matter @furhstance as opposed to an aesthetic
choice. Many today have clear opinions on the mdttAssociation de Musique Cadien
Francaise de Louisiane is a preservationist grauipwaims to teach French and
promote Cajun music and dancing. It holds familgres for these purposes and also
gives out an annual “Le Cajun” award. The awamgiven to a fiddler who sings in
French (Mattern 1998:41), suggesting that the @&ok believes that the language is an

important aspect of the culture, which should beressed in the music.
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Belton Richard, a popular Cajun accordionist, exhi states that playing other
genres of music with lyrics translated into Frenah make that music Cajun and help
keep Cajun music in general from becoming stagnambagh he does not explicitly
support the idea that Cajun music must be sungandh. Marc Savoy, on the other
hand, does not believe that translated songs caorisdered Cajun (Emoff 1998:293).
This suggests that, for Savoy, language alonetialhthat is needed to characterize a
tune as Cajun music.

Others are much less nuanced in how importantaieeof language is in defining
Cajun music. Brasseaux (2009:216) argues that nsusig in English and even played in
an “Anglo-American” style can still be authentigalajun if it is being interpreted by a
member of the ethnic group. This rather extremevwi®uld disregard all empirical
markers for the genre save the person playing tieapnwhich cannot be known simply
by listening. Brasseaux's criteria seems to fitaurtble idea that Cajun music is simply
music made by Cajuns. It would also suggest tr@aipg like the Dixie Ramblers, who
stuck almost exclusively to old-time music in Espliwere actually playing Cajun
music.

Despite the necessity, or lack thereof, to singi€ajpusic in French, the strong
presence of the language in the music has beemiagiforce for some musicians to
learn it. Musicians such as David Greely and D'daB®arnier taught themselves French
through extensive use of dictionaries, lyrics, rdows, radio, and interactions with
native speakers (Rabalais 2010:4-5/8). Greely wpsoached at the beginning of his

career and told by a native speaker that he wakspegibberish when he sang, which
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prompted him to take learning the language senoiihbalais 2010:4-5). He claims that
the fear that he would “lead them [young listenastfay” was responsible for his desire
to become fluent (Rabalais 2010:8).

Others attended immersion programs, particularly@niversité Sainte-Anne in
Nova Scotia, Canada, including Chris Stafford ahdsCSegura of Feufollet, Cedric
Watson, Corey Porche, and Steve Riley (Rabalaif:86d). The immersion program is
in Standard French, which is used as a steppimge stoLouisiana French for these
musicians. The need to transition between diakgtes the program has led to some
issues with intelligibility with older speakersliouisiana, as has been the case with
Chris Segura (Rabalais 2010:7). On the other hatele Riley claims that he had so
much exposure to the language growing up in Marhouisiana that his pronunciation is
naturally of the local dialect even though he miayrtulate [his] sentences a little bit
more like they do in Standard French” when spealRilpy 2010:7). This variation of
fluency in Louisiana French along different lingidgparameters does not necessarily
find expression in music as composition is notrofespontaneous event and so errors
can be corrected. This thesis will take a partityleose look at the pervasiveness of
such problems within the music.

The ubiquity of French in Cajun music is such th&bne (1997:140) claims that
it has actually become more common in this medewen while decreasing in use in all
other areas. He suggests that many musicians valyddajun music do not actually
speak the language but that their use of French adeénse of “much-needed prestige” to

the language (Picone 1997:141). While Picone didoedorm an actual analysis of the
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number of fluent speakers or the ratio of Frenchriglish in the music, his assessment
of its importance is relatively common. Emoff (19888) shares a similar sentiment,
stating, “The medium—the sound of sung Cajun Frdghohisiana French]—in this case
is the message.” He refers to how remarkabletitas Louisiana French persists in the
music even while the number of speakers diminishgain, the numbers are not known
but the idea of the importance is there.

Some listeners find a sort of symbolic meaningrieneh when used in Cajun
music, even when they do not understand the larggtlegnselves. One such listener
states, “The words make the song beautiful” (Em&88:287). Emoff likens this to the
sound of the language providing listeners witmé& to their heritage, which presumably
would not be possible when the music is sung inliEingThe other obvious argument is
that this listener's statement is simply a prefeedor the aesthetics of the sounds being
made by the singers. This still easily ties intodHfa argument, as the aesthetic appeal
could stem from associations with a romanticizest-paeal or imagined—as opposed to
having some abstract value regardless of assatsatio

It is possible to see singing in dance halls imEheto English monolinguals as a
type of implicit protest, perhaps not even thougjtds such by the musicians (Emoff
1998:289). They would, in a sense, be taking adsségainst linguistic assimilation. If
this effect could be empirically shown to be trieyould say much for the health of
Louisiana French within the psyche of the commuritywould suggest that regular
exposure to the music would likewise be regulaosxpe to affirmations of the value of

the language.
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Exposure also has practical implications for lamgguase among the populace.
Fiddler Dewey Balfa's lyrics i€asse pas ma téieclude the lines “Toi t'as cassé ma
téte,” meaning “You nagged me” [lit. “You broke rhgad”], and “Cogne p'us sur ma
téte,” meaning “Don't nag me anymore” [lit. “Dosttike my head anymore”], which are
both repeated often enough in Cajun music that eearspeakers will potentially
understand these phrases (Emoff 1998:297). Thengatly allows musicians the option
of singing in French without fear of alienatingitreudience simply by relying on
phrases that are already heard often in Cajun mAisinoted above, this is a common
practice in Cajun music to begin with. Lyrics tialty completely on these set phrases
may allow an entry point into the language as vealllisteners who become familiar with
these phrases could choose to learn what the ca@ngomean or use them as reference
points when they come across similar phrases ierathntexts. If the music relies too
heavily on these phrases, however, it limits themixto which Cajun music can be used
to practice and advance one's language skills.

Emoff (1998:298) mentions sources for French waialsowed into English that
function in a similar way in the song “Les flamntésnfer,” which includegriez[pray],
sauveZjsave] andcondamngcondemned]These words would function as a means for
non-speakers to understand the language regaaflédss medium but, if they are
ubiquitous, it may cement them in the minds okligrs as opposed to just being words
that they recognize when coming across them. Tiwerdd be arguably more utility in
the use of shared words, as opposed to idiomatasph, as far as language learning is

concerned, although the implication for the musisiaould remain the same: they can
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continue to sing in French to anglophone audienoesexpect some level of
understanding as long as a significant number afeshwords are used. In some cases,
one may argue that these lexical choices eventbagmach the meanings of unrelated
words.Blonde for example, is the source for the Englidbndand appears very
frequently with the worgblie. Furthermore, this also provides the title foreaypopular
classic Cajun song. It is unlikely that any fartteg music, anglophone or not, would not
understand this phrase or not be able to link theds/to their individual meanings. Of
course, this may be assuming too much in lighheffailure to understand the full
meaning of the original song by those who havegoeréd their own English versions,

mentioned above.
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CHAPTER 5: METHODOLOGY

In order to analyze a representative sample ofrCagusic, a useful population
must be defined. One of the advantages of workirlyg &regional music genre is that it
provides the possibility of gathering a list of #wmtire population of musicians. In the
case of this thesis, the desired population ithallLouisiana-based musicians who have
released an album of Cajun music on CD between a@83January of 2014. While this
clearly does not capture every single Cajun musithat may be heard, as there may be
many who never record albums but do play in damdis,ht is expected to capture the
music that is most likely to be heard through théest array of mediums (i.e. live, radio,
internet streaming services, YouTube, and of copessonal collections).

Limiting the population to musicians living in Lai@na may also be argued to
arbitrarily cut out a large group of musicians whay be heard by the community of
Southern Louisiana. While it is fairly common faygular Cajun groups to tour just
outside the borders of Louisiana, particularly @xds, going beyond this point is rare
even for the most popular of groups. For instatiee].ost Bayou Ramblers, as of April
4" 2014, have a tour schedule that takes them tiogfuthan Austin, TX and
Birmingham, AL (Lost). This is telling for a growphich is popular enough to have
landed a slot opening for Arcade Fire—a band wicemdy won the Grammy for alboum
of the year—in Austin and Houston, TX, as well agg a band which has appeared on

the HBO series Tremé. Bands such as the Lost BRgoublers may actually tour much
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further than Texas and Alabama, but the audienteited enough outside of the region
that the bulk of touring happens quite close to @om

Due to the limited audience outside of Louisiahé& also unlikely that there are
many Cajun musicians that can be supported in ddocates. One exception may be the
San Francisco Bay Area, which was a common degimédr those migrating out of
Louisiana in the 1940s, although the scene hastbriyed enough to support a dozen or
so bands (DeWitt 2006:115). Some of these Califommiisicians have been quite
popular, such as the California Cajun OrchestraQuelen lIda—the latter of which is
arguably a zydeco musician—yet they are anomatid§@w in number, leaving the bulk
of the groups outside of Louisiana unlikely to béeao mount the sort of nationwide
tours that would bring them to the region of inggrfer this thesis very often.

The source for the population is the Cajun musitiee of the web site for
Floyd's Record Shop, which is physically locateWilfe Platte, LA (Floyd's). This site is
ideal as it sits quite centrally in the region afuisiana of interest and is popular enough
to double as a record label that puts out Louisranaic as well. The site also has a finely
delineated set of categories for genres which s¢gmclosely related genres such as
Cajun and zydeco. The site was accessed on Fel#iaPp14, and a list of all the
musicians who have put out a recording since 208/& written down. Floyd's also
provides short descriptions for every release dsagadates, simplifying the process of
determining the details for each recording list2de to the focus on Louisiana music
and the level of detail of their listing and categs, it is safe to assume that the method

of selecting which records are to be consideredrCayr the site would closely resemble
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what listeners in Louisiana would consider Cajuiotal of 73 artists were found, of
which 10 were randomly selected using Random.ogyrandom number generator. The
sample size was arbitrary as the population wasange enough to apply any statistical
analysis that would ensure generalization unleasiynéhe entire population was used.
For each artist in the sample, all recordings nsadee 2003 were listed. Sources for the
albums included their official web sites, Floy@ad AllMusic.com. Every track from
each musician was then numbered and Random.orgneasagain used to select three
tracks from each artist. This selection of 30 teaftkmed the final sample to be analyzed.

The next step was to develop a system for defihng prototypical each selected
Cajun song was. While Floyd's provides a usefutiaapoint for choosing music that is
considered Cajun in general, it does not provigefitre-tuned system from within that
category that is required if one is to contrasglaage use with a style of music. As was
made obvious in preceding sections, Cajun musitaigy different things. The goal here
is to determine the features that are common thvouig to determine whether the French
language is one of them, and to contrast the useesich—or lack thereof—in
recordings that employ these features to greatlersser extents.

For this task, a system loosely based on optimtiggry was used. The idea for
this involves the basic premise that genre is digra system, but not simply along one
parameter (in this case, the parameter “Cajun rfjudibat is to say, there are many
overlapping parameters, all of which are their @sedient system, adding up to a genre.
For instance, one parameter for a particular gerag be “involves the use of a nylon

string guitar.” This would narrow down the genrectassical music, flamenco, some
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American country music, and perhaps other stylesvever, it is clear that these are all
very different musics which rely on “the use ofydom string guitar” to varying extents
for their definitions. In flamenco music, this typeguitar exists in nearly every
exemplar of the genre. In fact, it is often theyanktrument outside of hand-clapping
and a single vocal line. In classical music, a n\dtring guitar is generally the most
prominent instrument in a composition or simply sloet exist at all. It is not the
strongest parameter when defining something asicisnusic, but can still be quite
prominent in some forms of classical music. In Aicean country music, nylon string
guitars may appear in a larger percentage of alhthsic produced in this genre than it
does in classical music, but it rarely holds agypnent a position in any given
composition as it may in classical music, leadisgeatially to the same result: it is not
the strongest parameter when defining somethirmgastry music. Rankingnylon
string guitarwithin an optimality theory tableau helps to smut these idiosyncrasies.

Parameters need not be limited to instrumentaésrthis is only one dimension
of music. Rhythm, dynamics, harmonic content, amdmositional form should also be
considered. Parameters along these lines are aisoa® limited, though. As has been
mentioned in the case of Cajun music, the ethnafithe very people making the music
may be involved in defining something as part geare. Extramusical parameters can
play a large role in defining genre. For instarecprominent parameter for defining the
genre indie rock may be “published independeniére are, of course, musical
parameters that may define something as indie r@sta-these may even be more

important for the definition today—nbut the initiddfinition had arguably as much to do
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with this extramusical parameter as with any shanadical aspects between artists
involved in it.

A tableau from optimality theory provides a simpiethod for ranking
parameters and visualizing how closely a givengmanusic represents a prototype for
a given genre (see Fig. 1 below). As in the cagbefinguistic theory, a list of
parameters will appear in columns ranked with tlestimportant on the far left to the
least important on the far right. Parameters malshbed as features that should be
present (+parameter) or should not be presentappeter). Unlike optimality theory,
rows will not consist of an input along with allgsible outputs, but will consist only of
pieces of music. For this thesis, this system tssnanuch employed to choose a
prototype out of many possible variations of onegsdut more to analyze each example
individually in relation to all the given parameten other words, it would make just as
much sense to list only the recording currentlgulestion as the entirety of the rows, but
listing them all at once saves some space. A%t (sed to indicate parameters which
a song violates. Here lies another difference Viiidpuistic optimality theory: there is no
clear way to quantify the severity of the violasoin other words, a linguistic tableau
might use more than one star in a box to indicate many times a phonological
parameter (referred to as constraints in lingw$ti@as been violated, which cannot be
done with the tableau developed here for musics Ehpossible in linguistic analyses
because a constraint such as DEP-C (do not ingesboants) can be violated multiple
times in an output form for a word that contairgiven number of consonants. This is

not the case with music, where a parameter suelg@gar either exists or does not. It
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may be possible to fine tune the system to allawrfore or less severe violations of a
parameter to be displayed if, for instance, onesictans whether a guitar is present
throughout, in only section of a song, or not gthalt this is beyond the scope of this

thesis.
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Fig. 1 Example of a tableau for two recordings bg Pine Leaf Boys.

Track +Fiddle +Diatonic +Guitar +Major Key
Accordion

La valse du * *

vieux

charpentier

Les barres de la

prison

Weight 45 36 29 27

Parameters for the tableau used in this thesis @lergen due to being used to
explicitly describe Cajun music within the literegy(see Appendix 1 for the corpus and
Chapters 3 and 4 for the descriptions). Casuatertes to features were ignored so that
a singer stating, “I've always loved Cajun Frenalsim,” was not taken to mean that the
French language is a prominent parameter to Cajusiafior this person. Each
successive use of a parameter in a descriptiorapfdnusic beyond the first added 3
points to its weight, otherwise the weight was dateed by adding 1 point each time a
parameter was present in a recording in the safmple-guitar has a weight of 29
because it was mentioned 2 times in the literadngeappeared in 26 songs). Ideally, the
parameters would derive their weight from a lag@pus of music and a larger set of
descriptions, obtained from a comprehensive suo¥g@geople who listen to Cajun music,
as the latter would better represent common vidwsiiasthe music than what a much
smaller sample of scholars says. A survey of thiswwas beyond the scope of this thesis,
however, and so more weight was provided for trsedations scholars provided as a

compromise when trying to balance with what acyuaipeared in the music. It is
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believed that the parameters are ranked accuratelygh for the purposes of this thesis
regardless.

The result of this method of weighting parametsithat none of the music in the
sample is likely to violate many high-ranking paeders, but this does not invalidate the
system. The population for the sample—all the Capusic released in the last 10 years,
listed under Cajun on the web site for Floyd's Reé&hop—is assumed to be an accurate
representation of what most listeners would caju@anusic. The optimality theory
system used here was not developed to rule arhesétsongs out as Cajun music, rather,
it was developed to determine how prototypical dac@nd to determine how high the
use of French ranks. If a different population werbe sampled, say, all the music listed
as country music by iTunes, one would likely finthege proportion of songs that violate
nearly every high-ranking parameter in the tablgaoyiding evidence that the system is
valid.

The process used above was enough to determiralyatow often French has
been used in Cajun music in the last 10 yearsalsothow much weight can be applied
to French as a defining parameter of the genadsdt provided a way to determine what
helped classify a song as Cajun music in the alesehihe French language. However,
this thesis is also concerned with the qualityhef Erench used in Cajun music. For this,
a gualitative analysis was done of each indivicalg in the sample, sung by a non-
native speaker, to determine how marked, so toksplea language is. Music performed
by native speakers, however, was not analyzedveasitexpected to be marked as native-

liked. Likewise, the syntax and lexical items used by-native speakers were not
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analyzed if the lyrics were written by a native apgr—though a phonological analysis
was still performed in these cases. In some ins&®rYross errors in a singer's
interlanguage system were noted, as well as pggsibtuction mistakes.

Markedness in this case refers to how clearlydhguage used instantiates itself
as being Louisiana French, as opposed to StandandHor various other dialects
spoken in other parts of the world. As many featue shared between various dialects
and Louisiana French, there was no practical waayothat any instance of language use
was clearly one dialect or another, only whetheesembled the local dialect more
closely through the use of features documenteckig lmore uniquely of Louisiana
(more marked) or whether it did not resemble amjedt in particular due to using
features that are broadly shared among many dsaflests marked). It is important to
note that the latter state in no way disqualiffeslanguage used as being Louisiana
French, it simply does not provide evidence thatlimguage used is distinctly Louisiana
French. Also, it was noted whenever a feature ifladsas being distinctly not Louisiana
French was used (i.e. perhaps the use of an igeive formed through subject-verb
inversion usingiousas the subject).

All lyrics were transcribed from the recordingsdsyr, using various web sites,
liner notes, and, in some cases, direct communpicatith the musicians as a starting
point. In most cases, songs were not originalshetdbeen covered many times over the
years. Lyrics for each song have not always rendato@sistent but individual verses
generally have. Changes made to lyrics are oftemesult of replacing verses with those

from other songs or simply incorporating extra esrgom other songs, as opposed to
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changing the wording of individual lines. This daaseen in the Lost Bayou Ramblers’
version ofJ'étais au balthe last verse of which comes from Alcide “Blind ¢l
Gaspard'The Swallow’s There were only rarely some minor changes witkirses or
brand new verses. When necessary, songs wereritstscompletely by ear and,
therefore, potentially contain errors. This scemanly occurred once for a song that
made it into the final data set wi@rawfish Festival Waltby Huval, Dupuy & Fuselier,
where one word was left out. Three other occurreimeude Don Montoucet's version
of Eunice Two-Stepnd Joe Hall'dlas pain brulerandCafé des amisAs such, these last
three tracks were analyzed musically but only \g@&geral statements can be made about
the language within.

Phonetic transcriptions for each song were theatedeby ear. As the language
could not be isolated from the sound of the musrcosinding it, it was not possible to
use software such as Praat to verify consonants@nd| qualities. As a result, only very
clear phonetic features were used to measure magkedwhile other features were
simply noted as possible points of interest. Faneple, vowels did not contribute to the
measure of markedness of the language producéese are generally quite variable
even between native speakers. Vowels are alsodubjehange when singing, such as
pronouncing /i/ closer to [e] in order to allow gter airflow and resonance.

Three phonological features were specifically mesuk/ as the alveolar tap][
agglutination (Papen and Rottet 1997:78), and metash(Valdman and Rottet
2010:xxxix-xl). Agglutination usually involve a [Heing prefixed to a vowel-initial noun

in all instances where, in Standard French, thigldvonly be expected to happen when
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the noun is plural. Words looked at for possiblagésare those found under Z in the
Dictionary of Louisiana French (Valdman 2010), tuich would begin with a vowel in
Standard French, as well ascle which is commonly pronounced a$kh Metathesis
generally occurs with schwa][ but not always. In each case, a ration of uses-t
possible-uses was used to measure markednessiskanade, if 15 instances af appear
in a song and all but 3 are pronouncedrhs[ratio of 4:5 is noted, meaning the marked
form is used 80% of the time. Expectations forrdites also vary with features. The
Standard French/ is systematically realized ag [n Louisiana French—to the point
where it feels almost inappropriate to providegheneme as anything other thak-+#so
a near 1:1 ratio is expected. On the other hignoking realized a®j] is probably not
quite as widespread and systematic, so a 1:2magbt be considered quite high.

A few instances of false liaisons are note the son¢J'ai été au bel although
these were not calculated for markedness as aesbistiog exactly where they might
occur was not obtained. This feature is similathet of agglutination, in that it involves
a consonant being prefixed to a vowel-initial wortle difference here is that the latter
occurs in a context where a liaison might normb#yused, meaninte prefixed
consonant is not a fixed component of the wordabgisult of phonological rules and its
location within a phrase (i.e. a speaker mayilsay t-aller, but would simply sawller
without thet- when not in this context). The liaisons notedhiis thesis are interesting in
that they may stem from the huge popularity'af été au balthe original recording of
which, by Iry LeJeune, includes these liaisons.yTinay also be due to some confusion

over whether the actual lyrics in question jaeété auor j'étais ay andtout habillé en
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or tous habillés en

Syntactic features are simpler to isolate in mtisam phonological features as all
that is required are the lyrics, which are eithenscribed correctly or not. However, an
important limitation for syntax is the apparentdad thorough syntactic analyses of the
language. Features used in this thesis come exelysrom Papen and Rottet (1997),
which only looked at the language spoken in théshas of Terrebonne and Lafourche in
southeastern Louisiana. Hence, not every possibl&ed syntactic feature was
measured. However, due to the use of mainly skionple constructions in Cajun lyrics
and the common practice of playing covers writtgmative speakers, it is believed that
this list of features is sufficient to come to clusions about the markedness of the
syntax being used. It is also important to not¢ siyatactic analysis was not done for
recordings which are covers of songs written byveatpeakers for the same reason that
a phonological analysis was not done for singers wlre native speakers. The only
exception was when changes were made to the lyyiesnon-native speaker.

A number of syntactic features were looked at.d®atvere calculated in the same
way as they were for phonological features. Forarapives, the use aflons +
<infinitive> to denote 1 person plural was noted, as opposed to simplgdtifig the
latter verb for the 2Lperson plural as in Standard French €élens parlerin Louisiana
French parlonsin Standard French). Negative imperatives were @kpected to take
object pronouns after the verb, as opposed to bé¢lhar verb as in Standard French (i.e.
mange-le pas Louisiana Frencime le mange pas Standard French). The dropping of

subject pronouns for verbs which function as fipbdases was also noted (ildaut as
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fautoril y aasy a). This particular feature is possibly quite comnasual registers
for many dialects, so a near 1:1 ratio would natssarily be a unique marker of
Louisiana French, but a 1:many ratio likely wouldomarker of not being Louisiana
French. In cases whedentor some form ofequelwould be used as a relative pronoun
in Standard French, one should expect to fjndin Louisiana French. Use of the simple
future inflection for verbs was examined as theyarbs that this should occur with are
avoir, falloir, pouvoir,andvouloir (Papen and Rottet 1997:100). The last, and possibly
most distinctive syntactic feature looked at, wagypessive constructions in the form of
<subject> + étre (present indicative or imperfeat past progressive) + apres +
<infinitive>. Standard French rarely uses explicit progressimsitcuctions and, when it
does, the form is expected to ¥®ubject> étre + en train de + <infinitive>.

Lexical features, just as with syntactic featureste not analyzed in cases where
recordings were covers of songs composed by ngpigakers unless there were changes
made. The argument is the same: it can be assuraethe lexical items used by native
speakers would be as marked as Louisiana Frenitlepshould be to accurately portray
the dialect. Otherwise, the bulk of the items anatly)came from Thibault's (2013) draft
of his study on lexical items unique to Louisiahhis was a perfect source as it focused
on corpora to determine items unique to Louisianwell as items shared with various
other regions such as Quebec and the Antilles. drioigided a method for weighing how
marked each word was. In other words, a word usédio Louisiana and the Antilles
would appear marked, but not as much as a wordaajpgeonly in Louisiana. A simple

ranking system was used, which applied 5 poinitetos found only in Louisiana, 4 to
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those found in Louisiana and one other region, tBdse appearing in Louisiana and two
other regions, and so on. A ratio was again usegiamtify points-to-possible-points.

Lexical items which did not appear in Thibault (3Dtvere included as they
appeared in Papen and Rottet's (1997) study dfrigvech spoken in Terrebonne and
Lafourche parishes. However, these items are oelytioned when they appear as
ranking them for markedness would not be possilitle thhe same degree of accuracy as
those found in Thibault (2013). This list is shoded includes the use of the subject
pronounsnous-autres (on), vous-autresydeux-autres/eusder on/nous, vousandils
respectively, the indirect objegiandyeuxfor lui andleur respectively, the use g for
cein conjunctions such a® queandce qui,and the use dfackas an adverb when the
prefix re- might be used in Standard French {renir backversusrevenirfor to come
back. Borrowing of English verbs in general were noésdhey are described in Blyth
(1997:41) in both uninflected forms and with thé&igu-er attached, as well as in
Klingler (1997:174) in only uninflected forms. Lbstfrom theDictionary of Louisiana
French(Valdman and Rottet 2010), the useétéfor the past participle dller and the
use oficitte andaussittefor ici andaussi—meaninghereandalsorespectively—were

mentioned when found.
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CHAPTER 6: RESULTS

Musically, some clear overall patterns emergedcibesons of Cajun music (see
Appendix 1) focused much more on instrumentati@m tanything else, which is
represented in the resulting tableau (see Appezidibn particular, the fiddle and diatonic
accordion were by far the most prevalent instruséoth described and used. The Pine
Leaf Boys'La valse du vieux charpentier,twin fiddles song, was the only song which
did not incorporate at least two of the top thieeked instruments. The high-ranking
parameters seemed to be based mostly on qualitetpexts of the sound of the music
but Cajun identity and the use of French were highly ranked. In the case of the
former, the weighting is almost entirely based earty every musician being,
presumably, Cajun. However, it should be notedithaas not always possible to find
explicit evidence for this. Evidence came from paeed communication (Arsement),
documentary footage (WIKITONGUES), biographicaltskes (Hurtt 2006:443-452),
official web sites (About Cedric; About the membeZhaisson; Meet; Who), and press
releases (Cheever 2012). Many of the performershadnon last names, which was
used as additional evidence for their ethnic bamkgds.

The use of French may have ranked even highenasker of Cajun music had
all the recordings included vocals. Six tracks waueely instrumental, and are noted as
such on the tableau. Of those which included vocally Barroom Bluesy the

Magnolia Sisters was in English, while two otheng®may have used a mix of
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languages, although the languages in those weler definitively identified Barroom
Bluessucceeds at being considered Cajun music as idiosmll the highest ranked
parameters other than a diatonic button accordionay also be worth noting that
Jimmie Rodgers is often mentioned as having bdrrga influence on Cajun musicians.
This song in particular was even recorded soom #fteoriginal release by a Cajun
swing band, the Dixie Ramblers.

Harmonic content played various roles in defining music. Although every
song was in a major key, providing a high ranktf@at parameter, the parameter limiting
songs to only a small number of chords was notesthighly ranked. This was
probably due to a few artists, such as Vin Bruedpinfluenced by country music and
Cajun swing, both of which allow for more harmomovement as they do not employ
diatonic button accordions very often. It may digoa result of younger musicians who
are more progressively minded, such as the LosbB&amblers, who took a traditional
song likeJ'ai été au bahnd added a new instrumental section that modutatthe
supertonic with a harmonic minor melody in the fejd strategy most likely never used
before in Cajun music.

Rhythmically, while syncopation could be found Ihkaut two recordings, there
was a fairly even split between meters. Only sixgsodid not follow either a waltz (3/4)
or two-step (2/4) meter. Those of Joe Hall werenadl/4, as his music resembled zydeco
as much as it did Cajun music. The Pine Leaf Bay®red a Cajun country song by
Belton RichardThe Sound of Lonelingsshich was also in 4/4. The Magnolia Sisters

also covered an early country blues song by JinRRoi@gersBarroom Blueswhich was
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in 4/4. Interestingly, this group also covered Aod® ThibodeauxBoint Noir Two-Step
but did not convincingly create the rhythmic feehdwo-step, the difference between a
two-step rhythm and a standard 4/4 rhythm beingréggly tempo and where accents
are placed.

From this data, it is clear that French is usedatmniversally in Cajun music
that includes vocals. If one were to ignore insteatal tracks, it would also be the third
highest ranked parameter, right after inclusiotheffiddle and the diatonic accordion.
Instrumental songs themselves only accounted @rtbe 27 songs in the sample,
suggesting that musicians are not attempting tadasiaging in French by not singing at
all. There was also a lack of translating. Only earg in the sampléges veuves de la
coulée could have potentially been translated from thglish version of the song it was
based on, but was not. However, the fact that gagnB-Bo Ramblers, the group that
made a Cajun song out of the original Bob Willssuan, did not simply sing the English
lyrics suggests that French was an important ckeniatic of Cajun music in 1950 as
well.

The ages of the musicians in the sample ranged teemagers (Huval, Dupuy &
Fuselier) to a 95 year old (Don Montoucet). No clearelations were found between the
ages of the musicians and the language they usedl @ them used French. The only
song performed in English was sung by a female2kmftthe 3 songs performed by
women were still in French. Because of the smathloer of women musicians in the
sample, no correlation between gender and the &geused could be drawn. The

diversity of this group along some parameters sstggbat their target audiences may
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have been different. However, even if the targeliences were not the same, every
performer sang in French. The target audience seeh/e no bearing on the language
used.

The breadth of the target audience of the perfasmes also not able to be
determined. There was an initial attempt made ¢osades figures, the number of
downloads on iTunes, or even the number of listanSpotify to choose a sample that
would capture the popularity of the musicians. Hegreas was mentioned in Chapter 5,
Cajun music is almost exclusively a regional pheeoam. Searches for “Cajun” on
Amazon, Billboard, iTunes, and Spotify yielded eitiery short lists of artists, some of
which were even from unrelated genres like swanmgp fmwlarge lists that only included a
few Cajun artists among a large number of countligta. As such, it was not possible to
compare popularity with language use directlys limportant to note that the sample did,
however, capture some Cajun musicians who are pppabugh to have occasionally
mounted tours to Europe (i.e. Lost Bayou Rambleng, Pine Leaf Boys).

Why it is true that French is such an importantkeaof Cajun music is not
evident from the data, only that it is true. Pegh@inas something to do with roughly
half of the recordings being covers of songs writtg French speakers. It could also
simply be a deeply embedded stylistic preferenbe. donsistent use of French may also
be a part of Emoff's (1998) suggestion that it 9@ of protest against acculturation, or
even a way to maintain a separation between izgddco, which makes much greater
use of English.

Trudgill may also provide clues as to why Cajun misso consistently sung in
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Louisiana French. Two of his conclusions about loow chooses the language they sing
in may apply: who the musicians wish to identifftwand what is appropriate for the
genre (Beal 2009:227). Cajun music is a regionaioit is reasonable to believe that
those performing this music would have a desindeatify with the area by also using a
regional dialect of French. The language may hése@@een popular in the early days of
recording due to the fact that a large portiorhefpopulation spoke French at that time.
This may have served to cement the idea that thecnsionly sung in French, making
English inappropriate for the genre. One may sugies this is not so evident in zydeco,
a genre with a similar history. The difference hisrthat Cajun musicians appear to reuse
classic songs far more often than zydeco musicegenre that barely resembles its
roots. This suggests a greater affinity for traditin general. Interviewing the musicians
making Cajun music would help verify what motivaiscare for the choice of language in
the music and perhaps provide evidence as to whetfgecan expect French to continue
to be an important feature of Cajun music.

The overall markedness of the French used in tr@anwas quite high. Each
song was given a percentage based on the ratioslEsabove, then the mean of the
percentages was calculated, resulting in 79%-83%edaess It is important to note
that 100% markedness is not at all required to clantiee conclusion that the language
used in this music is definitively Louisiana Frengh unmarked feature may still be
perfectly normal within the dialect. Even nativeeapers may occasionally use features
marked as being specifically not of Louisiana Frerparticularly if they have spent a

significant amount of time in France or other fraplcone regions. In light of this, one
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may interpret a result of 50% markedness as largtiad is definitely Louisiana French,
as is done in thesis when interpreting occurrentesetathesis. However, supporting
argumentation may be needed for lower percentages.

These results are also impressive as the majdrttyecsingers in the sample are
non-native speakers. Out of 10 singers, only Vind8ris known to be a native speaker
while Paul Frugé and the members of Les Amies liang&ses represent the only
unknowns. The other seven singers are known t@henative speakers as per Rabalais
(2010), personal communications with the musici@rsement; Simon), official web
site descriptions (Chaisson), documentary intergi@WIKITONGUES), and
descriptions on the web site for Floyd's RecordShteappears that the language used in
Cajun music is consistently and clearly Louisianan€h. We move now to looking at the

language use of each artist individually.

Les Amies Louisianaises

Only one recording was analyzed for Les Amies Lianigises as the other two
that were randomly selected were on an album shaiii of print, and was never
available online, calleove Can Build a BridgeThis would have been an interesting
addition to the sample as the titles are all inlEhgand include spiritual songs like
Amazing Gracelt is unclear whether they are actually sangngliEh or if only the titles
are in English. Even in French, though, this soflenusic would have been in stark
contrast to the rest of the sample. The song thatamalyzed,es veuves de la coulé&e

a cover of a Rayne-Bo Ramblers cover of the Bolls\W§idngFaded LoveThat is to say,
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it has its basis in western swing and the lyrigs loa assumed to be native-like. As such,
only the pronunciation was analyzed. Furthermdre |yrics were not translated from
Bob Wills' version but were completely original.éltesults are quite impressionistic as
all the singing is done in harmony, making it diffit to separate one voice from another.
This violated the highly ranked parametearmonized vocaldut was offset by the fact
that nearly every other mid-high ranked paramets followed.

It is not clear whether the members of this grougpreative speakers of Louisiana
French but their pronunciation was 100% markedrdkes one feature worth noting
outside of those counted for markedness: a fadssoh, that could have been used and
was not, betweealler anda/au, as is done in th&ai été au balHowever, only a very
conservative interpretation of this occurrence wauggest that the group's usage is not
native-like, as it is likely that the pronunciationthe latter song was part of the idiolect
of the original singer or confusion over which varid tense is actually being used. The
fact thatLes veuves de la coulésed the infinitive of the vertaler / Auandaller / ),
instead of the past participle used in LeJeuneig §ié ay, also makes it questionable
whether a false liaison would ever actually be @nésn a similar context. Otherwise, the
pronunciation in the song appears to be exceptipnative-like in all ways, even
including contractions such gsi estas [ke]. It would not be surprising to find ouath

the singers are in fact native speakers.

Ganey Arsement

Ganey Arsement had one album published since 200BledLe forgeron The
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songs on this album were widely accessible, evefrdée through Spotify. The three in
the sample were all easily considered Cajun mussitoda single parameter was violated
until reaching +lap steel guitar at the bottomhaf mid-range of the rankings. French is
not Arsement's first language and, although twthefthree recordings were covers, all
of them involved either changes to the lyrics aispeal transcriptions by Arsement,
which may have been imperfect. The original lysese provided by Arsement and
verified by the author of this thesis, using thaaktrecordings. An overall markedness of
68%-90% was found.

The title track was originally by Arsement's grgatndfather, Vinus LeJeune. It
was transcribed by Arsement personally as best @shld (personal communication).
Phonologically, the song is 100% marked, includemtures such as the agglutinated
form of oncle[nd&k]. His written version of the lyrics also inckalthe structurkii il est,
which he pronounces as [li €], making it not onlgrked as Louisiana French, but even
somewhat marked as Louisiana Creole (i.e. in tke taat it is trulyi esf). Although not
an issue for markedness, the IEBecomme dit l'autrends simply with f], making it
difficult to distinguish between what Arsement ver@ind the possibility that the lineks
comme dit l1a

Syntactically, the only feature to be used waspttogiressive in the linkui il est
la, apres braillermaking the song 100% marked for syntax. CasegHilkeone, where
only a small amount of opportunities to use markgatactic forms existed, were
common in the sample. Interpreting just a singke afsa marked feature as 100% marked

may seem presumptuous, but it should be noted #gaiirthis also means that all other
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syntactic structures in the song are expected tddygical between Louisiana French
and Standard French. That is to say, these idéstitectures would be what any
Louisiana French speaker would use, but they ddelpt one to differentiate the
language from Standard French—the point of lookihmarked features only is to do
just that. Lexically, the song is also 100% markede use ofonnaitrefor savoirwas
found and one use paréfor prétas well. The anglicisrhlacksmith mamay also be
considered a marked feature, although not patiefist used for this thesis.

La pistache a Tante Nans a regularly played song in Cajun music, though
Arsement changes some of the lyrics. Overall, tmgss still 67%-100% marked.
Phonologically it is 100% marked, although oneh&f lines unique to this version seems
to be a point of confusion. The lihes tartes meilleures soist pronounced [sce] at the
end of the line, yielding what might better be et ad_es tartes meilleures sceurs
Neither version makes much sense syntactically. dméd expectneilleuresto come
beforetarteswhile the following wordg'est,makessontunlikely. Likewise,sceursimply
does not fit in any case. With the next line inédgdthe translation seems to be one of
two ungrammatical phrasebhe pies best are & The pies best sisters is

The song is perhaps 100% marked syntactically eéxbapthis is based on a
somewhat uncommon form of th& dersonal plural imperative, which may also be
interpreted as 0% marked. Where one would expecsttiucturellonsfor let's goin
Standard French, we firadlons aller This latter structure is how one would normally
construct 1 personal plural imperatives in Louisiana Frenbbughallons by itself is

more common in this particular case. This is tisilteofallonsbeing an inflection of
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aller already. It is interesting that this change waslenat all, though, as the more
commonly used phrase for this song'&hsaller

C'est trop tards an original and the least marked of the tha¢&,7%-70%.
Phonologically, there is a 50% markedness rateschan use of a tapped alveoldr [
100% of the time and one instance where metatkhesisl have been used, but was not,
in the adjectivdermée Low markedness with metathesis is not surpriginigauisiana
French as many phonetic transcriptions of metashiagheDictionary of Louisiana
French(Valdman and Rottet 2010) are also documented¢@song without metathesis.
One may be able to argue that this is more reguthin a word than with prefixes,
though.

Syntax provided an interesting example of uncetyaabout the forms actually
being used. Here, the the song is either 100% rdaB@% marked, or 0% marked, based
on two instances of the fixed verb phradsea. In the first,il n'y a rienis written, as it
would be in formal Standard French, batrien[in j&] is produced, resembling the
Louisiana French version of this fixed phrase:a. This hypothesis is further supported
by the general lack of use &in negative constructions in Louisiana. The second
example is also a negative construction but lalckae. It is written by Arsement aby
a pasand pronounced [d pa], similar to the common pronunciation in Louisiasmih
the subject pronouih omitted: [ia]. Depending on how one wishes to interpret these

forms, various levels of syntactic markedness emitis recording.

Vin Bruce
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Vin Bruce's music included all original songs whigre 100% native-like as he
is a native speaker. His music, however, was isterg in that it did not violate any of
the highest ranking parameters but did violate n@&rtiie mid-range and lower ranking
parameters. In particular, his lyrics were not iegsionistic, a feature used to describe
Cajun music more than once in the literature. Achearration existed in each as opposed
to simply emotional outbursts about some unspet#éieents. His songs were also quite
harmonically adventurous, straying far from the tmewvo chord system employed in
most Cajun songs. Most likely, this is the res@izvim Bruce's time in Nashville and the
general similarity his music has with country musids interesting to note that what
helps one label his music being Cajun at all seenbe almost completely dependent on

instrumentation, the use of French, and his ownieitly.

Les Freres Michot

All of the songs by Les Fréres Michot came fromirtabumLa Carolineand
included a cover of Willis Touchet@eux pas de vieux tempgarise Conner's
instrumental.a valse a Varisand a traditional tune with lyrics added by Ridichot,
entitledRis-donc, Alladin, ris-donclhe music of the Michot brothers is heavily steeped
in a particular tradition that almost everythingyiplay is a cover of some sort,
performed with a fiddle, diatonic button accordiand guitar, in either a two-step or
waltz rhythm, and sung in French. This is protatgbiCajun music. The language used is
also relatively highly marked at 75%.

Deux pas de vieux tempss only analyzed phonologically as the lyricsahatl
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the original version exactly. It was found to bé&®Marked, owing to a complete lack of
metathesis when three opportunities were presearnad already been said, the absence
of metathesis would not be all that surprising,rewe¢he singer, Rick Michot in this case,
was a native speaker. However, all the opportuitighis song included the prefie-
and the subject pronoy@ as opposed to the any opportunities located wikldrds, such
as the previously mentionéermée[fréme]. Il y ais also pronounced [i a] here, as would
be expected in Louisiana French.

Despite the general high markedness of the proatiani there are clear signs
that this is an imperfect representation of Lounai&rench pronunciation. Vowels are
regularly raised as ioontentgkotst]l—with an an additional [t}—instead of iG] and
commaeas [kdm] instead of fkm]. It must be noted again that vowels could not be
transcribed with the aid of software, but closenexetion and repeated listenings on
different days supported these transcriptidod was also pronounced [vwa], which is
documented, but [w], without the [v] and with the further back vowebuld be the
marked variant. This recording also includes ontneffew possible examples of
interference from English. The veobserves pronounced asiparv], closer to the
English equivalent, withd] instead of §] as the first vowel. The [z] is also missing the
first time this word is sung but is clearly a protian mistake, not a systematic error, as it
appears the second time the verb is produced.nite vowel remains the same in both
cases, though.

Ris-donc, Alladin, ris-donwas 100% marked, despite the lyrics being comiglete

original. Both Michael—also a non-native speakerd-Bick Michot sing in unison
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throughout this song. This makes the phonetic tr@oison of the song quite
impressionistic, as distinguishing overall soundldies from what two people are
producing simultaneously is necessarily inexacli, &tappears that vowels are often
produced higher than expected here as well. Orex gty clear pronunciation that stood
out was the use of a [t] liaison betwesstandarrivée.While this may happen in
Standard French (i.e'est unecommonly receives a liaison), true liaisons are no
particularly common in Louisiana French.

Perhaps due to the brevity of the lyrics, there m@sa single opportunity to
measure syntactic markedness. This may actualéylmeon to the authenticity of French
in Cajun music, as brevity is a highly ranked pastenof the genre, while at the same
time a detriment to learners who may be usingriefgosure, as the structures they are
hearing are likely limited. Nonetheless, therens feature worth noting in this song. The
previously mentioned use et arrivées interesting in thatvoir is much more
commonly used as the auxiliary verb in past perdeatstructions, even whétre would
be used in Standard French. In this case, it i€lear whether the meaninghie arrived
in the pasbr he is arrived/hereBoth make sense within the context, perhaps siigge
that this is simply poetic word play. A similar &ruction occurs witlsortir, this time
usingavoir as the auxiliary verb, suggesting that the languagtem of the writer at
least tends towaravoir in these constructions, where Standard Frenchdvagjuireétre

Another interesting syntactic construction thadlso an example of lexical
markedness is the lir@ui ont connu comment faire une .\vi@n the one hand, this is the

use ofconnaitrefor savoir a feature particular to Louisiana and the Argil{€hibault
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2013), while on the other, it is an attempt atraditranslation from English due to the
addition ofcommenfor how Savoir + <verb>is normally translated in Standard French
asto know how to <verbzand one would expect the same whennaitreis used. Also
adding to the markedness of the song is the uastetirfor maintenan{now]. While it
was not counted towards or against markednesdnetance ofussioccurred where the

more regional versioaussittewould have been an option.

Joe Hall & The Louisiana Cane Cutters

Joe Hall's music could possibly be mistaken as@ayae Creole la-la musicbut
fits perfectly well as Cajun music according to takleau used in this thesis. The major
points of departure are the possible use of a twmodiatonic accordion instead of a
single-row, 4/4 rhythms, Creole ethnicity as opjgoseCajun (Wirt 2009), and possibly
language. In fact, a thorough analysis was not @dtiee language used in these
recordings as, unfortunately, the words were natlable, nor could they be deciphered.
He does clearly use the phrase&che-pain bril@ndun bon tempsbut it is not clear
that he is singing in French. He may instead bgiisgnin Louisiana Creole, based on his
self-identification as Creole (Wirt 2009), or evenglish. In the son@afé des amjshe
uses the second phrase in a construction that magiially EnglishGonna pass un
bon temp)or possibly a French past perfect constructicih &ivowel missing@®n a
pass[é] un bon tempsThe level of uncertainty about the linguistidaiks of these
recordings makes it truly unfortunate that morencdrbe said about them. This might be

an example of Louisiana Creole in essentially Cajusic, mixing of languages,



57
imperfect French usage, perfect usage of an uncenvaigant of Louisiana French, or

any number of other situations.

Huval, Dupuy & Fuselier

Huval, Dupuy & Fuselier is a trio of surprisinglppular teenage musicians
playing Cajun music. Their sound is very prototghiconsisting usually of nothing more
than a classic trio arrangement of fiddle, diat@dcordion, and guitar. Their recordings
in this sample rarely violated the high or mid-ramgrameters and two out of three of
the songs are known covers, the source of the éssdmed to be original. Only the
original songCrawfish Festival Waltayas analyzed closely, as it was the only one®f th
three which contained lyrics.

The overall markedness Gfrawfish Festival Waltzvas 100%. Part of this may,
again, be due to the sparseness of the lyricshwhatuded only two short verses. In
fact, four instances of a tappaflgnd one instance of éou fou [where] were the only
features used to measure markedness in this exaouyplef phonology, syntax, and
lexical items. One item of note, not used to measuarkedness, was the two lines
“Viens dans le chemin / De Pont Breauké in the second line was pronounced as either
[da] or [d&], creating ambiguity as to whether Ward is actuallyde [ds] or dans[d&]. In
the case of the former, the pronunciation may sybpl influenced by the need to hold
this vowel for musical reasons. In the case ofdlkter, it is an unexpected locative
preposition for a city, wher&would be much more common (Dubois and Noetzel

2005:135). Regardless, the language use in thig isaquite native-like, and a small
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discrepancy with a function word is not likely te tetrimental to comprehension for

listeners in any way.

Lost Bayou Ramblers

The Lost Bayou Ramblers are perhaps one of the papstlar young Cajun
music bands today. Their music is deeply influenogdradition yet progressive at the
same time. No better example could be given thain live version ofl'ai été au bala
song popular since the 1950s. They add a new msimntal section to this song that
employs modulations and scales that are simplyrmwee@d in Cajun music. What seems
to keep their music recognizable as Cajun muditasthey do not violate any high-
ranking parameters. Even though only two out aéehof their songs were able to be
transcribed for this thesjghey also provide a large amount of interestiragemal for
analysis. The overall markedness of the language imsthese recordings was 68%.
There were numerous ambiguous features that wenaeasured, as they were not of
those explicitly analyzed as per the methodologthisfthesis. These features may make
the vocals either particularly marked, in a wayt thther music in the sample is not, or
otherwise poorly produced.

The Lost Bayou Ramblers' recordingXdi été au bapossibly owes much of its
linguistically interesting characteristics to tlaetf that it was recorded live. This provides
this sample not only with an example of what hagpg&hen musicians have time to
record something until it is right, but also whappens when they are in a performance

situation. The song is highly marked as LouisiarenEh at 79% overall. This is based
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almost entirely on phonological features.

This song provides the only example where a tajpgedas not used 100% of the
time. That is not to say that a Standard Frencar\Jg] was used. One instance involves
this consonant as the coda of a held syllable wiviah realized as][ The other
realization is a trilled [r] at the beginning retourner This prefix is often imperceptible
when this song is sung, as it passes very quibkiythe singer here produces something
quite unexpected. This may also be a variant obwis interlanguage system, as the only
instance of metathesis used in the song is witlsénee word in the same context in
another verse. It is not clear whether the trilsvaastylistic choice or whether these two
pronunciations are in free variation. Metathesis wat used during the other three
opportunities in the song.

Outside of what was measurable for markedness there quite a few notable
pronunciations. False liaisons were used in alktmae contexts as the original
recording, perhaps owing to the popularity of saitbrding. One instance of a liaison
betweerhabillé andenwas realized as [s] instead of [z]. Vowels wedued to §], as
they would be in unstressed English syllableseiaurner[artacni] andj'ai été[3ote].
While the initialre- of regardez-donés commonly unpronounced in Louisiana French,
the [c] in the middle of the word is also left out, prathg [gade dén]. Note also that
there is no final [K]Jeis sometimes omitted when required (i j'ai eu[m3 e y] and
j'ai été au[te zo]). There are a few possible explanationshfisr It may be a creolized
form, meaning he is sayingo ai euwheremotakes the place ¢é in Louisiana Creole.

It may also be an attempt at using the pronuncighs], common in Terrebonne-
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Lafourche. It may even be very casual production, resulitndroppingje altogether. The
first two seem very unlikely as he clearly uje [3] at times in both contexts. Perhaps
this is an area where he uses all three variatidaschangeably, or maybe he just runs
out of breath when playing live. Of further nca la fin ends with [] instead of [£],
which may just be a production mistake. Unfortulyat@is mistake can lead to
comprehension difficulties: both the author aneiaborator for the transcription of this
song had trouble making out this word, even whemgua dictionaryFion, in Comme
fion, as [l] instead of [f{i] also lead to similar transcription difficultie®ne last
phonetic form that appeared in the scwhich simply shows marked usage, wenir as
[mnic].

Syntactically, only two verses were analyzed ayg tixere additions to the original
lyrics. This led to a 100% markedness rate baseelypan the dropping of the subject in
the constructiolil y ain the last verse of the song. However, it is uaiclehe is sayiniil
y a(l")autre or simplyl'autre. If it is the former, the requisite definite aligs missing. If
it is the latter, the initial consonant is beingmounced as the glide [j]. Neither seems
very satisfactory. Another point of interest is treicturetu/t'es commca, as it is
pronounced [ti Em]. It is possible that this is a mispronunciatadrt'es comm or a
mispronunciation of a Creolized form with the capdtoppedto comm. Another use of
commworth noting is ircomme fior where he seems to meaussi fion His version
could actually work if it is the latter part of tihearked structuraussi.. commeJas...
as...]. There were no lexical items in this recogdihat could be measured for

markedness. However, it does include the only examghe sample cquofaire for
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pourquo [why] out of all of the original lyrics written.

Il m'envoye [sic] appears to be an original song and was overéd Btarked.
Phonologically, there was one opportunity for tke of metathesis, with the subject
pronounje, that was not taken. The pronoun was actually deélettegether, as happened
in the previous recording. All other phonologicaihmarks pertain to features that were not
measured.The noun phrebon joul pronounced asb3 30] is an unexpected lowering of
a vowel. It would be normal in Louisiana Frenchttoe final vowel in this word [u] to
lower to ], but not to [0], which lies somewhere in betweDemandiis pronounced
[made], which is not documented for Louisiana Frenchibwpparent even in written
texts for Louisiana Creolimprouve has a very backed initial vowel, not really
explainable by either interference from English 8tandard Frencpronunciation.
However, this did show up in a similar phonologicahtext withLes FréreiMichot—
with the wordobserv—so it may be a common interlanguage feature forai-native
speakers of Louisiana French. The noun prmonnégreis pronounced closer ma
negre,adding a bit of ambiguity as to who the interlocstare, although the latter would
bema négress when clearly feminin. A common marked feature that did not appear
often in the sample is the affricateadieu[adsce], used in this recording. Also, the
second vowel ipoussailé is raised and nasalized while an inseri¢appears at the
coda of the first syllable. It is not entirely cleghether this is a variant pronunciation or
simply an incorrect transcription of the word tlwger is actually using. Regardless, at
least the raising of vowels can be see in othaergglas well, such iannée [ani]. There

is also some occasional backing of vowels, &vu [vu] for [vy]. This is most likely



62
systematic as it occurs twice in a row. Anotheraus construction ill m'a envoeé,
which begins with [e]. This may be either a highigrked pronunciation, as has been
anecdotally related to the author, or a produatnistake. This phrase also displays a
native-like deletion of a vowel betwe m'aanc envo'€ [mavoje].

Syntactic markedness was once again measured munrelgletion of a subject
pronoun in a fixed verb phrase, in this cfaul. There were no instances of replacing the
relative pronoundoni or leque with que, but there were some opportunities to que
that were not taken (i.Moi j'ai vu c'est to[quT]il m'a envoy). This is common in
Louisiana French. Whimay not be as common, or may just be outright ungratical,
is the use oque whereou might be better (i.ele bon jourque moi je m'ai éveill€). The
use ofla for the impersonal object pronoy can also be found in this recording, as well
asquoi as an interrogative whequ'est-ce qu would be used in Standard French, at least
in formal registers.

Lexically, the language used was 17% marked, winaly be accounted for by
the small number of opportunities to use markectéhitems. One instance wtoui,
which could have beetoutquelque chosewhile the other was the marked foasteur
for maintenantAs tout quelque cho: is used solely in Louisiana, it counted for much
more tharasteu, which is used in all of North America. For unmgasl features, the use
infixes for verbs to denote a negative sense (Kdin$997:167) occurred wittrainaillé
for trainéandpoussailléfor pousséimprouve is also an anglicism, perhaps unique to

Louisiana, whilenegre as a term of endearment is also used.
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The Magnolia Sisters

Three recordings from the Magnolia Sisters werectet, all from different
albums.Misi Banjc from Lapin, Lapir was not able to be analyzed linguistically nor
musically as the album, although not particulatty, & now out of printBarroom Blues
from the albunStripped Downthe Jimmie Rodgers cover mentioned already, was
analyzed only musically as it was sung in Englisimore thorough analysis was done on
Ambrose's SonPoint Noir Two-Ste[from Apres faire le boogie woogia cover of a
song originally by Ambrose Thibodeaux. MusicaPoint Noir Two-Ste is clearly Cajun
music. It agrees with almost every parameter altloerdowest other than in meter, which
is 4/4.Barroom Blue only seems to succeed at being considered Cajgicrdue to the
use of the fiddle, guitar, a major key, syncopatamd being played by Cajun musicians,
all of which are highly ranked parameters. Thidaspite the fact that it violates a
significant amount of mid-range parameters.

Point Noir Two-Ste was marked at 50% overall. As this was a coveln wit
changes in the lyrics, syntax and lexical itemsensssumed to be perfectly native-like.
The result is due to 100% use of a tappdrid two instances where metathesis could
have been used at the beginning of the vrejoindre.Instead, the initiare- was deleted.
There is no evidence whether this deletion is syatE or simply due to the context—the
phrase it is sung in passes quickly. It also mawbeh noting that the vocals in this song
appear to be copied and pasted, as there werastances of each verse that were
pronounced exactly the same in every perceivable lvess common practice in music

recording to perform one good take of a verse foairethen to simply make copies to be
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used in each successive appearance of that vers&ain, but this is the first clear
example found in the sample.

Other native-like pronunciations appear—and itdscgiear whether the singer is a
native speaker or not—such as the deletices in the progressive structuil estapres,
which is a common phonological strategy for whatildotherwise be [il @pre]. venir
is also pronounced [mi)j a marked form that was noted in a Lost Bayou Blans
recording as wellConntis pronounced [koni] as opposed térilg]. While the
nasalization is missing, the final vowel is a plalesphonological variation (Valdman
and Rottet 2010:xxxix), which is also found in atpast participles (i.ecourt [kuri] and
lu [li]). Arriver is pronounced without the initial vowel, which miagr a case of deletion
to avoid following the preceding woapres [apre] with another vowel, or may be an
undocumented variant similar to harrachel may be pronounced in Louisiana French
as simply fafe]. Lastly,elle seems to take various forms for this speakeiin[elle

voulait and possibly the more common forafl]] in elle a resté.

Don Montoucet

Don Montoucet is an accordionist with a lot of frils. He does not sing on this
album, entitlecLegendary Cajun Accordit, but instead has guest vocalists, some of
which are quite popular in Cajun music, such asiiK&aquin inJ'étais au be. The
recordings themselves represent prototypical Cajusic, violating no high parameters
and even including some mid-range parameters ¢inabthers in the sample included,

such as the use of a lap steel guitar. All the savgye covers of very old and popular
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songs, one being an instrumenAmédé Two-Ste Unfortunately, an accurate
transcription of could not be obtained Eunice Two-Ste, sung by Paul Frié. Even the
record label that published the album was unabpedweide lyrics to base the
transcription on. This song is also a cover cAmeédé Ardoinoriginal but the lyrics
seem to have been changed quite a bit from alf ersions. It was also not able to be
verified whether Frué is a native speaker or not.

Kevin Naquin, however, is not a native speakeraidikiana French. His is the
second recording in the sample of Iry LeJeuneSstdaand was looked at in depth
phonologically. Overall, the recording was 50% neakkThe use of a alveolar tapp §4nd
metathesis were present in this case, with metatbhesg, once again, the only feature
not used 100% of the time. One of the four oppatiemto use metathesis, in this case
with the wordretourne, instead involved the deletion of the initre-, possibly owing to
the fact that this line is sung quite fast. Ondbetrary, Naquin pronounces tre- in its
entirety in the imperativregardezdonc, where it would perhaps be more likely for the
initial syllable to be deleted. On a more geneadénnasalization seems underused
except with very common words lilmoi. The vowel &/ also appeared as the more
forward variant [a] in nearly all cases, whichhg bpposite of what is expected
(Valdman and Rottet 2010:xxxviii-xxxix). Lastly,|&e liaisons in this song are used
consistently, possibly due to their existence andhginal recording more than due to
perfect acquisition of the language. As this stisdygnly concerned with what sort of

French appears in the music, the effect is same.
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The Pine Leaf Boys

Although often serving as the front man for theeFlieaf Boys, and also likely
being a native speaker of Louisiana French, WiSawnoy did not sing any of the songs
selected here. Instead, two non-native speaker®iband are the vocalists: Cedric
Watson orLes barres de la priscfrom the albunLa musiqu and Drew Simon oThe
Sound of Loneline from Back Hom. The third song was the instrumerLa valse du
vieux charpentieialso fromLa musiqu. The styles used run the gamut of what seems to
be possible in Cajun music without simply steppanigside the boundaries of the genre.
La valse du vieux charpent represents the only twin fiddle tune in the ens@enple.

This style has been popular since Dennis McGeaa, tineaning at least the beginning of
recorded Cajun music in the 1930s. It makes usmlyftwo fiddles, many drones, and is
highly syncopated; it would in fact be difficult identify as Cajun music otherwise as
this particular song, for instance, violates numermid-range and high-ranking
parametersLes barres de la prisowas originally played by Canray Fontenot in a samil
fashion, with only a fiddle and vocal line, but tersion here adds other instrumentation
and fits more clearly into the Cajun traditiThe Sound of Lonelineis a cover of a
Belton Richard song which, as with Vin Bruce, woplatentially be understood as
country music if it were not for instrumentationdamse of French vocals.

Overall, the language used was 88% marLes barres de la prisowas the
slightly less marked of the two analyzed at 75%glgourely on phonology as none of
the lyrics had been changed. Metathesis was pedsiite in this recording and used

once with the subject pronoje. This was one of the few clear examples of metathes
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use in the sample. Watson's production is oneeofehst noteworthy of those analyzed as
it is almost completely native-like. Some supgortthis from features not measured
comes from the pronunciation cle as [a] or [a] andje suis as [y]. The alternative/fji],
for the latter, occurs regularly with all these gées, but the version here is less common
and perhaps a bit more marked fag] [ which occurs in casual registers of other ditde
Also of note is the pronunciation j'ai été as gite] where gete] is expected.

The Sound of Loneline was even more marked, at 100%, perhaps due tacke
of opportunities to use metathesis. Generally, ghothis recording appears just as
native-like as Watson's, including features suctiedstion of the vowel [i] betweequi
anda, resulting in [ki]. There was, however, one instance of possibifietence from
English in a word that is closely related in th® tanguagestéléphon. In the recording,
it is pronounced with an unexpected schwifin], as it would have in English, while

one would expect [e] in French.
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CHAPTER 7: DISCUSSION

The aim of this thesis was to determine how impurkaench is in Cajun music,
what form French takes when it is used in the masid what this all means in terms of
the strength of the language. The answers areiigdl glear from the data: French is an
integral aspect of Cajun music today, appearirgjnmost all modern recordings; the
French used in Cajun music is highly marked as siana French; and the language
appears to be healthy in one of the four measuresiguage endangerment described by
Tsunoda (2005:9).

French not only showed up in every recording tingpleyed vocals but one,
Barroom Bluesit was also ranked as a high parameter througbriigions in the
literature. It may also serve as almost the ordyuee that sets a song apart from related
genres like country, as in Vin Bruc&®Dream I'll Never ForgefTo a lesser extent, it
simply helped solidify songs as Cajun in cases whesny mid-range and low-level
parameters were violated, as in Vin Bruce's othasiop as well as the Pine Leaf Boys'
The Sound of Lonelinedswas not the only feature contributing to thigegorization in
any of these cases, but it is certainly an impormae. A limitation of this thesis, though,
is that it is synchronic. A 10 year time-span wasdj but changes over the course of that
time-span were not considered. A similar study asim within the zydeco tradition
might have come to the same conclusions 40 yearsbag today zydeco is sung

arguably as often in English as in French. A diaol study on how language use has
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changed over time in Cajun music might be helpduldroviding evidence as to whether
music can be relied on as a consistent mediunrh®use of Louisiana French in the
future.

It is perhaps a bit surprising that the languageingajun music is as accurate in
all linguistic dimensions as it is, particularlyrsidering that the majority of singers are
not native speakers. Very few second languagedesare capable of acquiring native-
like fluency in general, so the appearance offtbency, convincingly resembling a
particular dialect which is rarely taught in edumaal institutions, is an accomplishment.
Part of this success may be attributed to the prrée within the genre for playing
classic compositions, but there is no clear evidehat original material is any less
fluent. Indeed, original material may even be nmsgked as Louisiana French as writers
may be focusing on features specific to the regasnn the use afuofaireby the Lost
Bayou Ramblers. It would not be a stretch to imagirat people who play regional
music professionally and have learned a regiomguage just to do so also feel partial to
promoting local usages. Some qualitative interviexwth musicians in Louisiana would
be required to know how much this plays into treuhs, though.

Production was, of course, not always perfectlgrily such as the occasional
dropping of the L person singular subject pronojin the music of the Lost Bayou
Ramblers. This may be not be representative of ifapeacquisition by the singer, as
there is a possibility that this has more to ddwiis ability to project during a live
performance when fatigued. This feature may alsa t@sult of very casual speech or

may even be stylistic. Imagine Thom Yorke of Raeidh, for instance: certainly his
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natural speech is more articulate than what onesivelaen he sings. In either case, this
occurrence does support the idea that music magiwatys be the best forum for
exposure to Louisiana French for second languagedes, but its existence in the music
is likely beneficial for them the majority of thienke, as errors are not the norm.

Huval, Dupuy & Fuselier also provide a case, déscriabove, where ambiguity
occurs through a possible error in either pronuiaieof a possessive prepositidaor
the ungrammatical usage of a locative prepositefore a city name if the word was
actually meant to béans Considering that this error involves function dsrnot
content words, it may have more implications fa #tquisition of subtle syntactic
features than with phonological or lexical featusgdearners who use music for
exposure. It is important to note, however, thatenof the errors described in this section
were widespread. The only features that may beidered more widespread, are variants
on vowel qualities. This hardly seems to matteyutgh, as vowels would be the most
likely features to vary even with native speakassevidenced by the conflation @i [
and p] in Louisiana French (Valdman and Rottet 2010:xkx\Singing voices are
particularly prone to vowel variation as one haadoount for projecting one's voice
differently than one would when speaking, as wellemgthening vowels that may not
normally be lengthened. Only in cases where a na@hpair is accidentally stumbled
upon would vowel quality be a significant issueperhaps in extreme changes such as a
low back rounded vowel becoming a high front unaohvowel.

There are a number of reasons why one can exgab¢hasional minor errors

would not affect what a second language learnehtagquire from listening to the
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musié, the most important of which may be the simple fhat language change is
natural. Imagine that those making Cajun musicrbegstematically usingansas a
locative preposition for cities. Also imagine thia¢ir usage is much more prevalent in
the minds of young learners than the native speakbo may or may not be in their
community. In this scenaridansmay become the de facto locative preposition foe<i
for future generations, but it would be hard togna older speakers being completely
unable to understand thd@ins Pont Breaureansa Pont BreauxLanguage change is
not automatically indicative of language death ofoa corruption of some sort.

Both Dressler's and Smith's models of languageregetanent begin with a
reduction in use for some reason, leading to eltwerevaluation of the quality of the
language or drastic changes in the language, lgadiltowering the prestige of the
language, which feeds back into the reduction ef(sunoda 2005:33-34). In the case
of Louisiana French, reduction began in the 193@std changes in the Louisiana State
Constitution disallowing the use of French to teaate subjects, along with various
other factors. This fulfilled the first stage obe models, as well as the low evaluation
of the quality of the language. However, drastiargies do not seem to be occurring, at
least not at this time, in the usage in Cajun mBibtle changes are quite possible, but
not necessarily drastic changes. The prominené&eesfch in Cajun music, coupled with
being produced in a mostly native-like manner, gstgthat this step in the models is
being disrupted. It would be foolhardy to sugghat inusic is evidence that language
death is not occurring at all, but it may be fasgfe to say that it is at least capable of

slowing down the spiral.
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The work of Dubois and Noetzel (2005) directly sonp the idea, at least in the
case of Huval, Dupuy & Fuselier's possible erfoaif 2 natural shift is occurring in
locative prepositions to begin with. Their study anly shows a change over time in
preposition usage, it also suggests that thoseusbancommon or idiosyncratic forms
are not chastised by the native speaking commyiipois and Noetzel 2005:134). It is
as though any use of Louisiana French is, todayowaged by the community of
Southern Louisiana, whether it be imperfect usageusic or speech.

Perhaps a worst case scenario for the influentangliage use in Cajun music
would be where it is so divergent from speech npand such an influential medium for
exposure and learning, that those learning Lougskerench may not even be able to
communicate with older native speakers. This isctme with Mori in New Zealand,
where teachers are often not fluent themselvesyMQ005). Anecdotal stories have been
related to the author about musicians who do nedlsjFrench but simply mimic the
sound because they feel they cannot authenticallytee music in English. David
Greely himself has attested to being among thesgcians at one time (Rabalais 2010).
However, they either do not make up a large seguwieiie population or do not reach
the kind of popularity that would lead to their nwkeing recorded and sold.

A perfect area for future research on this subygcbe the usage of French over
time by only the most popular Cajun musicians. As been mentioned, reliable sources
for measuring popularity were scarce to non-existgt that does not mean this
information cannot be compiled with time. This infation would be useful in light of

the situation with rai music, described in ChagteRai musicians are pressured to
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choose language based on financial incentives chren their case, allows their music to
be easily marketed in France, a relatively afflusnintry. Assuming Cajun music is
experiencing a renaissance today and will conttowgain broader popularity, it would be
interesting to see the kind of decisions aboutuagg use those musicians who have the
greatest potential for mass distribution would mat@ instance, Feufollet is a relatively
young and progressive Cajun band that regularly\winal awards. Their next album
will include songs in English (Hahn 2014), someghihat did not occur in their previous
work. It remains to be seen whether there is evideéhat mass appeal is having an effect
on the language in Cajun music or whether the laggwvill not change at all and a
phenomenon similar to what occurred withlie Blondes hoped for.

Ultimately, the widespread and accurate use ofdiana French in Cajun music
is such that it is nearly impossible to see itmglang other than a boon to its survival.
The specific impact it has on the listeners ancctimamunity of Southern Louisiana in
general cannot be determined from the data gathethis thesis. Future research
specifically aimed at what people are gaining lisgcally through exposure to the music
would be a helpful in that it would help us undanst the usefulness, or not, of language

in music in terms of revitalization.
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NOTES

1) This term is often used interchangeably with @dfpench, which may appear in
quotations from source literature. Unless otherwisied, use of the term Cajun
French in said quotations should be understoodatcmthe definition of
Louisiana French used in this thesis.

2) The term Cajun music is used broadly in thisithaed often incorporates what
may be considered pre-zydeco Creole music as wéleatwo have historically
been closely related (Mattern 1997).

3) Music performed by native speakers is assumée taative-like. By the
definition of markedness provided here, it wouldoossible to say something
about how marked their language use is, but itteaassumed that it is at least as
marked as Louisiana French as any native speditegaage system should be. It
might be argued that these speakers may use StiaRdarch features to sound
more formal in their music, but this is not likeWhile some native speakers have
had exposure to Standard French, those respofisititee bulk of the lyrics in
the sample used here were generally isolated fr@mest of the francophone
world.

4) Despite the fact that lyrics written by nativeeagers of Louisiana French were
not analyzed syntactically and lexically, a closealysis of these linguistic

dimensions of this verse appears in this thesigabeing initially unaware of the
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6)

7

8)

9)
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source for the verse.
There are two ways in which the title for thijgas normally writtenJ'ai été au
bal andJ'étais au balRegardless of how it is written, a liaison unsadly occurs
beforeau, meaning there is a false liaison in the former casd a true liaison in
the latter. Furthermore, the meaning of each phasent to the dancandl was
at the danceespectively), make perfect sense in the contettteosong. As the
earliest recording, by Iry LeJeune, uses the veriat would include a false
liaison, the recordings in this thesis are analyg®duch.
The range is a result of features in two of Gakesgment's recordings with
guestionable forms, in that they may have been esbaok not marked depending
on interpretation.
A different tableau for zydeco or Creole la-lasicuwvould be required to
determine if this is true, though Hall himself oei to play Creole music, not
Cajun music (Wirt 2009).
One of the songs in the sample by the Lost B&8@amblersBayou Perduis an
original. Roughly one third of the lyrics were gtiesable or untranscribed after
an attempt to do so by ear. Liner notes did notigeothe lyrics, nor were they
able to be found online. Direct correspondence tighsinger yielded a response,
but, at the time of the submission of this thetis,lyrics had still not been sent
along.
It has already been shown that at least somedesapf Louisiana French use

music as a major source for linguistic input (Raisa2010).
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Corpus for musical features.
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Musical Feature

Sources

Number of Appearances

+Fiddle

(Brasseaux 2009:87) (Sav
1984:4) (Mattern 1998:41)
(Lindahl 2006:85) (Darbon
2006:399) (Comeaux
2006:108) (DeWitt
2006:125)

ay

D

+Diatonic Accordion Brasseaux 2009:191) 6
(Savoy 1984:1) (Lindahl
2006:85) (Comeaux 2006)
(Darbone 2006:399)
(DeWitt 2006:125)
+French (Emoff 1998:291) 3
(Brasseaux 2009:191)
(Mattern 1998:41)
+Impressionistic Lyrics (Emoff 1998:292) (Savoy| 3
1984:13) (Mattern 1998:38)
+Guitar (Brasseaux 2009:15-16) |2
(Savoy 1984:7-11)
+Triangle (Brasseaux 2009:16-17) |2
(Darbone 2006:399)
+Rhythmic Fiddling (Savoy 1984:4) (Brasseau®
2009:117)
+Two-Step (Brasseaux 2009:88) 2
(DeWitt 2006:125)
+Washboard (Brasseaux 2009:150) |2
(DeWitt 2006:125)
+Syncopation (Brasseaux 2009:11) 1
+Waltz (DeWitt 2006:125) 1
+Double Time (Savoy 1984:2) 1
-Harmonized Vocals (Brasseaux 2009:152) 1
+Drum Kit (Brasseaux 2009:23) 1
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+Lap Steel Guitar (Brasseaux 2009:23) 1
+Piano Accordion (Brasseaux 2009:145) 1
+A cappella (Brasseaux 2009:97) 1
+Upright Bass (Brasseaux 2009:23) 1
+Banjo (Brasseaux 2009:23) 1
+Mandolin (Brasseaux 2009:115) 1
+Piano (Brasseaux 2009:150) 1
+Major Key (Savoy 1984:1) 1
+Small # of Chords (Savoy 1984:1) 1
+Drones (Balfa 1984:6) 1
+Call-and-Response (Brasseaux 2009:11) 1
+Blues (Brasseaux 2009:150) 1
+Rhythmically Improvised | (Savoy 1983:xiii)

“Bridge”

+1 to 2 Verses w/o Refrain| (Emoff 1998:292) 1
+Cajun Musicians (Brasseaux 2009:153/216 1
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Appendix 2

|

Songs (Composer)

Le forgeron (Vinus LeJeune)

Clest trop tard

Ma vie de musicien

Deux pas de vieux temps (Willis Touchet)

*

Ris-donc, Alladin, ris-donc

*

Café des amis

Crawfish Festival Waltz

Perrodin Two-Step (Angelas LeJeune)

Bayou Perdu

Ambrose's Song/Point noir Two-Step (Ambrose Thibodeaux)

Eunice Two-Step (Amédé Ardoin)

Amédé Two-Step (Amédé Ardoin)

Les barres de la prison (Canray Fontenot)

Weight 45 36 29 27 25 25 24



Appendix 2 Cont.

+Cajun Musicians ~ +French ~ +Rhythmic Fiddling  +Impressio  nistic Lyrics +Drum Kit  +Small # of Chords
Songs (Composer)
Les veuwes de la coulée (Rayne-Bo Ramblers)
Le forgeron (Vinus LeJeune)
La pistache a Tante Nana (Sidney Brown)
Clest trop tard
A Dream [l Never Forget * * *
Ma vie de musicien * * *
Jaurais des ailes * * *
Deux pas de vieux temps (Willis Touchet) *
La valse a Varis (Varise Conner) Instrumental & & &
Ris-donc, Alladin, ris-donc *
Mas pain bruler * Unknown
Café des amis * Unknown
Carriere Brothers Breakdown (The Carriere Brothers) * Instrumental * *
Crawfish Festival Waltz * *
Hick's Wagon Wheel Special (Aldus Roger) Instrumental *
Perrodin Two-Step (Angelas LeJeune) Instrumental * *
Jai été au bal - Fariad (Iry LeJeune) (v.Lost Bayou Ramblers) *
Bayou Perdu
II' m'envoyer * *
Ambrose's Song/Point noir Two-Step (Ambrose Thibodeaux)
Barroom Blues (Jimmie Rodgers) * * * *
Eunice Two-Step (Amédé Ardoin) *
Jétais au bal (Iry LeJeune) (v.Don Montoucet)
Amédé Two-Step (Amédé Ardoin) Instrumental *
La valse du vieux charpentier Instrumental * * *
Les barres de la prison (Canray Fontenot)
The Sound of Loneliness (Belton Richard) *
Weight 24 24 24 23 19 17



Appendix 2 Cont.

Songs (Composer)

Les veuwes de la coulée (Rayne-Bo Ramblers)

Le forgeron (Vinus LeJeune)

La pistache a Tante Nana (Sidney Brown)

Ceest trop tard

A Dream [l Never Forget

Ma vie de musicien

Jaurais des ailes

Deux pas de vieux temps (Willis Touchet)

La valse a Varis (Varise Conner)

Ris-donc, Alladin, ris-donc

Mas pain bruler

Café des amis

Carriere Brothers Breakdown (The Carriére Brothers)
Crawfish Festival Waltz

Hick's Wagon Wheel Special (Aldus Roger)
Perrodin Two-Step (Angelas LeJeune)

Jai été au bal — Fariad (Iry LeJeune) (v.Lost Bayou Ramblers)
Bayou Perdu

Il m'envoyer

Ambrose's Song/Point noir Two-Step (Ambrose Thibodeaux)
Barroom Blues (Jimmie Rodgers)

Eunice Two-Step (Amédé Ardoin)

Jétais au bal (Iry LeJeune) (v.Don Montoucet)
Amédé Two-Step (Amédé Ardoin)

La valse du vieux charpentier

Les barres de la prison (Canray Fontenot)

The Sound of Loneliness (Belton Richard)

Weight

+1 to 2 Verse w/o Refrain

16

+Two-Step  +Waltz

13

*

*

11

+Lap Steel

Guitar

+Drones +Triangle

* *
* *
* *
* *
* *
* *
* *
*
*
*
* *
* *
*
* *
* *
* *
* *
* *
*
* *
* *
*
* *
*
*
*
* *
7 5

+Washboard
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Appendix 2 Cont.

Songs (Composer)

Les veuwes de la coulée (Rayne-Bo Ramblers)

Le forgeron (Vinus LeJeune)

La pistache a Tante Nana (Sidney Brown)

C'est trop tard

A Dream I'll Never Forget

Ma vie de musicien

Jaurais des ailes

Deux pas de vieux temps (Willis Touchet)

La valse a Varis (Varise Conner)

Ris-donc, Alladin, ris-donc

Mas pain bruler

Café des amis

Carriere Brothers Breakdown (The Carriere Brothers)
Crawfish Festival Waltz

Hick's Wagon Wheel Special (Aldus Roger)
Perrodin Two-Step (Angelas LeJeune)

Jai été au bal — Fariad (Iry LeJeune) (v.Lost Bayou Ramblers)
Bayou Perdu

Il m'envoyer

Ambrose's Song/Point noir Two-Step (Ambrose Thibodeaux)
Barroom Blues (Jimmie Rodgers)

Eunice Two-Step (Amédé Ardoin)

Jétais au bal (Iry LeJeune) (v.Don Montoucet)
Amédé Two-Step (Amédé Ardoin)

La valse du vieux charpentier

Les barres de la prison (Canray Fontenot)

The Sound of Loneliness (Belton Richard)

Weight

+Piano Accordion

+Blues

+Upright Bass

+Call and Respon

Se

81

+A cappella



Appendix 2 Cont.

Songs (Composer)

Les veuves de la coulée (Rayne-Bo Ramblers)

Le forgeron (Vinus LeJeune)

La pistache a Tante Nana (Sidney Brown)

C'est trop tard

A Dream I'll Never Forget

Ma vie de musicien

Jaurais des ailes

Deux pas de vieux temps (Willis Touchet)

La valse a Varis (Varise Conner)

Ris-donc, Alladin, ris-donc

Mas pain bruler

Café des amis

Carriére Brothers Breakdown (The Carriere Brothers)
Crawfish Festival Waltz

Hick's Wagon Wheel Special (Aldus Roger)
Perrodin Two-Step (Angelas LeJeune)

Jai été au bal — Fariad (Iry LeJeune) (v.Lost Bayou Ramblers)
Bayou Perdu

I m'envoyer

Ambrose's Song/Point noir Two-Step (Ambrose Thibodeaux)
Barroom Blues (Jimmie Rodgers)

Eunice Two-Step (Amédé Ardoin)

Jétais au bal (Iry LeJeune) (v.Don Montoucet)
Ameédé Two-Step (Amédé Ardoin)

La valse du vieux charpentier

Les barres de la prison (Canray Fontenot)

The Sound of Loneliness (Belton Richard)

Weight

+Banjo

X ok X * *  x  %* X

* X x

* % x %X X * X

*

*

O * * *

+Rhythmically Improvised “Bridge”

L R . R R R A R R * *  F  * X

E O R A

*

+Mandolin

L R . R R R R * *  F  * X

* % F X X

+Pi
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ano

L R R R A R R * *  F  * X

E A A
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Appendix 3
Song sample details.
Performer Song (Year) |Composer Original Trandation |Original
Language Recording
Les Amies |Les veuves |Les Amies |French No 1940
Louisianaisesde la coulée | Louisianaises
(2010) (on a song by
Bob Wills)
Ganey Le forgeron |Vinus French No Unknown
Arsement | (2013) LeJeune
La pistache aSidney French No 1957
Tante Nana |Brown
(2013)
C'est trop Ganey French No 2013
tard (2013) |Arsement
Vin Bruce A Dream I'll |Vin Bruce French No 2006
Never Forget
(2006)
Ma vie de Vin Bruce French No 2006
musicien
(2006)
Si j'aurais desEdius Naquin French No 1965-1966
ailes (2006)
Les Fréres |Deux pas de|Willis French No 1985
Michot vieux temps | Touchet
(2008)
La valse a |Varise Instrumental| N/A Unknown
Varis (2008) | Conner
Ris-donc, Rick Michot |French No 2008
Alladin, ris- |(on a melody
donc (2008) | by Varise
Conner)
Joe Hall & |Mas pain Joe Hall Uknown No 2011
The bruler (2011)
Louisiana
Cane Cutters
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Café des Joe Hall Uknown No 2011
amis (2011)
Carriere The Carriére|Instrumental| N/A 1974
Brothers Brothers
Breakdown
(2011)
Huval, Crawfish Huval, French No 2012
Dupuy & Festival Dupuy &
Fuselier Waltz (2012)| Fuselier
Hick's Aldus Roger| Instrumental] N/A 1960s
Wagon
Wheel
Special
(2012)
Perrodin Angelas Instrumental | N/A 1929-1930
Two-Step LeJeune
(2012)
Lost Bayou |J'étais au bal Iry LeJeune | French No 1950s
Ramblers | (Fariad)
(2007)
Bayou Perdu Lost Bayou |French No 2005
(2007) Ramblers
Il m'envoyer | Lost Bayou |French No 2009
(2009) Ramblers
The Ambrose's |Ambrose Unknown Unknown Unknown
Magnolia Song/Point | Thibodeaux
Sisters Noir Two-
Step (2004)
Barroom Jimmie English No (some |1927-1933
Blues (2009) Rodgers lyrics were
changed)
Don Eunice Two- | Amédé French No (most or|1929-1934
Montoucet |Step (2007) |Ardoin all of the
lyrics were
changed)
J'étais au bal Iry LeJeune | French No 1950s
(2007)
Amédé Two- Amédé Instrumental | N/A 1929-1934
Step (2007) |Ardoin
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The Pine La valse du |Canray Instrumental | N/A 1981
Leaf Boys |vieux Fontenot
charpentier
(2006)
Les barres deCanray French No 1971-1973
la prison Fontenot
(2006)
The Sound ofBelton French No Unknown
Loneliness |Richard
(2010)




Appendix 4

Les Amies Louisianaises:

Transcription 1: Les veuves de la coulée from Lie @hevrolet (originally by the Rayne-

Bo Ramblers/Bob Wills)

French

IPA

C'est les veuves de la coulée

Qui est parties au village

Pour acheter du petit coton jaune
Pour faire des petites mimines
Pour les belles petites filles

Pour les belles petites filles aller
Au bal chez Joe, yé yaille

C'est les veuves de la coulée

Qui est parties au village

Pour acheter du petit coton jaune
Pour faire des petites calottes
Pour les belles petites filles

Pour les belles petites filles aller
A Grande Basile

C'est les veuves de la coulée

Qui est parties au village

Pour acheter du petit coton jaune
Pour faire des petites mimines
Pour les belles petites filles

Pour les billes petites filles aller
Au bal chez Joe, yé yaille

se le veev dla kule
ke pati o villaz

pur ajte dy ti cotdzon
pur fear de tit mimin
pur le kel tit fij

pur le kel tit fij ale

0 bal se o je jqj

se le veev dla kule
ke pati o villaz

pur ajte dy ti cotdzon
pur fear de tit kalo
pur le kel tit fij

pur le kel tit fij ale

a gra bazi

se le veev dla kule
ke pati o villaz

pur ajte dy ti cotdzon
pur fear de tit mimin
pur le kel tit fij

pur le kel tit fij ale

0 bal se o je [q]




Ganey Arsement:

Transcription 2: Le forgeron from Le forgeron (anglly by Venus LeJeune)

87

French IPA

S'en aller sa rule
Quais, la-bas we laba
Ouais, la-bas we laba
Chez Oncle André se nokadce

Pour avoir un bon temps

Tout nous voir, nos bons amis

Tu connais tous les jours

Lui il est |a, apres brailler

Cac'est dréle

Et comme dit l'autre

Ouais bébé, comment moi je vas faire

S'en aller au Lac Charles

C'est pour voir nos bons amis
Rencontrer utblacksmith man

(I'a) un ouvrage, mais, toute la semaine
Samedi au soir, tous les jours

Il travaille pour faire une belle vie
Samedi au soir, Tante Ella

Est paré pour s'amuser

pur awar € bo to

tu nu war no bd zami

ti kdne tu le ju

li e la apre braje

sa se dol

e kdm di la

we bebe cSmmws 3 va faer

5 nale u leelarl

se pu wir bd zami
rak3tre & bleeksn® maen
Genavraz me tut la snin
samdi aswar tu le jor

I travaj pu van kel vi
samdi aswar t3 ela

€ pare pu aimyze
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Transcription 3: La pistache a Tante Nana from aéron (originally by Sidney Brown)

French

IPA

Allons aller chez Oncle Saul
Pour voir les belles récoltes
Coton et le mais

La pistache a Tante Nana

Qui c'est aussi bonne

Griller en bas du stove

Les tartes meilleures sont
C'est la pistache a Tante Nana

Allons aller chez Oncle Saul
Pour voir les belles récoltes
Coton et le mais

La pistache a Tante Nana

Qui c'est aussi bonne

Griller en bas du stove

Les tartes meilleures sont
C'est la pistache a Tante Nana

al ale si nk fal
pur war le kel rikol
kat3 e lo mai

la pistaf a tAn rina

ki se osi bén

grije a ba dy stov

le tart mejoer sce

se h pistaf a it nana

al zale si Bk tfal
pur wa le kel rekol
kat3 e lo mai

la pistyf a Gt nana

ki se osi bén

grije a ba dy stov

I tart mejoer sce

se h pistaf a fit nédna




Transcription 4: C'est trop tard from Le forgeron

89

French

IPA

Oh ma chere petite fille

Il est trop tard pour brailler

Tu vas payer pour tout t'as fait
J'ai déja décidé

Il n'y a rien pour manger

Il (y) a pas de l'argent

Les petits braille tout le temps
Et mon cceur (me) fait du mal

Oh vilaines manieres

C'est trop tard pour changer
Les fenétres sont fermées
Et la porte partout barrée

Oh ma chere petite fille

C'est trop tard pour brailler

Tu vas payer pour tout t'as fait
J'ai déja décidé

0 Mo fee tit fij

i e tro tar pu kraje
ti va peje pu tu tu fe
3¢ dega decide

in & pur maze

il a pa do darza

le pati braj tu It

e b koa sa fe dy mal

0 vilén manjar

se to tar pur Jaze
le fonet S5 ferme

¢ la port partu bare

0 ma/fee tit fij

Se tro tar pur braje

ti va peje pu tu ta fe
3¢ dega decide




Les Freres Michot:
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Transcription 5: Deux pas de vieux temps from Leolae (originally by Willis Touchet)

French

IPA

Ton papa et ta maman

Ca me ressemble pas trop contents
Quand je passe pour te remasser

lls sont droite la aprés me guetter
Ca observe comme je suis habillé
Ca aime pas comme je suis peigné

Il y a une chose que moi je connais
Ca peut oublier le vieux temps passé

Moi je vois pas comme moi j'ai fait
C'est tout du trop des idées

Il y a une chose que moi je connais
C'est dur de partir et échapper

Ca observe comme je suis habillé

Et aussi comme je suis peigné

Il y a une chose que moi je connais
Ca peut oublier le vieux temps passé

t5 papa e ta niima

sa md rasdm pa tro kot
kda 3 pas putramase

I S5 dre la apre m gete

sa abaav kdm [yi abile

sa em pa kOm [yi pépe

I a &n fo3 ko m3 3 kdne
sa pee ublie lo vjee td pase

m3 3 vwa pa kdm mge fe
se tu dy o de zide

I a &n fo3 ko m3 3 kdne

se dyra parti e gape

sa abzaev kdm [yi abile

e osi ém Jyi pénje

I a € o3 ko md 3 kone

sa pce ublie lo vjee ta pase

Transcription 6: Ris-donc, Alladin, ris-donc frona ICaroline

French

IPA

Alladin est arrivé

AvVec un coeur aussi cassé

Il a changé son idée

Asteur ris-donc, Alladin, ris-donc

Il a trouvé des nouveaux amis

Il a sorti avec des jolies filles

Qui ont connu comment faire une vie
Asteur ris-donc, Alladin, ris-donc

aladé e trive

avek & ko osi kase

i laf33e $ nide

astoe ri d3k aladg ri d3k

i la tcuve de nuvoami
i la sorti avek de pli fij
ki 5 kdny kdma fae en vi
astoe ri d3k aladg ri d3k




Huval, Dupuy & Fuselier:

Transcription 7: Crawfish Festival Waltz from CajBand

91

French IPA

Oh mes chers amis 0 mefa Zzmji
Viens dans le chemin Vjé da la fme
De Pont Breaux da B bro

Au festival des écrevisses
Eou les cadiens viennent
Pour s'amuser

Oh mes chers amis

Viens dans le chemin

De Pont Breaux

La plus belle ...

Dans la Louisiane

Au festival des écrevisses

o festival di zekrives
aju le cage vjen
pu simyze

0 mefa zmi

Vj€ da ly fmée

da pod bo

la ply kel pla

da la lwizjan

o festival de zekovis




Lost Bayou Ramblers:

Transcription 8: J'étais au bal (Fariad) from Ligela Blue Moon (originally by Iry

LeJeune)

French

IPA

J'ai été au bal hier au soir

Je vas retourner encore a soir
Si l'occasion se présente

Je vas retourner demain au soir

Regardez-donc les jolies filles
Celles-la que j'aime autant
Moi je connais tout I'amour
Que moi j'/mo ai eu pour toi

J'ai été au bal hier au soir
Tout habillé en noir

C'est I'nabit que moi j'aime
Pour courtiser ma belle

A la fin petite fille
Quofaire tu/t'es comme ca
Quofaire donc tu veux
T'en venir & la maison

J'ai été au bal hier au soir
Tout habillé en bleu

C'est I'nabit que moi j'aime
Pour courtiser la belle

Il'y a (INautre/l'autre qui aime les blonde
Les autres qui aiment les brunes

Moi je suis pas comme fion

Moi je/Mo les aime bien tous les deux

zote zo lul jer 0 swu

o va artarni dkar a swar
si lokazj3 so preza

o va ratorne dmé swar

gade don lgoli fij
seh k 3em oté

m3 3 kdne tu Gimor
kom3 ey pu twa

te zo lal jer 0 swar
tu tabije za nwar
se labi ka m3 3ém
pur kotize mu bel

a la be tit fij
kofaa ti kdm s
kofeer da ti voe

td mnir a la Mmezd

zote zo fl jer 0 swar
tu tabije s blce

se labi ka m3 3ém
por kotize k bel

Sjot ki €m le bbn

le zot kigm le rGe
m3 [y pa kdm &

mo le Zm jee tu le doe




Transcription 9: Il m'envoyer from Vermilionaire

93

French

IPA

Pour sept grandes années
Tout j'ai fait c'est trainaillé
J'ai gamblé et buvé toute ma vie

Asteur c'est le bon jour
Que moi je m'ai réveillé
Moi j'ai vu ma vie j'ai gaspillé

Moi j'ai demandé
A ma chere et ma meére
Quoi je peux faire pour improuver ma Vvig

C'est la elle m'a dit
Mon néegre, faut dire adieu
Pour quelque'un, quelque’'un m'a poussz

Le soir je I'ai rencontrée
Moi j'ai vu dans ces yeux
Moi j'ai vu c'est toi il m'a envoyé

C'est toi il m'a envoyé
Pour m'aimer et soigner
La balance de ma vie sur la terre

pur sct brd zani
tu e fe se tenaje
3¢ gable e buve tut ra vi

asteer se 1o b3 30
ko m3 3 mereveje
m3 3e vy nu Vi 3¢ gaspije

m3 3e nmide
ama fa e m ma
=kwa 3 pce fae pur apruve nmu vi

se bha ma di
ma neg fo dic adsce
puc kekéekekGema porsdje

la swar le cakdtee
m3 3¢ vu di se zjoe
m3 3¢ VU Se tva e mivoje

se twa e ntvoje
pur méme e swije
la balds do ma vi sy la tee




The Magnolia Sisters:

Transcription 10: Ambrose's Song/Point Noir TwopStem Apres faire le boogie

woogie (originally by Ambrose Thibodeaux)

94

French

IPA

Ton petit négre il est apres arriver, chére

chere
Ta maman elle voulait pas me voir
Ton papa est tracassé dans ses yeux

Rappelle-toi le mardi passé, chére
J'ai connu tu voulais venir avec moi, che
Ton papa il voulait pas me voir

Ta maman elle a resté dans la porte

Rappelle-toi le mardi passé, chere
J'ai connu tu voulais venir avec moi, ché
Ton papa il voulait pas me voir

Ta maman elle a resté dans la porte

Ton petit negre il est apres arriver, chére
Par la fenétre tu veux rejoindre ton negr
chere

Ta maman elle voulait pas me voir

Ton papa est tracassé dans ses yeux

td ti neg ilapre rive fee

Par la fenétre tu veux rejoindre ton negrepar la fanet ti vee 3We t0 reg fee

ta mama e vule pa snwa
t3 papa e takase di se zjce

rapal twa lo mardi pasefee

i3e koni tu vule mni avek mwa
t3 papa i vule pa mo wa

ta mamaul a reste da la pr

rapal twa lo marcdi pasefee

13€ koni tu vule mni avek mwa
t3 papa 1 vule pa mo wa

ta mamaul a reste da la pc

td ti neg ilapre rive fee
epar la fonet ti vee 3wWe t0 reg [ee

ta mama e vule pa swa
t3 papa e takase di se zjce




Don Montoucet:

Transcription 11: J'étais au bal from Legendary @ajAccordionst (sung by Kevin

Naquin) (originally by Iry LeJeune)

French

IPA

J'ai été au bal hier au soir

Tout habillé en noir

Si l'occasion se présente

Je vas retourner demain (au) soir

J'ai été au bal hier au soir
Tout habillé en bleu

C'est ¢a I'habit que moi j'aime
Pour courtiser ma belle

J'ai été au bal hier au soir

Tout habillé en bleu

Et c'est ¢a I'habit que moi j'aime
Pour courtiser ma belle

Regardez-donc les jolies filles
Celles-la que j'aime autant
Moi je connais j'ai tout I'amour
Que moi j'ai eu pour toi

3¢ ete zo balg§r 0 swa
tu abije za nwa

(s)i lokeeda speza
3va trnedom?d swa

3ete zo bal ¢r 0 swa
tu abije 74 blce
(s)e sa labi k mizem
pu kotize ma lal

3¢ ete zo bal§r 0 swa
tu abije za

(s)e sa labi k m3zem
pu kotize ma lal

rogarde dak le joli fij
sola k jem anta

M) 3 kone 3¢ tu lamur
mjJ 3¢ y pu twa




The Pine Leaf Boys:

Transcription 12: Les barres de la prison from Lasigue (originally by Canray
Fontenot)

French IPA

Oui goodbye cheére vieille mom wi gudba fae vij mim
Goodbye pauvre vieux pop gudba pov vjce p
Goodbye a mes fréres godba a me frae

Et mes cheres petites sceurs e mefee tit sce

Moi j'ai été condamné m3 3ite kddsne
Pour la balance de ma vie pu la bakis do ma vi
Dans les barres de la prison da le bar do la priz3
Moi j'ai roulé m3 3¢ cule

Je m'ai mis a malfaire 93 Me mi malaer
J'avais la téte dure zave la tet dyr

J'ai rentré dans le tracas € ratre di traka
Asteur je suis condamné astog [y kddane
Pour la balance de ma vie pu la llas do ma vi
Dans les barres de la prison da le bar do la priz3
Ma pauvre vieille maman ma pov vjej mbma
Elle s'a mis sur ses genoux a sa mi sy sesnu
Ses deux mains sur la téte se dce sy la tt
En pleurant pour moi a pload pur mwj
Elle dit, « Mm mm adimm

Cher petit garcon moi Jee ti guss mb

Je vas jamais te revoir 3 Va jame to wa

Toi t'as été condamné twa ta te Ibddne
Pour la balance de ta vie pu la bals da ta vi
Dans les barres de la prison » da le bar ds la priz5
Il a dit, « Chére vieille maman I a di fee VEj mama
Pleure pas pour moi ploa pa puc m3

Il faut tu pries pour ton enfant i fo ti pri pu B nafa
Pour essayer sauver son ame pur Seje sove s nam
De les flammes de l'enfer » do le flam do lafee




Transcription 13: The Sound of Loneliness from Bdokne (originally by Belton
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Richard)

French IPA

L'ennui c'est une maison lanyi seén me?
Qui a pas d'amour ka pa zamu
L'ennui c'est un homme lanyi se& mdm
Qui a pas de femme ka pa dfam
L'ennui c'est une téléphone lanyi cetelofdn
Qui sonne jamais ki s5n zame

Le son d'ennui lo S5 danyi
Apres me détruire apre m detir
Mets la musique me la myzk
Plus fort e ply for

Allons s'amuser al3 samyze
Allons faire accroire arien arriver ab fear akror arj€ arive
Aide-moi hauter ed mwb hote
Le son d'ennui lo S5 danyi

Le son d'ennui lo S5 danyi
Aprés me détruire apre m detirc
Mets la musique me la myzk
Plus fort e ply for

Allons s'amuser al simyze
Allons faire accroire arien arriver al3 feer akror arj€ arive
Aide-moi hauter ed md ¢ hote
Le son d'ennui lo S5 danyi

Le son d'ennui lo S5 danyi
Apres me détruire apre m detir

Le son d'ennui lo S5 danyi
Aprés me détruire apre m detirc




98

WORKS CITED

About. (n.d.).Cedric Watson & Bijou CreoldRetrieved April 22, 2014, from
http://www.cedricwatson.com/about

About the members. (n.dJhe Pine Leaf BoyRetrieved April 22, 2014, from
http://www.pineleafboys.com/bios.html

Ancelet, B. J. (1988). A Perspective on Teachimg‘Broblem Language” in Louisiana.
The French Revievd1(3), 345—-356.

Ancelet, B. J. (1991 Cajun country Jackson: University Press of Mississippi.

Ancelet, B. J. (2007). Negotiating the Mainstredime Creoles and Cajuns in Louisiana.
The French Reviev@((6), 1235-1255.

Balfa, D (1984). Interview by A. A. Savo@ajun music: a reflection of a peopunice,
La: Bluebird Press.

Bankston, C. L., & Henry, J. M. (1998). The Silemé¢he Gators: Cajun Ethnicity and
Intergenerational Transmission of Louisiana Fredolrnal of Multilingual and
Multicultural Developmentl9(1), 1-23.

Beal, J. C. (2009). “You're Not from New York Citypu’'re from Rotherham” Dialect
and Identity in British Indie Musiclournal of English Linguisti¢87(3), 223—
240.

Bentahila, A., & Davies, E. E. (2002). Language imixin rai music: localisation or

globalisation1.anguage & Communicatio22(2), 187—-207.



99

Blyth, C. (1997). The Sociolinguistic Situation©&jun French: The Effects of Language
Shift and Language Loss. In Valdman, A. (E&rench and Creole in Louisiana
(pp. 25-43). New York London: Plenum Press.

Brasseaux, R. A. (2009¢ajun breakdown: the emergence of an American-maakgc
Oxford; New York: Oxford University Press.

Brown, B. (1993). The Social Consequences of Witinuisiana French.anguage in
Society22(1), 67-101.

Brown, B. (1997). The Development of a Louisianarfeh Norm. In Valdman, A. (Ed.).
French and Creole in Louisian@p. 215-232). New YorkLondon: Plenum
Press.

Chaisson, B. (n.d.). Kevin Naquin Interview. Retad March 23, 2014, from
http://www.ossunplayboys.com/news2.html

Cheever, N. (2012, August 20). Teenaged Cajun beanas upon the past for its future.
NOLA.com Retrieved April 23, 2014, from http://www.nolarofnolavie/
index.ssf/2012/08/teenaged_cajun_band_draws_umpain.ht

Comeaux, M. L. (2006). Introduction and Use of Actions in Cajun Music. In

Brasseaux, R. A., & Fontenot, K. S. (Ed&gcordions, fiddles, two step & swing
Cajun music readefpp. 107-114). Lafayette, LA: Center for LouisigBiadies.

Dajko, N. (2012). Sociolinguistics of Ethnicity Francophone Louisianhanguage &
Linguistics Compas$(5), 279-295.

Darbone, L. (2006). Brief History of the HackbeRg@mblers. In Brasseaux, R. A., &

Fontenot, K. S. (Eds.Accordions, fiddles, two step & swing Cajun music



100
reader(pp. 399-405). Lafayette, LA: Center for LouisigBiadies.

DeWitt, M. F. (2006). Heritage, Tradition, and TeéndLouisiana French Culture Placed
on a California Dance Floor. In Brasseaux, R. AEétenot, K. S. (Eds.).
Accordions, fiddles, two step & swing Cajun music readgpp. 115-137).
Lafayette, LA: Center for Louisiana Studies.

Dubois, S. (1997). Field Method in Four Cajun Comities in Louisiana. In Valdman,
A. (Ed.).French and Creole in Louisian@p. 47-69). New York London:
Plenum Press.

Dubois, S., & Noetzel, S. (2005). IntergeneratidPattern of Interference and Internally-
Motivated Changes in Cajun Fren&ilingualism: Language and Cognitipn
8(2), 131-143.

Dunn, J. (2013, November 1Bresentation given at Tulane Universiyewcomb Hall,
Tulane University, New Orleans, LA.

Dutkova-Cope, L. (2000). Texas Czech Folk Music Btithic IdentityPragmatics
10(1), 7-37.

Emoff, R. (1998). A Cajun Poetics of Loss and LaggEthnomusicologyt2(2), 283—
301.

Floyd’s Record Shop: Cajun. (n.dBloyd’s Record ShofRetrieved February 2, 2014,
from http://www.flattownmusic.com/Floyds-Record-$hG523.aspx

Hahn, R. (2014, March 28). Changing tune: Youngu@apckers Feufollet showcase a
new sound225 Retrieved from

http:/lwww.225batonrouge.com/42014/Changing_tune



101

Henry, J. (1997). The Louisiana French Movementofscand Actions in Social Change.
In Valdman, A. (Ed.)French and Creole in Louisian@p. 183-208). New York
London: Plenum Press.

Hurtt, M. (2006). Vin Bruce. In Brasseaux, R. A. F&ntenot, K. S. (EdsAccordions,
fiddles, two step & swinga Cajun music readg(pp. 443-452). Lafayette, LA:
Center for Louisiana Studies.

Klingler, T. A. (1997). The Lexicon of Louisianadfrch. In Valdman, A. (Ed.French
and Creole in Louisiangop. 145-177). New YorkLondon: Plenum Press.

Klingler, T. A. (2005). In Albert Valdman, Julie Ayer, & Deborah Piston-Hatlen (Ed.).
Le francais en Amé&yue du Nord : état présen{pp. 349-367). Sainte-Foy,
Québec: Les Presses de I'Université Laval.

Laird, T. E. W. (2006). Country Chameleons: Cajanghe Louisiana Hayride. In
Brasseaux, R. A., & Fontenot, K. S. (Edégcordions, fiddles, two step &
swing: a Cajun music readet.afayette, LA: Center for Louisiana Studies.

Leadbitter, M. (2006). Harry Choates: Cajun Fiddite. In Brasseaux, R. A., &
Fontenot, K. S. (Eds.Accordions, fiddles, two step & swing Cajun music
reader Lafayette, LA: Center for Louisiana Studies.

Lindahl, C. (2006). Grand Texas: Accordion Musid &ifestyle on the Cajun Frontiere.
In Brasseaux, R. A., & Fontenot, K. S. (Ed&gcordions, fiddles, two step &
swing: a Cajun music readdipp. 83-96). Lafayette, LA: Center for Louisiana
Studies.

Lost Bayou Ramblers. (n.d)ost Bayou Rambler©fficial Home Page. Retrieved April



102
3, 2014, from http://lostbayouramblers.com/

Mattern, M. (1997). Let the Good Times Unroll: Musind Race Relations in Southwest
Louisiana.Black Music Research Journdl7(2), 159-168.

Mattern, M. (1998). Cajun Music, Cultural Reviv@heorizing Political Action in
Popular MusicPopular Music and Societ22(2), 31-48.

Meet the Sisters. (n.d-Jhe Magnolia SistersRetrieved April 22, 2014, from
http://www.magnoliasisters.com/meet.html

Mutu, M. (2005). In search of the Missingabti Links—Maintaining Both Ethnic
Identity and Linguistic Integrity in the Revitalizan of the Miori Language.
International Journal of the Sociology of Languag@05172), 117-132.

Natsis, J. J. (1999). Legislation and Language: Hdlgics of Speaking French in
Louisiana.The French Review3(2), 325-331.

Papen, R. A., & Rottet, K. J. (1997). A Structuséietch of the Cajun French Spoken in
Lafourche and Terrebonne Parishes. In ValdmanE4.)(French and Creole in
Louisiana(pp. 71-108). New YorkLondon: Plenum Press.

Picone, M. D. (1997). Enclave Dialect Contractidn:External Overview of Louisiana
French American Spee¢ir2(2), 117-153.

Rabalais, N. J. (2010). Dedans la porte d’en arigiternative Language Acquisition
Methods of Comtemporary Cajun and Creole Musicantsthe Resulting
Symbolic Representation of French Louisiana CulAbeoad. Unpublished
manuscript, University of Louisiana at Lafayettefayette, Louisiana, United

States.



103

Riley, S. (2010). Interview by N. J. Rabalais. Desléa porte d’en arriere: Alternative
Language Acquisition Methods of Comtemporary Cand Creole Musicians
and the Resulting Symbolic Representation of Fremehsiana Culture Abroad.
Unpublished manuscript, University of Louisiand.afayette, Lafayette,
Louisiana, United States.

Ryon, D. (2002). Cajun French, Sociolinguistic Kedge, and Language Loss in
Louisiana.Journal of Language, Identity & Educatioi(4), 279.

Savoy, A. A. (1984)Cajun music: a reflection of a peopEunice, La: Bluebird Press.

St-Hilaire, A. (2005). Louisiana French ImmersiotiuEation: Cultural Identity and
Grassroots Community Developmedburnal of Multilingual and Multicultural
Development26(2), 158-172.

Thibault, A. (2013). Le francais de Louisiane at smcrage historique dans la
francophonie des Amériques. Unpublished manusddipityersité de Paris 1V,
Paris, France.

Tsunoda, T. (2005).anguage Endangerment and Language Revitalizahienw York,
NY: Mouton de Gruyter.

Tucker, S. R. (2006). Louisiana Folk and Regiora@W®ar Music Traditions on Records
and the Radio: An Historical Overview with Suggess for Future Research. In

Brasseaux, R. A., & Fontenot, K. S. (Edégcordions, fiddles, two step & swing
Cajun music readet.afayette, LA: Center for Louisiana Studies.

Valdman, A., & Rottet, K. J. (2010Rictionary of Louisiana Frenchas spoken in

Cajun, Creole, and American Indian communitiggckson: University Press of



104
Mississippi.

WIKITONGUES: Louis speaking Louisiana French & Esigl(2013). Retrieved from
http://www.youtube.com/watch?v=1R5dPw4sYrE&
feature=youtube_gdata_player

Who are Les Amies Louisianaises? (n.dgs Amies LouisianaiseRetrieved April 22,
2014, from http://les-amies.com/

Wirt, J. (2009, July 31). Creole music was thetstgrpoint for Joe Hall.
ZydecoOnline.conRetrieved from http://www.zydecoonline.com/dedén.php?

name=news&file=article&sid=302



