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Hflii singing and word-tones
Kammu

Hakan Lundstrom and Jan-Olof Svantesson

This article has the double purpose of analysing a Kammu singing style
known as hrli, and of using material from hrlii songs to test a number of
problems in Kammu tonal phonology.

In hrli, all syllables have approximately the same duration, which is
certainly not the case in speech, where there is a contrast between long and
short vowels, and where there are unstressed ‘minor syllables’ with a very
short non-phonemic schwa vowel which often disappears completely. This
makes A7l an ideal medium for studying the tones of minor syllables.

We will show that the melody of a hrlii song is derived from the lexical
tones of the words which make up the song. This analysis is established from
major syllables, and by assuming that the same principles apply to minor
syllables as well, the linguistic analysis of minor syllable tones made on
independent grounds in Svantesson 1983 could be tested.

Linguistic background

The Kammu language belongs to the Mon-Khmer branch of the Austro-
asiatic language family. It is spoken by more than 500,000 people in northern
Laos and adjacent areas of Vietnam, Thailand and China. There are three
major dialects, Northern, Western and Eastern Kammu. The Yuan variety of
Kammu treated here is a sub-dialect of Northern Kammu, spoken in the Nale
area in the southern part of Luang Namtha Province. Northern and Western
Kammu have developed a system of two tones, high and low (denoted ~ and
*, respectively), while Eastern Kammu, spoken further to the east and south
in Laos, and also in Vietnam, retains the original state without distinctive
lexical tones. The tones have developed from voiceless and voiced initial
consonants, which gave rise to high and low tone, respectively. For example,
the Fastern Kammu minimal pair klaay ‘eagle’ vs. glaay ‘stone’ with
voiceless vs. voiced initial consonant corresponds to Northern Kammu kldan
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vs. klaay with high vs. low tone; see Svantesson 1983 and Svantesson &
House 2006 for Kammu tones and tonogenesis.

Like many other Mon-Khmer languages, Kammu has two kinds of
syllables, usually called major and minor syllables. Minor syllables are
unstressed syllables, whose syllabic element normally is a non-phonemic
schwa vowel (not indicated in the phonemic transcription). They always
precede a major syllable, and a word cannot consist of only a minor syllable.
Words consisting of a minor and a major syllable are called sesquisyllabic.
Examples are: knimii [kdm.mid] ‘human being, Kammu’ and kmuiul [k3.mu:1]
‘silver’.

According to the analysis in Svantesson 1983, minor syllables carry a
tone, which in most cases can be predicted from its segmental composition.
There is a potential minor syllable tone contrast only when the minor syllable
consists of two consonants and has an unaspirated stop as onset. Due to a
tone assimilation rule, the contrast can appear only when the tone of the
following major syllable is low. Examples of minimal pairs are prjka ‘to wear
by the ear’ vs. prka ‘shy’ and pfnd ‘broom’ vs. prnd ‘carrying-sling’. See
further Svantesson 2004 and Svantesson & Karlsson 2004 for minor syllables
and tones on them.

The functional load carried by the minor syllable tone is low (only about
10 minimal pairs have been found), and the differences in fundamental
frequency between the two tones on minor syllables, which are unstressed
and short, are small and perceptually not very salient. Furthermore,
contrasting minor syllable tones have not been reported for other Mon—
Khmer languages with an otherwise similar tone development as Kammu.
For these reasons, the analysis of minor syllable tones in Svantesson 1983
may be subject to some doubt, and it is one of the purposes of this article to
present independent evidence from hrlii singing which shows that analysis to
be correct.

Word-tones and music

The study of the interaction between music and language is a small but rather
active branch of musicology. The studies range from word-and-music
relationships in German Lieder to the application of generative grammar and
cognitive science to musical style. Ethnomusicologists who come in contact
with the music of cultures with tone languages can hardly avoid developing
an interest in the relationships between musical pitch and word-tone.
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Nettl 1958 and List 1963 contain general observations concerning the
boundaries of speech and song. Chinese singing and recitation has drawn the
attention of several scholars, among others Chao 1956, who defines different
singing styles with differing pitch/word-tone relationships, Liu 1974 on
Kangii opera, and Yung 1983 on Cantonese opera. Thai song has been
studied by among others Morton 1974 and Mendenhall 1975.

In the case of Chinese, Thai and other tone-languages in Southeast Asia,
which have several tones, the relation between pitch and word-tone is
normally rather complex and not always predictable by simple rules; see for
example Tanase-Ito 1988 concerning Thai court song. Concerned with
Mandarin Chinese, Wee 2007 sets up rules that take into account salient parts
of the word-tones and their combination with musical stressed tones.

Wiingler 1958 has discussed matters of song and speech concerning the
Hausa language in Africa. The literature concerning some African tone
languages shows more similarity to the northern Kammu dialect with two
tones. Among these studies are Welch 1974 on Yoruba praise poetry.

Oesch 1979 concludes that in Yao tradition (Thailand) “if the song is
syllabic ... the level of the musical version is defined by the relative position
of a tone to its preceding tone” and “if the song is melismatic ... the
intonation of the word is expressed in music by an ascending or descending
melismatic configuration”. He also notes that final formulae are musical
culminations where the musical movement often dominates.

Lundstrom & Tayanin 2006 and Lundstrom 2008 show how the vocal
tradition of the Kammu can be seen as a mono-melodic system in which a
large number of orally transmitted poems, tfndom, are sung according to a
limited number of melody types, varying with the situation. The singing is
orally transmitted and each performance constitutes a re-creation of the
tfndam which includes a certain amount of variation both with regard to the
poetry and the way it is fitted with the basic melodic structure.

The most complex singing style is called téom. In this singing manner the
relation between pitch and word-tone is not clear-cut and simple. In parts of
the singing, musical factors dominate over the word-tones (music-pitch
centration) and in others the word-tones dominate (word-tone centration).

Hfli singing

One of the other singing manners is called hrlii. In this singing style the
word-tones are clearly dominating. The ratio between musical pitch
dominance and word-tone dominance can be approximated to 10:90 (see
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further Lundstrom 2008). To quote Chao 1956 on Chinese singsong: “it is
speech minus the element of intonation”. However, hfli differs from speech
also in another important aspect.

As will be shown below, hflii singing is strictly syllabic, i.e. each tone in a
song corresponds to one syllable. For the main part it employs only one tone
duration — the only exceptions are the penultimate syllable of a line and the
very last syllable of a stanza, which are longer. With these exceptions, each
syllable is given the same length regardless of vowel length. A minor syllable
is, without exception, treated in the same way as a major syllable and is thus
given a much longer relative duration than in speech.

For the main part of the performance, the hfli singing is limited to two
pitch levels — the only exception being a few syllables in the beginning of a
poetic line after a pause, which are sung to an extra-low tone and can be
considered as an introductory formula. The interval between the two

dominating pitches varies from a 2nd to a minor 3rd, which means that the

pitches can be easily recognized by ear. As will be seen below, the high and
low singing pitches are almost invariably used for high and low word-tone,
respectively.

Material
The recorded material consists of performances by one Kammu informant,
Kam Raw (Damrong Tayanin), coming from the Yuan dialect area of
northern Laos. A ‘studio sample’, which was sung on the informant’s own
initiative, consists of 12 performances and 909 syllables in total. A ‘labora-
tory sample’, which was sung on the request of the researcher (HL), consists
of 24 performances and 1,393 syllables. Finally, there is an ‘experiment
sample’ consisting of another 12 performances, which the informant had not
sung in this style before, which was made in order to test predictions of the
rhythm and pitches relative to word-tones. A fourth sample consists of 2 per-
formances by other Yuan informants. In total then there are 50 performances.
A musical transcription of all songs was made by one of the authors (HL).
For a simplified transcription of a h#li performance see Figure 1. The three
initial syllables of the 1st and 5th lines are sung according to the initial
formula and not according to word-tone. The minor syllables of the final
words of lines 2, 4, 6 and 8 are long because they fall on the penultimate
syllable (cf. the penultimate syllables of the other lines). The 4th syllables of
lines 6 and 8 are also minor syllables, but are sung at the common short
duration. Note that one of them is sung high and the other low.
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Total time appr. 14 seconds; J=260
Pitchlevels: lowest (1) low (L} high(H)
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kson noay nd rey- kil ks - mimn
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sy mdh  kion ndwy nd -
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kion ndony nd han- tagk ks- numm
Translation:

[ am a food-tray still soft,

a food-tray still soft, a stepped-on tree-trunk.
I am a food-tray still soft,

a food-tray still soft, a stepped-on tree-stump.

I say,lam a child still small, )

a child still small, less than knee-high.
1 am a child still small, )

a child still small, just about knee-high.

Figure 1. An example of hfli singing.
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kré  ndoy dom plan plun taak
TR S S W N N s
kré  niop dan  plun  plun kil

d by N |
kion nim ng kil ngun
I Y J
kdom ndon ne taak ndun
H H L H

Figure 2. The same performance as in Figure 1.

The minor syllables and initial formulas are cut out and the lines of the poem have been
re-grouped to show consistencies in the intonation of word tones (H = high, L = low word-
tone).

In Figure 2, the lines of the same poem have been re-grouped in order to
show that the same word combinations are given the same intonation in all
cases when they occur, for examble aay madh = low-low (LL) 3 times out of
three, kdon ndoy né = high-~high-low (HHL) 2 times out of two, and so on.

As can be seen, there are no exceptions to the word-tone recitation in this
performance. This is normal for the h#lii style of singing and deviances occur
very seldom, as will be shown below.
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Hrlii singing as evidence for some linguistic problems
Syllable structure

According to the linguistic analysis in Svantesson 1983, the consonant
clusters pl-, pr-, tr-, cr-, kl-, kr-, kw-, khw- and no others can occur as major
syllable initials. Words that begin with any other consonant cluster are
sesquisyllabic, i.e. consist of a minor and a major syllable. For instance, klé
‘husband’ and kwda ‘more than’ are monosyllabic while c/don ‘boat’ and twd
‘fern’ are sesquisyllabic ([c3.13:g], [t5.w4Z]).

All words in the hrli performances which begin with a consonant cluster
are listed in Tables 1--3. Table 1 shows those cluster-initial words that were
sung as one tone. As seen there, all such words have one of the admitted
consonant clusters listed above as onset, and all onset clusters are
represented, except khw- which has been attested only in a few Lao loans. In
addition, all monosyllabic words with a single consonant onset were sung as
one tone. All words with another initial consonant cluster were sung as two
tones (Tables 2-3). These data show that h7li is strictly syllabic and in
complete agreement with the syllable division made on the basis of the
spoken language in Svantesson 1983.

Tones of monosyllabic words

The relation between singing pitch and lexical word-tone (as found in the
unpublished dictionary by Svantesson, Tayanin, Lindell & Lundstrom) was
checked for monosyllabic words in the hfli material (outside the introductory
formulas). For the studio sample, the hflii tone and the word-tone agreed in
666 out of 606 syllables, i.e. 100%, and for the laboratory sample in 1,146
out of 1,150 syllables (99.7%).

Two mismatches concerned two Lao loanwords (déc ‘also’ and tém “fill’)
which both were sung fow once and high once. Because of influence from
Lao, such words may be tonally ambivalent. The two other mismatches are
the words cda ‘shall’ and tda ‘don’t’, which both were sung according to the
lexical tone in several instances, but to the other tone once each. These words
are function words which are often unstressed in normal speech. The other
two samples, as well as the two performances by other singers, show similar
characteristics, with only an occasional mismatch between lexical tone and
singing pitch. This demonstrates that hilii should be seen as a technique of
performing tfnaam.
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Table 1. Monosyllabic words with an onset cluster in the hlii material.
The frequency of each word in the entire material is indicated.

Kam Raw:

cra to weed 4 kriag Java plum 4
crah pale 3 krf bulbul 3
cri taboo 4 kwdac pass over 3
cri banyan 4 plaa chop 4
criil gold I plaas sand snake 1
crdoy scoop I plah side 3
crian Diospyros S plé fruit 6
criuk deep 1 plia beautiful 21
kla coucal 1 pliat go off 3
kia wild sugarcane 1 pldoy calf of leg 2
kldak cluster I pldoy rat snake 1
klday eagle 4 pldoy abandon 5
klaay stone 4 plin sprout 5
klaat leave { praay trap 2
kldm carry 2 preet carpetgrass 2
ki3 hair 2 pri forest 4
kldom chock up 1 priay people 21
kiger peep 2 priim ancient 4
klia travel around 2 priip drum 2
kiiag in 2 prim overgrown 4
kioh log 2 prd wish 8
klék hogplum 2 praok squirrel 1
ki6oy necklace 2 proom friend 2
kI snail I pri to smoke 3
kidok white I traan lexpressive] 4
kldot treevine 2 tréan hornbill 2
kluy tumble 4 trd a fruit 2
kldus a herb 1 trim level 2
tréon throat 4 trd able 3
kréas laugh 1 trdoc draw out 2
kréh unwrap 2 tria Maranta 1
kre low table 15

Other performers:

klah cut 5 pldo not at all 3
krdoy Mekong 2

Inspection of monosyllabic words, whose word-tones are linguistically
unproblematic, thus shows an almost complete agreement between the word-
tones and the tones used in hflii singing. In what follows, this fact will be
used to test the analysis of minor syllable tones under the assumption that the
tone sung in hrlii reflects lexical word-tones in this case as well.

Minor syllables consisting of only one consonant

At least in slow speech, minor syllables consisting of one consonant are
usually pronounced with a schwa vowel following the consonant (e.g. kmuiul
kd.mu:l] ‘silver’). All sesquisyllabic words in the AFli material with such
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minor syllables are listed in Table 2. It can be seen that they are invariably
sung as two syllables.

These words can be divided into three groups depending on their expected
tonal behaviour, depending on the type of consonant the minor syllable
consists of:

(a) voiceless unaspirated stop (p, t, ¢, k),

(b) voiceless fricative or voiceless aspirated stop (s, &, ph, th, ch, kh)

(c) voiced liquid (/, r)

Words in groups (a) and (b) always have the same tone on the minor and
major syllables, which can be analyzed by assuming that the domain of the
tone is the entire sesquisyllabic word (Svantesson 1983). For words in group
(a), the tone can be either high or low, but for words in group (b) the tone
must be high.

These assertions are supported by the Aff in the Kam Raw material, the
two syllables of such words are sung on the same tone in all but two or three
occurrences. The word knifun ‘knee’ is sung high~low once, which may be
the result of unclear intonation (it is the final word of a song). The word
ktdan ‘plain’ was difficult to hear. A real exception is the Lao loan-word ptiu
‘gate’ which was sung low—high.

In the two songs by other performers, the word skii ‘today’ is twice sung
on what seems to be low—low and twice high—high. The low-low occurs in
the beginning of sentences and should possibly be interpreted as initial words
which are not recited in agreement with the word-tones.

The two words k7fip ‘centipede’ (1 token) and p?2dat ‘sore’ (3 tokens) are
consistently sung as high-low by the third informant, which suggests that he
treats words with this structure (beginning with a cluster consisting of an
unaspirated stop and a glottal stop) differently from Kam Raw, although their
dialects are very close to each other. In the Kam Raw material there is only
one word of this kind, k?da#i ‘wasp’, sung as high-high, as expected.

The third group (¢) of words have a minor syllable consisting of one of the
liquids / or r. In Svantesson 1983, such minor syllables are analysed as
having their own tones, which must be low, regardless of whether the major
syllable tone is low or high. This assertion agrees completely with the hrli
material.
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. . Other performers:

Table 2. Words whose minor syllable consists of one consonant. Kkmiat salted meat K.miat 4

. . . . . . kydopg Sichuan pepper k3.ydon 2
For each word, the lexical form and the ways it was sung in the hrli material and their KZiip centipede Ka.qip* 1
frequency is indicated. The symbol ° indicates that this part of the word belonged to the plaat sore pd.7ar* 3
introductory formula. Mismatches between lexical tone and singing pitch are marked *. scéay elephant sb.cdag 2

skii today sd.kii 2 so*kii®? 2
Kam Raw: rkaaii a tree ro.kdafi |
a. Minor syllables consisting of an unaspirated stop:
15 iverbank 515 3 , .
(cm:;gg ?0‘;;. an ggno‘gn 2 Minor syllables consisting of two consonants
ll;rgé} , Wlhl(:h tz;.me’ | % At least in slow speech, minor syllables with two consonants are pronounced
knéuu f;tver kg:géuu 2 with a schwa vowel betweeen them, e.g. pfloy [pérlog] ‘gate’, and all such
Erﬁ’ {(hat one {zé'm’ % i 1 minor syllables have a tone of their own. All sesquisyllabic words in the hflii
k?{;‘g} c::lf kz.&l:;n 7 ko® taam® 3 o-nuun material with these minor syllables are listed in Table 3, where they are
llztéag plain iz?.téag % divided into three classes depending on their expected tonal behaviour.
6 g £6, . . . o .
ktggt 2§cbkle kzm‘{t 1 ko' tant® 1 Words in group (a) have a minor syllable with an initial unaspirated stop.
kza'}aﬁ wasp ké-iéaﬁ % These minor syllables can have either high or low tone, with the restriction
eturn 0.KAa4a] . .

gn?xiy :eymite hifl gé,n‘;my 1 that a sequence of two high tones never occurs. Words in group (b) have a
pté soil pa.té 1 two-consonant minor syllable beginning with s or 4. Such minor syllables are
ptAat burning pa.tiat 2 . . lysed 1 havine hich t G ds. finally. h .
ptiiu gate o pa'tiu 1 pa.tiu* 1 analysed as always having high tone. Group (c) words, finally, have a minor
pwaay sky ps.waay | syllable beginning with / or r, and they are analysed as always having low
pyaa title po.yaa 2 . £ Table 3 . .
pyé send pdys 1 po’ye’ | tone. Inspection of Table 3 shows that these assertions are in almost complete
tkdn bamboo rat L to"kan® 1 agreement with the hflii material. There is only one word, krlak ‘drum’,
tkiiut buttonquail td.kdut 1 . . . .
tlaa thin bamboo Blha 2 which is not sung in agreement with the word-tones on one occasion.
tldoy banana tdldoy 2
b. Minor syllables consisting of k, s or an aspirated stop: COHC]US.IOH . .
hyfar hen hi.yfar 3 By analysing how monosyllabic words were sung in the hfli style, the rules
2?%313 teclyfigt;am séchay 4 o kii* 6 for this type of singing were established. Hfl# was shown to be strictly sylla-
sléep chives sdléep 2 bic, and all syllables have approximately the same duration. After an intro-
si6h walk $5.16h 3 sa"loh® 1 3 :
dl3ok barbet S50k 10 duc.tory formula sung on a very low tone, the hfli tones faithfully reflect the
sndam court $9°.naam’ 1 lexical tones of the Kammu words.
spat grab s3.pat I : : :
b3 giant bamboo o ps I o' po 1 There was n.o fxotlceable d{ffereflce in Fhe exactness of the three‘ salees
stm onion s6.fm 2 sung by the main informant Kam Raw, which means that he uses hrli singing
khdat pineapple kho.dat 1 as a technique which he can apply to poems (tfndom) he has never sung
c. Minor syllables consisting of 1 or r: previously in that manner (as in the experiment sample).
ltreey [expressive| Btreey 1 The two available hfli performances by other informants agree completely
12%n lexpressive] 13.7en 1 ith th f Kam Raw in th £
128t [expressive| B2t 1 with those of Kam Raw in the treatment of word-tones and syllables,
rhéag bamboo rdhdag 1 ro"hdap 1 indicating that hrli singing is a general technique.
riaay turn over ralaay 2
rsiut burst ro.stut 2
rwaay tiger rd.waay 2
ryéey nearly over R.ysey 1 ro’.yeeny’ |
rydol gibbon rd.yool 2
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. . k tjrap call each other tdprap 1
Table 3. Words whose minor syllable consists of two consonants “ thca grow apart térea 2 tor'.ca® 1
trkdt thought tér.két 2 tar"ket” 1
For each word, the lexical form and the ways it was sung in the hfli# material and their t}'k})éﬂ separate tor.khdn 2 . .
frequency is indicated. The symbol ° indicates that this part of the word belonged to the ttkdot lizard L. ter’ koot® 2
introductory formula. Mismatches between lexical tone and singing pitch are marked *. trnay roofed tornag 2
trttep grow closer tér.tzep |
S R titi center tér.ti 2
Kam Raw . . > double Bro 2
a. Minor syllables with unaspirated stop onset: ~ thyes call each other téryes |
cithd plug con.hd 2 10 cock.crow t3r.20 1
ehtri a plant con.tri 6 fidah| [expressive| tr.2l |1 tor®.2o0l° 1
chkleer peep con kiger 1
cpkoor bright cap.koor 2 b. The onsets A and s:
cpkwd - widen cop-kwd 1 hricd - sad hémcd 3
kipbom close ksl.péom 4 hripiat kudzu hdm.piat 2
kltagk a tree kol.taak 2 hripray horse hdm.prag 2
klw\aa echo kol.waa 1 . . hriiptut change skins hém.pdut 2
kl?aak crow kal® 7aak" 1 hriptiuy nest hém.ptiuy 2
knimi human being kem’.mu’ 1 ‘ hmtitue bend hém.tiue 2
keipo  atree kem.po 1 hilik  valley hénluk |
konf behind konnf 3 - hitiak  below héntaak 2
knn{ footprint kan.ni 1 kan’.ni® 1 . hilk recite hirhi 2
kiistun step on kdn.stun 2 ea R
kiwok  smack Kdnitrék 4 ken* trék 1 hifooy  float hérooy 2
katduy  hold ken.tiuy 1 - s ~ htnaa wet field hérnaa 1
kilak drum o ker’lak® 1 kér.lak* 1 hfya shoulder bag hérya 2
krliap fall kor.iag 2 smplé baby sém.plé 2
kinias pillow kor.nias 2 shlar lath séndar 1 san’lar® 1
kindon womb kérndon 2 ShIS bark s&n.ld 5
pramm cultivate pon.siam [ snitf wrist chain sén.ti 2
pizén |expressivel pén.2en | sitdor water pipe sén.tdor 4
pgka shy ; pogka 2 sitrith downstream sén.trih 2
ppk\ut lean against pgg.k\ut 2 shtiuf fair saii® tuud’ 1
g;}(é;ay gaplgoli?rted SZ;-E?)’ ; sfkom wear by the ear ség.kom 1 say’ kom”5
o0 ; 0T syroh go through séyrdh 3
p’r}{ak CO? tinue pgr.}x\ak ; sriiag cogongrass sériag 2 sar’liapg® 1
prog gate por. 99 o o stniit rubbing sérniit 1 sor’ niit” 1
prldoy float pér.ooy 2 par.looy” 1 stnim medicine sérnim |
g‘lrrgga gg?rryr?ng-sling perniet | por'md 1 stmiat locust st.miat 3
pitiy owner pirtly 3 stlyiut fair st.7ydut 1
pitih half hearted portih 2 ¢ The onsets [ and r-
prydop dragon par.ydog 10 ;118 . N 3 .
timdoy outskirts tél.mbog 6 %r\lk}\ll\;van well-built :gn.kl};van é lon® khwénl
tlpdk broken tdl.pdk 2 nd [expressive]| °y.na
triladi plaited tdm.laafi 2 rkpdok beautiful rok.gook 2
trpir pigeon Bmpir 2 rmylim clothes rdm.ygiim 1
triiph trough Bmpsh 2 rmpdoc caress ram.pdoc | ranf.p’oac“l
tmipsh bracken ©Bm.psh 4 mjcuy chamber e roy”.ciy 1
tihdoy joke ton” hooy* 2 kil about ropkdl 2
tikian ascent tdnkian 4 tan’ kfan® 2 mkday mountain ridge ran.kdoy 7
tHhid pool ton®lo° 2 ~ mtdoy staircase rdn.tdoy 4
thiaay bamboo mat thn.aay 2
ti7lus to sound tdn.dus 1 Other performers:
tokil tree stump topkil 2 chikrd pile up chnkrd 1
tokir to sound tz’ag.ktr 1 pipifi star porpii 1
ko to sound ks 2 tknéok [expressive] tdk.ndok 2
toni like that ten.ni 2
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hiniip spoon hér.nlip 1

shld bark sdn.1d I

shteh bowl sénteh 1

Impdon speak lam®.pooy’ |
Imtiay eggplant Idm.taag 2

rjcd [expressive] rag.ct 2

By applying the rules for hrli singing to sesquisyllabic words consisting
of one minor and one major syllable, it was found that both the syllable
division and the tones assigned to minor syllables in an earlier linguistic
analysis of the language correlated extremely well with what was found in
the hflii material, which thus provides independent evidence for that analysis.

The study of the h#li style of singing has proven to be fruitful from the
points of view of musicology as well as linguistics. This style of singing is
different enough from speech to function as a source of new information, and
at the same time is so close to speech that the linguistic information is not
distorted.

References

Chao, Yuen Ren. 1956. ‘Tone, intonation, singsong, chanting, recitative,
tonal composition, and atonal composition in Chinese’. In Morris Halle et
al. (eds.), For Roman Jakobson, 52-59. The Hague: Mouton.

List, George. 1963. ‘The boundaries of speech and song’. Ethnomusicology
7:1, 1-15.

Liu, Marjory. 1974. ‘The influence of tonal speech on K’unch’u opera style’.
Selected reports in ethnomusicology 2:1, 63-86.

Lundstrom, Hakan. 2008. [ will send my song ... Kammu vocal genres in the
singing of Kam Raw. Copenhagen: Nias Press.

Lundstrom, Hikan and Damrong Tayanin (Kam Raw). 2006. Kammu songs:
the songs of Kam Raw. Copenhagen: Nias Press.

Mendenhall, Stanley T. 1975. ‘Interaction of linguistic and musical tone in
Thai song’. Selected reports in ethnomusicology 2:2, 17-23.

Morton, David. 1974. ‘Vocal tones in traditional Thai music’. Selected
Reports in Ethnomusicology 2:1, 89-95.

Nettl, Bruno. 1958. ‘Some linguistic approaches to musical analysis’.
International Folk Music Journal 10, 37-41.

Oesch, Hans. 1979. ‘The music of the hilltribes in northern Thailand’.
Journal of the National Research Council of Thailand 11:2, 1-26.

Svantesson, Jan-Olof. 1983. Kammu phonology and morphology. Lund:
Gleerup.

HRLE SINGING AND WORD-TONES IN KAMMU 131

Svantesson, Jan-Olof. 2004. ‘Syllable boundaries in Kammu’. In Peter
Branderud & Hartmut Traunmiiller (eds.), Proceedings, Fonetik 2004, 152-
54. Stockholm: Dept. of Linguistics, Stockholm University.

Svantesson, Jan-Olof & David House. 2006. ‘Tone production, tone
perception and Kammu tonogenesis’. Phonology 23, 309-333.

Svantesson, Jan-Olof & Anastasia Karlsson. 2004. ‘Minor syllable tones in
Kammu’. In Bernard Bel & Isabelle Marlien (eds.), Proceedings,
International symposium on tonal aspects of languages (TAL2004), 177-

180. Beijing: Chinese Academy of Social Sciences.

Svantesson, Jan-Olof, Damrong Tayanin, Kristina Lindell & Hakan
Lundstrém. ms. Kammu Yian — English dictionary. Lund University.

Tanase-Ito, Yoko. 1988. ‘The relationship between speech-tones and vocal
melody in Thai court song’. In Laurence Picken (ed.), Musica Asiatica 5,
109-139.

Wingler, Hans-Heinrich. 1958. ‘Singen und Sprechen in einer Tonsprache
(Hausa)’. Zeitschrift fur Phonetik und Allgemeine Sprachwissenschaft
11:1,24-34.

Wee, Lian Hee. 2007. ‘Unraveling the relation between Mandarin tones and
musical melody’. Journal of Chinese Linguistics 35:1, 128-143.

Welch, David. 1974. ‘Ritual intonation of Yoruba praise-poetry’. 1973
Yearbook of the International Folk Music Council 5, 156-164.

Yung, Bell. 1983. ‘Creative process in Cantonese opera I the role of
linguistic tones’. Ethnomusicology 27:1,29-47.




