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1 

ABSTRACT 

Music is an integral component of human culture and while 

it appears that t is as universal as language in its 

existence, music is not a universal language, but like 

language. is culture specific. Exposure CO a broad historical 

and cultural range of music indicates that it is variously 

conditioned, proscribed, prescribed and motivated by intricate 

and often disparate social beliefs and custorns. 

Music, like language, is a highly effective and universal 

means of communication, and is also used to reach States of 

consciousness that transcend the ordinary awareness of the 

mundane world, creating its own universe of rneaning. These 

two elements -- enhanced communication and transcendence -- 

stand out as motivating elements in the music~ of various 

areas and cultures. 

The research involves cornparison of philosophies, musical 

processes and historical development of musical traditions as 

diverse and different from each other as classical Greek and 

Christian church music, the musical traditions of the peoples 

of India, select Native American groups, and Tlingit and 

Tamang shaman music, giving strong support to the thesis that 

music is a universal means for communication and 

irorisceïidenc~. 



The premise for this paper arose out of a desire to 

understand why we conventionally refer to music as the 

"universal language" without thinking about what that 

phrase truly means. 1 had been encouraged, as an 

undergraduate student, to explore the tendency to use 

terminology that was not necessarily suitable for the field 

of music, and it was this exploration that led to the 

development of the central argument for this paper. 

Without the help of knowledgeable committee members, 

this paper would not have been possible. 1 am extremely 

grateful to have had the assistance, guidance and expertise 

of each of the members of my committee. Professor Richard 

Burleson, committee advisor, a musicologist with 

considerable expertise in aboriginal music, greatly 

assisted and encouraged my pursuit of a Master's Degree 

through the Individual Interdisciplinary Program. Dr. 

Klaus Klostermaier, whose expertise in Eastern religions 

provided me with invaluable resources, enabled my focused 

exploration of a vast and daunting topic. Dr. Joan 

Townsend, with her anthropological expertise, provided me 

not oniy wicn a weaitn of information on o n  North 



American Native s o c i e t y  and Nepaiese shamanism, but a l so  

w i t h  r eco rd ings  of actual Tamang rituals upon which rny 

t r a n s c r i p t i o n s  and musical  a n a l y s i s  of t h e  same are based. 

1 arn deeply  indebted to each of  rny c o r n i t t e e  rnembers who 

f r e q u e n t l y  set aside t h e i r  own work whi le  p rov id ing  m e  w i t h  

suppor t ,  encouragement and guidance. 

I have a lso g r e a t l y  benefited from the e x i s t e n c e  of  

t h e  Native Music P r o j e c t  a t  t h e  University of Manitoba, 

through which I had f i r s t - h a n d  exper ience  w i t h  t h e  

traditional music, c u l t u r e ,  and p r a c t i c e  of Native 

Arnericans. The Project, which was CO-ins t ruc ted  by Richard 

Burleson and Cree e l d e r  and singer Walter  Bonaise, provided 

me with a foundation of c u l t u r a l  awareness through i t s  

i n t e r a c t i v e  approach.  

I would l i k e  to express my a p p r e c i a t i o n  to both 

Joseph ine  Kaczrnarek and Richard Burleson for the 

opportunity t o  p r e s e n t  my research i n  their classrooms. 

Q u e s t i o n s  and discussions that a r o s e  out  of these 

p r e s e n t a t i o n s  encouraged m e  to  examine my work from new 

perspectives. 1 am a l s o  indebted t u  Ms. Kaczrnarek for h e r  

encouragement in the p u r s u i t  o f  t h i s  degree. 

Final ly ,  I would l i k e  t o  thank  my farnily. Without 

t h e i r  c o n s t a n t  suppor t  and encouragement, t h i s  paper  would 

n o t  exist . 
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Chapter 1 

Introduction 

The following investigation set forth sets out to 

suggest the existence of a universal quality in music. It 

will do so through the exploration and comparison of 

general principles having to do with the cultural, social, 

historical and religious dimensions of music. It appears in 

fact, that if there is universality in music, it will lie 

in such dimensions as these. We can know this however, 

only by initially exploring such dimensions; therefore, 

while the present research does not pose an isolated 

argument and set out to prove it, it attempts to identify 

important features which may point to universal concepts, 

constructs, tendencies or ideation in music as an 

expressive phenomenon. 



with a working definition of music. Alan Lomâx States that: 

"Music is a universal phenomenon, but each 

culture has its own, and learning to understand 

another culture's music is in many ways like 

learning a foreign language." (1968: 6-11 

This definition, brief though it may be, suggests the 

distinct nature of each culture's musical expression. The 

statement that music is a l'universal language" rnay be a 

frequently used axiom, but it is rarely scrutinised for 

accuracy . 

Central Premises 

In opposition to the notion of universal language, it 

is more appropriate to argue that music is, rather, a 

culturally shaped phenomenon; it is a communicative device 

which embodies a whole range of expression capable of 

transcending language. With its many fonns, media, and 

cultural contexts, music does not constitute a single, 

universal expression, but expresses that which cannot be 

cormnunicated by language. We might argue that sacred music 

in particular, acting as a channel of communication between 

the mundane realm and the transcendent realm, may be 

described in terms of a response to the universal need for 

understanding and evocation of the transcendent. We can 



therefore take our centrai premis~ tc be as follows: the 

perception that music is a vehicle for communication is 

universally manifest through the need and desire for 

intercession between the mundane realm and the transcendent 

realm. This need is affirmed in the general exploration of 

selected musical tendencies which follows. 

The problems of terminology that may be encountered 

within the context of this work demonstrate some of the 

difficulties that exist within the field of musicology and 

music, itself. The existence of a largely practical focus, 

as opposed to the theoretical, excludes the study of the 

relevant language, and results in inherent problems created 

by the misuse and misunderstanding of terminology which is 

often borrowed from other fields. Therefore, for the 

purpose of the present research, it is essential to examine 

the terminology. 

In our use of conventional terminology, we promote 

specific conceptualisations in the musical context which 

prove problematic to our understanding. This is especially 

true given the tendency within the field of music to 

utilise technical tems with reference only to musical 

phenomena, largely in connection with European traditions 



and, moreover, without reference to philosophical, cultural 

or social factors. Indeed, the result may be an 

underestimation of music's broad significance, as we see in 

the field of music theory which, in fact, is a description 

of praxis, precluding (or tending to preclude) wide, 

critical exploration of genuinely theoretical issues. The 

following definitions are those of the author and are meant 

for the context of this paper only. 

We will encounter in the following material that which 

is clearly religious and/or sacred' and which facilitates 

communication with the transcendent . 2  In order to explore 

this in connection with music, it is important t o  

acknowledge the broader view of reality that exists in some 

societies. 1 will be exarnining the issues regarding 

"sacredn music with the recognition that not al1 societies 

and cultures have a distinct separation between the mundane 

ïbe word "sacraiw appcars in two d B i  cmtms: wnhin ibe saaiedlsemh dichotwry, 
g e n d y  in a Euro-arnerïcan conte* the sacnd having association with the transcendent and the 
se& having to do with the mundane or, d& of a Emo-Amcrican conicxt, the saaed or 
sacrality refers to connections with the transcendent and the resuIting reverence or respect fw that 
which is saaed. For cxample, some Native Ametïcau groups may CQllSider ?hc abiliiy to aeak 
music to be a divine gift - the resuiting songs thus, may have m e  atgree of d t y .  
Thdore, there are varying degrees of saaality more so than a ~8~ed/Secular dichotomy (as seen 
in the division of the music mto cerernoniaünm-ceremm*ai, sociai, war hctions etc.). 

"Tnmscgident/transccndenctW is d&ed hae as removaI fiom the mundane r& the ab* 
to achieve mdependence fiom if those who are mdependent Born i t  ln speajung about 
~ansccndent beings, we are dealing with the spiritaal rcaim, and the spintslbeings t6at inhabit i t  



realm and t h e  t r a n s c e n d e n t  realm. T h i s  b l e n d i n g  o f  

r e a l i t i e s  is e v i d e n t  i n  some N a t i v e  American' g roups  where 

t h e  s p i r i t u a l  o r  sacred is p r e s e n t  i n  everyday l i f e  and  

p a r t  o f  r e g u l a r  a c t i v i t i e s .  It is also p r e s e n t ,  though i n  

s l i g h t l y  d i f f e r e n t  form, i n  I n d i a n  s o c i e t y  where  r e l i g i o n 4  

and i ts  accompanying r i t u a l  is such  a s i g n i f i c a n t  p a r t  of 

l i f e  t h a t  t h e  s a c r e d  and s e c u l a r  o v e r l a p .  5 

Scope 

Although t h e  examina t ion  o f  s a c r e d  music w i l l  occupy 

t h e  m a j o r i t y  o f  my paper ,  it is i m p o r t a n t  t o  n o t e  t h a t  

t h e r e  w i l l  be some e x c e p t i o n s .  I n  t h e  c o n t e x t  o f  c l a s s i c a l  

Greek music,  t h e  £ocus w i l l  be on t h e  u n d e r l y i n g  t h e o r i e s  

and p h i l o s o p h i e s ,  r a t h e r  t h a n  on t h e  r e p e r t o i r e .  Mention o f  

music a s s o c i a t e d  w i t h  t h e  r e l i g i o u s  c u l t s  w i l l  be made, b u t  

t h e  s a c r e d / s e c u l a r  dichotomy w i l l  n o t  be t h e  major  f o c u s  o f  

t h i s  c h a p t e r .  Ra ther ,  by s e t t i n g  f o r t h  a d i s c u s s i o n  o f  

"Native American" will be used to descri'be the indigenous peoples of North America as 
distinct h m  the term Indian (having to do with India). For the most part, generalisations wll be 
avoided; wherever possible wmmuuity distinctions will be identified. 

4 "Religionn and "religious" in the sense of an orgauised religion with a recognised leader andior 
founder as in Chrïstianity, Buddhism, Iudaisn -as distinct fiom the spiritual or transcendent. 

' In music, this blending of saQed and secular is evidemt in the payer, or mangala stoko, that is 
spoken before every musical performance dether the music mi t '  is d or secuiar (Il. 
Kloste-er 200 L: personal c~mmrmicaîion; 1994: 65). 



fundamental Greek music theory and philosophy, 1 will lay 

the foundation for discussion of the music to follow. 

The second exception is found in the context of Indian 

music where, as noted, the sacred/secular delineation is 

not nearly so evident. Although different classes of music 

exist, strong connections to religion in everyday life mean 

that much of the music also has religious or sacred 

connotation. Vedic chant, one of the two genres to be 

discussed, has obvious connections to the sacred in its 

source: the sacred scriptures of the Vedas- In analysing 

the second genre, the wdga, it will become evident that 

while it has sacred connotations, it is less readily 

classified as either sacred or secular. 

Sample Parameters 

While music is not a universal laquage, it does have 

some universal aspects such as the existence of idiomatic 

usage of certain musical mechanics. An attempt will be 

made to illustrate these commonalities through a cross- 

cultural cornparison of musical examples. A representative 

sampling of examples from each of the following will be 

examined: Greek musical theory, early Christian repertoire, 

Native Arnerican (samples from numerous societies, covering 

a wide geographic area will be utilised including: Plains 



Cree, Blackfoot, Teton Sioux, Chippewa, Choctaw, Menominee, 

Pawnee, Nootka & Quileute, Pueblos, Yokut & Pauite), Indian 

(including Vedic music as well as "classical" repertoire) 

and the music of shaman ritual (Nepalese Tamang and 

Tlingit) . The examination of the musical material will 

include both analytical features (overall structure, 

melodic material tonal material, rhythrnic structure, ecc.) 

and consideration of societal functions. 

1 do not propose to cover al1 of the topics related to 

the transcendent in music. ïnstead, 1 have attempted to 

collect a representative sampling. 1 have chosen the five 

above-mentioned cultural contexts within which 1 have set 

forth an exploration of the use of music in communication 

with the transcendent; thus there are inevitably related 

and pertinent issues that will not be covered. 

Aithough this paper only deals with five contexts in 

which music serves as a vehicle for communication with the 

transcendent, other examples are to be found in Asian 

cultures, rock/pop music and transcendence, pop/folk music 

and ecstatic religions; these further support the arguments 

set forth in the following chapters. It must also be 

recognised that in the specific contexts of Native American 

and Indian music, the enormity of the repertoire 

necessitates selective sampling . Theref ore, the musical 



of t h e  r e p e r t o i r e  n e c e s s i t a t e s  s e l e c t i v e  sampiing. 

Therefore ,  t h e  mus ica l  examples t h a t  w i l l  be used f o r  

purposes o f  a n a l y s i s  and comparison a r e  p re sen t ed  as  

r e p r e s e n t a t i v e  of t h e  r e l e v a n t  groups. This  r e p r e s e n t a t i v e  

sample i nc ludes  music o f  t h e  C h r i s t i a n  church ( i n  t h e  form 

of  pla insong c h a n t ) ,  t h e  music of a Nepalese Tamang shaman 

r i t u a l  and musical  samples from t e n  North American n a t i v e  

groups . 6 

I t  should be noted t h a t  one t o p i c  t h a t  had t o  be  

omi t ted  which might be  o f  i n t e r e s t  t o  t h e  r e a d e r  is t h e  

e f f e c t  of music on t h e  b r a i n .  This  is p a r t i c u l a r l y  

i n t e r e s t i n g  i n  connect ion w i t h  t h e  musical  p roces s  by which 

shamans t r a v e l  t o  t h e  s p i r i t  realm. It is no t  p o s s i b l e  t o  

pursue  t h i s  t o p i c  here ,  b u t  t h e  fol lowing s o u r c e s  merit 

mention: C r i t c h e l y  and Henson (eds.),Music and t h e  Brain; 

Clynes (ed.) , Music, M n d  and the Brain: The 

Neuropsychol ogy o f  Music; and Rouget, Music and Trance, 

I n  t h e  course  o f  t h i s  paper ,  it w i l l  be sugges ted  t h a t  

t h e r e  is, i n  f a c t ,  an  unde r ly ing  p r i n c i p l e  i n  music t h a t  is 

See Frances Denmore: Mondan and Hidatsa Music, Norrhern llre Music, Papago Music, 
Seminole Music, as well as Yuman and Yaqui Music fw i n f i d o n  on other North American 
bniai musics. See Waiter Kan- The Egas of sourh India; Lndwig Pesch: The IIIu~tmred 
Contpanion fo Soulh Indian ClarsicaI Music; Sukamara Raya: Music of Easrem Indîu; and 
Emmm E White: Appreciating hdia's m 7 c :  An Inn-oduction m.& an Emphasis on the Music 
of Sourh India for more information on Indian music outside of the northern traditions. 



universal. Music can serve the function of achieving 

transcendence as a vehicle through which people become 

connected with their concept of transcendent beings. 

Whether this figure is referred to as Gad, the gods, 

Creator, the Spirit, Vi$?u, or Allah, etc., has no import 

in this particular instance. What is essential to grasp is 

that man is facilitating his communication with these 

figures through music. 



Chapter 2 

Greek Music Theory and Philosophy 

Introduction 

The musical philosophy of classical Greece is 

intertwined with the belief that music is the embodiment of 

great powers, having the ability to move the motions, to 

effect the natural world and to sway the gods. Orpheus, 

and the story of his music, is the consmate example of 

these beliefs, uniting the spiritual world with the mundane 

in its main character, Orpheus, the progeny of a union 

between a god (Apollo) and the Muse Calliope (Bulfinch 

1964:133). Orpheus, with his lyre and beautiful voice, was 

capable of overpowering the Sirens in his quest for the 

Golden Fleece, moving the gods of the underworld to tears, 

swaying both nature and beast, and rendering the weapons of 

the Thracian women harmless (Landels 1999: 150-151). 

Belief in these extraordinary powers stemmed from the 

association of music with the divine realm. Music was 

associated with the gods Apollo and Dionysus, as well as 

with the lesser demi-gods, the Muses. One illustration of 

this connection is found in the Greek word for music, 



mousike, which is derived from the adjectival form of the 

word muse (Grout 1988: 61. 7 

Music and ritual 

Music played a large role in religious rituals and 

festivals in Greece, constituting part of ". . . every act 
of worship, whenever people called upon, or prayed to, o r  

gave thanks to the gods." (Landels 1999: 2). The Greeks 

celebrated two major festivals in which music played an 

essential role: the Pana thenaia (associated with Apollo and 

Athena), and the Great Dionysia -- a festival associated 

with Dionysus, where music played a more prominent role 

(Landels 1999 : 2-3 ) . Greek philosophy supported the idea 

that music descended from the godly reolrn and, as such, 

carried some of the same powers. 

As a result of its divine connections, music played a 

significant role in the religions and rituals of Greece. 

So closely was music tied to the religion, that the cults 

of Dionysus and Apollo had specific instruments and music 

associated with them: the twin-piped aulos was the 

instrument of Dionysus and the lyre was linked to Apollo. 

(Landels 1999: 3, 2 6 ) .  Particulas poetic or musical genres 

The Muses were the Y aster dems-go& respomble for vanous arts and sciences, 0 t h  caiied 
nponfmaftisticinspiration, 



were associatea with each instrument, reflectirig the 

general principles of their associated cult: the calming 

and uplifting music of the lyre (ode and epic) or the 

exciting, enthusiastic music of the aulos (dithyramb and 

drama)  gro ou^ 1988: 9; Landels 1999: 26, 81, 102, 157). The 

association of specific music and instruments with ~hese 

cults is a reflection of the belief that music has the 

power variously to elicit, condition, determine and alter 

the emotions. The doctrine of ethos stands as a central 

component of Greek musical thought (Grout 1988: 7). 

This doctrine holds that music has the power to 

affect, and ultimately determine the emotions of man, and 

the capacity to directly influence the workings of the 

universe. Plato subscribed to this belief and included 

detailed descriptions on the effects of music and specific 

modes of music in his writing. The discussion of music in 

education occupies the third book of Plato1s Republic and 

is mentioned in Laws.  Plato views music as a component 

leading to a balanced education and therefore to a balanced 

temperament. Out of his delineation of the different Greek 

modes (Mîxolvdian, Lydian, Phryqian, Dorian and Ionian) and 

their effects came his recommendations for music and 



instruments appropriate tc education and to the State 

(Republic III: 398-400, Jowett 1920:662; Landels 1999: 100- 

103;). Plato was unequivocal in his belief that once the 

laws of music had been set forth, innovation was to De 

avoided, as lawlessness in music fostered lawlessness in 

the State (Plato Republic IV 424, Jowett 1920: 686-687, 

vol. 1; also Plato Laws I I I  700, Jowett 1920: 474-475, vol. 

2) 

Aristotle believed that music accornplished emotional 

affectation through the doctrine of imitation. Music 

imitated or represented the whole range of human emotions: 

by listening to music that imitated certain emotions or 

passions, one would become imbued with that same passion 

(Aristotle Poli tics K I :  1340a8-22, 1340a39-1340b6 Barnes 

1984: 2126). In such a philosophical and political context, 

it follows that, in the minds of Aristotle and Plato, there 

was a "right" and a "wrong" kind of music for the 

signif icant reason of music ' s direct impact upon the state 

of mind and thus upon the individual's relationshi~ to 

society (Landels 1999: 100-101). 

Theorists and musical theories 

The musical ideals and philosophies of classical 

Greece exerted considerable influence upon the Middle Ages. 



Arguabiy greater, however, was the impocL of the Greek 

theorists.' Pythagoras, Aristoxenus, Cleonides ana Ptolemy 

influenced many of the central figures responsible for 

creating the musical literature of the Middle Ages. 

Cleonides (c. lst century CE), author of the treatise 

Hamonic Introduction, states that there are seven 

components to Greek music theory (Strunk 1965: 35): 

1) Notes: the harmonious incidence of the 
voice upon a single pitch 

2) Intervals: what is bounded by two notes 
differing as to height and depth 

3) Genus: a certain division of four notes 
4) System: what is made up of more than one 

interval 
5) Tonoi: any region of the voice, apt for the 

reception of a system 
6) Modulation: transposition of a similar thing 

to a dissimilar region 
7) Melodic composition: the employment of the 

materials subject to harmonic practice with 
due regard to the requirement of each of the 
subjects under consideration. 

It is the fourth component that we are concerned with most. 

For Cleonides, systems were the sound-patterns, or scalar 

configuration arising from combinations of intervals. 9 

8 "Theorist" is used here in the m e n t  sense of the study of the properües of musical sound. 
Thus, we make a distinction between the philosophical mament of music, as in PIato and 
Aristotle, and the description of its acoustïc propertik. 



The systerns were based upon t h e  s t ruc tura l  un i t  of a 

tetrachord. This  construction was lugical  t o  t h e  Greeks i n  

t h a t  the in te rva l  of a perfect fou r th  -- t h e  outer 

boundaries of a tetrachord -- was considered one of  the  

"concords" o r  consonances of G r e e k  musical theory (Grout 

1988: 10)  . Three types of tetrachords (dia tonic ,  

chromatic, enhamonic) were ident i f ied accordinq t c  the 

arrangement of i n t e rva l s  within t h e  outer two notes (Strunk 

1965: 3 5 ) .  Each tetrachord was named for  its posi t ion.  10 

Two tetrachords were placed one a f t e r  another t o  form a 

heptachord which, with duplication of its first degree, led 

t o  the octave; a systematic linking of component 

tetrachords and octaves thus gave rise t o  t h e  Greater and 

Lesser Perfect Systems (Landels 1999: 8 8 - 8 9 ) .  

The development of  Octave Species (Cleonides) or the 

Systen of Tonoi (Ptolemy) resulted i n  a c l a s s i f i ca t ion  

system t h a t  amse out of t h e  number of consonances found 

within each system. Cleonides found seven species of 

octaves which he delineated with t h e  e thnic  names: Dorian, 

Phrygian, Lydian, Mixolydian, Hypodorian, Hypophryqian and 

Hypolydian (Strunk 1965:41-42). It is  in te res t ing  to note 

'O See Grout f 988  11 for a d d e d  daCnption of rnchards, their positions and th& names. 



that the names àesignated by Ptolemy soincided with those 

of Cleonides. Both theorists believea that each tonoi or 

octave species had the ability to evoke different emotions; 

thus, they were in accord with the prevailing ideas of 

ethos. It is important to note that, while the Greek tems 

were carried aver into the later ecclesiastical modes, che 

tonal constructs thus described differ between Greece and 

the medieval era. 

Conclusions 

Music was an integral aspect of life in Ancient 

Greece, at least to the degree that we are able to judge 

from analytical and philosophical documents. It was 

studied alongside mathematics, rhetoric, g r m a r  and 

gymnastics. The divine and mythologicâl associations of 

music, combined with the belief that it held affective 

powers, encouraged the regulation of the practice of music 

in the state. Both Plato and Aristotle spoke out against 

certain musical practices or styles of their time: the 

music associated with orgiastic rites, independent 

instrumental music and the popularity of professional 

virtuosos (Grout 1988: 9). The resulting inclination to 

regulate the powers of music was not restricted to ancient 

Greek philosophers. The recognition of the power of music 



f o r  both b e n e f i t  and de t r imen t  is demonstrated i n  t h e  

w r i t i n g s  o f  t h e  Church Fa thers ,  f o r  whom c o n t r o l  where 

r e g u l a t i o n  of music was paramount. 



Chapter 3:  

Early Christian Music and Musical 
Thought 

In t roduct ion  

In exploring the rich and complex history of music, it 

is evident that in many cases, music arises out of 

practical requirements. Early Christian worship utilised 

music to further enable the elernent of communication in the 

liturgy. In this context, music was not used for the 

purposes of aesthetic enhancement, per se, but rather as 

vehicle to better communicate with God, specifically by 

elevating the spoken language (fdelsohn 1956:18; Strunk 

1998: 11; Werner 1959: 129). It is in these beginnings 

that we see man's desire to establish a form of 

communication with the spiritual realm. There are many 

theories (anthropological, sociological, psychological, 

etc.) to explain the universal presence of religion and 

spirituality. Music has been intrinsically linked to 

religions and citual since the age of antiquity (see 

previous chapter); perhaps it is this connection that makes 

music as universal a3 the religion that requires its 



Chant traditions 

Some of the earliest music to be heard in the 

Christian church was plainsong chanc, but music has been 

present in places of worship since the associations of 

music with the religious cults of Greece, as already noted. 

Judaism also has a long history of music in worship. The 

Bible mentions temple musicians, called Levites, who played 

instruments and sang the liturgical chant (Idelsohn 1956: 

16-17; Werner 1959: 131) . Music was incorporated into many 

aspects of temple worship, and was especially linked to 

celebrations. Music signified the celebration of restoring 

worship to the Temple after its destruction in 516 BCE, and 

its absence marked the mourning of a nation after the ruin 

of the second Temple late in the first century (72 CE) 

(Idelsohn 1956: 93) . Although the development of plainsong 

chant does not follow a continuous path from Judaic 

tradition, there are some similarities between the two 

(Apel 1958: 34). 11 

The s to ry  of Pope Gregory 1 (540-604 CE) illustrates 

'' Many elements of Christian ritual and rite f i d  tbeir mots m Judaic traditions as seen in the 
use of the Jewish Amen and Aileluia, the modelling of the Euchan'st after Jewish Passover and in 
the similarity between the Ofnce Hom of the Christian Chnrch and the Prayec Hom of Judaïc 
tradition. The techniques and basic stnrctnre of Christian psalmody are m&Ud a h  Judaic 
psaimoOy: me singuig ofme Gahï, me opening or"reguiar w d p  wi& p& aï4 ~oiüisllc 
singing with responses are al1 aurmples of thk "borrowing" (Werner 1959: 128-132 ) 



a n  e a r l y  b e i i e f  i n  t h e  c o n n e c t i ~ n  between music and t h e  

d i v i n e  rea lm i n  t h e  C h r i s t i a n  c o n t e x t .  The c o m p i l a t i o n  a n d  

o r g a n i s a t i o n  o f  a l a r g e  body o f  c h a n t  is s t t r i b u t e d  t o  

Gregory; hence  t h e  d e s i g n a t i o n  "Gregorian" (Apel  1958 : 48) . 
The l egend  a c c o r d i n g  t o  which Gregory r e c e i v e d  t h e  body o f  

c h a n t  from t h e  Holy S p i r i t  i n  t h e  form o f  a  dove reflectc 

t h e  i n t r i c a t e ,  long-term p e r c e p t i o n  o f  a  d i v i n e  o r i g i n  t o  

music.  

The c o n n e c t i o n  of mus ic  t o  t h e  d i v i n e  realrn was a l s o  

s u p p o r t e d  by t h e  numerous b i b l i c a l  passages  t h a t  refer t o  

such  p r o p e r t i e s  as: t h e  power of music ( J o s h .  6, 1 Sam. 

16:14-16, 2 3 ) ;  mus ic  and  Song a s  used i n  p r a i s e  and  

c e l e b r a t i o n  (1 Sam. 18:6-7; 2 Chron. 29:25-28; Exodus 15:l- 

20; Judges  5:l-3; Eph. 5:18-20, i n  a d d i t i o n  t o  numerous 

Psalrns); t h e  p r e s e n c e  of mus ic ians  i n  t h e  church  o r  t emple  

(1 Chron. 6:31-48, 15:16-29, 9:28-33; 1 Chron. 25)  ; and the 

e x i s t e n c e  o f  m u s i c a l  i n s t r u m e n t s  i n  b i b l i c a l  times (1 

Chron, 15:16, 19-21, 24, 28; 1 Chron. 16:42; 2 Chron. 5:12- 

13,  7:6, 23:13; Dan. 3:5, 7, 1 0 ,  15; Josh .  6:4; Amos 6 : 5 ) .  

Music o f  the church served t h e  p r a c t i c a l  f u n c t i o n  of 

elevating t h e  word of God. A s  such,  t h e  t e x t  -- i ts 

c l a r i t y  and prominence -- was emphasised over a n y  pure ly  

-sicul. d i ~ e z o i c n  cf t h e  niece- T h i s  ore-eminence of text 



over music is evident in Scth early eccleslactical 

monophony and in the radically dif f erent, camplex 

polyphonie writing of t he  Late Renaissance. 

Chant structure 

In its earliest stages, the music of the church was 

monophonic: that is, it consisted of a single melody chat 

presented the t e x t  with clarity and very little 

ornamentation. Unaccompanied, monophonic chanting was the 

first form of music found in the Church. It originally 

existed as a simple construct consisting of a principal 

reciting tone, embellished by one or two notes above or 

Delow . The result was a restricted range and un- 

embellished melodic contour. Plainsong, or Gregorian chant 

as it is popularly known, served as a musical vehicle for 

the word of God. 

According to Apel, chant is "...the generic definition 

for a body of traditional religious music . . . t h a t  

is-purely melodic . . . [and] exclusively vocal" 11958: 3- 

4 ) .  In the Christian context, this speech served to further 

enhance the word of God and its delivery to the people of 

God (Çee Figure 3-1)- Chant can be classified by text 

(biblical and non-biblical), structure of its delivery 

(antiphonal, responsorial and direct) , by its textlmusic 





c h a r a c t e r i s t i c s  ( s y l l a b i c ,  neumatic and mel i smat ic )  and by 

such gene ra l  c h a r a c t e r i s t i c s  a s  r e c i t a t i o n  and s t r o p h i c  o r  

f r e e  s t r u c t u r e  (Grout 1988: 53-54, See Figure 3 .2 )  . 

Plainsong chant  o r i g i n a t e d  through o r a l  t r a d i t i o n ,  and was 

l ea rned  and p r a c t i s e d  according t o  a body o f  governing 

techniques  o r  accepted p r a c t i c e s ,  Even when n o t a t i o n  came 

i n t o  p r a c t i s e ,  chant was l a r g e l y  improvised, wi th  t h e  

no ta t ed  sco re  s e rv ing  merely as a reminder (Apel 1958: 

118). The psalms i n  p a r t i c u l a r  were Sung according t o  

rnelodic formulae, t h e  psalm tones ,  t h a t  d i c t a t e d  how t o  

begin t h e  chant ,  how t o  i n tone  t h e  main body o f  t h e  psalm, 

t o  cadence and f i n a l l y  how t o  t e rmina te  t h e  chant .  l2 More 

complex chan t s  relied p a r t i a l l y  on formula, and p a r t i a l l y  

on summoning memories o f  p rev ious  performances (Grout 1988: 

5 3 ) .  

One of  t h e  key f e a t u r e s  of  chant  is t h a t  t h e  language 

d i c t a t e s  t h e  musical  form, t h e  music being guided by t h e  

t e x t  and by t h e  a r t i c u l a t i o n s  o f  t h e  language. The musical  

s t r u c t u r e  was manipulated not  merely t o  p re sen t  t h e  t e x t ,  

i tself ,  i n  a clear manner, b u t  a l s o  t o  h i g h l i g h t  important  

words or  segments w i th in  t h e  body o f  t h e  t e x t  (Apel 1958: 

266-7) . Within t h e  s t r u c t u r e  o f  s imple  chant ,  i m p o r t a n t  



FIEURE 3.2 

Three Main Classifications of Chant 

1 P 2 balanced sections 

I P parformed by soloist or in 
alternation with choir or 
congregation 

I P main reciting tone 
embellished by upper or 
luwer neighbour 

1 P used in recitation of 
prayers, or readings from 

1 the Bible. 1 

P utilises the same musical 
material for different 
stanzas of the text 

P designed to be Sung by a 
group (choir and/or 
congregation) 

9 this form is used in 
hymns 

FREE 

P includes al1 chants that 
are difficult to classify 

P may use traditional 
melodic formulas 

> may be inspired by 
popular rnelody types 

9 may be an entirely 
original composition. 



Figure 3.3 

Psalm Tone Formula 

1 ) initium 

2) tenor 

3) flex 

4) mediatio 

- occurs only in the first verse 
- features an ascending leap 

of a fifth, decorated with an 
upper neighbour figure. 

- repeated or reciting note 
- number of repetitions is 

adjusted to suit the number 
of syllables required by the 
text 

( - indicates the end of a phrase I 

1 - semicadence in mid-verse 1 

N.B.: 

p. -- - 

See Chapter 7, Figure 7.1, for further illustration of this structure. 

5) terminatio - final cadence 
j 



words and s y l l a b l e s  could be accented t o n a l l y  (by p l ac ing  

t h e  s y l l a b l e  on a h igher  no te )  o r  rhy thmica l ly  (by al lowing 

more no te s  f o r  t h a t  p a r t i c u l a r  s y l l a b l e ) .  I n  f l o r i d  and 

complex chant ,  a c c e n t s  were created by u t i l i s i n g  a more 

s imple  musical  s e t t i n g  i n  o r d e r  f o r  t h e  t e x t  t o  be 

h igh l igh ted .  Simple chan t s  were used f o r  t h e  psalrns, 

b i b l i c a l  r ead ings ,  p raye r s  and f o r  p a r t s  of  t h e  Ordinary o f  

t h e  Mass; whereas more o r n a t e  music was u t i l i s e d  i n  t h e  

O f f e r t o r i e s ,  T r a c t s ,  A l l e l u i a s  and most o f  t h e  Ordinary of 

t h e  Mass (Apel 1958: 201-202; Grout 1988: 63; Yudkin 1989: 

84-85). 

Musical development 

Music is not  a s t a t i c  e n t i t y  -- it  is c o n s t a n t l y  

evolving.  Some o f  t h e  e a r l i e s t  changes t o  t h e  music of t h e  

church a r o s e  i n  t h e  form of  e l a b o r a t i o n  o f  t h e  b a s i c  

monophonie s t r u c t u r e  (p la insong  c h a n t ) .  Many musical  

developments a f f e c t i n g  t h e  chant  r e p e r t o r y  were a r e s u l t  of 

p o l i t i c a l  changes t h a t  occur red  a t  t h e  t i m e .  One o f  t h e  

most i n f l u e n t i a l  e v e n t s  was t h e  e s t ab l i shmen t  of t h e  S t .  

Gall monastery i n  Swi tzer land  a s  a mus ica l  c e n t r e  (Yudkin 

1989:76, 221; Grout 1988:68). The i n c l u s i o n  of  t r o p i n g  i n  

-L--L --.--&:--a ..-ri ---A*--+ rrF th; s rrnrtharri i nf 7 i inn~a  
LltauL ~LQLLLLEJ na3 FLvuurb ..Y-C------ 



which enabled the simultaneous commentary upon the chant, 

creating additional emphasis on the text.13 Troping, along 

with the related sequence (long rnelisrnatic structures 

commonly associated with the "Alleluia") developed out of an 

embellis'ment of monophony. Polyphony, in a sense, is also 

ultimately an elaboration of monophony. 

Polyphony, or the practice of writing music with 

multiple, independent parts, was one of the rnost 

significant developments in the music of the church. This 

was facilitated by the move £rom improvised to composed 

music (ca. 1000-1100 CE), the development of widely 

accepted rules of order and structure, and the advent of 

notation (Grout 1988: 97-98) . In the church, polyphony was 

first exhibited in organum -- the improvised part singing 

of chant at the consonant intervals (perfect 5th, perfect 

4th and unison/octave) . Later polyphonic music of the 

church included sacred motets (a f o m  that embraced and 

juxtaposed old and new, secular and sacred) and the 

polyphonic mas. 

Towards the end of the thirteenth century the music of 

the church became more complex and virtuosic, turning, on 

'' The p d c e  of troping (ca IO' and 1 lm centuries), consistai of newly composeci musical 
adciïîïons as a preface to the chant or as an interpolation of both text and music within the chant 



occasion, toward the performance ideal. Po 1 yp hon i c mus i c 

f aced its first opponents when church authority figures 

identified the problem of secülar influences affecting the 

quality of the liturgy and the delivery of its text. We 

need only make reference to the great body of literature 

written by the Church Fathers to understand that music was 

seen as having the potential to help or hinder the worship 

service. 

Division of sacred and secular music 

The attempt to strengthen the dichotomy of sacred and 

secular music has been an omnipresent struggle for church 

authorities. The influence of the "outside" secular world 

has always been viewed as a negative one (Werner 1959: 146, 

330-336; Idelsohn 1956; 18; Weiss and Taruskin 1984: 25- 

28). Nonetheless, interaction between the two realms, 

musically speaking, has existed since the time of early 

Judaic Temple music (Idelsohn 1956: 20). The interaction 

'' An enormous body of Western Emopean music am txaœ its mots, either dkectly or indirectly, 
to the music of the early ch&. Because music bas been included in the Christian worship 
service in one form or aaother, the Church and its litmgy a d  as a  somce for musical 
composition (considering a b d e r  dennition of music here to include not only melodic forms, 
but also elevated speech or recitaîion). In turn, the music of the Church (Le. "sacred") becornes 
an a a m i l e  body of musical material Erom which both sacred and secular composition is newly 
generated - the sacred/Seçular dichotomy arises in part then, out of the interaction and reaction 
between the sacred and the d a r .  Developments or musical trends m a chmch setting would 
have been observed and abmbed in part by the sedar world. 



between the sacred and the secular was especially evident i n  

the different  genres of polyphonie music that  wereevolving. 

One technique i n  par t icu lar  -- cantus pr ius  factus -- 
epitomised the juxtaposition and opposition of the  sacred 

and the secular. IS Examples of t h i s  practise occurred i n  

t h e  Cyclic Mass where a l 1  f ive  movements of the Ordinary 

were based upon a single cantus firmus, and i n  the motet.16 

What is  intriguing about t h i s  par t icular  compositional form 

is the juxtaposition of sacred and secular. This is 

evident not only i n  the u t i l i s a t i o n  of both sacred and 

secular musical material, b u t  a lso i n  the opposition of 

amorous/erotic and religious images present i n  the tex t .  17 

'' ~ o n t u s ~ ~ f i c r u s  was the practise of utiiising p e x i s m t  melodics as the bas& for new 
po!yphonÎc compositions. ïhc pn-clastem mdody, or caniusfinrms, may bc dcrivcd h m  sacrcd 
or secular music, or, it may be newly composeci (Reese 1954: 6647.69). This convention took 
piscc withm the -C of the chmeh as well as in the sccnlitc arcna 

16 A composition wiîh dî ïp1e  voice parts as wcli as dtipIc tex@ aftcr thc French "mot' or 
w o d  

" Examplc: the motet Amour mifont, which uses the (Ciregonan, Le. saaed) chant FlosfXus as 
its canins f h m s  agakt tfae v e m d a r  a love soog. Alsa of note am later "d" 
cumpdicms m which composes fiequcntiy borrowed sccuiar musical maaRal for the basis of 
their work An acampie of thïs wodd be the cyclic mas. 'Ihae are aumerous examples of this 
genre including: Dufay's Missa se fa face aypaie based upon a s e d a r  smg by the same namt; 
DPfsy, M i s a  l'homme armé; ûdceg6em, Mtsso l'homme mmé; JoSqnm L'homme armé super 
voces musicales (d based upon the secular son& L'homme anné). 



Humanism and the music of the church 

Although polyphony had the potential to eliminate the 

communicative element of music in the church, the dawn of 

Humanism witnessed the revivai of the ancient philosophies 

that would attempt its preservation. L8 This movement was 

the underlying intellectuai current of the Renaissance 

which, in music, was reflected in the desire to create and 

find emotional expression (Palisca 1985: 5 - 6 )  . The 

compositions of church musicians began to move towards a 

more declamatory style with straightfomard techniques to 

emphasise the text. 

Josquin de Prez and his contemporaries were influenced 

by this movement in their chansons, frot tole  and laude that 

attempted to create clarity of text and correct word 

accentuation: they rediscovered the effectiveness of note- 

against-note harmonies. Quickelberg described this music, 

a style deemed musica reservata, as ". . . suiting the music 

'' Alîhough music was not consideteci a field suitable for "hmnanist rwival" in the eariy stages of 
this movernent, it was aiways considered favourably by the Hurnanists for iis effect on the sou1 
(Strohm 19%: 548). Humanism in the context has been denned as "...the 
donnation of musical thought brought about by the renewed pumit of ancient iearning" 
(Palisca 1985: 6), as weii as ". .,by its broad aim ofreviving the'effeds' reputedly achieved by the 
bards and musicians of ancient or legendary thes"  ( H e  1976: 194) 



to the words, expressing the power of each different 

emotion, making the things of the text so vivid that they 

seem to stand actually before Our eyes . . . " (Grout 1988: 
231). The straightforward, homophonie texture of this "new" 

music reflects, once again, the heightened position of the 

text . 

The Council of Trent (1545-1563) played a significant 

role in the struggle to maintain division between the 

sacred and the secular realms. At the centre of this 

struggle was thedesire to restore the celebrated position 

of the liturgy. The participants in this council were 

attempting to eliminate, or at the very least, reduce to a 

minimum the many secular influences that had affected the 

music of the church. The mernbers of this Council felt that 

the words of the liturgy were being marred both by the 

presence of these secular elements as well as by the use of 

"f lorid polyphony" (Brown 197 6: 278 ) . After discussing the 
problems faced by music of the Church, the Council 

determined that polyphonic music would be permitted in the 

church on the condition that al1 sacred texts set to 

polypnonic music should be clear and comprehensible to the 

congregation. 

As the music changed, so did its role in the church 

and liturgy. Music still plays an important role in the 



modern church.  Use of the v e r n a c ~ l a r  is widespread and 

s e c u l a r  music s t i l l  e x e r t s  g r e a t  i n f l u e n c e  upon t h e  realm 

of  "church music". One need o n l y  t a k e  n o t e  of t h e  fo lk -  

mass movement, t h e  d i f f e r e n t  ins t ruments  t h a t  a r e  being 

used i n  service, and t h e  r e v i s i o n  of  hymnals t o  i n c l u d e  a 

l a r g e r  body of popu la r  music t o  see c l e a r  ev idence  of t h i s  

p rocess .  

Conclusions 

While t h e s e  e v e n t s  represent a mere sampling of t h e  

musical  changes i n  t h e  Church over a s u b s t a n t i a l  time 

per iod ,  it is e v i d e n t  t h a t  cornmunication has  always played 

a s i g n i f i c a n t  role i n  t h e  process. I n  t h e  e v o l u t i o n  o f  

musical  form from t h e  monophonic s t r u c t u r e  o f  p l a inchan t  t o  

t h e  complex i t i e s  o f  t h e  polyphonie mass, t h e  prominence o f  

t e x t  over  music has  been an under ly ing  p r i n c i p l e .  When 

pu re ly  mus ica l  i n t r i c a c i e s  t h r e a t e n e d  t o  obscure  t h e  word, 

measures were taken t o  reinstate the t e x t  as t h e  r e ign ing  

f a c t o r .  I n  t h i s  brief examination o f  music i n  t h e  early 

s t a g e s  of C h r i s t i a n i t y ,  it is e v i d e n t  t h a t  t h e  t e x t  -- t h e  

Word of God, has  p l ayed  a crucial role i n  t h e  development, 

evo lu t ion  and r e g u l a t i o n  of sacred music. 



Chanter 4 : 

The Musical Traditions of India 

Sources 

When writing on the complex subject of Indian 

classical music, it is necessary to determine reliable 

primary and secondary sources upon which to draw. While 

attempting to balance the practical and the philosophical, 

it is also essential to select appropriate source materials 

£rom the vast literature available today. 

Inquiry into the musical traditions of India Fs 

greatly assisted by the rich body of indigenouu 

musicological literature. Although the lack of training in 

Indian languages prevents me from utilising these resources 

in their original, it is important to point them out. One 

of the earliest treatises dealing with music, Bharata 's 

~ à t y a ~ a s t r a ,  contains valuable information regarding topics 

such as musical scale and structure, ornamentation and 

Indian concepts of consonance and dissonance. According to 

Walter Kaufrnann, this treatise on theatre, dance and music 

was probably written by several authors by the name 

"Bharata" in either the second century BCE, or as late as 

the second, third or f i f th  centuries CE (1968: 39) . Aiso of 



great musicolo~ical signif icance ic the ~ a s a d f  ya - S i k s d ,  

which may have been written as early as the N d f y a S a s t r a .  

This treatise makeç mention of seven r d g a s  and is one of 

the earliest works to discuss microtonal intervals, or 

S r u t i s ,  making it a bridge between Samavedic music and 

early art music (Kaufmann 1968 : 40) . ~antahga's E l a d d e S I ,  

written between the 5th and 7th centuries, is a valuable 

early source dealing with ndda,  India ' s sound pnilosophy 

and the Indian doctrine of motions -- rasa. This is also 

one of the first works to use the word rdga in a musical 

sense (Kaufmann 1968: 40) 

In terms of later works, and specifically with regard 

to raga systems and their classifications, the following 

sources are important : sang1 ta - ~ a k a r a n d a  (Narada, between 

the 7th and llth centuries) , Pancarna-Sara-SaFitd (origin and 

author unknown) , Natya-Locana (author unknown, between the 

9~ and 11" centuries) , s a r a s v a  tr-~fdayalamkdfa (Nânyadeva, 

1097-1133, based upon the work of Narada, ~atahga and 

others) and Sadg1 t a  - ~ a  t n d k a r a  (hrigadeva, first half of 

the 1 3 ~ ~  century) (1968: 40-42, 44). The last source, in 

particular, is a work which delves into raga structure and 

related issues. Sometimes called the " L i b e r  Magnus" of 

Medieval North Indian music, it describes scales by sruti 

numbers and string divisions, mentions correlation between 



certain rdgas and deities (considered one of the first 

Sanskrit works to 80 sol and relates rdgas to specific 

performance t imes . Although this work, dealing mainly with 

the art of singing and dancing, has been subject to 

controversy as to whether it deals with Southern or 

Northern Indian music, it is nonetheless an important 

resource (Kaufmann 1968: 43-44) . 
One of the most comprehensive secondary sources that 1 

used with regard to the theory of Indian music, has been 

Lewis Rowell's Music and Musical Thought i n  Early India. 1 

relied upon this work for rnuch of my discussion on musical 

structure and theory, although it does contextualize the 

mechanics by providing some information on history, 

ceremony, aesthetics and popular music. In addition to 

this source, The Music of I n d i a ,  (Massey) , The Music of 

Hindostan (Fox-Strangways) and The Ragas of North Indian 

Music (Daniélou) al1 provided excellent information £rom a 

theoretical standpoint. 

In examining the philosophical issues, Guy Beck (Sonic  

Theology) supplied an excellent foundation for the 

discussion of India1s philosophy of sound and his 

bibliography provided a wealth of additional resources. 

Ln the exploration of a broad range of musicological 

issues, from both a practical and philosophical 



perspective, i have found the s c h o l a r l y  journ~l Sangeet 

Natak to be of great use. 

Central Ideas 

The music of India, like many other musical traditions 

of the world, was affected by the many cultural layers of 

its people. In the long history of India's multicultural 

society, music has been interactive incorporating bath 

indigenous and outside influence(Danié1ou 1968: 1). The 

S a n s k r i t  word for music, ~ a i g i t a ,  is a conceptualisation of 

music in its complex form: melos, syllabic accompaniment 

and l i m b  movement (Popley 1966:l; Rowell 1992: 5; Tagore 

1982:l). In early times, Vedic music was used to invoke 

t h e  presence of gods; later, music served the purpose cf 

evoking persona1 feeling or heightened inner state of 

consciousness. 

Hindus have always held music in high esteem: it is 

part of their religious and social life, but in both realms 

is considered to be of divine origin (Beck 1993:l). Musical 

sound is of considerable import in Hindu theology, as 

illustrated in the nurnerous citations of music in the 

sacred texts.  Many sacred texts, such as the Mahabharata, 

the Bhagavadgrtd, and the Upanisads include comments on 

music and the arts. Sprinkled throughout this rich body of 



literature is the embodiment of rnagical power in ritual 

chant and the deification of music. This includes the 

correspondence of godheads with specific instruments that, 

through associated mythology, reflect the embodiment of 

each godhead, as well as the existence of demi-gods in the 

godly realm in connection to music (Fox Strangways 1914: 

76). Examples of this phenomenon, which we can note merely 

in passing, are also prominently reflected in the 

philosophical construct of classical Greek music in the 

association of Apollo and Dionysus with the lyre and aulos, 

respectively, along with the existence of the Muses as 

demigods in connection with music. Indian literature that 

is concerned with the arts in general makes frequent 

reference to the deities to a degree wnich may strike the 

uninitiated observer as almost casual in nature. 19 

Musical theory, practice and aesthetics are closely 

connected to the general systerns of thought in India. The 

idea of sound and its importance figures significantly in 

these as revealed by the great variety of Sanskrit words 

for "soundn. These range from definitions of ordinary, 

'' Coornaraswamy gaes as fm as to equate the two: "Religion and ar t  are thus names for one and 
the same experience - an intuition of reaIiry and of identity" (1948: 58) Beck points out the 
conneciion between "classical" Indian music and sacreci texts is such that "...indian music has 
been nearly dways religious in character" (1993: 107). 



everyday word or lanquage ( S a b d a )  to terminology that is 

essential to the existence of music, as in nddâ or 

transcendent sound(Beck 1993:  8; Rowell 1992:  4 1 - 4 3 ) .  The 

BrhaddeSr of ~atafiga illustrates and explains the conceptof 

nada (1.17-23) in a passage that not only summarises the 

importance of sound ( n d d a )  to music and to life in general, 

but also indicates a belief in the metaphysical origins of 

sound. 

Windus believe in the sacredness of speech, or vak: 

that is, the language of both nature and earth (Beck 

1993:25-26). Vdk embodies the notion that both articulate 

and inarticulate sound are all-pervading in the Hindu 

cosmos -- vak, itself, being composed of both sound types. 
The accepted division of vdk is into four parts: three 

parts inarticulate and one part articulate, which is 

manifest in the human language. Sound is an integral part 

of al1 Hindu ritual and also acts as an agent of 

transformation. 

Symbolic analogy is a common phenornenon in India's 

highly introspective philosophy. In terms of symbology in 

the sonic realm, the syllable AUM [Om] is perhaps the most 

significant. The M q c g k y a  Opanisad, which is devoted to 

the examination and interpretation of this syllable, 

provides an excellent example of belief in the power of 



sound. This U p a n i ~ a d  supports the belief that AUM 

represents the beginning and the end, the universe in its 

entirety (Radhakrishnan 1957: 55) It is divided into four 

parts: three audible segments (a+u+m) and a fourth, 

inaudible segment -- the silence that follows any and al1 

utterance (Rowell 1992: 36) ''. 
Reference to ritual sound within the analysis of the 

Ma?$Ükya U p a n i ~ a d  suggests the existence of a connection 

between sound/music and the ritual. Further indication of 

this important correlation is demonstrated in the very 

structure of Vedic recitation. In enunciating "AUM", the 

embodiment of universal sound, at the beginnirig and end of 

each Vedic lesson or recitation, an infinite configuration 

of pervasive sound is created (See Figure 4.1). 

Music in India has many of the same qualities as are 

found in Western music, but it differs in the comrnon 

characteristics that define it. Especially important is 

its devotional and improvisational character. It should 

also be noted that vocal music is central: the hurnan voice 

is considered to be the essential musical instrument (Beck 

1993: 39; Joshi 1974: 11-19; and Rowell 1992: 308-312). 

20 ~ a r  fiirther discussion on the syiiable "AUM", see Chündogy~ Upanipd Ii.1-2,s and Il.xxÜi.3 
found transiated in Radbakrishnan 195754-65. 

21 See Roweîi f 992 table 2, page 37 for a d d e d  explanation of the symbology involved. 



Developmen t 

Much of India's classical music is rooted in the 

literary traditions of the Vedas (Beck 1993: 107). In 

fact, it is in the musical settings of Vedic chant that 

musical codification finds its origins. Although scholars 

are not in agreement as to the specific dates and length of 

the Vedic period, its main body of literature, the Vedas 

(divided into the saliihitds, the Brdhmapis, the Kranyakas 

and the U p a n i ~ a d s )  provide us with a great deal of 

information on early musical practice. According to Vedic 

literature, melody in combination with meditation would 

lead to the world of Brahmd (Beck 1993: 23) . Although 

mention of both instrumental and vocal music occurs in the 

sacred texts, vocal music (in the form of Vedic chant and 

verse singing) is predominant (Popley 1966: 8). The most 

obvious of these references to music is in the existence of 

the Vedas themselves -- specifically the pgveda (Rk = 

verse, hymn) and the Sdmaveda (Saman = tune, melody) 

(Radhakrishnan 1957 : 4) . The connection of sacred 

scriptures to music was intrinsic; the verses of the pgveda 

were chanted in a fom of elevated speech and the verses of 

the Sdma veda were presented in Song form. 





"Sonic theology" is the expression which Guy Beck uses 

to characterise the vital role that sound plays in India's 

religions and philosophies. As explained earlier, music by 

definition and logic also plays an equally important role. 

In his discussion of music in the Indian cosmology, Jackson 

describes music as " . . . a religio-cultural system that 
projects the potential of spiritual realisation through 

experiencing the power of sacred sound." (1996: 6). The 

Vedas consider human language to be the 4m audible or 

articulate component of vak, which permeates the Fgveda 

(Beck 1993: 2 5 ) .  Vedic ritual is the vehicle by which the 

language of the Vedas comes to have its power and music, in 

the form of recitation it plays a vital role in this sacred 

power structure as one of its two central components, the 

sacrificial fire being the second component in Vedic 

ri tual. 

Proper and accurate performance was essential for a 

successful ritual or sacrifice. In order to ensure this 

success, the reading itself was ensconced in ritual through 

the recitation of the maigala ~loka.' '  The ~ e d d n g a s ,  a body 

of auxiliary literature in the study of the Vedas,  provide 

~ar igo~a  SIoh are hymns of praise and devotion addressed to the deities, the gunr and the text 
itself, preceduig a recitation (Klostennaier 1994: 65). 



comprehensive learning devices designed to aid the oral 

learning process. This system ensured that the s tuc ient  

would have complete mastery of the sacred texts reqiiired 

for the ritual sacrifices. 23 

The basic structure of early Vedic chant is not unlike 

that of early Christian chant. In its primary form, Vedic 

chant is a type of heightened speech or recitation that 

uses one principal, reciting tone that is embellished by 

either the tone above or the tone below. These melodic 

"ornamentsn were used to enhance grammatical accents. 

Continuing the comparison between Plainsong and Vedic 

chant, there is a noticeable difference between the general 

melodic contours of the two: plainsong chant is structured 

in arch form while Vedic chant is a descending line from 

high to mid-range. 

Early forms of Vedic chant were àrcika and qathika,  

but later Rg Vedic verse singing utilised three tones or 

tonal regions (Rowell 1992: 83-85) :24 

1) udat ta (comparable to the 2nd scale degree) 

2) anudatta (comparable to the 7th scale degree) 

3 ) svari t a  (comparable to the lst/8th scale degree) 

23 For a discussion of some of the techniques utiliseci, see Klostennaier 1994: 68. 

- 24 C -5- - - - .L~L ...--- 
I r ~ -  au& puttnu wmc cf-% u~.@ ou= aiiÙ twir lioie ce?ipt5h&y Gcghdci d 'w 

1996: 14) 



The practice of three-note chant complexes in the Rg Vedic 

tradition gradually developed into the singing of the 

Sdma veda . 
While the eg Veda contains only hymn tex ts ,  the 

Sdmaveda contains both text and music. It utilises lârgely 

the same texts as the Rg Veda,  but its chant tradition is 

melodically more developed and Sung according to strict 

rules. The basic format of Sdma Vedic chant is an elaborate 

melody based upon or as a variation of the more simple 

tonal ideas of the eg Veda, set out in clusters of verses. 

Each verse is divided further into paravans  (knots or 

joints) and each paravan is Sung i n  a single breath with a 

pause at the end of each such phrase. These musical 

divisions bear striking resemblance to the segmentation of 

Plainsong chant into phrases and periods corresponding to 

the metrical divisions of the accompanying texts. 

A unique feature of Sdma Vedic chant is the 

interpolation of the text using meaningless words or 

syllables called stobha. This process may have been used 

to disguise the meaning of the sacred texts from outsiders 

or it may have developed in response to the actual text 

(Rowell 1992: 60) . These interpolations can range from the 

subtle (changes in vowel grade, letter substitution) to the 

Iriure o~vious (insertion of syiïabies and words) . The most 



significant feature of this practise is that it was not 

improvised. There were mles prescribing the use of 

stobnas -- these and their practical applications were 

memorised by the singers. These practices resemble the 

practice of troping in the Christian music in which certain 

liturgical components of the mass were interpolated to 

provide enhancement and commentary on the text proper, but 

can also be loosely compared to the recitative and aria 

tradition of Western European music developing in the early 

Baroque era in its "prescribed" improvisation. 

Saman chant is of great historical interest in tems 

of the developing Indian musical scale: the original three 

chant notes serve as a point of departure, eventually 

becoming the seven svaras of the scale (See 4.2) . The 

melodic structure of this chant was such that it produced a 

tetrachord conceived as a descending series similar to the 

Greek ccncept, but pivoting on the two main notes of Vedic 

chant: udatta (higher) and anuddtta (lower) . The four notes 
of the Saman tetrachord became the seven-note octave and 

further evolved through the ongoing, interactive 

relationship between vocal and instrumental music. 



Figure 4.2 

DEVELOPMENT OF THE INDIAN MUSICAL SCALE 

1 PRATHAMA 

I MANDRA (LOW) 
ATISVARYA (EXTREMIN-- 
CADENTlAL NOTE OF THE 
CHANT) 1 



Bha j an and 

With its traditions rooted in ancient scripture, it is 

easy to understand why much of India's music is deemed 

devotional. Music plays a large role in the religious 

culture of India acting as a means of communicating both 

the words of sacred texts as well as religious ideologies. 

Perhaps the most illustrative example of this particular 

use of music is found in the bhajans and krrtans of the 

Bhakti movement. As Beck points out, this is a movement 

that ". . . ernbraced the art of music as the most effective 
method of presenting and transmitting the mood or rasa of 

divine love of God." (1996: 1). Bhakti is essentially 

loving devotion to God -- the movement itself is 

characterised by its integration of emotion into the 

spiritual life through the recognition that emotion, versus 

pure knowledge, is an important element on the path to 

liberation (Cross 1994: 75) The appeal of this movement, 

which is one of the three paths to liberation, is in its 

universalism. It is open to all, regardless of sex and 

caste, focusing upon personal relationship with God [Cross 

1994: 82). The belief of the bhakta is that worship 

through selfless devotion, attracting the grace of God, is 

the way to salvation. 



According to the exponents of this rnovement, there are 

different degrees of devotion- The Bhagavata Pur%a narneç 

nine degrees, of which singing ( k ï r t a p )  is the second 

degree (Klostermaier 1994:  228-229) . The bha jan or k i r ta r !  

was the song form used to express the vision of the Bhakt i  

movement. Because these songs were sung in the vernacular, 

this movement, and its music became one with which al1 

people could identify. 

Both bhajan and k r r t a n  are names given to devotional 

music of the Bhakti movement in the form of both specific 

Song type and the act of group singing. Although some 

argument exists for the delineation of separate functions, 

it is evident that both tems are used in relative equality 

to describe similar musical events and genres (Fowler 1997: 

44;  Huyler 1999: 3 6 ,  1 5 8 ;  Klostemaier 1994:  2 5 8 ;  Morgan 

1987:  173;  Slawek 1996:  58-60;  Thielemann 1 9 9 6 :  1 7 3 ) .  The 

word k f r t a n  is a nominal noun form of the Sanskrit verb 

root k I r t  (to mention, tell, narne, recite, praise, glorify, 

etc.), but is more closely associated with a glorification 

of a deity set to music. Perhaps the confusion in 

attempting to classify this musical genre stems from its 

association with a popular religious mass movement that 

combines elements of classical literature, vernacular 

laquage, folk music and ancient rdga.  In its 



juxtaposition of popular and classical musical and literary 

material it is possible that bhajan  and k l r t a n  defy exact 

classification or division. 

Both of these terms are used to describe the 

devotional hymns of the Bhakti movement which are based on 

poetry promoting devotion to God (Klostermaier 1994: 258; 

Morgan 1987: 173). Music, in the f o m  of these hymns, 

served the purpose of creating a heightened impact for the 

devotional poetry, not unlike the Gregorian chanting of the 

ancient Christian church. In addition to the different 

literary techniques used to strengthen the delivery of the 

transcendental messages embodied in this poetry, bhajanç 

make use of musical mechanics that reflected the text: 

leader and group alternation, contrasting music for 

verse/refrain, and musical rhyme are just a few 

examples(K1ostermaier 1994: 258; Powers 1980: 7 5 ) .  

While musical structure is intended to enhance the 

text, the music itself draws upon simple, well known folk 

tunes and rdgas  that enables its mass appeal and 

accessibility. The text too, while embodying complex 

messages, is relatively short and simple in structure, but 

makes use of allusion to well known stories in order to 



deliver these messages (Nagler 1999: 15). 2s 

The singing of devotional hymns in a group setting may 

also be referred to as kirtan or bhajan. These group 

musical offerings are often lead by a soloist and 

accompanied by drums and/or other musical instruments (Beck 

1996: 119; Slawek 1996: 93-94; Thielemann 1996: 159). As a 

part of daily worship and an element of puja, obligatory 

daily worship of images representing the deities, groups 

singing bhajans can be heard at the temples, offering 

praise and honour through song (Fowler 1997: 41-44). These 

hymns are also heard on pilgrimages where the entire 

journey becomes an act of devotion (Fowler 1997: 75; Huyler 

1999: 361. 

The kirtan is an important historical link in the 

development of Indian classical music. Beck describes the 

kfrtan as part of the rich history of Vais~ava temple 

music, or Devalaya saRgrt, which in turn is called the 

"nother of North Indian Classical traditionn making use of 

similar language and lyrical content (Beck 1996: 116). 

Although this music changes from religious function to 

courtly entertainment, original rdga, tala and performance 

Ses Appendix A fm examples ofthe devotional poe&y used m bhqkms and kïhms. 



practice are retained. Haveli sa?~gït ,  said to be a 

development of the Pu~timdrga kirtan, is a precursor or 

relation to the serious classical Dhrüpad-Dhamar tradition. 

Krr tan  has alternately been described as an intermediate 

stage between dhrilpad and khyal (Slawek 1996:70). 

The raga 3s often mistakenly referred to as the main 

Song type found in Indian classical repertory. However, the 

rdga in and of itself is not a "song" as such; rather, it 

is the distillation of a body of musical material from 

which a large percentage of Indian music is generated. 

Although there are many adequate definitions of rdga 

available, Rowell defines it quite clearly as follows: "... a 
tonal matrix or frarnework, complete not only with nodal 

points and functions assigned to particular svaras [notes], 

but also furnished with characteristic ornaments, shapes 

and pathwaysw (1992: 1 6 8 . ~ ~  

This definition identifies the technical or tangible 

aspect of the rdga, but the intangible aspect is equally, 

26 Y&- U--ms k fc;r! h Pwpy 1% 4% F ~ x ~ . ! t r n n ~ ~  1914: 101; Deva 1973: 
12 and Joshi 1974: 21, %. ha' s  cornparison of mga and its structure to Ianguage (1973: 4-12) 
provides au interesthg and insightfùi perspective- 



if not mcre, important. One of the key elements of any 

rdga is its ability to arouse and affect the emotions of 

its audience. The word rdga is derived from the root 

raAj, which is variously defined as: "to be dyed, to glow", 

"to please", "to be passionate", "to be coloured", "ta be 

af fected or movedw , "to take delight in" ( Fox-Strangways 

1914: 107; Daniélou 1968: 91; Popley 1966: 65 and Rowell 

1992: 166, respectively). 

It is evident from these various definitions that the 

conceptualisation of raga involves far more than mere sound 

constructs; it embodies motion, colour, intensity, love 

and beauty. Each of these elements is an abstract, yet 

clearly recognised aspect of r d g a .  Indian music carries 

with it a vastly complex and intricate theory of aesthetics 

that is embodied in the rdga. Because this theory is so 

comprehensive in its embrace of the emotions and the 

senses, it lends a distinct character to each individual 

raga and aids in its classification. 

Before embarking upon a discussion of the organisation 

and structure of the raga, it is important to put it into a 

historical context. Fox-Strangways points out that Song 

existed before the organisation and classification of rdga 

-- in fact, many rdgas find their origin in local tribai 

song, poetical creations, devotional songs and the labours 



of schoiarly musicians (1970: 154) . Systems of 

organisation were also in place before the establishmen~ of 

the present r a g a  system, 27 

The system of ragas is an organisation of melodic 

compositional material, or as Joshi describes it: "melodic 

law and order" (1974: 2 1 ) .  This system is based upon the 

Indian scale of svaras (pitches or scale degrees) and 

S r u t i s  (microtonal subdivisions of s v a r a s )  . Although its 

basic structure of an octave, divided into 7 parts 

resembles the Western scale in its construction, it is very 

different in that it is built upon microtonal division 

rather than tonal and semitonal. The musical divisions 

start with the grouping of octaves into three different 

classes : chest/low, throat/mid and head/high (~aniélou 

1968: 24). Each octave is divided into 7 svaras and 

further subdivided into 22 S r u t i s  (Beck 1993: 107; ~aniélou 

1968: 28; Rowell 1992: 146 and Tagore 1982: 9 )  . 
Although the different ragas should not be confused 

with the scales thernselves, they are an extension of çcalar 

" The predecessors of r ü p  were the 18 mixed and pure jüti or classes, as well as the 
g r â m ~ g u s  or scalar mgas (Roweil 1592: 169-175). Due to the mipreck andlor incornpiete 
nature of some ancient rnankpts, it is diffiailt to detemine whether these systms developed 
seqnentially or contemporaneously. It is d c i e n t  to say th& each system represents a unique 
d~e!~pmm!a! @we in the wg@fil!t;~n cflndian musical material- Both systerns illustrate d y  
attempts at the systematisation of m&cal material. 



crganisation. fiUowing for the obviour cultural and 

contextual differences, the organisation of the rdga system 

is not unlike that of Gregorian chant.lg Each rdga is a 

type of mode, and is classified according to the selection 

of svaras it utilises. Within its basic structure, the 

raga has certain pivotal, weak and strong notes as well as 

characteristic melodic progressions and formulae. There 

are six principal rdgas, but nearly infinite possibilities 

for the generation of others. According to most sources, 

the number of rdgas in actual use is several 

hundred(Danié1ou 1968~92; Joshi 1974: 22; Rowell 1992:178). 

In addition to the main body of rdgas, there are also the 

raginis or "sabellite modesn with similar characteristics. 

Rasa 

Indian music is ensconced in a complex theory of 

aesthetics which is based on eight emotions, or rasas. 

Unlike the idea of music arousing abstract emotion in 

general, the rasa theory -- originally associated with 

early Indian theatre -- represents a systematised unification 

19 
See Chapter 2 for a discussion on this topic 



unification of the performing arts that discusses musical 

modes, rhythm and instruments as neans of developing 

emotional states. 

Rasa is the emotional flavour, or state that is an 

integral part of every Indian musical performance intended 

to create delight or rapture in the audience -- it is the 

cumulative experience of emotion that transcends the 

individual experience (Rowell 1992: 328). This theory of 

emotions, that Deva describes as "emotional psychologyn, 

has four components: 

1) V i b h a v a s  - determinants 
2 )  Anubhavas - responses 
3 ) Sa t tvabhavas - involuntary responses 
4) Bhavas - states of rnind, or emotions 

According to Bharata's NdtyaSastra ,  each amSa (one of the 

main notes of function in a r d g a )  is associated with one of 

the eight rasas -- Srhgara (love) , haysa  (mirth) , karucd 

(tenderness ) , bhayànaka ( terror , vxbha tsa (disgust 

raudra (anger) , adbhu ta  [surprise) -- making its selection 
and usage vital to the musical meaning (Deva 1973: 67; 

Joshi 1974: 13; Reginald/Massey 1996: 20-21; Rowell 1992: 

329). 

This structure of emotional classifications and 

associations succeeds in large part due to a set of 

culturally extant factors, The expectat ions o f  the 



individuats (the audience) are conducive to the suagestion 

of certain ernotions, given their awareness of musico- 

emotional correlation that  allows the recall of a specific 

set of images, feelings, etc. The possibility for the 

audience to undergo similar motion is aiso generated via 

the experiences of the individuals themselves. These are 

manif e s t  through a set of underlying culturally embedded 

motions (the rasas) as well as through conscious and 

unconscious ernotions including the mernom of race and 

individual accumulated in the cycle of rebirth (Deva 1973: 

66). The final factor in the creation of this unified 

emotional experience is the existence of the emotions 

themselves, which ar ise  during the course of the musical 

performance. 

In addition te having a particular rasa, each rdga is 

associated with particular seasons, hours, deities and 

colours. These associations are so detailed that a form of 

iconography, rdgamala,  has evolved around the ragas and 

raginls .  Extremely detailed texts and poems are written 

for the r d g a  in association with the characteristics that 

have been attributed to it. The paintings are created in 

conjunction with the symbolic nature of the texts. In 

addition, the paintings themselves have a highly  complex 

set of visual symbology connected to the associative 



characteristics of the ragûs. Each p a i n t i n ç  ir a 

ref lect ion of t h e  r i c h  and i n t r i c a t e  symbology found within 

the rdga. 

Conclusions 

Rasa philosophy i s  very similar t o  c lassical  Greek 

theories and musical ideas. It i s  easy t o  draw a 

comparison between it and the Greek idea of Ethos that was 

applied to  a diverse system of performing arts 

incorporating drarna, darice, vocal and instrumental music. 

It is also interesting to compare t h e  idea of rasa ta t h e  

revival of sirnilar ideals i n  conjunction w i t h  the Western 

European Hwnanist movement of the l a t e  Renaissance and 

early Baroque era. The theory of ethus and t h e  rasa t h e o r y  

both appear t o  be an effort on the part of humanity t o  

classify, control and explain the power of music. Each 

theory recognises the connection between music and emotion, 

as well as t h e  potential  effects of t h i s  connection. The 

attempt t o  unravel the powers of  music through i t s  

correlation t o  motion appears t o  be one tha t  crosses 

cul tura l  and temporal borders. 

It is  appropriate here t o  far ther  compare the raga, as 

the  Indian systern of melody classif icat ion,  w i t h  that of 

the Medieval Church modes. 30th of these systems arise or  



evolve from scalar organisaticns and use the arrangement of 

intervals within each structure as a major point of 

classification. It is also pertinent to note that both the 

raga system and the system of Church modes delineate the 

roles of two essential functional notes: keynotes (the amsa 

or graha of the raga and the f i n a l i s  of a Church mode) 

that determine the mode of each piece; as well as an 

additional note relating to the keynote by interval of a 

fourth or a fifth (vadI/samvadi  and the tenor) , that plays 

a dominant role in melody construction and development. 

One final comparison between these two systems of 

melody classification is the indication of alterable notes 

within the scale systems utilised in the construction of 

the melodies themselves. In Indian music, this is evident 

in the differentiation between pure scale degrees deemed 

Suddha and alterable scale degrees, or v i k r t a  (Rowell 1992: 

155). The alterable scale degrees, the 3fd and 7th, are 

raised to create stronger impulsion towards the strong, 

stable notes of the 4th and final scale degrees, 

respectively. The Church modes also employ alterable scale 

degrees, but in a slightly different context. In certain 

transposed modes, a B-flat is used, as opposed to B-natural 

in order to avoid the dissonance of a tri-tone (B to F). 

Perhaps more analogous is the use of musica f i c t a  in the 



4 centürÿ i n  which performance practice dictated t h e  

a l t e r i n g  of written ( o r  conceptualised) notss a t  t h e  

cadence i n  order  to s t r eng then  t h e  impuls ion  from t h e  

leading  tones ,  the 4th and 7th s c a l e  degrees, t o  che stable 

notes  of the f i n a l  chord, the !jth and unison. 

According t o  the musical philosophy of India, the 

artistic experience is equated with the r e l i g i o u s  

experience,  as music can be viewed as the quickest path 

towards the r e a l i s a t i o n  of d i v i n i t y .  Jackson exp la ins  that 

music can be  a path t o  realisation because: 

''In Ind ia  '...the q u a r t e r - t m e  itself was so subtle, it 

subtilized t h e  mind, in addi t ion t o  i n d u c i n g  

contemplative t rance ,  and t h e  outcome was not merely 

t h e  acquis i t ion  of knowledge, but of Wisdom, for 

Wisdom is but subtilized, s p i r i t u a l i z e d  knowledge.'" 

(1996:ZÎ). 

Because music i s  considered to have power i n  both the 

sacred  and s p i r i t u a l  realms, it commands g r e a t  respect. 

This r e s p e c t  stems not only  from sacred  and religious 

associations, but  a l so  from t h e  power of musical a e s t h e t i c s  

and the power of melody to invoke emotions. I n  turn, t h i s  

respect demands t h a t  music be handled c a r e f u l l y ,  w i t h  

reverence- Deference to music stems from the ideas of 

divine origin as well as the  practice of personi fy inq  



music. As a result ,  music exists n o t  only i n  a f u n c t i o n a l ,  

ritual c o n t e x t ,  b u t  is, i tself ,  ensconced i n  i ts  own 

ritual. 



Chanter 5 

Sacred and Ceremonial Music of 
Selected North American Native 
Groups 

Introduction 

Music, i n  i ts  many forms, is i n e x t r i c a b l y  blended 

i n t o  North American Nat ive l ife.  Like many o t h e r  peoples ,  

Nat ive Americans had o r  have a range o f  musical  t ypes  

i nc lud ing  those  t h a t  deal wi th  gambling, love,  and war; 

t h e r e  a r e  a l s o  l u l l a b i e s  f o r  i n f a n t s ,  mourning sonqs and 

sacred songs.  Th i s  c h a p t e r  w i l l  address  a body o f  music 

comprised mainly of t h i s  l a s t  type  - t h e  sacred  song. 

Through sacred music t h e  realm of  t h e  s p i r i t u a l  is opened 

up t o  t h e  mundane realm; Song and dance become uni ted ;  

legend, myth and r i t u a l  merge and communities become 

connected.  Music a c t s  a s  an exp res s ion  of l i f e  exper iencf  

as  well as a vehicle f o r  communicating prayer ,  

thanksgiv inq ,  sorrow, joy  and a wide range o f  o t h e r  human 

emotions ( C u r t i s  1 1970: 36-37; 2 1970: 13; N e t t l  1989: 35; 

O'Brien 1994: 269,271; Olsen 1998: 546; P i e t r o f o r t e  1965: 

4-5) . 
A s  a channel of communication between t h e  mundane 

world and t h e  s p i r i t u a l  world, music is cons idered  t o  be  a 



divine gift ana is treated with an accordingly high degre~ 

of respect -- ideas common not only to Native American 

groups such as the Blackfoot, Chippewa and Ojibwa, but 

also to the musical cultures of ancient Greece, India, and 

Africa (Densmore 1910: 18; Hofmann 1968: 78-80; McNaIly 

2000: 26; Nettl 1989: 59-60; Richards 1990: 218; see also 

Chapter 1 and Chapter 4 above). Respect is demonstrated in 

the singing of the music, the handling of the instruments 

and the learning of the songs. 

In order to illustrate some of the above 

characteristics, there follows an examination of music that 

is primarily sacred or ceremonial in nature and drawn 

generally from relatively "srnall scale" ( i . e .  not complex 

in socio/political organisation, and comparatively small 

populations) Native American societies including Plains, 

Plateau, and some Woodlands groups. In addition to the 

aforementioned groups, 1 have included some discussion 

regarding the Nootka, Quileute, and Tlingit of the 

Northwest Coast, It is within this context that we find 

examples of a somewhat "traditional" music. In addition to 

the general groups listed above, musical samples found in 

this chapter will be drawn from the following groups in 

order to establish and delineate certain musical trends: 

Arapaho, Blackfoot, Chippewa, Choctaw, Comanche, Menominee, 



Nootka/Quiieute, Pawnee, Plains Cree, Acoma and Zuni 

Pueblo, Teton Sioux and Yokut/Paiute. 

Due to the limited nature of this research, a 

representative sample of each society was not possible. It 

should be noted, therefore, that an apparent oversight of 

such groupa as the Inuit, the Yupik and others is not due 

to their lack of musical significance, 9ut rather to 

restrictions of scope. 

Sources 

Many of the musical examples are from Frances 

Densrnore's monumental collections of Native American Indian 

music and a great deal of information regarding its musical 

structures are based upon her observations. 20 

Despite criticisms of her analytical technique which 

may arise in the current, decidedly less Eurocentric group 

of ethnomusicologists, Densmorels work remains a touchstone 

in the field of Native American music. Her research, 

spanninq over sixty years, included the recording of over 

three-thousand musical examples during her study of and 

*O Hdmam [1968: Id 119-1201 for a description of Densuore's mus id  backgouad and 
~ C a t i 0 n s ~  



her study of and interaction with over twenty tribal groups 

including Sioux, Chippewa, Mandan, Hidatsa, Ute, Pawnee, 

Papago, Apache, Makah, Tule, Menominee, Winnebago, Pueblo, 

Seminole, Choctaw, Navajo, Cheyenner Arapaho, Maidu and 

Omaha (Hofmann 1968: v, xi-xiii; Meyers 1993: 26). Matthew 

Stirling, former chief of the Bureau of American Ethnology, 

describes Densmore as: 

Undoubtedly the greatest pioneer in one of the 

most neglected fields of Indian ethnology, [who] 

realized that she was working in a period when 

real native culture was rapidly disintegrating. 

American anthropologists and musicologists will 

always be in her debt for the rescue work she 

accomplished during this critical time. (Hofmann 

1968: viii) 

Helen Myers calls her ". . . the most prolific collector of 
the period [i. e.  the late 19" to mid 20- century] . . . n 

(1993: 6). With supporting research of later musicologists 

such as Nettl, McAllester and McNally, along with multi- 

volunie works such as the Handbook of North American Indians 

(Sturtevant, general editor), Densmorels research, 

collection, and analysis of this music is invaluable. 



General Characteristics 

Native Arnerican music is c o n s i s t e n t l y  a n  o r a l  music 

t h a t  i s  t r ansmi t t ed ,  p reserved  and acqui red  through o r a l  

maans, n o t  u n l i k e  most African a r t  forms (Asante 1990: 

7 3 ) .  21 The o r a l  na tu re  of t h e  music c r e a t e s  a cornplex 

communicy network of performance, transmission and 

p re se rva t ion .  I n  t h e  t ransmiss ion  of a Song from one 

s i n g e r  t o  ano the r ,  t r a d i t i o n s  are preserved  and t r ansmi t t ed  

from one gene ra t ion  t o  t h e  next .  Contrary t o  B ie rho r s t l  s 

s ta tement  t h a t  "many [sacred songs] are d e l i b e r a t e l y  

composed," t h e r e  a r e  no t  many examples of sacred ,  

" t r a d i t i o n a l "  music l i t e r a l l y  composed by t h e  musician; 

r a t h e r ,  much of  it is be l i eved  t o  be  a g i f t  t o  t h e  s i n g e r  

from t h e  s u p e r n a t u r a i  realm (1979: 5; C u r t i s  4 1970: 145; 

6: 143; 7 :  128; Olsen  1998: 549). 

Connections to t h e  s p i r i t u a l  realm can be noted when 

t h e  musician speaks  of songs which were g iven  t o  him o r  h e r  

through dreams, f a s t s ,  o r  v i s i o n s  in which the " s p i r i t "  

g ives  the g i f t  of  Song while t h e  i n d i v i d u a l  is i n  an 

a l t e r e d  state of consciousness .  Th i s  i s  documented m n g  

t h e  Ch ippewa .  T e t o n  S ioux ,  Menominee,  B l a c k f o o t  a n d  



Arapaho . It â lso  occurs i r i  at least some more conplex 

societies of the Northwest Coast, for example 

Nootka/Quileute and Tlingit. This dynamic renders the 

musician a vesse1 of the music and reinforces the concept 

of a direct connection between the spiritual and mundane 

world (De Laguna 1972: 576; Densmore 1910: 118; 1918: 59; 

1932: 19; 1939: 251; Curtis 2 1970: 518; McAllester 1949: 

30; McAllester and Mitchell 1983: 65; Nettl 1989: 31, 56, 

97) .22 Although the singer or musician may not have the 

defined role as intermediary, by virtue of the nature of 

Song he or she acts as a comunicator to the Spirit. 

Ownership of Music 

Belief in the right to possess a particular song is a 

natural consequence of the idea that a sacred Song may be 

given to someone in a dream. Many Native American groups 

such as the Nootka/Quileute, Pawnee, Cree, O j ibwa, 

Blackfoot and Tlingit that support the idea of "dream 

songs", which are received from ghosts and spirits, believe 

* Compare this to a gmiIar belief in some Afican art philosophy where the armai works, 
whether visuai, musical or othetwise, are revaed, but the identity of the creator is not The job of 
the creator is respecta but o h  a Sgnatme wili be omitied fiom an artwork to acknowledge 
indebtcdness to the spiritual creator. Therefore, the artist is mereIy a conduit and not responsile 
for the greamess of the work (Asante 1990: 74, see clarification of "A$ican," preceding page). 



t h a t  t h e  s i n g e r  becomes the r i g h t f u l  owner of  any revea led  

song, and t h e r e f o r e  has  t h e  r i g h t  t o  "sel ln  t h a t  Song t o  

ano the r  s i n g e r  ( D e  Laguna 1972: 564; Densmore 1939: 261; 

1929: 55, 79, 87, 114; Kaczmarek 1999: 51-52; N e t t l  1989: 

30). 

Respect and honour a r e  embodied not o n l y  i n  a g r e a t  

d e a l  of Native American sacred song, i tself ,  bu t  a l s o  i n  

t h e  p rocess  of acqu i r ing  t h e  song. I n  t h e  musical  th ink ing  

of t h e  Cree, Chippewa, Menominee, Piegan, Hidatsa ,  

Ass in iboin ,  Osage, Oto and t h e  Fonco, t h e  b e l i e f  i n  

"personal  ownership" o f  s a c r e d  songs d i c t a t e s  t h a t ,  i n  

o r d e r  t o  s i n g  a c e r t a i n  song one must own it by buying t h e  

Song and honouring i ts owner (Burleson 1990: 19;  C u r t i s  3 

1970: 132; 4: 64, 145; 6: 18; 19: 214; Densmore 1910: 2; 

1932: 9). This  phenomenon should not  be  compared t o  a 

t r a n s a c t i o n  i n  which goods are exchanged b u t ,  r a t h e r ,  a s  a 

r e f l e c t i o n  o f  t h e  honouring o f  t h e  Song owner. 

Perhaps more significant are t h e  r i c h  h i s t o r i c a l  and 

s o c i e t a l  connec t ions  t h a t  are forged  by t h i s  musical  

p rocess  which i n c o r p o r a t e s  pe rpe tua t ion  o f  " t r a d i t i o n a l "  

sacred music wh i l e  r e i n f o r c i n g  community h i e r a r c h y  through 

r e s p e c t  and acknowledgement o f  o t h e r  musicians .  Richard 

Burleson e l o q u e n t l y  describes t h i s  c y c l e  a s  ". . . a 

process  o f  c u l t u r a l  cohes ion  which b e a u t i f u l l y  melds t h e  



human and che spiritual realms within an integrated social 

tradition" (1997: 7). The oral traditions of sacred, 

"traditional" Native Arnerican music may also involve 

interaction with an elder. As a vesse1 for and teacher of 

the songs of his or her people, an elder becomes a link to 

tradition, enabling preservation and cultural stability. 

Musical structure 

Aboriginal music is, by and large, vocal music that is 

predominantly monophonie and instrumentally unaccompanied 

(Nettl 1989: 66; O'Brien 1994: 270; Pietroforte 1965: 8; 

Vennum 1986: 682) .23 While the drum has an active role in 

the performance of the music, it does not provide a melodic 

accompaniment in a harmonic sense. In its most basic 

construct, this music can therefore be described as 

horizontal (melodic) as opposed to vertical (harmonic) and 

is comprised of two rhythrnically independent lines -- the 

?3 Exceptions exist as seen in the plyphonic pm-singing of the Tiingi~ Nwtka and Quileute 
Indians. ûther exceptions are the inmmentai Oute accompaniment of cerîain songs found in 
Chippewa and Menominee as well as in the exiexistence of insirumental music played on the 
"e1derben-y courthg flute" of some Plateau t n i  (De Laguna 1972: 561-562; Densmore 1939: 
25, 1910:11, 1932: 11; OIsen 1998: 547). Another insûument mentioned is a banc or reed 
whistie, used in a percussive mther than melodic marmer, mentioued as a signalling msinxnent 
and in co~eciïon with some peyote and Srnidance cetemony (Curtis 3 19'70: Y 1, YS, 9; 3: i35, 
137, 140; 19: 125-126,207-208; Densmore 1939: 52; MMlester 1949: 28). 



non-isochronous voice ana the isochronous drum. 2 4 

Notation does not exist in the traditional context of 

North American Native music. Composition, transmission and 

preservation of this oral tradition rely instead on 

derivative processes, such as centoni~ation.~' It should be 

noted though, that there is an exception found in the rich 

musical traditions of the Chippewa Mde'wiwïn society. 

Mde'  music is recorded in mnemonics on pieces of birch 

bark in order to rernind the performer of the Song and its 

symbolism (Densmore 1910:15). While this symbolic notation 

is not detailed prescriptive notation, it is understood by 

al1 members of the society and is capable of expressing 

complex ideas (Densmore 1910 : 16-17) . 26 

Orality and musical construct 

Whether used consciously or unconsciously, many of the 

elements that characterise the sacred Native American music 

24 Isochronous and non-isochronous are the terms employed by BurIeson with regard to Native 
American music. They were fkd nsed by Jaques Chailley m the d c l e  "Apport du vocal et du 
verbal daas I'iterprétation de ta musique hçaise  cfassique", in L'inrerprétution de la m i q u e  
fiançaise aux XVUéme et XVILIdme siècles. (Paris: CNRS, 1974). 

25 Centouimiion is a compositionai technique commaoSy fonnd in Eastern rmisic that invohtes 
the use of meIodic motives or formulae upon which a melody would be based This process is 
aiso rdected in the Psalm Tone traditions of &y monophonie Christian chant (Grout 1988: 27). 
26 Prescriptive notation is a tecm coined by Charles Seeger to define notaiionai methods m which 
the music is noîaîed, or "prescribed" notaïon 'PeÎore it e;asis as souuti, ifesciipbvz 
notation sets forth, for largely anaIytical pilrposes, a music a b d y  in existence. 



examined in this research aid t h e  memory of t h e  performer. 

I n  terms of basic structure, per iod ic i ty ,  use of short  

rhythmic o r  melodic motives, descending melodic trend and 

symmetrical form are j u s t  a few such elements commun t o  

Chippewa, Pawnee, Menominee, Pueblo, Cree, Ojibwa and some 

Peyote music (Densrnore 1910:5; 1929: 18; 1932: 20, 1957: 5-  

6; 1936: 60; Kaczmarek 1999: 69 and McAlLester 1949:  42- 

4 3 ) .  

The employment of  an ancient concept of consonance 

( t h e  "primary consonances" ) s t r o n g l y  suggests the longevitÿ 

and preservat i o n  of " t radi t ional"  sacred Nat ive American 

music. It does so by emphasising fundamental intervals 

t h a t  are  prominent i n  the  harmonic se r i e s  -- the unison and 

octave, the  perfect  fifth and t h e  perfect  fourth, These 

are  in te rva ls  which are intuitively recognised by music- 

rnakers i n  many dif ferent cul tures .  I n  fact,  Helmholtz 

States that these i n t e m a l s  are found in a l 1  known musical 

scales (1954: 253) .  

If grouped i n  pairs (prirne/octave and four th / f i f th )  

these i n t e rva l s  are mutually invertable,  producinq t h e i r  

cornplment. By way of example, the  interval of a fourth, 



as the notes C and F, when inverted becornes a f i f t h ,  a s  F 

and C: 

I n  order to  generate t h e  en t i r e  set of "primary 

consonances, " only t h e  in tu i t ion  of the prime is  required. 

Indeed, one could argue tha t  t h e  intui t ion of t h e  octave, 

seen naturally t o  denote the h i g h  and low regis ter  of the 

fernale and male voice, enables the deduction of the en t i r e  

s e t .  27 

The drum 

The significant presence of the drum i n  Native 

American music indicates the  p rac t i ca l  aspect of music and 

" The grneration of these intervals is possibIe due to the audibility of hartnooic upper partiai 
tones heard when any singie musical tone is uiunded, and , as explained by Heimholtx ". . . the 
ear [detects] . . . a whole çeries of highn musical tones." (1954 22). The generation of the octave 
and îhe f3ü1 occur as the ID and 2d upper phals  of the prime, while the 3" upper partial 
generates die perfect fourth - the h d  component of the primary consonances (Helmholtz 1954: 
183). When two musicai tones are sounded SimnltaneousIy, these parti& wiii either coincide or 
conflict When they comcide, the intervals are said to be consonant and the tones sound 
uaiformiy without disturbance (beating) as in the octave, the perfêct fif€h and the @kt tweIfth 
(Helmholtz 1954: 181). The unifonni@, or consonance of diese mtervals was discovered by " . . . 

- - -  a d SJ, A,. 4,- ,& ,.be,-.,+ -.,-*rf ,,f ,,,,,, m,mrfE." mamy i o ~ . ~ o w u i ~  uio J U U ~ ~ W ~ C ~ L I L  VL ULI. w L W t N I V J i 6  -* -- p-. - -..- -1, 
thns these primary consonances were a natnraI inhitim (Helmholtz 1954: 181). 



its connection to dancing as reflected in the names of mâny 

Native American songs with the word dance in the title such 

as the Cree "Round Dance Song", "Grass Dance", "Chicken 

Dance"; the Choctaw "Snake Dance" and the Teton Sioux "Song 

of the Grass Dance". Because both the arum and the voice 

have significant, independent roles, it is important to 

note that the drum is not meant as merely an instrument of 

accompaniment. As the isochronous element of the music, it 

provides the rhythmic component to which the dancers would 

move . 
In addition to being a practical component of the 

music, the drum also plays a central role in ceremony and 

cornrnands great respect as seen in the ceremonial drums of 

the Chippewa, Cree and Ojibwa peoples that are ornately 

decorated, suspended above the ground and addressed as 

living entities (Densmore 191:ll; Diamond 1994: 161; 

Kaczmarek 1999: 22, 24-25, 40)). For the Chippewa and 

Menominee, this reverence resulted in the formation of a 

"drurn religion, " [sic] perpetuating respect and official 

guardianship for the drum (Densmore 1913: 142; 1932: 152). 

In the Menominee "drum religion", the drum is 

addressed as an ent ity ascribed with supernatural powers 

and capable of granting requests (Densmore 1932: 152-153) . 
Other societies, such as the Plains Cree and Ojibwa, also 



address the druni as a sacred and powerful link to the 

supernatural, where instrument and singer are thought to be 

in direct communication with the transcendent realm 

(Kaczmarek 1999: 42) . One belief related to me by a Cree 

elder is that when one strikes the drum, al1 of Creation is 

silent, listening and waiting t o  hear what one is qoinq to 

ask. In striking the d m ,  one might ask for help for 

one's people, or for healing; thanksgiving for the ability 

to d r u  and sing, or for understanding of life, might also 

be expressed (Bonaise 1998: persona1 communication). 

Music as an embodiment of power 

Societies such as the Chippewa, Ojibwa, Assiniboin and 

some Plateau believe that Song has a connection or 

accessibility to supernatural power enabling intercession 

on behalf of the cornrnunity as well as the transfer or 

renewal of personal power (Curtis 3 1970: 132; Densmore 

1913: 35; 1936: 63; McNally 2000: 25-27; Olsen 1998: 546). 

Ln fact, Olsen States that with many of the Plateau 

Indians, "song and rhythmic movernent functioned in a 

central sole with respect to personal power, protection, 

communication with natural forces, healing, prophecy and 

prayer. " (1998 : 546) - 



Some groups placed sucn merit in tne nealing power of 

music that special societies formed for the purpose of its 

cultivation. Densmore makes mention of the following: the 

Sai 'yuk of the West Coast Nootka and Quileutes, the 

E d e r w i w T n  religion of the Chippewas and the Mlta'win of 

the Menominee (1939: 302; 1910: 12; and 1932: 189, 

respectively) . The purpose of music and Song for mernbers 

of Mde'wïwïn was to secure ". . . definite results 
through supernatural power [with] the music being an 

indispensable factor" (Densmore 1910: 35). People of this 

medicine society believed that power and healing were 

achieved through music, medicine, and the aid of the spirit 

world; in order to heal, both the proper Song and the 

proper medicine were required. 

The Ghost Dance 

It is important to mention the significance of the 

Ghost Dance religion in addition to special societies that 

associated music with power and the supernatural. Music 

played an important role in this movement which was built 

upon an over-riding general principle which accommodated 

each tribe1s own mythology: the entire Native population, 

bath livinq and dead would be reunited on a renewed e a r t h  

in a time of great happiness for aboriginal peoples (Mooney 



1909/1973: 777). This movement suppor t ed  a belief i n  t h e  

p o s s i b i l i t y  of communication wi th  t h e  s u p e r n a t u r a l  realm 

t h a t  took  p l a c e  through v i s i o n s ,  which were produced 

through a combination o f  hypnot ic  trance and music (Mooney 

1909/1973: 925) . 
The p r o l i f e r a t i o n  of Ghost Dance songs a s s o c i a t e d  with 

t h i s  movement is due, i n  p a r t ,  t o  t h e  f a c t  t h a t  upon 

r ecove r ing  £rom t rance-induced v i s i o n s ,  t h e  a f f e c t e d  dancer  

would r e p r e s e n t  h i s  o r  h e r  expe r i ence  i n  Song form. 

Therefore ,  i n  a d d i t i o n  t o  t h e  songs t h a t  were r equ i r ed  f o r  

t h e  ceremony, t h e r e  might be twenty t o  t h i r t y  "new" songs 

gene ra t ed  t h a t  would be Sung a t  t h e  nex t  ceremony (Mooney 

1909/1973: 9 5 3 ) -  Mooney r e i t e r a t e s  t h e  impor tan t  r o l e  of 

t h e  music i n  t h i s  ceremony by s t a t i n g  t h a t :  

The Ghost-dance songs are  of t h e  utmost 

importance . . . as we f i n d  ernbodied i n  them 

much of t h e  d o c t r i n e  i tself,  w i t h  more of  t h e  

s p e c i a l  t r iba l  mythologies,  t o g e t h e r  wi th  such 

innumerable r e f e r e n c e s  t o  old- t ime customs, 

cerernonies, and modes of l i fe  long s i n c e  o b s o l e t e  

as make up a r e g u l a r  symposium of  a b o r i g i n a l  

thouqht and practice. (1909/1973: 953). 



Text 

A significant portion of sacred Native American music 

is native Song and is not necessarily an expression of both 

melody and text as in Euro-Arnerican Song, but any music 

that is expressed vocally (Nettl 1989: 30). By way of 

example, we need only take note of the fact that native 

Song does not necessarily incorporate text, yet can be 

meaningf~l.~~ This meaning embodied in untexted Native 

American Song may be derived £rom extra-musical 

associations that are known to the singer alone and are, 

therefore, not necessarily general knowledge. Burleson has 

coined the tenn "introversive meaning" -- a turning inward 

of meaning -- to describe this phenomenon in association 
with Cree music (1990: 18-19; 1997: 20-11). 

While the communication of a general idea is 

important, a great deal of sacred Native Arnerican music 

valued melody over text (McNally 2000: 28-30) . In fact, 

Densmore states that words in Chippewa music often serve as 

merely " . . . a key to the idea, without fully expressing 

28 Later Native Anierican religious rnovements, such as the Ghost Dance and Peyote Cult di4 
however, utilise texts that sometunes incorporated elements of bot, Native and Christian 
ideoIow. 



: & I l  
LL , GI: thât " . . . the tex t ,  in literal translation 

would [often] be meaningless, but the words themselves. . . 
bear an occult significance" (1910: 2, 14). This meaning 

is possible due to cultural awareness surrounding the 

music . 
Many social songs are preceded by a brief speech that 

explains and perrpetuates the history of a song, making 

reference to well-known stories (Densmore 1910: 2; Nettl 

1989: 56-57; O'Brien 1994: 270). It is in this manner that 

song, whether it be ceremonial or social, sacred or 

secular, may enable the preservation of mythology, 

tradition, and history. 

A cornparison of performance dynamic 

The fact that music has the potential for 

"introversive" meaning, as discussed above, creates an 

interesting dynamic between the song, the singer and the 

listener. In order to clarify this aspect of some Native 

American music, we can compare it to the "classical" music 

of Western or Euro-American culture. zg When we examine 

29 In this context, the term "~Iassical" m not denoting a specinc pmiod (i-e. late 18' Century), but 
d e r  demibing a popular conception of a musical geme that bcludes sacred and secula. music 
fim the Medieval, Renaissance, Baroque, ciassical and Romantic periods, as weiî as Born the 
20' Century. 



musical events of this category I i .e .  Western classical, or 

"high art"), we can delineate three specific participants, 

or groups of participants: 

1) composer: the creator of the music 

2) performer: the vehicie for the music 

3) listener: the observer of the music 

In this tri-partite configuration, each element plays an 

active and integral role: the composer is the vesse1 for 

the music, which does not exist until it is recorded in 

written form; the performer acts as the agent of 

transformation, allowing that music to become an aura1 

reality, and the listener is the recipient of that music 

and its meaning. This final element is one that creates a 

significant point of distinction between Western music and 

aboriginal music. 

In drawing a cornparison between the above dynamic, 

where there is interaction and reaction between three 

separate parties and the musical dynamic found in 

performance of some Native American songs, we can draw the 

conclusion that there is essentially only one figure in the 

latter context: the singer. Through this person sacred 

music is created through divine revelation, dreamsr etc.; 

performed and in essence, received. Because the meaning is 



in~roversive, it is the owner of the Song that 5s the 

intended "audience". 

While the meaning of Euro-American song is understood 

and directed at the audience, the meaning found in native 

Song can be intensely personal and perhaps only intended 

for the singer. This creates a dynamic where the 

singer/drummer is the vesse1 for and agent of the music, 

while the iistener may be effectively rather remote from 

the actual musical event. In terms of its potentially 

introversive nature, some Cree Song for example, not 

perfomed as public ceremony is not intended to communicate 

meaning to an outside Party, or audience, but rather to 

possess meaning for the performer. 

Conclusions 

Throughout the course of this chapter, 1 have 

attempted to illustrate the communicative powers of music 

in a Native American context. As a vehicle for 

communication, sacred music is a "two-way" channel in which 

the spiritual realm cormunicates with the mundane and vice 

versa. The following story, dealing with the origins of the 

Northern Lights song illustrates this communication 

dynamic. Ft was recounted to me by a Cree elder in the 



course of rny studies (Bonaise 1998: personal 

comunicat ion) :  

A round dance was a very sacred  dance 
used f o r  heal ing.  It was meant t o  hea l  the  
sou1 and t h e  s p i r i t .  The Narthern Lights  
Dance was a s p e c i a l  round dance used i n  
heal ing ceremonies. The s t o r y  of the  
Northern Lights  dance is  of a young woman 
who was very s i ck .  She was very c lose  t o  
death and her  people gathered around her ,  
wait ing for her  passing. She f e l l  a s l eep  
and t h e  Northern Lights  spoke t o  her. They 
t o l d  her  how important l i f e  was and gave 
he r  ins t ruc t ions ,  t e l l i n g  he r  t h a t  if she 
followed them she would l i v e  f o r  a long 
time. 

They t o l d  t h e  woman t o  do four  things:  
t o  f e a s t  and s ing ,  t o  dance, t o  respect  
he r se l f  and t o  look d o m  and t e l l  them what 
s h e  saw. When t h e  woman looked dom,  she 
saw a wide road going south.  The Northern 
Lights  t o l d  h e r  t h a t  it led t o  t h e  place 
where people go when they d i e .  These 
people were hungry and had t o  be fed  by 
food o f f e r i n g s  from t h e  l i v i n g .  The woman 
was t o l d  t o  i n s t r u c t  her  people about these  
th ings  . 

When she  woke up, she  t o l d  he r  people 
about t h e  dream. One of  t h e  men took t h e  
pipe t h a t  was being passed around, prayed 
with i t  and went t o  t h e  young womn, who 
sang the  Song t h a t  she  had heard i n  the  
dream. The whole v i l l a g e  gathered f o r  
dinner.  After the  d inner  a young man rose 
i n  t h e  cen t re  and began s ing ing  the  
Northern Lights  Song. The g i r l ' s  parents  
picked her  up and began t o  dance i n  a 
c i r c l e .  They danced around t h e  circle 
t h r e e  times and on t h e  t h i r d  t i m e  she  asked 
h e r  parents  t o  l e t  he r  go. They did, and 
she  continued t o  dance on he r  own, 
completely healed. 

Clearly, music in Native American societies may reflect 

comunication between the reahs of the s p i r i t u a l  and the  

mundane, producing the gift of Song through dreams and 



visions as well as offer inq a medium of expressicn f o r  

intercession, thanksgiving and other prayers. 



Chanter 6 

Shamanism and Its Music 

Introduction 

Music has  a s i g n i f i c a n t  p r e s e n c e  i n  t h e  a c t i v i t i e s  and 

r i t u a l s  o f  t h e  many v a r i a t i o n s  o f  sharnanism found around 

t h e  wor ld  (De Laguna 1972: 675, 680-6901 697-699; Eliade 

1964: 83,  96, 168; Grim 1983: 12-13; Nordland 1975: 168, 

Ripinsky-Naxon 1993: 49, 120; Townsend 1997 : 453; Winkelman 

1997: 3 9 8 ) .  To t h i s  p o i n t ,  we have examined music i n  terms 

of i ts  f u n c t i o n  a s  a v e h i c l e  f o r  communication between t h e  

"worldly"  rea lm and t h e  s p i r i t u a l  o r  t r a n s c e n d e n t  rea lm.  

Al though shamanic music p l a y s  a s i m i l a r  s o l e ,  t h e r e  is a n  

i m p o r t a n t  d i s t i n c t i o n :  r a t h e r  t h a n  a c t  as a v e h i c l e  o f  

communication, it is  a v e h i c l e  f o r  t h e  communicator. 30 

T h i s  sole is f i l l e d  by t h e  shaman, who f u n c t i o n s  a s  a n  

i n t e r m e d i a r y  between t h e  s p i r i t u a l  and  mundane realms. 

Townsend a p t l y  describes t h e  shaman as one who " . . .  
traffics i n  s u p e r n a t u r a l  power a n d  communes w i t h  s p i r i t s . "  

( 1 9 9 7 :  4 2 9 ) .  T h i s  i n t e r a c t i o n  i s  n o r m a l l y  a c c o m p l i s h e d  

The information in this ch- is drawn h m  many sources, but the analysis of the music is 
based upon exampies from -TIingit ~ ~ 5 e t y  @e ïaguna- i312j as wcîi as a inmsCnpliou or a 
T&nang ritual, recorded in Nepal (Towllscnd September 1989). 



while the shdman is in an "ecstatic" state, or an altered 

state of consciousness (ASC) - a factor which distinguishes 

the shaman from other F1magico-religious practitioners" and 

highlights an Linportant element of shamanisrn (Hultkrantz 

D e f i n i t i o n s  

Shamanism may be " . . . a part of a range of 

religious beliefe and practices . . . embedded within the 
whole social and religious fabric of a society" with many 

variations in the different cultures supporting it 

(Townsend 1997 : 431) . There is no single universal 

manifestation of shamanisrn, but rather a plurality in the 

existence of many types of shamanisms - with " . . . cornmon 
themes and general patterns that appear among widely 

dispersed populations" (Atkinson 1992: 308). In fact, there 

is a basic underlying principle that unites the diverse 

conceptions of shamanism: "[the] interact[ion] with the 

spirit world for the benefit of those in the material 

world." (Townsend 1997: 431)- 

This underlyinq principle is supported by some 

fundamental characteristics and criteria that delineate 

shamanism from other foms of supernatural interaction and 

intercession. In addition to the criteria listeci below, 



shamans may be  male o r  f e m a l e  (depending on societal 

b e l i e f s )  , and  have  d i f f e r e n t  levels o f  power and d i f f e r e n t  

l e v e l s  of involvernent  w i t h  t h e  s u p e r n a t u r a l  ( E l i a d e  1964: 

17 ,  184-189, 237-238; Townsend 1997: 439-4401. 

Characteristics and criteria 

The f o l l o w i n g  is a c o l l e c t i o n  o f  p r i m a r y  c r i t e r i a  used  

t o  c l a s s i f y  shamans, based  upon t h e  work o f  De Laguna 

(1972:  672, 6 7 4 ) ;  E l i a d e  (1964: 1 8 2 ) ;  Gowan (1975: 60-61) ;  

Ho l tved  (1967: 23-31); Ripinsky-Naxon (1993:  62-66, 71-92) 

and  Townsend (1997: 431-432, 430-4441: 

O The shaman is an intermediary between the mundane realm 

and the spirit realm. As such, he or she has the ability 

to call, control or be "inspired" by the spirit world for 

aid. 

*3 The shaman may hold social rank/authority or inspire fear 

in his or her community, depending on societal beliefs, 

due to an association or alliance with the spirit world. 

4. The shaman makes use of altered or shamanic s t a t e s  of 

consciousness (SSC, discussed below) including trance, 

sou1 f light, dreams, form change, divination, curing, and 

introduction of spirits into the shaman's body. 

O The shaman has control of ASC/SSC, is able to enter these 

states at will and has some recollection of the 

experience afterward. 

+% Shamanic activities taking place in ASC/SSC are conducted 

on behalf of and for the benefit of the comnity or an 

iiiiiividuol iu t e  cv-ïity, üx! 3ct fez ~ ~ r r c ü z l  

enlightenment. 



The need f o r  shamanisrn i s  entrenched i n  t h e  b e l i e f  of a 

cosmos d iv ided  i n t o  s p i r i t u a l  and l i v i n g  r e a l i t y .  Within 

t h i s  cosmos, balance and r e c i p r o c i t y  a r e  t h e  r u l i n g  

fundaments and t h e  shamanls r o l e  i s  t o  r e s t o r e  and /o r  

main ta in  balance ( G r i m  1983: 78; Townsend 433, 437) .  

Aitered & sham~nic s ta tes  of consciousness 

Sou1 f l i g h t ,  e c s t a t i c  t r a v e l  and t r a n c e  a r e  a l 1  

e lements  of  shamanic a c t i v i t y  t h a t  occur  i n  ASC which 

S t a n l e y  Krippner d e f i n e s  g e n e r a l l y  as: 

. . . a mental  s t a t e  which can be s u b j e c t i v e l y  

recognized by a n  i n d i v i d u a l  ( o r  by an o b j e c t i v e  

observer  of t h e  i n d i v i d u a l )  a s  r e p r e s e n t i n g  a 

difference i n  psychologica l  func t ion ing  form t h a t  

i n d i v i d u a l  ' s ' normal, ' a l e r t ,  waking state . " 
(1972: 1) 

ASC, t h e  medium i n  and by which a  g r e a t  d e a l  o f  shamanic 

a c t i v i t y  occurs ,  is a l s o  a n  a s p e c t  o f  a "cornplex o f  

cri terian t h a t  t o g e t h e r  d i s t i n g u i s h e s  t h e  shaman from o t h e r  

r i t u a l  s p e c i a l i s t s  (Aul tkrantz:  1967: 32; Ripinsky-Naxon 

1993: 67; Townsend 1997:  431-432; Winkelman 1997: 394) . I t  

plays such an impor tan t  role i n  shamanism t h a t  Michael 

Ezrner hss introbilced t h e  tem "shamanic state of  



consciousness" (SSC) to delineate it frorn general ASC 

experiences (1982 : xvi, 20-30, 46-56) . 
Because travel to and communication with the spirit 

realm are dependent upon experience of an altered state of 

consciousness, SSC is essential to shamanism. It can be 

distinguished from ecstasy, tranco or other general ASC due 

to the fact that rational thought and control usually still 

exists while the shaman is in an SSC. There are various 

"kinds and degrees" of SSC. Townsend describes these in 

tems of occurring on a continuum (1997: 4 4 2 ) :  

1) At one end of the spectrum is light SSC, in which 

the shaman: 

O alters consciousness to  interact  w i t h  the s p i r i t  world 

9 has the a b i l i t y  t o  undertake journeys into  t h e  spirit  

wurld 

*:* has marginal awareness of  the s p i r i t  world ( a b i l i t y  t o  

i s sue  instruction t o  ass i s tants ,  e t c . ] .  

2) At the other end of the spectrum is deep SSC, in 

which the shaman: 

6 appears t o  be comatose 

4 is obl iv ious  to the  material world. 

No matter what level of SSC îs undertaken, it should be 

noted that the shaman determines the circunistances of SSC 

-- ZE pxtrernely important factor in shamanism, as it 

represents a key factor in the separation of shamanism from 



those suffering the effects of mental disorder such as 

schizophrenia. 31 By establishing control over his/her 

movement into and out of ASC/SSC, the shaman is able to 

control his interactions with the spirits and the spirit 

realm. 

Music in shaman life and ritual  

Music is present throughout shamanic activity, but is 

not limited to activities within a séance setting. Shamans 

have their own sets of songs and may also have songs 

associated with particular spirits or animals (De Laguna 

1972: 571, 670; Eliade 1964: 96). Song also plays a role 

in the cal1 of the shaman, as seen in examples cited by 

both De Laguna and Eliade where future shamans are 

recognised by their ability to sing a particular song, or 

by their ability to fa11 into trance during the singing of 

a particular spirit's Song (1972: 675; 1964: 19, 83). 

In Tlingit society the songs of the spirit familiars 

( yek )  were traditional and so well-known that it was 

possible for the cormnunity to recognise future shamans by 

their behaviour when one of these songs was Sung. In the 



initial stages of â shamanls career, many would go through 

periods of isolation and other forms of persona1 

restrictions in quest of spiritual contact to learn these 

songs (De Laguna 1972: 677-678; Eliade 1964: 14, 16; 

Holtved 1967; 27-29). 

Through music, the shaman is able to induce and 

maintain trance, cal1 and comunicate with the spirits, 

strengthen power and journey to the spirit world (De Laguna 

1972: 670, 702; Eliade 1964: 168-169, Ripinsky-Naxon 1993: 

50; Townsend 1997: 453). De Laguna states that percussive 

instruments and ornaments on a shamanvs costume are 

important factors in ritual, but the drum is the most 

significant instrument among musical regalia, which may 

also include rattles, tapping stick and other percussive 

instruments (1972: 688-689, 697) . 

The shamanvs &um 

According to Eliade, "the drum has a role of first 

importance in Shamanic ceremonies. Its symbolism is 

complex, its magical functions many and various" (1964: 

168) . The d m  has many connections to the supernatural; 

it is often linked to origin and/or "Cosmic Tree" mythology 

and has great powers associated with it (De Laguna 1972: 

685; Eliade 1964: 168-170; Grim 1983: 47-48, 78; Ripinsky- 



Naxon 1993: 46-47,  4 9 ) .  Sometimes referred t o  as  a 

" m y s t i c a l  horse"  o r  "boat" ,  t h e  drum is connec ted  t o  t h e  

s p i r i t u a l  r ea lm by v i r t u e  o f  t h e  f a c t  t h a t  i t s  s i z e ,  t y p e  

a n d  d e c o r a t i o n  a r e  o f t e n  "chosen" by t h e  s p i r i t s  and 

r e v e a l e d  t o  t h e  shaman i n  a n  SSC (Eliade 1964: 170; G r i m  

1983: 47-48; Ripinsky-Naxon 1993: 4 6 ) .  E l i a d e  s t a t e s  t h a t  

t h e  d i s t i n g u i s h i n q  f e a t u r e  (and a r g u a b l y  t h e  most i m p o r t a n t  

o n e )  o f  t h e  drum is i ts  a b i l i t y  t o  create, e n a b l e  and  

m a i n t a i n  "ecstatic" e x p e r i e n c e  th rough  t h e  "charm" of i t s  

sounds  o r  t h e  ext reme c o n c e n t r a t i o n  provoked by l o n g  

p e r i o d s  of d r m i n g ,  a phenomenon h e  c a l l s  "musical  magic" 

as opposed t o  "magical  n o i s e "  (1964: 174-175).  

The a b i l i t y  o f  t h e  drum t o  induce  a n  SSC i s  s u p p o r t e d  

b y  t h e  r e s e a r c h  o f  Bourguignon (1972:332-333), G r i m  (1983: 

12-13, 1471, and Ripinsky-Naxon (1993: 1 4 2 ) ,  and  e x p l a i n e d  

by  Winkelman (1997: 398) as t h e  dnimning, o r  " rhythmic  

a u d i t o r y  s t i m u l a t i o n "  imposing p a t t e r n s  on the b r a i n  waves 

which affect t h e  a l p h a  and  t h e t a  waves. 32 The act of 

drurmning, combined w i t h  some form of r e p e t i t i v e  " e x t e n s i v e  

motor  behav iour"  can s l o w  b r a i n  waves, a l t e r  b r e a t h i n g  

p a t t e r n s  a n d  s t i m u l a t e  t h e  release of  "endogenous o p i a t e s " ,  



which "produce basic ASC patterns" (Bourguignon 1473 : 333; 

Winkelman 1997: 398-399). Patterns of drumming and singing 

or chanting, when used in a ritual setting where the 

"expectaat and participating audience" is present, cornbined 

with rhythmic frequency and intensity will produce a trance 

state (Bourguignon 1972: 333; Nordland 1967 : 168) . 33 

Shaman songs of the Tlingit 

Songs that are used by the shaman may be associated with 

extensive symbolism, as in the songs of the Yakutat 

Tlingit . In this group songs, costumes, regalia and 

instruments are al1 associated with a shamants yek or 

familiaf as illustrated in costume design and colour, or 

carving and ornamentation on instruments and other regalia 

(De Laguna 1972: 688-690, 697-699). Music plays an 

especially important role in Tlingit seance by invoking SSC 

(as detailed above) . When the shaman begins the music at a 

ritual (drumming and singing of the spirit songs), he is 

assisted by the members of his clan or other shaman 

assistants. 

These assistants pfayed a very important role in the 

music making at each ritual. Arnong other things, the 

33 See FiGURE 6.1 far an example of Seance sû-ucnrte- 



Tamang Séance Strucnirc 
(based upon Townsend 1997: 453) 

+ may take place indoors or outdoors, but usually at night 
+ au.dience and "patient" assemble 
+ aicar is prepared with offerings and sacred objects 

1) Sliaman sits in front of the alrar, in costume and begins by drumming and chanting. 
2) Sliarnan begins to shake as the spirits enter stages role in of clic the carly 

3) Sliaman continues chanting and begins to dance 
4 

riciial as wcll as 
during clic - drumming is continued by either the sharnan or assistants to the sharnan "so~al-fiight~ OF 

4) During the drumming and dancing, the shaman journeys to the spirit world 
5) The drumming and music stop 

- spirits may speak through the sharnan 
- assistants may encourage the spirit through questions 
- the shaman may gain understanding of the patient's illness with the aid of the spirits 

6) Dancing resumes and the sharnan returns to the altar to Say goodbye to the departing spirits. 
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a s s i s t a n t  was expected t o  p lay  t h e  drum, keep rhythm wi th  

t h e  tapping s t icks and s i n g  t h e  shaman's songs f o r  him. 

MSO important was t h e  a s s i s t a n t ' s  r ecogn i t i on  t h e  s p i r i t  

was i n s p i r i n g  t h e  shaman a t  each r i t u a l  s o  t h a t  t h e  

c o r r e c t ,  corresponding Song was Sung. The a s s i s t a n t  was 

expected t o  have ex t ens ive  knowledge of  both t h e  songs and 

t h e  s p e c i f i c  drum b e a t i n g  p a t t e r n s  t h a t  were used because 

t h e  occurrence of an i n c o r r e c t  drum beac o r  Song would 

cause t h e  shaman t o  come ou t  of h i s  t r a n c e  s t a t e  (De Laguna 

1972: 7 0 2 ) .  The a s s i s t a n t  f u l f i l l e d  a very  demanding r o l e :  

he had t o  be ready t o  appear  whenever t h e  shaman wanted t o  

summon t h e  s p i r i t s ,  o r  whenever t h e  s p i r i t s  were i n s p i r i n g  

t h e  shaman (De Laguna 1972: 702) . 
The T l i n g i t  shaman songs ( ' ixt' da ciyi)  a r e  t h o s e  of 

his yek, and func t ion  a s  an i n d i c a t o r  of  t h e  shamanic 

c a l l i n g ,  invoke s p i r i t s  and s t r eng then  shamanic power (De 

Laguna 1972: 571) .  During a séance,  t h e  shaman w i l l  most 

o f t e n  u t i l i s e  a " p r i n c i p a l  song" -- t h e  one ob ta ined  from 

t h e  shaman's yek wh i l e  on t h e  q u e s t  t o  c o n t a c t  t h e  s p i r i t  

world. These songs con ta in  power which is s t rengthened  by 

t h e  number o f  times it is  used and t h e  number of people 

s ing ing  it (De Laguna 1972: 571) .  De Laguna d e s c r i b e s  

t h e s e  songs a s  t r a d i t i o n a l ,  p l e n t i f u l ,  having i r r e g u l a r  



rhythm, rapid beat and a two-stanza plus refrain structure 

(1972: 571). 

Tlingit shamans have special costumes and accessories 

that are linked to their profession and therefore to their 

power. De Laguna speculates that al1 of the shamanlc 

possessions (both the .mundane and the ceremonial) were 

sacrosanct (1972: 685) . With the exception of the shamanls 

drums and sticks, all of these items were kept in a special 

cache outside of the house. These possessions were 

considered very powerful, with those of the dead shaman 

considered to be most powerful and dangerous. Musical 

instruments like the drwn (the most important), tapping 

sticks, rattles, and "percussive" jewellery (e.g. bones on 

necklaces and aprons) were the instruments of shaman 

rituals (De Laguna 1972: 605-6861 . Shamans sometimes had a 

special room in the house called a drum room where this 

powerful instrument was stored (De Laguna 1972: 685) . These 

percussive instruments were used to accent the irregular 

rhythm of the ritual music. 

Music of a Nepalese Tamang shaman ritual 

The other example used in the course of this research 

is one taken from a Nepalese Tamang shaman ritual, recorded 

by Dr. Joan Townsend in September of 1989 and transcribed 
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by t h e  au tho r .  According t o  t h e  informant in te rv iewed 

p r i o r  t o  t h e  r i t u a l ,  t h e  songs o f  Tamûng sharnans a r e  Sung 

i n  p a i r s  ( 7  p a i r s  i n  t o t a l ) .  T h i s  p a r t i c u l a r  r i t u a l  

involved incan ta t ions ,  o r  chant ing ,  d r m i n g ,  s ing ing  and 

dancing.  The two-headed d m  is d e s c r i b e a  a s  h i g h l y  

deco ra t ed  wi th  symùolic ornamentation r ep re sen t ing  

f a m i l i a r s  and deities. Along wi th  t h e  e x t e r n a l  

ornamentat ion,  d i f f e r e n t  o b j e c t s ,  inc lud ing  meta l s ,  seeds 

and jewels, are placed i n s i d e  o f  t h e  drum be fo re  it i s  

s e a l e d .  

The informant desc r ibed  f i v e  s p e c i f i c  bea t  p a t t e r n s  

used by some shamans wi th  t h e  q u a l i f i c a t i o n  c h a t  "junior1'  

shamans used on ly  a  p o r t i o n  o f  t h e s e  (Townsend 1989). 34 

V a r i a t i o n s  such a s  t h e  nurnber of s t i c k s  used could occur  

w i t h i n  t h e  p a t t e r n s ,  bu t  rnost dnmmers would be f a m i l i a r  

w i th  t h e  b a s i c  p a t t e r n s  and t h e i r  uses  (Townsend 1 9 8 9 ) .  

The musical  m a t e r i a l  of t h e  r i t u a l  which was ana lysed ,  

can be described as a c y c l e  of i n t e n s i t y  and r e l a x a t i o n  

beginning wi th  i n t e r m i t t e n t  drumming, adding t h e  vo ice  and 

t hen  con t inu ing  t o  b u i l d  i n  i n t e n s i t y  u n t i l  it reaches  t h e  

first p la t eau .  At t h i s  p o i n t ,  t h e  voca l  l i n e  changes, 

becoming more f o l k  l i k e  and more pen ta ton ic .  The music 

reverts back t o  i t s  c h a n t - l i k e  format  a n d  b e g i n s  t o  b u i l d  

" See 62 for a diagram of these pattern. 



FIGURE 6.2 

FIVE RHYTHMIC PATTERNS OF TAMANG SHAMANS 

2) KALCHURE SLLI 

3) PAR0 SLLI 

4) DUKULA SEL1 

5 )  SAMING SrLLI 
-similar to paro six, but played with one stick 

(P ATAL) 
-mentioued as another rhythmic pattern, but is a non-pattern as such: it 

is a lack of d m  beat and is used in the calling of the under world. 

* al1 information derived fiom transcriptions of sessions recorded by Dr. Joan Townsend 
in Nepal in 1989. 
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intensity once more. Rather than taper off, it ends 

abruptly with the stripping down of the elements until only 

a rattling sound iperhaps objects in the drum, or costume 

decoration) is left, and finally stops. 

The melody of the shamanFs ritual music follows 

similar patterns to those found in Aboriginal music. The 

melody line is highly inflected, incorporates microtonality 

and forms a descending line, from mid-high range down into 

the low range. The melody seems to float above the drums; 

not only is it non-isochronous, but it also lacks clear 

pitch definition. The occurrence of microtonality is so 

great that it is sometimes difficult to define a pitch 

contour. 

The tonal vocabulary of this ritual is limited, 

appearing to exhibit elements of pentatonicism, but 

consisting mainly of only 4 pitches. Therefore, it can be 

most appropriately described as gapped, consisting of four 

main pitches (C Eb F and G) and may be further 

classified as anhemitonic -- lacking semitones. 
A unique feature of this shaman ritual music is the 

juxtaposition of different aspects within the music. 

Rhythmically, there is a constant shift between regular 

beats and irregular (i.e. hemiola and/or syncopation), 

along with the interplay between the different percussive 



97 

instruments (which are constantly shifting in and out of 

the music). The drum plays an important role in the ritual, 

but other percussive accents are created by the 

ornamentation on the shamanls costume as well as by the 

vocal yelps and hissing. The overall structure makes use 

of free-floating, chant-like portions in contrast to quasi- 

folk Song portions, creating a complex and dynamic music. 

These exarnples serve to illustrate the significant 

role that music plays in shamanistic ritual. Travel to and 

communication with the spirit realm through an SSC is a 

major function of the shaman in his role as intermediary 

between mundane and transcendent world -- "the importance 
of musical sound, as a transporting technique, is a 

fundamental phenomenon in every shamanistic culturen 

(Ripinsky-Naxon 1993: 49, 128). 



Chapter 7 

Musical Examples and Analysis 

The musical examples and analysis in this chapter 

serve to illustrate of some of the structural tendencies 

discussed above. Ir1 comparing the analysis of musical 

examples from different groups, it is evident that some 

similarities do exist over cultural and temporal 

boundaries, including: a noticeable descending trend in the 

melodic contour, generation through derivative processes 

and limited pitch material (as noted in Figures ?.Sb, 7.3b, 

7.4b, 7,8b, 7.10b, 7.18b, 7.19b, 7.24b and 7.25b). The 

basic structural similarities within the sampling of Native 

American music should also be noted. Lt is interesting to 

note that in addition to shared structures, the rnusics 

examined, do in fact, share a common function as a vehicle 

for communication between the realms of the mundane and the 

transcendent. 

The analysis below demonstrates some of the structural 

characteristics of each piece. The written analysis is 

followed by graphic representation of tonal material, Song 

transcription, pitch distribution, and in some cases, an 

analysis of the melodic contour. 





FIGURE 7.1 b 
Arch-form of ~lainsong chant 

Mamificat - Canticle of the Blessed Virain 

Note: This example of plninsong chant, taken fiom 
the Liber Untnlis, exhibits the arch form typical of 
chant structure. 



FIGURE 7.2 
Nepalese Tamang Shaman Ritual 

continucd 

Su!onJs 

"bcILs" 
RHMHMIC UNlTS 

"Noie the tord shift up one 
whole tone in the k t  two ban 

5.61 1 1  67 17.X6 SXY6 42.51 45 I b  --.> (1.16 .. ..... . .. ..~.> - 
I I I 1 I I  r i  a :  -- 

I ---- ~. - - ---- - 8 -  - 8 -  4 -  , _  
3 .  

7 
drum : i ' ; , L 

i I l I 1 



FIGURE 7.2 b 



NUMBER OF TONES: 5 

SCALAR TYPE: pentatonic 

RANGE: 6th , not including the lowest note, which o n l y  

occurs once. 

INTERVAL ANALYSIS: M2 = 26/54 = 4 8 %  

Unison = 15/54 = 28% 

M3 = 6 / 5 4  = 11% 

Others = 7 / 5 4  = 13% 

*Note: Not including t h e  Unison, descending intervals 

account for 52% of al1 intervals  used. 

PHRASE STRUCTURE: A - A' - B 

DRüM BEAT: recorded as  6 /4  metre against a 9 / 6  metre i n  t h e  

voice, indicating two independent uni ts .  

TONE REPETITION: see Figure 7 . 3  

OTHER COMMENTS: T h i s  par t icu lar  example uses tex t  and 

vocables, w i t h  vocables taking t he  role i n  t h e  following 

pattern where each bar is equal t o  9 beats: 

vocables: 3 bars + 3 beats 

tex t  : 6 beats + 3 bars 

vocables: 3 beats + 3 bars 



FIGURE 7.3 

Lipkakaet - Angyadae Wolf Clan, Sung by Chief Weerhae 
(Barbeau 1955: 37) 

NOTE 
O 

REPETITIONS 
20163 

PERCENTAGE 
31 -75 





TITLE: Arapaho Song #80 

NUMBER OF TONES: 5 (without octave duplications! 

ScA ïAE l  TYPE: pentatonic 

RANGE : M9 

INTERVAL ANALY S 1 S : Unison = 9/18 = 50% 

M2 = 6/18 = 33% 

Others = 3/18 = 17% 

*Note: Not including the Unison, descending intervals 

account for 678 of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follow: 

A - B - B ~ - C - D  

*Note: The first three phrases of this example are al1 of 

equal length (5 measures of 3 beats each). 

DRUM BEAT: The drum accompaniment is transcribed as a basic 

duple pattern against triple metre in the vocal line. The 

drums may not enter until the third phrase, the 

transcription layout makes it difficult to determine this 

detail. 

TONE REPETITION: see Figure 7.4 

OTHER COMMENT'S: This piece uses vocables, but no text. 



FIGURE 7.4 

Arapaho Peyote Song - Arapaho, singer unknown 
(MeAllester 1949: Appendix, Song # 80) 

Arapaho Peyo te Song 



FIGURE 7.4 b - 
5 bars El 5 bars El 5 bars m 4 bars El 7 bars (DI 

NOTE: 
"B" and "B'" consist of the same rnelodic material. Both phrases use the material presented in "A" transposed down a perfect fourth. 
"C" bas a comparable melodic contour and also uses similar melodic material as the first two phrases. 
"D" ccimprises the closing formula of  this Song, 

Arapaho Song - 



TITLE: Blackfoot Song #I 

NUMBER OF TONES: 6 (not including octave duplication) 

SCALAR TYPE: hexachordal 

RANGE: Ml3 

INTERVAL ANALYSIS: Unison = 14/39 = 36% 

M2 = 14/39 = 36% 

P 4 = 5 /39  = 13% 

M3 = 4/39 = 10% 

m3 = 2/39 = 5% 

*Note: Not including the Unison, descending intervals 

account for 60% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows, where 

B1 is B with a closing formula added: 

~ - ~ - A - A - B - B '  

'Note: If "a" represents the original melodic unit, "A" is 

that same unit, transposed down a P5 and B is that same 

unit transposed down an octave. 

DRUM BEAT: There is no mention of a d m  accompaniment. 

TONE REPETITION: see chart 7.5 

OTHER COMMENTS: This example combines text and vocables in 

the following construct: 

Phrase a: vocables 

Phrase A: text 

Phrase 6: vocables 



FIGURE 7.5 

Song # 7 - Blackfoot, singer unknown 
(Nettl 1989: 181) 

Bladrfoot Song #1 

NOTE 
G 
C 
D 
F 
A 
E 

REPETITIONS 
11/53 
19/53 
8/53 

1 1153 
2/53 
2/53 

.PERCENTAGE 
20.75 
35.85 
15.09 
20.75 

3-77 
3-77 



TTTLE: Blackfoot Song #2 

NUMBER OF TONES: 5 

SCAïdR TYPE: pentatonic 

WNGE: P5 

INTERVAL ANALYSIS: Unison = 10/17 = 59% 

Others = 2/17 = 11% 

*Note : Not including the Unison, descending intervals 

account for 71% of a l 1  intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows: 

A - B - C  

DRlTM BEAT: no mention of drum accompaniment 

TONE REPETITION: see Figure 7.6 

OTHER COMMENTS: This example uses both text and vocables. 

The translation given is "youtre going to die and be alone 

in the graveyard" (Nettl 1989: 182). 



FIGURE 7.6 

Song # 2 - Blackfoot, singer unknown 
(Nettl 1989: 182) 

BIa&oot Song #2 

PERCENTAGE 
39.39 
3.03 

21.21 
24.24 
12.12 

NOTE 
G 
8b 
B 
C 
D 

REPETITIONS 
13133 

1/33 
7/33 
8133 
4/33 



TITLE: Song of Thanks for a Pony 

NUMBER OF TONES: 5 (not including octave duplication) 

SCALAR TYPE: pentatonic 

RANGE: L octave 

INTERVAL ANALYSIS: Unison = 5/14 = 36% 

M2 = 5/14 = 36% 

m3 = 4/14 = 28% 

*Note: Not including unisons, descending intervals account 

for 78% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows: 

A -B 

DRüM BEAT: A d m m  beat is mentioned and noted at a faster 

tempo than the vocal line. 

TONE REPETITION: see Figure 7.7 

OTHER COMMENTS: No text is included for this example, but 

the rhythmic patterns may be suggestive of a galloping 



FIGURE 7.7 

Song of Thanks for a Pony - Chippewa, Sung by Gi'wita'bines 
(Densmore 1910: 202) 

Song ofThanks for a Pony 

,,,,,,,,,,,,,,, -- I UA 

PC 
1 E D  

OF 
! UG - 

PERCENTAGE , 

17.39 
34 -78 
26.1 
13.04 
8 -6 

NOTE 
A 
c 
O 
F 
G 

REPETITIONS 
4123 
8/23 
6/23 
3/23 
2i23 



TITLE: Choctaw Bullet Game Song 

NUMBER OF TONES: 5 

SCFLAR TYPE: gapped pentatonic 

RANGE: Major 6th 

INTERVAL ANALYSIS : 

Unison = 18/48 = 38% 

*Note: Not including the Unison, descending intervals 

account for 87% of al1 intervals used. 

PHRASE STRUCTURE: Although phrase structure for this 

particular piece was somewhat difficult to determine, there 

seems to be a derivative pattern approximated by the 

following, where phrases A and B, B and D are similar: 

Phrases A and c/C1 each occur 4 times, occupying 

approximately 40% of the melodic material 

DRUM BEAT: Drum beat not recorded. 

TONE REPETITION: see Figure 7.8 

OTHER COMMENTS: This example includes a text which Densmore 

freely translates as: "Here are four counters" (1972: 133) . 
The descending interval of a M2, as F# E appears to be a 

type of cadential phrase end, as it occurs in each of the 

different phrases. 



FIGURE 7.8 

Bullet Game Song - Choctaw, Sung by Sidney Wesley 
(Densmore l943Il972: 133) 

Choctlw Bullet Gvne 

NOTE 
E 
F# 
A 
B 
C# 

REPETITION 
16/85 
9/85 
39/85 
19/85 
2/85 

PERCENTAGE 
18.82 
1 0.56 
45.88 
22.35 
2.35 



FIGURE 7.8 b 

Choctaw Bullet Game Song 

NOTE: 
-phrase patterns are derivative, although no two ara 
identical. 
-phrase structure in ternis of beat numbers is: 
3+3+3+4+5+4+4+9+6 
-phrasa 1 and 2 are similar 
-phrase 2 and 4 are similar 
-the last three phrases seem io exhibit a more graduel 
descent. 



TITLE: Snake Dance Song 

NüMBER OF TONES : 4 

SCFL l lR  TYPE: tetrachordal 

RANGE: m6 

INTERVAL ANALYSIS: 

*Note: Not including the Unison, descending intervals 

account for 67% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is represented as 

follows, where A' is a fragment of A  as illustrated in the 

subdivision below the over riding phrase scheme: 

A - A A ~ B - B - C - B - B  

abcb' - a b c b '  - a b  - d e  - d e  - E - d e  - d e  

DRüM BEAT: No drum accompaniment 

TONE REPETITION: see Figure 7.9 

OTHER COMMENTS: This example is untexted. 



FIGURE 7.9 

Snake Dance Song - Choctaw, Sung by Sidney Wesley 
(Densmore l943il972: 152) 

Choaaw Snake Dance Song 



TITLE: Comancne Dawn Song 

NUMBER OF TONES: 5 (without octave duplication) 

SCALAR TYPE: pentatonic 

RANGE: 1 octave 

INTERVAL ANALYSIS: Unison = 31/47 = 66% 

m3 = 12/47 = 26% 

**  Note: the m2 intervals, in both descending and ascending 

form, occur as quasi-ornamental elements, and are therefore 

not counted in the totals. 

*Note: Not including the Unison, descending intervals 

account for 100% of al1 intervals used. 

PHRASE STRUCTURE: Including the Introduction, the phrase 

structure is as follows: 

DRUM BEAT: no cornments are made other than to state that 

there is a d m  accompaniment. 

TONE REPETITION: see Figure 7.10 

OTHER COMMENTS: This example does not include a text, but 

vocables were used according to McALlesterts transcription 

(1949: Appendix, Song # 4 )  



FIGURE 7.10 

Comanche Dawn Song - Comanche, singer unknown 
(MeAllester 1949: Appendix, Song #4) 

Comanche Dam Song 

NOTE (REPETITIONS ~PERCENTAGE 1 ( A - A  

UE - 



FIGURE 7.10 b 

Cornanche Dawn Song 



TITLE: Song During Treatment of t h e  Sick 

NUMBER OF TONES: 8 ( inc lud ing  octave dupl ica t ion  of the 

"key note". 

SCALAR TYPE: quasi-major, without the raised seventh degree 

RANGE: 1 octave 

FNTERVAI, ANALYSIS: Unison = 14/23 = 61% 

M2 = 5/23  = 219 

Other = 2/23 = 9% 

*Note: Not including misons, descending intervals account 

for  100% of a l 1  intervals used. 

PHRASE STRUCTURE: The phrase  structure is as follows: 

A - A ~ - B - C  

DRUM BEAT: No drum is mentioned for this example. 

TONE REPETITION: See Figure  7.11 

OTWER COMMENTS: The free translation of the t e x t  for t h i s  

example, as given by Densrnore is: "My lodge stands so l id .  

1 walk a l 1  over the world" (1932: 107). 



FIGURE 7.1 1 

Song Dufing Treatment of the Sick - Menominee, Sung by Amab 
(Densmore 1932: 107) 

Song During Tkatrnent of the Sick 



TITLE: Song f o r  cne Owner of a Drum 

NUMBER OF TONES: 6 ( n o t  i n c l u d i n g  o c t a v e  d u p l i c a t i o n )  

SCALAR TYPE: d i a t o n i c  ( i n c l u d e s  a11 t o n e s  o f  t h e  C major  

scale) . 
RANGE : o c t a v e  

INTERVAL ANALYSIS: Unison = 16/29 = 56% 

M2 = 7/29 = 24% 

M3 = 3/29 = 10% 

O t  h e r s  = 3/29 = 10% 

*Note: Not i n c l u d i n g  t h e  Unison, descending i n t e r v a l s  

a c c o u n t  f o r  92% o f  a l 1  i n t e r v a l s  used. 

PHRAÇE STRUCTURE: The p h r a s e  s t r u c t u r e  is as fo l lows :  

A - A - B - C  

DRüM BEAT: There  is no drurrtbeat mentioned f o r  t h i s  

exarnple. 

TONE REPETITIONS: see F i g u r e  7.12 

OTHER COMMENTS: T h i s  piece is u n t e x t e d .  



FIGURE 7.12 

Song for the Owner of a Drum (b) - Menominee, Sung by Little 
Thunderer 
(Densmore 1932: 170) 

Song for the Owncr of a Drum 

NOTE 
C 
D 
E 
F 
G 
A 

m g  for the owner o<a ~ n i m  :IC; 
a D  

an ME 
h l ~  

. BG 

8 HA 
I 

REPETITION 
24/55 

8/55 
3/55 

12/55 
6/55 
2/55 

PERCENTAGE 
43.64 
14.55 
5.45 

21 -82 
10.9 
3.64 



TITLE: Song of t h e  Manido 

NUMBER OF TONES: 6 (not  i n c l u d i n g  o c t a v e  d u p l i c a t i o n )  

SCALAR TYPE: hexachordal  

RANGE: ml0 

INTERVAL ANALYSIS: Uni son = 31/48 = 65% 

M2 = 11/48 = 23% 

m3 = 4/48 = 8% 

O t h e r s  = 2/48 = 4 %  

*Note: Not i n c l u d i n g  u n i s o n s ,  descend ing  i n t e r v a l s  a c c o u n t  

f o r  59% o f  a l 1  i n t e r v a l s  used .  

PHRASE STRUCTURE: The p h r a s e  s t r u c t u r e  i s  as f o l l o w s :  

A - B - B' - B' - B - BI - A' - A 

*Note: Each p h r a s e  contains i d e n t i c a l  rhythrnic p a t t e r n s  

w i t h  o n l y  s l i g h t  v a r i a t i o n s ,  a n d / o r  t r a n s p o s i t i o n  i n  t h e  

melod ic  p a t t e r n .  

DRUM BEAT: g i v e n  a s  hav ing  t h e  sarne tempo as t h e  v o i c e  

l i n e .  

TONE REPETITION: see F i g u r e  7.13 

OTHER COMMENTS: Tex t  is p a r a p h r a s e d  by Densmore as  "on t h e  

center [sic] of a p e n i n s u l a  1 am s t a n d i n g "  (1910: 230) . 
T h i s  t e x t  is i n t e r s p e r s e d  with v o c a b l e s  and is r e p e a t e d  t o  

accommodate t h e  m e  l o d i c  mâterial. 



FIGURE 7.13 

Song of the Manido' - Mide', Sung by Little Wolf 
(Densmore 191 0: 230) 

Song of the Manido 

,,,, ,,,id, --- 
XIA ' 
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PERCENTAGE 
15-07 
4.1 1 
28.77 
20.55 

9.56 
21.92 

NOTE 
A 
Bb 
C 
0 
F 
G 

- 

RE PETITION 
11/73 
3/73 

21R3 
15/73 
7/73 
16/73 



TITLE: Clayquot War Song 

NUMBER OF TONES: 3 

SCALAR TYPE: triadic 

RANGE: m? 

LNTERVAL ANALYSIS : Unison = 12119 = 63% 

*Note: Not including unisons, descending intervals account 

for 100% of al1 intervals. 

PHRASE STRUCTURE: The phrase structure is as follows: 

A - B - C - B - C - B - C  

DRUM BEAT: There is no mention of drms accompanyinq this 

example. 

TON€ REPETITION: see Figure 7.14 

OTHER COMMENTS: This exmple contains no texr. 



FIGURE 7.14 

Clayquot War Song - NooWQuileute, sung by Sarah Guy 
(Densmore 1939: 193) 

Claybquot Wat Song (a) 

NOTE REPETITION PERCENTAGE 
G 7/29 24.1 3 



TITLE: Song in tne Canoes 

NUMBER OF TONES: 5 

S C A W  TYPE: Although there are five tones used in t h i s  

example, I would still deem it tetrachordal as the " f i f t h "  

tone is only used once. 

RANGE: P5 

INTERVAL ANALYSE: Unison = 15/59 = 25% 

*Nate: Not including unisons, descending intervals âccount 

for 80% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows: 

A - B - C - B ~ - B ' - D - B ~ - E  

*Note: Al1 of t h e  rnelodic motives in each phrase are very 

sirnilas, but incorporate different rhythmic patterns. 

Because there is not a lot of exact repetition, it rrtay be 

more accurate to classify this structure as strophic. 

DRUM BEAT: The drurns in this example correspond to both the 

vocal line and the paddle stroke of t h e  c a m e  (Densmore 

TONE REPETITION: see Figure 7.15 

OTHER COMMENTS: no text mentioned 



FIGURE 7.15 

Song in the Canoes - Nootka/Quileute, Sung by Young Doctor 
(Densmore 1939: 73) 

Song in the Canoes 

Song in the Canoes 
3%t% 

NOTE 
F 

REPETITIONS 
2411 09 

PERCENTAGE 
22.02 



TITLE: E a q l e  CRiefls War Song 

NUMBER OF TONES: 5 ( n o t  i n c l u d i n g  octave d u p l i c a t i o n )  

SCALAR TYPE: p e n t a t o n i c  

RANGE: octave 

INTERVAI, ANALY S I S  : Unison  = 8/17 = (27% 

M2 = 3 /17  = 18% 

*Note: Not i n c l u d i n g  m i s o n s ,  d e s c e n d i n g  i n t e r v a l s  a c c o u n t  

for  4 4 %  of a l1  i n t e r v a l s  used. 

PHRASE STRUCTURE: The  p h r a s e  s t r u c t u r e  is as follows: 

DRUM BEAT: Drum accompaniment  is n o t a t e d  as  s t r ic t  d u p l e  

meter i n  e i q h t h  n o t e s .  

TONE REPETITION: see F i g u r e  7.16 

OTHER COMMENTS: T h e r e  i s  no  t e x t  t r a n s c r i b e d  fo r  t h i s  

example .  



FIGURE 7.16 

Eagle Chiefs War Song - Pawnee, Sung by John Luwak 
(Densmore 1929: 61) 

Eagle Chiefls War Song 

NOTE 
C 
O 
E 
G 
0 

REPETITIONS 
3/35 
6/35 
4/35 

19/35 
3/35 

PERCENTAGE 
8.57 

17.14 
1 1.43 
54.29 
8.57 

~~k war%np 
7- 

S n  s . oc 
7% 

a D 

I E 

IY UG 
54 I B 



TITLE: Ghost Dance Song 

NUMBER OF TONES : 4 

SCALAR TYPE: B i - ce l lu l a r  t e t r a c h o r d a l  

RANGE: P5 

INTERVAL ANALYSIS: Unison = 23/33  = 70% 

m3 = 8/33 = 24% 

*Note: Not i nc lud ing  unisons,  descending i n t e m a l s  account 

f o r  92% o f  a l 1  i n t e r v a l s  used. 

PHRASE STRUCTURE : The phrase  s t r u c t u r e  is a s  f  ollows, w i t h  

a s u b d i v i s i o n  below t h e  over  r i d i n g  s t r u c t u r e  where "c" is 

a c a d e n t i a l  modi f ica t ion  of "b" and "c*" is an  ex tens ion  of 

t h i s  c a d e n t i a l  formula: 

A - B  - A= - B 

a a b c  b c *  aald b c b c *  

DRUM BEAT: drum not recorded 

TONE REPETITION: see Figure  7.17 

OTHER COMMENTS: No t e x t  was g iven  i n  t h i s  example. The 

rhythmic p a t t e r n s  of t h e  voca l  l i n e ,  a s  t r a n s c r i b e d  by 

Densmore, a r e  al1 duple  r h y t h m  (1929: 81). 



FIGURE 7.17 

Ghost Dance Song - Pawnee, Sung by Horse Chief 
(Densmore 4929: 81) 

Pawnec Ghost Dance Song 

NOTE REPETITIONS PERCENTAGE 
31.17 1 29/77 37 10.38 -67 

16/77 20.78 



TITLE: Round Dance Song: Northern Lightz 

NUMBER OF TONES : 3 

SCALAR TYPE: triadic 

RANGE: Ml2 

Unison  = 6 / 4 1  = 15% 

P 5 = 11/41 = 27% 

M3 = 9/41 = 22% 

m3 = 9/41 = 22% 

P 4  = 4 / 4 1  = 10% 

Othe r s  = 2 / 4 1  = 4 %  

*Note: Not i n c l u d i n g  u n i s o n s ,  descending i n t e r v a l s  a c c o u n t  

f o r  60% of al1 intervals used. 

PHRASE STRUCTURE: The phrase s t r u c t u r e  i s  as follows where 

A' is alrnost i d e n t i c a l  t o  "An and "B" is  a decorated 

augmentation of A' using s h o r t e r  note values: 

A - A ~ - A - B  

DRUM BEAT: The accompanying drum beat is n o t a t e d ,  n o t  i n  

number of any p a r t i c u l a r  metre, b u t  as compared t o  the 

vocal units. 

TONE REPETITION: See Figure 7 - 1 8  

OTHER COMMENTS: This example uses b o t h  t e x t  and vocables. 

The t e x t  t r a n s l a t i o n  is given as "When 1 was young 1 was i n  

love" ( B u r l e s o n  Songs and Singers ,  Meaning and S t r u c t u r e ) .  



FIGURE 7.1 8 

Norfhem Lights Round Dance Song - Plains Cree, Sung by Walter 
Bonaise 
(Burleson 1990: 15) 

Narrhcrn Lights Round Dance Song 

NOTE 
E 
G# 
A 
B 

REf ETlTlONS 
23/54 
1 1/54 
1 9/54 

1/54 

PERCEN 





TITLE: Slow Trad i t iona l  S o n g  

NUMBER OF TONES: 5 

SCALAR TYPE: g a p p e d  p e n t a t o n i c  

RANGE: 1 octave 

INTERVAL ANALYSIS : M2 = 1 4 / 2 4  = 58% 

O t h e r s  = 3/24 = 13% 

PHRASE STRUCTURE: The p h r a s e  structure is as  follows: 

A - A  - A' 
abc abc a ( f r a g m e n t )  

DRUM BEAT: A d r u m  beat is p r e s e n t  and n o t a t e d  as a basic 

duple pa t t e rn .  

TONE REPETITION: see F i g u r e  7 . 1 9  

OTHER COMMENTS: T h i s  e x a m p l e  uses vocables a s  o p p o s e d  t o  

text . 



FIGURE 7.19 

Slow Traditona/ Song - Plains Cree, Sung by Walter Bonaise 
(Burieson f 997: 12) 

Slow Traditional Song 

Slow TWmnal  Song - 
PA 1 
BS : 

ln6 
UD i 
OE i 
QG 8 

NOTE 
A 
B 
D 
E 
G 

REPETITIONS 
7/33 
4/33 
7133 
8133 
7/33 

PERCENTAGE 
21 -21 
12.12 
21.21 
24.24 
21 -21 



FIGURE 7.19 b - 

Slow Traditional Song 

NOTE: 
n i e  melodic material of each phrase (a and b) remains the same. Each tepetition is a transposition o f  the material. 



TITLE: Corn-grinding Song 

NUMBER OF TONES: 6 

SCALAR TYPE: gapped scale, quasi major 

RANGE: ml3 

INTERVAL ANALYSIS : Unis on = 41/78 = 53% 

M2 = 19/78 = 24% 

M3 = 11/78 = 14% 

m3 = 7/78 = 9% 

*Note: Not including unisons, descending intervals account 

for 73% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows: 

A - B  

These phrases may be further subdivided, but there is no 

repetition of melodic material. 

DRUM BEAT: Densrnore States that tapping was used to 

accompany this Song, rather than drumming (1957 : 105). 

TONE REPETITION: see Figure 7.20 

OTHER COMMENTS: There is no text used in this example. 

Although there is no repetition of melodic material, the 

use of similar rhythmic patterns as well as the general 

descending line throughout maintains structural 

cohesiveness. 



FIGURE 7.20 

Corn-grinding Song - Zuii Pueblo, singer unknown 
(Densmore 1957: 263) 

Corn Grinding Song 

Corn Grindlng Song -- 
' U D  



TITLE: Song Addressed to the Medicine Bowl 

NUMBER OF TONES: 7 

SCALAR TYPE: resembles a transposed mixolydian scale in itç 

arrangement of tones and semitones (T-T-S-T-T-S-T-T) 

RANGE: M9 

INTERVAL ANALYSIS: Unison = 1 2 / 3 3  = 36% 

M2 = 13/33  = 40% 

Others = 4/33 = 12% 

*Note: Not including unisons, descending intervals account 

for 62% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as follows, where 

"E" is the cadential material: 

A - B - C - D - B - C - E  

DRUM BEAT: No drum is mentioned, but Densmore States that 

gourd rattles would often accompany this type of Song 

(1957: 26) 

TONE REPETITION: see Figure 7.21 

OTHER COMMENTS: The text is freely translated by Densmore 

as "Medicine bowl, you are going to brush away the 

sickness" (1957: 26) . 



FIGURE 7.21 

Song Addressed to Medicine Bowl- Acoma Pueblo, singer unknown 
(Densmore 1957: 26) 

Song Addtessed to Medicine Bowl 

NOTE 
D 

REPETITIONS 
19/51 

PERCENTAGE 
37 .25 



TITLE: An Appeal to the Bear 

W B E R  OF TONES: 5 (not including octave duplicationl 

SCALAR TYPE: pentatonic 

RANGE: octave 

INTERVAL ANALYSIS: Unison = 9/17 = 53% 

*Note: Not including the Unison, descending intervals 

account for 100% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure is as f ollows, where 

is equal to B, transposed down a M2: 

DRUM BEAT: drum not recorded 

TONE REPETITION: see Figure 7.22 

OTHER COMMENTS: This example includes text, which Densmore 

paraphrases as "fâther send a voice a hard task 1 am 

having" ( 1 9 1 8 :  263). 



FIGURE 7.22 

An Appeal to the Bear - Teton Sioux, su ng by Eagle Shield 
(Densrnore 191 8: 263) 

An Appcal to the Bear 

A p l  to the ~ e a r  
- 
a E b  

6% IaGb 
;EIM 
'ne13 
.WC -- 

NOTE 
Eb 
Gb 
Ab 
Bb 

AC 

REPETITIONS 
11/31 
813 1 
4/31 
6/31 
2131 

PERCENTAGE 
35.48 
25.81 

12.9 
19.35 
6.45 



TITLE: Grass Dance Song 

NüMBER OF TONES: 5 

SCALAR TYPE: b i - c e l l u l a r  p e n t a t o n i c  c o n s t r u c t e d  o f  two 

d e s c e n d i n g  m 3  intervals, c o n n e c t e d  by a M2. 

RANGE: ml0 

INTERVAL ANALYS IS : Unison = 22/44 = 50% 

M2 = 11/44 = 25% 

*Note: Not i n c l u d i n g  u n i s o n s ,  d e s c e n d i n g  i n t e r v a l s  a c c o u n t  

fo r  73% of a l 1  i n t e r v a l s  u sed .  

PHRASE STRUCTURE: The p h r a s e  s t r u c t u r e  is as f o l l o w s ,  where 

I I ~ ~ I I  is a t r a n s p o s i t i o n  of "b": 

DRüM BEAT: D-rum not recorded 

TONE REPETITION: see F i g u r e  7.23 

OTHER COMMENTS: This example is untexted. After the opening 

phrase (A), which may be treated as an introduction, the phrases 

repeat exactly. It is interesting to note that phrase "A" could 

be described as an augmentation of phrase "Bn, demonstrating that 

this example makes uses of repetition as a structural device. 



FIGURE 7.23 

Song of the Grass Dance - Teton Sioux, Sung by Kills at Night 
(Densmore 191 8: 475) 

Song of the Grass Dance 

Song of the Grass Dance - 
1 -a E 

1tY 
P G  

5% 
IA 
n E  

44% PD 

NOTE 
E 

REPETITIONS 
14155 

PERCENTAGE 
25.45 



TITLE: The Mountain Lion Song 

NUMBER OF TONES : 5 

SCALAR TYPE: bi-cellular pentatonic, constructea of two 

ascending m3 intervals, connected by a M2 on either siae 

(see above for illustration). 

RANGE: m7 

INTERVAL ANALYSIS: Unison = 16 = 53% 

M2 = 9 = 30% 

M3 = 5 = 17% 

*Note: Not including the unison interval, descending 

intervals account for 100% of al1 intervals used. 

PHRASE STRUCTURE: The phrase structure of this example can 

be represented as follows, where BI is an extension of B: 

A - B - A - B =  

DRUM BEAT: No mention of a drum is made. 

TONE REPETITION: see Figure 7.24 

OTHER COMMENTS: According to the singer, as paraphrased by 

Pietroforte, the text of this song is a glorification of 

and statement of respect for the mountain lion (1965: 39). 



FIGURE 7.24 

The Mountain Lion Song - YokuttPauite, Sung by Leon Manuel 
(Pietroforte 1965: 39) 

Mountain Lion Song 

NOTE 
Eb 
Gb 
Ab 
Bb 
Db 

REPETITIONS 
2159 
8/59 

19/59 
17/59 
13/59 

- 
PERCENTAGE 

3 -4 
13.56 
32.2 

28.81 
22-03> 

- 

-- 
i.Eb ; 
ImGb 

'UAb ; 

n 
! m b  : 
lPDb 

A 

.- 





TITLE: Song of the Snowflakes 

NUMBER OF TONES : 5 

SCALAR TYPE: bi-cellular pentatonic constructed of two 

descending m3 intervals, connected by a M2. 

(i.e. e t m 3 i  g 4b~2+ a +MS+ b h 3 - 3  d) . 

RANGE: m7 

INTERVAL ANALYSIS: 

*Note: Not including the Unison, descending intervals 

account for 86% of al1 intervals used. 

PHRASE STRUCTURE: Strophic: 

A - B - C  

DRUM BEAT: no mention of a drum is made 

TONE REPETITION: 3ee Figure 7.25 

OTHER COMMENTS: According to the singer of this piece, as 

paraphrased by Pietroforte, the text describes the gentle 

falling of the snowflakes (1965: 35). 



FIGURE 7.25 

Song of the Snowffakes - YokutlPauite, Sung by Molly Pomona 
(Pietroforte 1965: 35) 

Song of the S n o a e s  

NOTE REPETITIONS PERCENTAGE 
D 1/35 2.86 



FIGURE 7.25 b 

NOTE: 
Phrases "A", "Bu, and *Cu are repeated, with an extension of section C (c'). 

Song of the Snowflake 



Conclusions 

The field explored here is vast. The research 

presented can, therefore, offer some preliminary steps 

toward raising significant questions and posing plausible 

answers. It is remarkable that existing literature reveals 

very little investigation of the central issues explored in 

this thesis. Are we, therefore, to assume the existence 

of such factors as transcendence and communication beyond 

the mundane, without further analysis or detailed 

cormentary? 1s this the type of thinking which engenders 

the essential problem noted herein: namely, that ''music is 

a universal language"? Perhaps it is the rather imposing 

array of questions that arise out of investigations into 

statements such as these that have inhibited in-depth 

enquiry. Aithough this research represents an initial 

investigation, it is hoped that it will provide a catalyst 

for further investigation and research by others interested 

in the topics that are encompassed here. 

It was stated in the opening remarks that this 

research intended to suggest a general underlying principle 

in music, developed around a central premise: that sacred 

music may be a vehicle for communication, manifest through 



the need and desire for intercession between the mundane 

realm and the transcendent realm. Throughout the course of 

this investigation, two themes have repeatedly emerged: 

t ranscendence and communication. Al though the scope of 

this research does not allow the statement that these 

themes are absolute in their universality, their presence 

in the material examined suggests a predominant, if not 

universal, musical trend. 

Music has been documented as an instrument of 

communication and expression since the time of the Jewish 

Temple. Belief in its power to elevate the word of the 

people, to transcend the mundane realm, is illustrated in 

the use of music in the sacred ceremony and ritual of the 

Christian church. It is also documented in Vedic ritual, 

some Native American sacred ceremony, and Tamang séance 

structure. The examples given in the preceding pages 

clearly demonstrate that music often acts as a vehicle for 

communication with the transcendent realm. Although this 

communication takes many forms, it is evident that music is 

viewed as a means of achieving contact with the 

transcendent. With the music of shaman ritual, music's 

ability to realise communication occurs due to its role in 

achieving transcendence, itself. In this context, music 



becomes the facilitator of a state in which communication 

is possible. 

The majority of this work has focused on the 

philosophical, rather than the practical, but the 

introduction of musical analysis invites the reader to 

examine the issues from a theoretical perspective as well. 

Upon cornparison of musical samples from different cultural 

groups and historical periods, it is evident that these 

musics share some fundamental characteristics. In 

comparing the musical development of some literate musical 

cultures (i. e. societies in which at least a portion of its 

literature is dedicated to the recording of music, music 

theory, aesthetics, and/or musical philosophy), these 

"universal tendencies" appear to be rooted in the 

beginnings of musical development. Where the societal 

function of music is a comrnon denominator, perhaps it is 

this factor that gives rise to shared musical constructs. 
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