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Introduction

This volume brings together articles written between 1909 and 1983 on the history, definitions, and scope of ethnomusicology, providing multiple perspectives of the changing ways in which ethnomusicologists have viewed themselves and others during the first century of ethnomusicological activity. It was originally published in cloth as Volume 1 of the Garland Library of Readings in Ethnomusicology (1990).

Ethnomusicologists have long been concerned with their relationship to diverse fields of humanistic and scientific research. The earliest article in this volume, by Gilman (1909), discusses the importance of a then-new technology, the phonograph, and its role as a catalyst in building a new “science of exotic music.” The interdisciplinary range of what was to become ethnomusicology is already evident in Gilman’s comments, moving from the largely musical issues that occupied scholars of his era to a broader indictment of ethnocentrism and a call for efforts to understand different cognitive systems. Similarly, Charles Seeger’s global view of the ethnomusicological endeavor within the framework of systematic musicology, setting forth a “universally valid foundation for the study of music” (1951, 29), resonates in the broad and inclusive agendas later endorsed by Merriam (1975), Nettl (1975), and Simon (1978). The longstanding and symbiotic relationships of ethnomusicology with musicology, anthropology, and dance ethnology are explored and expanded by Herzog (1942), Schaeffner (1961), McLeod (1974), Kurath (1960), McAllester (1963), and Reyes Schramm (1979). Indeed, the very murkiness of these conventional disciplinary boundaries led one scholar to suggest that ethnomusicology had already accomplished its goals and should be abolished (Lieberman 1977).

Given the varied range of activities and divergent agendas of individuals, it is perhaps predictable that many articles are heavily concerned with definitions of the field. Many of these efforts cluster in the quarter century following the founding of the Society for Ethnomusicology and the subsequent incorporation of ethnomusicological studies into American universities. It appears that the growing institutional role of ethnomusicology asa discipline separate from both musicology and anthropology in the United States sparked these publications engaged with self-definition. Included here are an early contribution by Rhodes (1956), and summary statements by Hood (1969), Nettl (1975), Simon (1978), and List (1979). Three seminal contributions by Alan Merriam (1960, 1975, 1977) are also reprinted, including his invaluable compilation of definitions in the final member of that trilogy.

Attempts to synthesize the past and arrive at a mandate for the future have also encouraged a continuing involvement with historical writing. A sample of such efforts is included here. Two early and notable contributions are those by Densmore (1927) and Herzog (1942), each of which recounts the history of the study of Native American musics while touching on broader methodological issues. Several other articles, including Nettl (1958), Schaeffner (1961), and Wiora (1965), are historiographical in their content, emphasizing the importance of ethnomusicological research for the study of music history. The history of specific trends in ethnomusicological thought is further traced in a detailed discussion of paradigm formation by Marshall (1972). All these contributions make clear the manner in which intellectual trends are linked to personal and institutional factors, explicating the ways in which the history of ethnomusicological thought reflects the predilections of its practitioners and their particular situations at specific points in time.

Many of the articles in this volume raise issues that have continued importance in ethnomusicological research. These include Seeger’s seminal contribution on the subject of criticism and value (1965), the frequent references to ethical concerns in writings from Densmore (1927) to Nettl (1975), and the recurrent debate over preservation, recast by McLean (1983) from an ethical and political perspective. The concern with newtechnologies, eloquently addressed by Gilman (1909), echoes in several essays, most notably in Feld’s discussion of visual documentation and film (1976).

Given the characterization of ethnomusicology as an “orphan discipline” (Herzog, 1942, 22) and as the “stepchild” (Rhodes, 1956, 33) of both its disciplinary parents, musicology and cultural anthropology, it is perhaps predictable that many have sought to weld the many activities and approaches that have fallen under this rubric into a coherent whole. It is intended that the presentation of these diverse contributions within a single volume gives easy access to a sampling of this lively, and continuing, dialogue.

Kay Kaufman Shelemay



Introduction to the Garland Library of Readings in Ethnomusicology

Over a century of ethnomusicological research has given rise to a large if widely scattered scholarly literature. The Garland Library of Readings in Ethnomusicology presents a selection of distinguished articles on diverse historical, methodological, and theoretical topics dating from the nineteenth century to the 1980s.

All articles have been photographically reproduced as originally printed, each volume incorporating both older contributions and more recent scholarship, arranged for the most part in chronological order. In this manner, a single volume provides insight into individual approaches to common problems or issues over time, while the series as a whole sets forth an overview of the history and nature of a changing ethnomusicological discourse.

Ethnomusicologists have always published in an international and interdisciplinary array of periodicals and collections of essays, rendering many of the publications difficult of access. For this reason, a special effort was made to incorporate here valuable writings that are difficult to locate or out-of-print. Consideration was given to including important older articles from rare or inaccessible sources while also incorporating more recent contributions crucial to the thorough treatment of a particular theme or issue. Approximately one-fourth of the entries in this series are drawn from Ethnomusicology, reflecting its status as a most important venue for ethnomusicological publication during the second half of the twentieth century. The majority of the articles are in English, with a minority of contributions in French, German, and Spanish. Publication of articles in other languages presented issues of translation beyond the scope of this series.

Articles were chosen with primary consideration for their treatment of major issues or problems that have occupied ethnomusicological thought and practice. While many of the selections contain discussion of a particular musical tradition as part of a more general statement or argument, articles were selected with consideration of their contribution to the methodological and issue-oriented focus of the series. No attempt was made to balance geographical coverage or to provide a representative sample of musical traditions that have been the subject of ethnomusicological research. In some cases, copyright difficulties prevented the inclusion of other entries of choice.

In juxtaposing within a seven-volume collection a number of important articles originally conceived independently, the Garland Library of Readings in Ethnomusicology brings together individual scholarly efforts in a new context. The rubrics under which the articles have been organized emerged during the process of bibliographic selection. Each volume unites articles that speak in some way to the common theme or problem reflected in its title, although some of the items in the collection could have fit equally well into more than one volume of the series. Volume 7 contains contributions that intersect with and overlap the themes of the other six volumes, each entry representing a new perspective, paradigm, or approach at its respective time of publication.

Ethnomusicologists have since early dates been concerned with both the boundaries and mandates of their discipline. Volume 1 includes articles treating the history, definition, and scope of the field. These range from early summaries of ethnomusicological subject matter and state of research to later, comprehensive discussions spanning the discipline at large, its intellectual history, and future prospects.

Ethnomusicologists have always invoked and applied a wide range of theories and methods in their research. Volume 2 incorporates a diverse collection of articles that either make explicit theoretical or methodological statements, or implicitly set forth approaches that transcend their particular case study. Several contributions define the relationship between ethnomusicology and other fields of inquiry, as well as the impact of the methods and theories of other disciplines on ethnomusicological scholarship.

Attention to the role of music in culture and methods for the study of music in context is the theme linking articles included in Volume 3. All articles in this volume explicitly address the cultural aspects of music making—the role of music in human social life, thought, and action.

Articles discussing the philosophy, methodologies, and technologies of musical transcription are found within Volume 4, while the methods and problems of cross-cultural musical analysis are the subject of Volume 5.

Ethnomusicologists have long been concerned not only with music making, but with music makers and the processes through which musical materials are generated, transmitted, and documented. Volume 6 contains selected articles on musical instruments and musicians, on the processes of composition and performance, and on the technologies and methods through which these materials have been preserved and studied.

Volume 7 presents articles that signalled new trends or subjects of ethnomusicological concern at their time of publication. Their chronological presentation together graphically illustrates the scope and dynamism of ethnomusicological research throughout the first century of its history.

This series is intended to provide a core collection of ethnomusicological articles for libraries that may not own a wide array of periodicals or that may seek to preserve their often fragile originals from heavy use. The volumes can also serve as a convenient resource for teaching and study, a welcome alternative to the dozens of crumpled photocopies that access to these widely dispersed offerings otherwise necessitates. Although no single collection can do justice to the extraordinary diversity of thought that has characterized ethnomusicological inquiry to date, it is hoped that these volumes provide both a partial overview of the past and a useful resource for readers as they draw upon existing research in their search for new intellectual directions.

Kay Kaufman Shelemay
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The Science of Exotic Music1

1 A. J. Ellis, “On the Musical Scales of Various Nations,” Journal of the Society of Arts, XXXIII., 1885. J. P. N. Land, “Ueber die Tonkunst der Javanen,” Vierteljahrsschrift für Musikwissenschaft, 1889, 1. C. Stumpf, “Lieder der Bellakula Indianern,” Vierteljahrsschrift für Musikwissenschaft, 1886, 4; “Phonographirter Indianermelodien” (review of “Zuñi Melodies”), Vierteljahrsschrift für Musikwissenschaft, 1892, 1; “Tonsystem und Musik der Siamesen,” Beiträge zur Akustik und Musikwissenschaft, 3, 1901; “Das Berliner Phonogrammarchiv,” Int. Wochenschrift für Wissenschaft, Kunst und Technik, 22 Februar, 1908. Franz Boas, “The Central Esquimo,” Bureau of Ethnology, Sixth Anual Report, Washington, 1888; “The Kwakiutl Indians,” U. S. National Museum, Report for 1895. B. I. Gilman, “Zuñi Melodies,” Journal of American Archeology and Ethnology, I., Boston, 1891; “Some Psychological Aspects of the Chinese Musical System,” Philosophical Review, I., Nos. 1 and 2, New York, 1892; “Hopi Songs,” Journal of American Archeology and Ethnology, V., Boston, 1908. Miss Alice C. Fletcher, “A Study of Omaha Indian Music: With a Report on the Structure of the Music by John C. Fillmore,” Peabody Museum, Cambridge, U. S. A., 1893; “The Hako: A Pawnee Ceremony,” Bureau of Ethnology, Twenty-second Report, Part 2, Washington, 1903. O. Abraham and E. M. von Hornbostel, “Studien über das Tonsystem und die Musik der Japaner,” Sammelbänder der Int. Musikgesellschaft, IV., 2, 1903; “Ueber die Bedeutung des Phonographen für vergleichende Musikwissenschaft” and “Phonographierte türkische Melodien,” Zeitschrift für Ethnologie, XXXVI., 2, 1904; “Phonographierte indische Melodien,” Sammelbänder der Int. Musikgesellschaft, V., 3, 1904; “Phonographierte Indianermelodien aus British Columbia,” Boas Memorial Volume, New York, 1906. E. M. von Hornbostel, “Phonographierte tunesische Melodien” (1905?); “Notiz über die Musik der Bewohner von Sud Neu Mecklenburg” (1905?); “Ueber der gegenwärtigen Stand der vergleichenden Musik Wissenschaft,” Int. Musikgesellschaft, Basler Kongress, 1906. “Ueber die Musik der Kubu,” Städtischer Völkermuseum, Frankfurt, 1908. “Phonographierte melodien aus Madagaskar und Indonesien,” Forschungsreise S. M. S. Planet, V., 6, Berlin, 1909. Compare also: Charles K. Wead, “Contributions to the History of Musical Scales,” U. S. National Museum, Report for 1900. W. C. Sabine, “Melody and the Origin of the Musical Scale,” Science, May 29, 1908.

If architecture is the king of the fine arts, commanding the outward services of others, music is their queen, imposing the inward laws by which all rule themselves. The notions of harmony, pitch, scale, tonality and key, applied in fine art generally, have in music first become clear enough to receive names. The theory of all the arts awaits to this day the exact grasp of these ideas which the investigation of musical structure will some time give.

Hitherto the study of music has labored under an essential disadvantage compared with that of painting and sculpture. Passing events can not be scrutinized as permanent objects can. Time is lacking for their close determination; and once experienced they become memories only. Precision and revision—twin essentials of science—are possible in observing a combination of color and form, but not of tone. Hence the study of music as we know it is a study of scores. Connoisseurship, pictorial and plastic, has found its material wherever paintings and sculptures exist: musical criticism only where scores exist; that is to say only in modern Europe. In order to bring accurate method to bear on non-European music some means for reproducing it at will is demanded. If we can choose the moment when data of sense are to present themselves we can prepare for their precise registry; and the power to repeat our impressions gives the power to correct them. Such a means has been furnished within our own time and our own country. Chiefly by the aid of the phonograph inquiries into exotic music have within a generation attained the standing of a branch of science.

The closer study of instrumental forms undertaken in England by the late A. J. Ellis in 1885 and carried on by J. P. N. Land in Holland laid the foundation for the new research. Five years later, in 1890, Dr. J. Walter Fewkes, of the Hemenway Southwestern Expedition, first used the phonograph in the study of aboriginal folk lore, and collected the records of American Indian singing which in the following year formed the basis of the writer’s study of Zuñi melodies. The notations of singing in Miss Alice Fletcher’s monograph on the “Music of the Omaha Indians,” published in 1893 with a report by the late J. C. Fillmore on the structure of the music, although made by ear, were based upon years of experience in the field. In later extended studies of Indian life and art by Miss Fletcher, Dr. Boas and Dr. Dorsey the phonograph has aided. The investigation of exotic music had already occupied Professor Carl Stumpf, now of Berlin and lately rector of the university. Professor Stumpf in 1886 made an accurate study by ear (“gleichsame phonographische Nachbildungen”) of the singing of Bellakula Indians from British Columbia, in 1892 gave an incisive discussion of the Zuñi melodies, and in 1901 published an extended investigation of Siamese music, based on phonographic records and the examination of instruments. Apart from the writer’s volume on “Hopi Songs” (1908) all the other contributions to the phonographic study of the non-European art have come from the Psychologisches In-Btitut of Berlin University, of which Professor Stumpf is director, and are the work of his assistants, Dr. E. M. von Hornbostel and Dr. O. Abraham. Meanwhile collections of phonographic records of exotic music have been founded in Berlin, St. Petersburg, Vienna, Paris, Washington, Chicago, Cambridge and elsewhere.

A body of material has thus been gathered and in part investigated, from which already a rich yield of new views of the art of music and its foundations in the mind of its makers either has been reaped or plainly stands ready for the harvest.

First: Anharmonic structure. As far as is known, true harmony does not exist outside of European music. Harmonic feeling has been attributed to the North American Indians; but it does not express itself in part singing and its existence is not yet satisfactorily established. It now seems altogether probable that in spite of the great development of music elsewhere no peoples but the European have ever based an art of tone upon the disturbance and readjustment of consonant combinations of notes.

Second: the isotonic scale. The initial investigations of Asiatic instruments by Ellis and Land pointed to a new formal principle deeply differentiating the music of east and west. There are neither semi-tones nor whole tones in certain scales of Siam and Java. Instead the octave is divided into equal parts, either five 6/5 tones or seven 6/7 tones. Professor Stumpf’s later phonographic study confirmed these conclusions. A principle of tone-distance supplants the principle of consonance on which the European musical system is based. Music becomes isotonic instead of diatonic as Europeans have hitherto known it. We seem at last out of hearing of Greek tetra-chords, as Stevenson, dropping anchor in the harbor of Apia, felt at last beyond the shadow of the Roman law.

Third: heterophony. A Siamese orchestra plays neither in unison nor in parts, for each of the various instruments takes its own liberties with a melody approximately followed by all. To this musical method Professor Stumpf applies the Platonic term “heterophony,” and wonders whether the Siamese do not give us a glimpse of what Greek music actually was—which, as Moritz Hauptmann once remarked, “We now know only from the writings of theorists, i. e., do not know at all.” Such a structure results sometimes in unisons, sometimes in parallel intervals, but as often in dissonances either transient or unresolved.

Fourth: neo-tonality. As in European music so in many exotic melodies, though not in all, one note is distinguishable as the principal one. But whatever the European feeling of tonality may be, and the point is not yet clear, the regard for a principal note which takes its place among some non-European peoples would appear a widely different thing. In some cases there is no tendency to end on the tonic note. In Kubu scales Dr. von Hornbostel finds absolute pitch an element. There remain the instances like that of Javese music in which no principal note is discoverable at all. New musical factors reaching deep into the heart of the art, seem revealed in these fundamental divergences.

Fifth: rhythmic complication. Hindu and African music is notably distinguished from our own by the greater complication of its rhythms. This often defies notation. Professor Stumpf remarks that a group of African drummers sometimes perform different rhythms simultaneously; as it were a chord of rhythms like the chords of notes to which different performers contribute in harmonic music. For its jejune structure in tone non-European music makes amends by a rhythmic richness beside which that of European music seems in its turn poverty. In Dr. von Hornbostel’s words, “The vertical in the score (harmony) is the enemy of the horizontal (rhythm).” It is not impossible that this revelation of elaborate rhythm in non-European music may affect the future development of our own. The east has already profoundly influenced our painting, as it may perhaps, through some view-point hitherto unguessed, yet influence our sculpture.

Sixth: the melody type. For one element in exotic music no recognized counterpart exists in our own, and it is difficult for the European mind to obtain a clear conception of it. This is the Hindu Raga; apparently a type of melody with a delicate and abstract but very definite expressiveness. A certain Raga may, it is said, be attuned only to a certain season or time of day, and may shock the sense at any other time. This is mysterious, but the whole subject of musical expressiveness is wrapped in a mystery which the isolated students who have attacked it inductively are only beginning to enter. How can the choice of a certain step of the scale as tonic determine a “soft Lydian mode “demoralizing to the fancy? Or was modality itself in Greek music a type of melody otherwise determined and perhaps akin to the Hindu Raga? Why should medieval times have proscribed the major mode as the “Modus Lascivus”? In general why should a minor third upward from the tonic sound sad, and downward sound serene? Is the differing imaginative character of different modern keys a fact or a fancy? Do not all consist of the identical scale performed only at a different pitch? That these questions are, in the present state of musical science, unanswerable, evidences the indifferent equipment of Europeans for the study of the Raga. For the present it is another puzzling datum of musical expressiveness which may some day yield an explanation of wide applicability.

Seventh: scale versus song. Still another fundamental difference from European music has been suggested to the writer by the singing of the Pueblo Indians. These musicians do not seem to grasp the notes they utter as steps in any scale at all, but simply as constituents in a familiar sequence of tones, unrolling itself before the memory. This characteristic may prove the differentia of pure song from music as determined by instruments. A scale would then appear the creation of mechanisms giving fixed tones, like the lyre or the panpipes, the voice by itself knowing none. America would appear the continent of song par excellence, the one place where instrumental music has never attained a development capable of putting an end to the liberty of the voice. European music, wholly built on instrumental forms, again appears only one among radically distinct varieties of the art of tone.

Hitherto Europeans have believed all this alien music to be rude, primitive and nugatory—an assumption of which the present inquiries amply show the naïveté. The extraordinary exactness of ear and voice revealed in the phonographic records of some Pueblo songs is matched by the achievements of Siamese musicians in tuning their instruments, as tested by Professor Stumpf. They proved able to approximate more closely to their isotonic scale than our piano tuners commonly do to the European octave. The absolute pitch of panpipes from Melanesia proved so closely identical with that of others from Java as to suggest an ethnic or historical affinity between their makers. This close identity between instruments of distant countries, discovered after an interval of years, bears strong testimony at once to native skill and to the accuracy of the methods employed in these studies and to the competence of the students.

To much non-European music the word primitive is wholly inapplicable. An immense development has led up to the isotonic octave. The choice of seven steps is referred by Professor Stumpf to-mystic ideas of number; but he also suggests that a diatonic scale, the result of tuning by a chain of fourths, may have preceded the Siamese order. If so, the European scale, which still approximates such a tuning, is the less developed of the two. That of eastern Asia is a modification too radical to have completed itself in less than ages of progress.

Besides its frequent high refinement and artificiality, non-European music has an artistic rank of which it is hard for us to convince ourselves. Rank to its makers, be it added at once; and herein lies the widest lesson of the whole inquiry. This may be described in a phrase as the discovery of how great a part is played by the mind in apprehending a work of art; and how little of the veritable creation can often be grasped by an alien. Professor Stumpf cites a striking example. Since c-e-g on our instruments is a major chord and e-g-b a minor, the two sound to us major and minor, respectively, on a Siamese xylophone, where they are, nevertheless, identical combinations. In like manner a comparison of the tone-material in phonographic records with the same melodies heard currently makes it apparent that Europeans apprehend all music in the diatonic terms familiar to their ears. From the first employment of the instrument doubt began to be thrown on the earlier notations by ear which exhibited exotic music generally as a poor relation of the European family. Psychologically, the value of these results as a notable instance of the dependence of sense on fancy is very great. As a discipline in liberal culture compelling us to seek for the standpoint of other minds, they will be invaluable to all privileged to follow them. It is our own ears that are oftenest at fault when we hear in exotic music only a strident monotony or a dismal uproar to be avoided and forgotten. To most non-Europeans their music is as passionate and sacred as ours to us and among many it is an equally elaborate and all-pervading art.

The influence of European music becomes every day more audible in the singing and playing of non-European peoples. The time seems not far off when the task of dissecting out aboriginal elements will become impossible. As the ornament in Queen Ti’s tomb fell to dust at the entry of the explorer, so exotic music is already dying on the ears of its discoverers. The life of the science has inexorable limits, and if it is to yield what it might, the number of those who pursue it and the money at their command must at once be greatly increased. The results of a few years’ work by a few students sufficiently show the absorbing interest and the wide-reaching value of the study; and should bring out both material and personal aid in plenty from lovers of music, of ethnology and of the humanities. What men of means or of science will offer their fortunes or themselves for this imperative labor? Benjamin Ives Gilman Museum of Fine Arts, Boston



THE STUDY OF INDIAN MUSIC IN THE NINETEENTH CENTURY

By FRANCES DENSMORE

DOI: 10.4324/9780203063347-2

The first specialized study of Indian music was made by a German and published in Germany. Theodor Baker came to America in 1880 and remained among the Seneca Indians of New York during the entire summer; he also visited the Indian school at Carlisle, Pennsylvania. Returning to Germany he wrote a book of eighty-two pages on the music of the American Indians.1 It is said that he made the research in order to obtain a doctor’s degree at the University of Leipzig, but his book does not mention this use of the work. In addition to personal observations among the Iroquois he quotes the best authorities on tribes of the Plains, the Southwest and Mexico. It is to be regretted that so scholarly a work has not been translated into English, for the author makes many statements which have been proven correct by later investigators and other statements which are unique and valuable.

1 Baker, Theodor. Über die Musik der nordamerikanischen Wilden. Leipzig, 1882.

Baker divides the songs into seven classes: Cabalistic (including the individual songs of medicine-men), Religious (including the seasonal ceremonies), Historical, War, Mourning, Love, and Social, the last-named being partly mystical and partly religious in character. Forty-three songs are transcribed in ordinary musical notation, though the author does not claim that the Indians sang the exact tones of the “piano scale.” By a system of tabulation he shows the probable keynotes of the melodies and the persistence of the fifth above the keynote. This accords with the observations of later investigators that the Indians prefer tones having simple ratios of vibration. He states that the usual compass of the male voice was two octaves, beginning on F below the bass staff, or on A, on the second space of that staff. Further, he states that the Iroquois women did not take part in the singing, that the musicians did not join in the dancing, and that the Iroquois had neither historical songs nor love songs, though both existed in neighboring tribes.

The following quotations indicate the trend of the book:

The Indians say that the songs connected with religious concepts were of supernatural origin and that the newer songs are only imitations of these songs.

As the Indians live close to Nature they get from Nature the feelings and thoughts which form the largest part of their poetry. These feelings are increased by their superstition.

The metrical dividing of the melodies is a consequence of the rhythmical feeling of the natives. This is not accidental but the result of slow development.


The author gives a spirited description of the Harvest Dance of the Iroquois which took place in a room about 30 by 50 feet in size. In the middle of the room were two long, low wooden benches for the musicians, and the warriors danced with short steps around these benches. The leader of the musicians and his principal assistant were at opposite ends of a bench, sitting astride and facing each other. Each held a rattle, the construction of which is not described. The leader struck the bench with his rattle, which was firmly grasped in both hands. His assistant did the same. At first the beats fell slowly and weakly but they gradually increased in rapidity and strength until the proper degree was reached. Then the leader called to the warriors, saying, “Will you begin?” The warriors responded as one man, and the song began to an accompaniment of single beats. The dancers shifted their weight from one foot to the other. Then the accompaniment changed to double beats, given so rapidly that they could scarcelv be distinguished from single beats. The dancers lifted their feet, one after another, bringing them down with a violent stamping and gradually working themselves into a fury. The noise was increased by small rattles tied around the knees of the dancers. When the dancing became rapid these small rattles made a noise that was indescribable. The movement of the rattles was varied by what may be termed “false strokes,” the leader bringing his rattle downward but not striking it against the bench. These motions alternated with the strokes upon the bench. With the repetitions of the songs he waved his rattle in the air, after the manner of a man conducting a band. No mention is made of a drum at these dances but the author states that the gatherings often were so large that the voices of the singers could not be heard by all the people and that accordingly a stamping of the feet by the dancers “was necessary to keep the music in order.” The musical instruments were also described by Baker.

The name of Miss Alice Cunningham Fletcher is forever linked with the music of the American Indian. She went among the Omaha for scientific work in 1883 and early secured the assistance of Mr. Francis La Flesche, a son of the head chief, whose cooperation continued until her death in 1922. Miss Fletcher was assistant in American Ethnology, Peabody Museum, Cambridge University, and holder of the Thaw Fellowship in that Institution. Her first contribution to the subject of Indian music was entitled The ‘Wawan’ or Pipe Dance of the Omahas 2 and was published in 1884. Ten songs in musical notation were presented in this paper. During the same year she published The Elk Mystery or Festival 3 with one song, and four years later an article entitled Glimpses of child-life among the Omaha tribe of Indians 4 with three melodies. Her work became more widely known through a later work which will be considered in a subsequent paragraph.

2 Fletcher, Alice Cunningham. The “Wawan” or Pipe Dance of the Omahas. Peabody Mus. of Am. Archaeol. and Ethnol. Ann. Rep. 1884, p. 308–333.

3 Id. The Elk mystery or festival, Ogllala Sioux. Peabody Mus. of Am. Archaeol. aud Ethnol. Ann. Rep. 1884, p. 276–288.

4 Id. Glimpses of child-life among the Omaha tribe of Indians. Journal of American Folk-lore, 1888, p. 115–123.

Dr. Carl Stumpf of Vienna published a pamphlet on the songs of the Bellacoola Indians5 in 1886, thus early presenting material on the Indians of British Columbia. In 1888, Dr. Franz Boas published twenty-three Eskimo songs with analytical notes in his work on “The Central Eskimo.”6 These were transcribed in ordinary musical notation but, in some instances, he indicated the rhythm by accents, omitting the bars. He also published four melodies in his article “On certain songs and dances of the Kwakiutl of British Columbia”7 in the same year. Dr. Boas, throughout his writings, has stressed the importance of rhythm in primitive music.

5 Stumpf, Carl. Lieder der Bellakulla Indianer. Vierfelj. f. Musikwiss., 1886.

6 Boas, Franz. The Central Eskimo, in 6th Rep. Bur. Amer. Ethn. 1888.

7 Id. On Certain Songs and Dances of the Kwakiutl Indians of British Columbia. Journal of American Folk-lore, Boston, 1888.

In July 1889, Dr. Jesse Walter Fewkes assumed direction of the Hemenway Southwestern Expedition which had for its object the collection of data regarding the Pueblo Indians. Mrs. Mary Hemenway of Boston was the founder of this Expedition. The following winter Mrs. Hemenway commissioned Dr. Fewkes to visit the Passamaquoddy Indians in Maine, taking with him a phonograph in order to test its practicability for recording the folklore of Pueblo tribes. The results were so satisfactory that a phonograph was included in the outfit of the next expedition to Zuñi. Dr. Fewkes wrote an article describing this use of the phonograph8 and, at the time, could find no printed mention of the recording of Indian songs by means of the phonograph. On his next visit to the Zuñi he made a number of records of their language and of their singing. The study of these cylinder records was entrusted by Mrs. Hemenway to Dr. Benjamin Ives Gilman, who at that time was lecturing at Harvard University on the psychology of music and who later held the position of Curator of the Art Museum in Boston. Dr. Gilman’s scholarly treatment of this subject was contained in a paper entitled “Zuñi Melodies.”9 Dr. Fewkes continued his use of the phonograph and published several important articles on the subject.10

8 Fewkes, Jesse Walter. A Contribution to Passamaquoddy folk-lore, Journ. Am. Folk-Lore, vol. III, no. XI, pp. 257–280. Boston, 1890.

9 Gilman, Benjamin Ives. Zuñi Melodies, Jour. Am. Archaeology and Ethnology, vol. I, 63–91, 1891.

10 Fewkes, J. W. On the Use of the Phonograph among the Zuñi Indians. American Naturalist, July 1890, pp. 687–691.

Id., Additional Studies of Zuñi Songs and Rituals with the Phonograph. American Naturalist, Nov. 1890, pp. 1094–1098.

In 1891, the expedition moved from Zuñi to the Moqui or Hopi villages in Arizona and Dr. Fewkes recorded a number of Hopi songs which were studied intensively by both Dr. Gilman and Dr. Fewkes, the former writing a book of more than 200 pages on the result of this work.11 Seventeen songs are presented inordinary musical notation and also in a “phonographic notation” consisting of notes placed on equidistant parallel lines, 11 to 24 in number. The trend of the melodies is also shown by ascending and descending lines on similar parallels.

11 Gilman, B. I. Hopi Songs. Boston, 1908.

The position of both Dr. Gilman and Dr. Fewkes, from the beginning of their research, has been radically different from that of Professor John Comfort Fillmore, who wrote on the subject about two years after the publication of Zuñi Melodies. Professor Fillmore believed that the Indians have a “subconscious sense of harmony” similar to that which is developed in the music of the white race, while Dr. Gilman denied the existence of even a “sense of scale.” Dr. Gilman said:

What we have in these melodies is the musical growths out of which scales are elaborated, and not compositions undertaken in conformity to norms of interval order already fixed in the consciousness of the singers. In this archaic stage of the art, scales are not formed but forming.12

12 Zuñi Melodies, op. cit., p. 89.


He called the Zuñi songs “examples of music without scale.” Concerning the Hopi songs he said:

The singer’s musical consciousness seems restricted to a few intervals of simplest vibration ratio approximately rendered, and to melodic sequences formed by their various analysis and synthesis and rendered with a certain loose fidelity.13

13 Hopi Songs, op. cit., p. 5.


After presenting arguments both for and against the existence of “scale” in Indian music the author states that:

The evidence of the present notations bears strongly against the diatonic theory of this music.


However, he admits that:

A measure of coincidence with the diatonic scale is implied in a predominant use of approximations to intervals of simplest ratios.14

14 Hopi Songs, op. cit., p. 6.


Dr. Gilman states that the intervals of the songs varied greatly in repetitions by the same or another singer. This is not in accordance with the experience of the present writer in recording about 1600 Indian songs and may have been due in part to the lack of uniform speed in the recording phonograph, a defect which was practically corrected in the phonograph a few years later. The phonograph first taken into the field by Dr. Fewkes was run by a treadle. The machine used in recording the Hopi songs was provided with an electro-motor and a storage battery. Subsequently, the spring motor was found to be a more satisfactory motive power, and the present cylinder type of phonograph became established.

It has already been noted that the study of Zuñi and Hopi music with the phonograph was made possible by Mrs. Mary Hemenway. It is an interesting coincidence that the musical study among the Omaha Indians by Miss Alice C. Fletcher was made possible in its later years by the generosity of Mrs. Mary Copley Thaw. Reference has been made to Miss Fletcher’s work on the Wawan, published in 1884, which included a consideration of the music. In 1888 she sent an Omaha song to Professor John Comfort Fillmore of Milwaukee, Wisconsin, with a request that he examine it from the standpoint of a musician. This led to an association with Professor Fillmore which continued until his death in 1898. He studied the songs noted down by Miss Fletcher, transcribed her phonograph records and visited the Omaha reservation under the guidance of Mr. Francis La Flesche. This visit enabled him to hear many of the old songs. Miss Fletcher’s book entitled A Study of Omaha Music was published in 1893 by the Peabody Museum of American Archaeology and Ethnology of Cambridge University and included a “Report on the Structural Peculiarities of the Music” by Professor Fillmore. This book contains 92 Indian melodies, 89 of which were harmonized by Professor Fillmore, somewhat in the manner of hymns or chorals. The remarkable extent of Miss Fletcher’s work prior to this time is shown by her statement that during the previous ten years she had “transcribed several hundreds of Omaha songs and …. taken down songs of the Dakotas, Otoes and Poncas.” Her study had also included the Pawnee and Nez Perce tribes.15

15 Fletcher, A. C., aided by La Flesche, F. A Study of Omaha Indian music. With a report on the structural peculiarities of the music by John Comfort Fillmore, A. M., Arch. and Eth. Papers, Peabody Mus., Harvard Univ., vol. 1, no. 5, p. 9. Cambridge, 1893.

The following statement by Miss Fletcher concerning the intervals used in Indian songs is interesting and important.

During the earlier years of my studies I was, with other observers, inclined to believe in the theory of a musical scale in which the interval of a tone was divided into many parts; but, for several years now past, having become more familiar with the Indian’s mode of thought and feeling concerning music, and as a result of careful investigation of hundreds of songs which I have transcribed, I have been led to account for his peculiar intonations in other ways than in the use of a minutely divided scale.

(From Study of Omaha Music, p. 152)


If Professor Fillmore had limited himself to a statement that the line of least resistance in the songs under analysis appeared to be the upper partials or overtones of a fundamental, he would not have aroused the controversy which befell his work. On the contrary, he claimed that Indians have the same sense of harmonies that is possessed by cultured musicians of the white race, including changes of key, and he made no distinction between the songs as actually sung by the Indians and the same melodies harmonized according to his own ideas with the approval or concurrence of the Indians. The term “Indian music” was applied to both. He spoke and wrote as a musician of the “romanticist” type, and his work was assailed by men who were accustomed to choose their words with care.

The following are among the more conservative of Professor Fillmore’s statements concerning the structure of Indian songs:

It seems clear that …. the sense of key-relationship and of harmonic relations …. is at least subconsciously present in the Indian mind. For when the melodies are given in correct pitch and with natural harmonies the Indians soon come to recognize and enjoy them.

My experience … has led me to think …. that the harmonic sense is universal. It seems clear to me that the course of these melodies can be accounted for in no other way than on the assumption that the Indian possesses the same sense of a tonic chord and its attendant harmonies that we do; although, of course, it is latent and never comes clearly forward into his consciousness. … At first, perhaps, there is merely a feeling for the tonic chord, arising from the complex nature of a single tone with its consonant overtones.16

16 A study of Omaha music, op. cit., pp. 74, 76, 77.

The substitution of the term “major triad” for “tonic chord” would have protected Professor Fillmore from criticism but he meant “tonic chord” in the sense of its meaning to a musician.

In addition to his work with Miss Fletcher on the music of the Omaha and related tribes Professor Fillmore was associated with Dr. Franz Boas and Mr. H. E. Krehbiel in the study of primitive music at the Columbian Exposition in Chicago, 1893. He prepared a paper treating of the songs of the Navaho, Kwakiutl, Yaqui, Tigua and Omaha, as well as the songs of the Fiji, Dahomey, Arabs and South Sea Islanders, and was on his way to present this paper before the American Association for the Advancement of Science when death ended his labors. One of the last sentences in this paper is,

Folk-melody, so far as now appears, is always and everywhere harmonic melody.17

17 Fillmore, John Comfort. The Harmonic Structure of Indian Music, American Anthropologist (N.S.), Vol. 1. April, 1899.


To Professor Fillmore, as well as to Miss Fletcher, the writer desires to acknowledge her indebtedness. It was her privilege to meet Professor Fillmore about the year 1892 and to hear him talk upon Indian music. His enthusiasm was inspiring, and later the gracious kindness of Miss Fletcher encouraged her in the study of Indian music.

Dr. Boas, in his analytical notes on the Eskimo songs published in 1888 stated that “On the whole, the melodies, even to our musical sense, can be traced to a keynote.”18 He divided these songs into two distinct groups, the first containing the tones of what is commonly called the major pentatonic scale, and the second containing the tones of the minor pentatonic scale with the sixth omitted. The seventh is used as a leading tone in the first group. (The scale commonly known as the “major pentatonic” is the “fourth pentatonic” according to Helmholtz and can be played on the black keys of the piano with F sharp as the keynote. The “minor pentatonic” is the “second pentatonic” according to Helmholtz and can be similarly played with D sharp as its keynote.)

18 Boas, F. The Central Eskimo, op. cit., p. 648.

An important contribution to the subject of Indian music was made by Dr. Boas in 1896.19

19 Id., Songs of the Kwakiutl Indians. Intern. Arch. f. Ethnog., 1896, 9, Suppl., 1–9.

It will be noted that all the writers thus far quoted on the structure of Indian music are agreed on one point, that the songs contain many tones having simple ratios of vibration, these being, of course, the first upper partials or overtones of a fundamental. The divergence among these authorities arises, in part, from the different interpretations placed upon the tones other than these, occurring in the melodies. Some regarded these tones as having very great significance, while others held that they had no significance at all. For instance, let us suppose we are considering a melody whose principal tones are C, E, and G, with C in the upper octave and A as an unaccented tone. This suggests the “key” of C, with the simplest overtones of C and with A as a passing tone. Suddenly the tone F sharp is introduced into the song. If we were to follow Professor Fillmore’s reasoning we should regard this as an indication of a “change of key,” but if we were to follow that of Dr. Gilman we should regard it as “being in itself an argument against the possession of any scale-consciousness by the singers.”20

20 Hopi Songs, op. cit., p. 9.

A phonograph was used by Dr. Washington Matthews in recording Navaho songs and his book entitled Navaho Legends,21 published in 1897, contained 11 songs which were transcribed by Professor Fillmore. These included “The approach of the war gods,” “Song of the war gods,” “Daylight song,” and a “Night chant.” The rhythm of these songs is very simple; they are transcribed in the treble clef, and some are designated as sung in falsetto.

21 Matthews, Washington. Navaho Legends, Houghton, Mifflin and Company, New York, 1897.

Indian music, as a phase of native life, has always engaged the attention of scientists, and descriptions of musical customs, the words of songs, and some transcriptions of songs in musical notation have been included in their works on the American Indians. It is manifestly impossible to refer to all such data concerning Indian music, and the present paper is limited to Indians living north of Mexico. The following references may, however, indicate the extent to which the subject received attention during the latter part of the nineteenth century.

Twenty songs in musical notation were given by Hoffman in his work on the Midewiwin,22 and Mooney presented the words of 138 songs with numerous transcriptions in his book on the Ghost Dance,23 while Dr. Boas published transcriptions of Kwakiutl songs in his work on that tribe.24 Musical customs were described by Dr. Dorsey25 and Dr. Fewkes,26 as well as by other scientists of the United States, and Cringan contributed to the subject in Canada.27

22 Hoffman, Walter James, M.D. The Midewiwin or “Grand Medicine Society” of the Ojibwa, in 7th Rep. Bur. Amer. Ethn., Washington, 1891.

23 Mooney, James. The Ghost Dance Religion, in 14th Rep. Bur. Amer. Ethn. Pt. 2. Washington, 1896.

24 Boas, Franz. The Social Organization and Secret Societies of the Kwakiutl Indians, in Rep. U. S. Nat. Museum, Washington, 1897.

25 Dorsey, James Owen. Siouan Sociology, in 15th Rep. Bur. Amer. Ethn., Washington, 1897.

26 Fewkes, Jesse Walter. Tusayan Katchinas, in 15th Rep. Bur. Amer. Ethn., Washington, 1897.

27 Cringan, Alexander T. Description of Iroquois Music, in Archaeological Report App. Rep. Min. Education Ontario, Toronto, 1898; also other Iroquois music.

Mention should here be made of Carlos Troyer, who went among the Zuñi in 1888 and, during a long residence among these Indians, recorded many of their songs. He was a writer on the subject of Indian music, and also the first musician to arrange Indian songs for concert use, providing words in metric English verse and the conventional form of piano accompaniment.28

28 Miss Densmore’s modesty has made her remain silent as to her own contributions. The Editors desire to point out that her studies began as early as 1893, under the stimulation of Miss Fletcher’s book, though at first her interest was that of a musician only. From 1895 on she lectured widely on Indian music and availed herself of every opportunity for hearing it. About 1900 she noted by ear melodies sung by Minnesota Indians, and in 1901 made her first field trip to the Ojibwa on the north shore of Lake Superior. Her phonograph studies commenced in 1907, shortly before her connection with the Bureau of American Ethnology. Her subsequent activities in this field are generally known. Ed.

Red Wing, Minnesota.
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The music of the American Indian has an essential unity. That this requires many qualifications hardly needs to be added. In North America much intensive work has been accomplished during the last few decades; yet we are far from having a complete picture of the variety of musical styles and their relationship to each other. In Mexico and Central America much of native music is irrevocably lost, while South American Indian music has not as yet been studied systematically.

In a general description of Indian music various features stand out. The main emphasis is definitely on singing, and there is little instrumental music performed without the voice. Still there is a considerable variety of musical instruments, especially of percussive types, which serve primarily to provide rhythmic accompaniment to singing. This accompaniment is usually of a simple pulsating type which punctuates and emphasizes the rhythmic flow of the singing, rather than to furnish contrasting or independent rhythmic designs as it does so frequently in African music. In North and Central America the typical instruments of accompaniment are drums, while in South America rattles predominate. Independent instrumental music is performed chiefly on wind instruments; these serve either for love making—as so often in North America—or for ceremonial purposes. In addition to strictly musical instruments, there are a great number of sound instruments whose use is non-musical. These are utilized for a number of purposes: in hunting, fishing, for signaling, as toys, and so on.

Many tribes have a predilection for solo singing, which may well be connected with the prominent role the individual plays in dealing with the supernatural through the practices of the shaman or the medicine man. Music is on the whole the man’s art in indigenous America; men singers are greatly in the majority, whether within a ceremonial framework or otherwise. Musical instruments which on other continents are often in the hands of women, like the gourd rattle, are played by men here. The man is the musician on this continent just as much as he is, as a rule, the social and political figurehead, the leader of the ceremonial, the active participant in drama and dance. More than elsewhere in primitive cultures, music tends to be part of a larger ritualistic, social, or literary setting, it is the favored medium for communicating with the supernatural world, and is indulged in only seldom for the sake of sheer esthetic pleasure, although dances for social entertainment are by no means rare. We seldom find the figure of a singer or musician as a member of a specialized profession, though his skill or good memory may be among the indispensable prerequisites for the office of a priest or a curing doctor.

The more formal aspects of Indian music, too, make for a rather unified general picture. Polyphonic music is almost entirely absent, unless one conceived of the instrumental accompaniment as a voice of its own, furnishing a constantly interrupted drone. However that may be, singing unaccompanied by some rhythmic musical instrument is rare. Not infrequently the melody is split between a solo and a chorus, but this rarely results in the two voices executing at the same time different parts, that is, in true part singing. Some instrumental polyphony has been found in South America.

As in most primitive music, the form is small, built up of a few phrases which are then repeated as often as may be required by some extraneous circumstance: the text, the context of the ceremony, or some other setting. The miniature form tends to assume in Indian music a more clear-cut and architectonic structure, with well-established subdivisions, than is the rule in primitive music. The number of repetitions to which the song-unit is subjected is often fixed—especially in North America—by custom. This, and the connection so often made between the required number of repetitions and the ritual or sacred number, seem characteristic of America. The most complex and intricate musical forms found so far are connected with the masked kachina dances of the Pueblo Indians of New Mexico and Arizona. The simplest forms were found on the peripheries of the continent—Tierra del Fuego and the Eskimo—and in pockets where fragments of old population groups must have found a retreat. California is such a pocket on the northern continent; a number of comparable regions where very ancient forms of Indian music must have lingered into the present can be predicted, on the basis of linguistic and ethnological considerations, at various spots in South America.

Beginnings of larger forms, transcending the miniature organization of the song which is so characteristic not only of Indian music or primitive music in general but also of European folksong, can be observed in various Indian styles. There are loosely strung “dance-suites,” consisting of an established succession of songs to be sung for the same dance. A development apparently particular to America carries this cumulative principle almost to an extreme; the “song-cycles” or “song-series” which predominate especially in the music of some tribes in the Southwest of the United States of North America. In these forms a large number—even hundreds—of short songs are interwoven in a fixed order. In the music of the Yuman tribes, in western Arizona and southeastern California, these song cycles are built up each from an elementary musical idea so that the entire cycle becomes in some respects comparable to the “Theme with Variations” of Occidental music.

Quite characteristic of Indian music are some specialized features of the technic or manner of singing. A very emphatic mode of manipulating the vocal organs in singing has been observed in the greater part of America north of México, and in some regions of South America. This technic of singing is controlled by strong muscular tension in the vocal apparatus, resulting in glides and glissandos, strong and frequent accents, and pulsations of the voice on longer tones. While this method of singing results in a melodic line that to us at first appears blurred, it is connected with a singular capacity for an expressive molding and manipulation of the single tone. This might be said to compensate for the rarity of dynamic fluctuations of intensity: of crescendos and diminuendos, expressive features not utilized in most of primitive music and folk music. This technic has been recorded also in Eskimo music and in eastern Siberia. Its spread may be connected with the spread of shamanism—and perhaps of the tambourine drum—on this continent. However, it is by no means present in all Indian music as was assumed by Erich M. von Hornbostel, who considered the technic a racially inherited trait of the Indians. Also, Indians who have at an early age lost contact with their tribal culture find it just as difficult to imitate this technic as does the white man.

Other general traits of Indian music may be cited, but these are at the same time common to most if not all primitive music: the strongly descending trend of melody, the avoidance of metrical regularity in rhythm for which our classical music has a predilection, the comparative flexibility of intonation which is connected with the dearth of musical instruments with fixed tones, the absence of music writing, of analytic theory and of an awareness of units of musical construction (tones, intervals, phrases and the like), and the fact that melody is not used for emphasizing or illustrating the dramatic, emotional, or pictorial content of the song text—again a matter of contrast chiefly with our classical and romantic music.

In America north of México both the availability of technical facilities and the existence of a prolific field of anthropology of long standing are reflected in the study of native music We have a fair though far from satisfactory number of monographs on different tribal styles, and a few contributions to the solution or interpretation of anthropological problems through musical evidence. Much of this material serves primarily as raw source material and needs to be reanalyzed in order to free it from the effects of nineteenth century musical thinking. The work of pioneer students like Alice Fletcher and Frederick Burton is chiefly of historical interest today, as against the studies of the late Natalie Curtis-Burlin, of Frances Densmore, Helen H. Roberts, and the author, all in the United States of North America, and of C.-M. Barbeau in Canada.

These studies are almost exclusively based on phonograph records, the profusion of which is not unexpected in the country where the phonograph was invented. Bitter experience has shown that notations of melodies by ear only are almost entirely unsatisfactory in primitive music. There are some fifteen thousands phonograph records of Indian music in this country, cylinders and disks, containing perhaps four times that many songs and pieces.1 During earlier years, institutions like the Bureau of American Ethnology and the United States National Museum in Washington, D. C., the Departments of Anthropology at the University of California, at the American Museum of Natural History in New York City, and the Field Museum at Chicago, have been particularly instrumental in amassing this material. More recently the Department of Anthropology of Columbia University in New York City has been especially active in the systematic gathering of recordings of Indian music, utilizing modern technical apparatus and methods of musicological analysis. At this institution, in its Archive of Primitive Music which is under the author’s direction, there are now over 8,000 records of authentic Indian music. Our knowledge of native musical instruments is much less satisfactory. A large number of specimens are preserved in ethnological museums; they have been little studied and are not always annotated or labeled properly. Unfortunately, and unavoidably since they were collected by ethnologists rather than musicologists, data are often lacking to tell about methods of construction, of tuning, if any, and of the exact way of playing.

1 For a detailed report on the study of native music in this country, with a finding list of the collections, a tribal index, and a selected bibliography, see the author’s The Study of Primitive Music and Folk Music in the United States—A survey, Bulletin No. 24 of the American Council of Learned Societies, 1936, p. 96, Washington, D. C. (A revised edition is to be issued shortly.)

Almost all the music recordings were made by trained ethnologists, and consequently the connections of music with its cultural setting have been duly considered, although we still lack concrete studies exposing in intimate detail the functioning of music in Indian cultures. The analysis of the relation of music to dance is still a goal for future attainment; the study of native dances itself has hardly begun in this country. More adequate efforts are being made now when it comes to the other important connection of native music, poetry and the linguistic phase. And yet, the greater part of our older music recordings are not supplemented by song texts written down and analyzed by trained linguists, which is a serious drawback. It ought to become standard practice that whenever native music is recorded, the cooperation of qualified linguists be made part of the work of recording and analysis; many basic musical features can be fully appreciated and understood only when they are seen in conjunction with poetic and textual detail.

In México, Central America, and South America work in primitive music has been less systematic, though sometimes excellent. Much has been written from a general and somewhat literary angle, indicating a profound appreciation of the significance of native art for contemporary culture. There is great need, however, for detailed and concrete studies of a monographic type, and for phonograph recordings made with the cooperation of trained linguists. The most important writings are those of the late E. M. von Hornbostel, of the d’Harcourts on Andean music, and studies of Latin American scholars such as González Bravo, Carlos Isamitt, Vicente T. Mendoza, Carlos Vega, and others. The studies of the d’Harcourts are the most extensive, but their value is somewhat impaired by the fact that what is Spanish in style, what is hybrid mixture, and what is pure Indian has not been properly distinguished. Pre-Spanish Inca music has been of especial interest to Latin American writers; the essays of Andrés Sas and Carlos Vega are perhaps among the most important. The study of musical instruments, on the other hand, has progressed in South America much farther than in the North. In addition to the excellent recent monograph on South American Indian musical and sound instruments by Carl G. Izikowitz, we have the detailed discussions especially of E. M. von Hornbostel, E. Nordenskiold, the d’Harcourts, and A. Métraux. There is need for exact tonometric investigations, in order to fit the results more securely into their historical perspective.

In México and Central America too, the investigation of musical instruments has been more active than that of vocal music and musical styles, perhaps because so much of Indian music has disappeared entirely, and because the musical instruments do offer a testimony concerning the pre-Spanish periods of the high Indian civilizations. There are a fair number of brief but instructive essays, beginning with the writings of Eduard Seler, and also a systematic study initiated by the Museo Nacional and the Conservatorio Nacional de Música in Mexico City. It is to be hoped that the first volume of this study, devoted by Daniel Castañeda and Vicente T. Mendoza to percussion instruments, will be followed shortly by others of equal excellence. Indian music has received only cursory treatment in México so far, by folklorists or music historians such as Rubén M. Campos, Gabriel G. Saldivar, and F. Termer. Of Central American native music we know little more than what is contained in a paper by Frances Densmore on the music of the Tule (Cuna) Indians in Panamá, and in a good collection of melodies by Narciso Garay from Panamá.

The study of primitive music is often considered somewhat too technical, since it represents a highly specialized branch both of the study of Man, Anthropology, and of the study of Music, Musicology. It has been rewarding, however, in more than one respect. It has contributed toward our knowledge of the history and prehistory of the American Indian. Musical evidence confirms the migration of Indians from northeast Asia through Behring Strait, and points more and more clearly to southeast Asia. In another direction, intimate trans-Pacific parallels with Pacific and southeast Asiatic forms are indicated by musical instruments in both Americas. Von Hornbostel has pointed to general similarities between the music of the Fuegians and of some Californians, to which may be added eastern Siberians. More specific parallels appear between the music of the Gran Chaco and the North American Great Plains; also, according to the most recent discovery, between the music of Gê tribes in Brazil and the so-called Yuman style which predominates in the melodies of the Yuman tribes of the North American Southwest, but has been located also in California, and again along the Atlantic Seaboard of the United States of North America.

The cultivation of musical study in conjunction with that of the linguistic material in song texts has already led to findings that throw considerable light on processes operative in the rise of poetic forms and meter, and in the growth of musical rhythm. We may well hope that the study of musical instruments, especially if it follows methods of exact tonometrical procedure, for which there has been little opportunity so far, will produce constructive results. Data from this study are apt to be especially reliable for purposes of historical reconstruction; they are of particular interest to the historian of music and the student of acoustics.

The field is in need of material and new data for its share in answering those questions which the anthropologist and the culture historian ask. It needs especially, however, trained workers and exact studies. Collecting by means of modern phonographic devices is essential for scientifically reliable procedure, and for preserving for the future the vanishing records of musical development and experimentation in primitive cultures. Failing intensive collaboration with linguists, much of this work would be doomed at the outset to be inadequate. The combination of the study with that of the associated motor behavior, whether or not it is as highly formalized as in the dance and in work, is very desirable. Intensive work of the type which has been pursued on the northern continent for decades is just beginning in South and Central America. It may be hoped, however, that the experience gained by the trials and errors incurred in the North will be put to good use elsewhere.

As for the proper position of this orphan discipline, it is just as important for the study of primitive music to retain its close connection with the field of Anthropology, as to stimulate the interest of the historical musicologist. The latter has as yet hardly discovered the significance of a comparative perspective reaching beyond the development of European art music; he is just becoming aware of the importance, for the understanding of music, of all music. The varied problems of Psychology, and those on the borderline of Anthropology and Social Psychology, are of paramount interest in the study of native music. It is the potential complexity of this study which should stimulate more interest on the part of all the special fields which contribute to it and to which it in turn makes its contribution. This may be especially true for American native cultures, where so much of the relationship of the individual to his social environment finds expression in songs and music.
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Elsewhere,1 I have called attention to the complementarity and interdependence of historical and systematic orientations in musicology. Theoretically peers, as I see them, equally valid and necessary where comprehensiveness and balance are the aims, they must be expected, as a rule, to serve unequally where precision in matters of detail is required. The student may—indeed, must—choose which of the two he will employ, and the connection and sequence in which he will employ them. Broadly speaking, the aggregate of historical studies presents the history of system; that of systematic studies, the system of history. For system, like history, is ultimately concerned with the relationship of structure and function, event and process, products and the traditions in accordance with which production is achieved. Yet the individual musicological work will inevitably be either a historical or a systematic presentation. It is itself a product in a tradition, a structure, that as soon as publicized takes a place in the stream of that tradition and bears a functional relationship to other products or structures of its kind and, so, to the cultural processes in which all have their being. Thus, it would appear that while the two orientations cannot in fact be totally joined, neither can they for long be held entirely separate. And students will inevitably fall into one or the other of two classifications—of historians or of systematizers—according to the emphasis predominating in their work.

1 Acta musicologica XI (1939), pp. 121–128.

Instances are not rare, of course, in which our knowledge of music is mostly or wholly of one sort. There is history but no music (as in Ancient Mexico) or there is music but no history (as in some primitive cultures at the present day). In such cases, the preliminary work must be entirely of the character of one or the other orientation. But the musicological task cannot be considered much more than begun until, by use of frames of reference, of techniques of comparison, of hypotheses of construction or reconstruction, and of other devices of speech presentation, the purely reportorial phase is followed by that of interpretation, and, finally, by that of integration with the main body of musicological and general thought, at which point the other orientation is inescapable and the theoretical complementarity and interdependence of the two orientations again appear. A balance between them can then be striven for in a speech presentation.

The problem is not, we well know, peculiar to musicology but is encountered to varying extents in other scholarly disciplines. All of them, including musicology, conducted as they are in the art of speech, make use of the power but suffer the limitations of the semantics of that medium of communication. Musicology, be it said, is in an especially delicate position in this respect. For it has, in addition, its own peculiar problem of semantics (or whatever we call the communicative function of music), study of which, with modern methods of investigation, can hardly be said to have begun.

The considerations of pure theory involved here constitute, then, a perennial challenge to the serious student. And the concrete situation in which we find ourselves is no less compelling. The aim of the present undertaking, therefore, is to propose a sound theoretical basis for systematic musicology in terms of which improved relationships may be established (1) between musical and non-or extra-musical viewpoints, (2) between historical and systematic orientations, and (3) between scientific and critical methods. It is hoped that this apparatus will serve as the base for the description of any music with maximum objectivity. But until it can be tested in many particular cases, claims for its universal validity should not be made. The present proposal, then, is advanced as valid for the Occidental art of music as of the mid-20th century alone—that is, for “music” as the majority of the members of the American Musicological Society living at this time know it.

My first proposition will be that distinction between historical and systematic orientations in musicology may best be made upon the basis of two separate but related concepts of space-time, general and musical: the historical orientation viewing music as occurring in general space-time, the systematic, in music space-time.

Although the concept of music space-time is a novel one and has not yet been given formal statement, it has already been adumbrated in a manner similar to that which led to the formation of its parent, general space-time. Particular experiences of particular persons, observed to be like or unlike, related or unrelated, have been designated by words through group agreement over centuries of time. Ultimately, words of the nature of concepts, that is, symbolizing classes of things talked about, have led to the formation of higher generalizations and abstractions until a formidable structure of speech reference to music has been built, the more deliberately methodical segment of which we call musicology.

The concept of music time (tempo, movement, duration) is highly elaborated and has customarily been correlated easily with the concept of general time. By comparing a clock or a metronome with the beat or pulse of music, musicians and laymen alike easily distinguish roughly wherein music time differs from general time. The conception of musical sound (tone, dynamics, timbre), though even more highly elaborated, has been slow of development into a concept of music space. Derivation and distinction from a concept of general space has been common only recently.

A single concept of space-time is, of course, quite a different thing from two separate concepts of space and of time. It would seem to conform, however, more closely to the facts of direct music experience, in which tonal and temporal factors can be apprehended by us in an intimate fusion or integration that is quite a different thing from the perception of the two as separate objects of attention. A concept of music space-time is therefore advanced here as one quite as necessary to study as the two conventionally accepted separate concepts of space and of time.

It is important at this juncture to point to the relatively opposite situation in which we find ourselves, as students of music, with respect to the instrument of communication we use in our study, namely, the art of speech. We are so attentive to what we say about space and time that there is a constant temptation to forget the fact that what we say occupies itself both space and time. The careful student will keep ever in mind the fact that he is employing one art utilizing a highly selective set of tonal and temporal materials (speech) to deal with another utilizing a somewhat different but no less highly selective set (music). Consideration of the complications of speech alone involved here could easily be so protracted as indefinitely to postpone arriving at a consideration of music. Perhaps it would suffice to suggest that concepts of speech space and speech time—not to mention the possibility of a concept of speech space time—function as a kind of lens through which we observe and report upon music. We cannot pretend to measure the distortion. But neither can we assume there is no distortion.

With this warning (which I beg be taken with utmost seriousness) that the operational idiosyncrasies of our instrument of study, speech, must of necessity color the subject studied, music, in certain predictable ways, I may proceed to more detailed consideration of the nature of music space-time (1) as a phenomenon in general space-time, (2) as a concept derived from objective analysis of musical processes, and (3) as basic in the definition of the scope, methods, and aims of systematic musicology.2

2 Concepts of speech space are highly developed and are customarily well integrated with concepts of general space. Such tantalizing parallelisms and apparent contradictions as those between acoustic phenomena and music practice seem not to embarrass the student of linguistics. A concept of speech time, however, is practically non-existent, the only elaboration given to it being in versification. I do not mean to imply that temporal organization is unimportant as a factor in speech technique. Far from it! I might even go so far as to suggest that perhaps some of the many problems posed by the study of the semantics of speech may rest in part upon the lack of a refined concept of speech time and the consequent tardiness in exploration of a concept of speech space-time. Though by implication inescapable in the present undertaking, this last must be considered, for the present, as of the nature of an “imaginary” concept, with a function in the argument analogous to that of the imaginary number in mathematics. Among the predictable distortions of music that may be expected in speech handlings of music might be mentioned: (1) the over-emphasis upon music space in the disciplines of composition (harmony, counterpoint, form, etc.) all of which are heavily implemented by the art of speech; (2) under-emphasis upon music time in these same disciplines—both, it would seem, owing to the greater ease with which speech handles spatial concepts as over against temporal; (3) preponderance of analysis as over against synthesis, the event as over against the process, the product as over against the tradition, the structure as over against the function, the static as over against the dynamic, and, consequently, the preference for dealing with spatial and temporal concepts of music separately rather than together.

Perhaps it would not be irrelevant to remark here that concepts of both music and speech space-times should be viewed as specialized examples of the more general class of (human) product space-time. A conception of product space-time refers to the integrated spatial and temporal factors involved in the creation and consumption of products of human ingenuity. Cf. Charles Seeger, “Music as a Factor in Cultural Strategy,” Abstract in Bulletin of the American Musicological Society, No. 3 (April, 1939; as of June, 1938), p. 18.

My second proposition is that elaboration of a concept of music space-time rests upon its distinction from a concept of general space-time. I shall review this distinction briefly under seven headings, passing from use of the term “music space-time” as a concept to its use as denoting what is conceived.3


	Occurrence. General space-time is, to present knowledge, universal. Music space-time occurs within it.

	
Provenience. General space-time is, for us, a given thing. Music space-time is man-made.

3. Identity. General space-time is unique: whether there is more than one, either in concurrence or in sequence, or whether it is repetitive, duplicative, or runs also backwards (as Gilbert Lewis once suggested) is not known to us. Music space-time, on the contrary, is multiplex: there are as many particular music space-times as there are distinct structures (as, e.g., compositions).4 It may be repetitive and duplicative in general space-time, occurring in many places at one and the same time, as also at many times in one and the same place. But it is not repetitive or duplicative with respect to itself, i.e., a particular music space-time is not repetitive or duplicative qua music space-time. Each structure defines its own music space-time. Any one can be run backwards (cancrizans) in time, upside down in space, or both. Two or more can be combined in one particular instance of general space-time.5


	Continuity. General space-time is, as far as musicology is concerned, a completely uniform continuum without known beginning or end. Music space-time is a continuum that varies infinitely among various structures, and has as many beginnings and endings as there are instances of it.

	Control. General space-time is entirely outside our control. Music space-time is entirely within it.

	Measurability. General space-time is measurable by norms of the art of speech, in speech space-time, but is not itself constituted by any known norms of its own. Music space-time, on the other hand, while measurable as a phenomenon in general space-time by these same speech norms (as is speech space-time also), is itself constituted by norms of the art of music known by the carriers of the music tradition or traditions in which any structure is cast.6 Separate speech norms are conventionally used to designate these music norms as events in music space-time.

	Variability. The norms of speech used in measurement of music space-time viewed as an occurrence in general space-time, i.e., as performance, refer, as far as musicology is concerned, to invariables (cycles, seconds, etc.). Those used with respect to music space-time itself refer to variables (tones, beats, motifs, chords, phrases, forms, etc.). These are variables not only in music space-time but in general space-time as well.


4 It is comparatively easy to speak of the music space-time (or area-period) occupied or constituted by a composition of which a single authoritative written version exists. The problem arising from the existence of two or more (written) versions, however, is simple in comparison with that arising in the study of the true folk tune, which, by definition, has no one authoritative version, is known only in variants of one or more versions in oral (un-written) tradition, and is written down only after currency has been effected—not before, as in the case of structures in the fine art.

5 As, for example, when two tunes, ordinarily recognized as separate, are performed together, thus creating a separate event in music space-time and constituting a new instance of it.

6 Thus, the tenth measure of the “Eroica” is its tenth second in general space-time, but its tenth measure—a very different thing—in music space-time.

3 “What is conceived” is, in the present instance, an infinite number of particular music space-times, or “area-periods” of music space-time in general. By definition, all exhibit the common characteristics that constitute the class to which the term “concept” is given.

The kind of relationship that obtains among our three space-times should need, perhaps, no further elaboration here. It is plainly that of a fixed system (general) and a variable one (music), both reported in a second variable system (speech). Its recognition, though this be scarcely more than a superficial understanding of the operational details, should at least clarity some of our most vexing problems. Two examples may suffice. The first is the relationship of the invariable system of the harmonic series to the variable one of diatonic harmony. Some parallelism must, it seems, be admitted; but complete causality is questionable. The second is the relationship of a music to the culture in which it flourishes. Some causality, it seems, must be admitted; but complete parallelism is questionable.

Between general and music space-times, then, there should be no postulation of a one-to-one correspondence, least of all when one bears in mind that between neither of them should there be such postulation with respect to the instrumentality of the situation—the art of speech.

My third proposition, and one of an importance to musicology equal to that of the preceding two, is a concept of the music event as occurring in both general and music space-times. In the former, the music event may be regarded as a phenomenon: in the latter, let us say tentatively, as a “normenon.”7 Take, for example, any musical unit—a primitive ritual chant, a popular dance, a folksong, a symphony, or any part of one of these—for brevity’s sake, ab-g-f-g-ab in the tenth to twelfth measures of the first violin part of the “Eroica.” Each of the many performances this has been given can be regarded as a separate event in general space-time. But in music space-time, all these performances have been of one single event, one and the same normenon, that is to say, the passage from the “Eroica,” unless its identity as such has been conceded to have been lost through excessive variation, in which case the music space-time must be conceded still to have existed in general space-time but occupied, or constituted by, another normenon and peculiar to it, not to the “Eroica.”8

7 There is, unfortunately, no word to denote, upon the high level of abstraction required here, the class of man-made product that serves primarily a function of communication. The term “art-work,” or “work of art,” is entirely unacceptable. It is too specialized. And it is clumsy. In coining such a word I have wanted first of all to emphasize the patterns or norms of tradition whose linking together in small and in large units constitutes the essential process of production of the communicative product. At the same time, it has seemed desirable that the word denoting the product as an event in production space-time have a form resembling that denoting it as an event in general space-time, even if the artifice seem a bit more pat than I would like it to be. I am aware that combination of the Latin noun norma (“carpenter’s square or pattern”) with the Greek participle ending results in an etymological mongrel, and had thought of the bslightly more proper spelling “nomenon”, from νομίζω, future νομι[image: ] (“use customarily”) and related to νόμος (“that which is in continual practice, use or possession”; see Liddell and Scott, Greek-English Lexicon, rev. by Jones; Oxford, 1925). But the fact that νόμος was commonly used in a musical sense (meaning “melody”) would be confusing to the generalized use of this spelling. On the other hand, I do not wish to become involved with the Greek γνώμων (“carpenter’s square,” from γνω-.γι γνώσκϵιν “to know”; see Murray, New English Dictionary; Oxford, 1901) for that would suggest an epistomological rather than a semantic function. Furthermore, γνώμєνον would suggest a critical function.

Perhaps I should state specifically that the normenon, as here conceived, is not to be confused with the noumenon. If the phenomenon is defined in general space-time and the noumenon (as the class of non-empirical concepts) out of space and time, the normenon will be found in a median position, both a phenomenon and a noumenon, depending upon the viewpoint from which it is regarded. For example, Kant’s Critique of Pure Reason, qua normenon, has not only its phenomenological aspect (its printed page, the sound of its reading, and its frequent reference to physical reality) but also its noumenological aspect (particularly the non-empirical concepts themselves and the ultimate structure of the content of the work). Bach’s Art of Fugue, also qua normenon, has its phenomenological aspect (its printed page, the sound of its performance, and its aesthetic or other “effect”) and as well its communicable content or musical “idea” from which, though we cannot easily circumscribe it in a speech normenon, we cannot reasonably withhold attribution of a homologue of the (speech) noumenon.

8 The question, “to what extent may performances vary yet still present one and the same normenon ?” is an interesting one. The “Eroica” has probably been played with variations of the “standard” A from at least 360 to 600 c.p.s. and still been accepted by competent judges as “the Eroica.” Similarly, the tempo of the first movement has probably strayed equally widely from ∂. = 60 with the same result. Which technical factors can be greatly varied without loss of identity and which cannot, and the conditions under which variation can take place almost unnoticed or can effect change of identity should be more thoroughly investigated. Findings would bear upon such diverse critical problems as the artistic validity of the twelve-tone row, the legal claim to copyright, and the definition of what is a version and what a variant in the study of folk music.

As long as we confine our interest to the Occidental fine art of music, the plotting of norms of variation may not seem very pressing. Standards of notation and of performance are increasingly uniform and high. But as soon as we extend our view to comprise other musics of the world, we cannot get our study under way for sheer lack of understanding of the nature of these norms and the limits beyond which variation changes identity—limits that vary even in various idioms of our own culture.

Pursuit of this understanding brings us very quickly to the problem of a universally valid foundation for the study of music. It is time we cease analyzing and evaluating other musics, or even other idioms of our own music, in terms of the Occidental fine art alone. The last attempt to account for the non-European languages in terms of Latin grammar, Leonard Bloomfield tells us, was before 1800.9



Conspectus of the Organization of Musicological Study Upon a Basis of the Systematic Orientation[image: ]
[image: ]


9 Leonard Bloomfield, Language (New York, Holt, 1950), p. 8. It might not be out of place here to remark that the progress of linguistic studies, being about a century ahead of those in the field of music, would seem to be worthy of close scrutiny by students of music. For like musicology, linguistics has gone through a period of over-emphasis upon the historical orientation. This was followed by a period of hope that some philosophical or psychological system held the key to the study of speech. Of course, the student of linguistics uses the art of speech to study speech, whereas the student of music uses speech to study another art, whose resemblances to and differences from speech are not easy to trace. The extent to which psychologies, sociologies, and mathematics of music are being produced suggests that we are emerging, in musicology, from the former stage and entering the latter. Remembering that even such an outstanding linguist as Bloomfield had, after disposing of the mantle of the historical method, to work out from under the domination of Wundt’s psychology, should cause us to pay special heed to his categorical statement: “In order to describe a language one needs no historical knowledge whatever; in fact, the observer who allows such knowledge to affect his description, is bound to distort his data.” This is a thoroughly systematic viewpoint and should be taken as encouragement to equally thorough systematic studies in music. Lest it be taken for a recommendation of artificial contemplation in vacuo, let it be said that absence of historical considerations in purely descriptive analysis of primary data does not constitute a vacuum. Rather, it means a clearing away of underbrush and overlying preconceptions. After the ground is accurately mapped and described, there will always be plenty of time for integration with history. The apparatus proposed here is mainly for use in this clearing function.

Organization of such an apparatus is pre-eminently the task of systematic musicology. It would appear to be predicated upon the criterion of the equal importance to study: of both musical (intrinsic) and non- or extra-musical (extrinsic) viewpoints—I and II in the Table (pp. 246–247); of both systematic and historical orientations—A and B in the Table; and of both scientific and critical methods—1 and 2 in the Table.

The Table outlines briefly the function of eight possible operations, each engaging one term of each of these three dichotomies. Competence in handling this apparatus will require, in every one of the eight operations, knowledge and judgment in the handling of the requisite speech norms of both general and music space-times. The four operations under heading I require, in addition, knowledge and judgment in the handling of the requisite music norms. The two operations under I,A refer particularly to traditions of idioms contemporary with the student; the two under I,B, in addition to these, to knowledge and judgment in the handling of one or more notated traditions not contemporary (or not wholly contemporary) with the student. Competence in the four operations under II can be plotted on this pattern, adding or substituting, for the norms of music, the special norms of speech required by one or more of the specialized studies employed.

Attention is called to the fact that the order in which the eight operations are presented here produces an organization of musicological work in which the core is the systematic study of the particular tradition (or traditions) of which the student is a carrier (or has the equivalence in knowledge) around which a succession of layers may be wrapped, each more remote from that tradition until the universe of speech discourse is completely comprehended in its relation to the universe of music discourse.10

10 Or, perhaps we should say in both cases “universe of communication.” For the philosopher may justifiably withhold the word “discourse” from use in connection with music, as peculiar to the art of speech alone.

In conclusion let me say that the apparatus as a whole may hardly be expected to be employed in its full development by any one man. Actually, we each of us carve out, according to our individual interest or competency, a section that we use. It is to be hoped that some day, among the lot of us, all eight operations will be fairly equally deployed.

I hope it is clear that the music event is not to be confused with the verbal report of it. We cannot remind ourselves too often that the sound patterns of speech normena and their meanings cannot represent the sound patterns of music normena and their semantic homologue of speech meaning without distortion. The task is to find a terminology and a method of handling it most suitable to the particular idiom under investigation. Since in this mid-20th century we do not start with a tabula rasa, we must, of course, make use of the terms of current acceptance found more nearly universal in application. But we must carefully criticize each one, that it bring not with it preconceptions at variance with the primary data before us. There can be no substitute for the accurate description of a music idiom known first hand by the student, whether or not it has a history, and whether or not it fits into the history of our study. It is only upon such a base that sound comparative studies of separate musics and music idioms can be made and, so, a world view of music envisaged.
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present to the student and of which he is a carrier. Integration of I,A,1 and 2 and I,B,1 and 2 constitutes the compre-
hensive study of style in a tradition. Comparative studies of style between two closely related traditions, as, for example,
between the idioms of fine and folk art in certain Occidental regions, could probably be initiated today. But whether

comparative study of style upon a world basis could be initiated in the forseeable future is a question respecting whose
answer we can formulate only a few tentative conditions.

II. General Viewpoint (Viewpoint of the knower and valuer primarily of things other than music)

A. Systematic Orientation

1. Scientific Method. Music phenomena in their aspect as data, present to the student, of physics, physiology,

psychology, 'sociology, ctc., viewed in or out of their music context by relatively non-carriers of a music
tradition.

2. Critical Method. Music phenomena in their aspect as evidence, present to the student, of other or general
values, viewed in or out of their music context by relatively non-carriers of 2 music ctradition.

Note. Integration of operations I,A,1 and 2 and ILA,r and 2 constitutes the comprehensive study of systematic
musicology.

B. Historical Orientation

1. Scimti{c Merhod. Music phenomena as data for gencral history—chronology, geography, biography, bibli-

ography, etc., of which the student is an indirect knower, iz, through speech) writtng or other non- or
extra-musical media of times past to him.

2. Critical Method. Music phenomena as evidence for general or other history—literary or art criticism, critical

philosophy, ctc., of which the studenc is an indirect valuer, viz., through (speech) writing and other non- or
extra-musical media of times past to him.

Note. Integration of operations I,B,1 and 2 and II,B,1 and 2 constitutes the comprehensive study of historico-musi-
cology. The term "“comprchensive’ as used in this and the three preceding Notes is definitive only. In actual practice,

science and criticism, history and system, and, indeed, musical and non-musical viewpoints, can ncver be wholly
separated nor wholly joined.
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L. Music Viewpoint (Viewpoint of the knower and valuer primarily of music)

A. Systematic Orientation

1. Scientific Method. Music normena as structures and Jor functions of a tradition contemporary with the student
and of which he is a direct knower. The science of music in its aspect as what students know quas handlers
of the forms of music-making in a tradition (or traditions) of which they are carriers.

2. Critical Method. Music normena as resources of a tradition contemporary with the student and of which he is

a direct valuer. The critique of music in its aspect as what students value gua handlers of the values of music-
making in traditions of which they are carriers.

|—DATA PRIMARY FOR STUDY—}

Note. Integration of operations I,A,1 and I,A,2 constitutes the systematic study of style as a thing in itself, in time
present to the student.

B. Historical Orientation

1. Scientific Method. Music normena as structures and for functions of traditions not contemporary with the
student and of which he is an indirect knower, viz., through notations. The science of music in its aspect

of what students know gua students of the forms of music-making in a tradition of which they are not
carriers.

2. Critical Method. Music normena as resources of a tradition not contemporary with the student and of which
he is an indirect valuer. The critique of music in its aspect of what students value qua students of the values
of music-making in a tradition of which they are not carriers.

FOR STUDY:

Note. Integration of operations I,B,1 and I,B,2 constitutes the historical study of style as a thing in itself in time past
to the student. The data and evidence are secondary sources of study (1) because notations are not music but racher blue-
prints of it, and (2) because these must be rendered into music by performance using primarily norms of a tradition
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