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Teton Sioux Music

By FRANCES DENSMORE

INTRODUCTION

•

The Teton Sioux

A majority of the songs in this memoir were recorded among Indians belonging to the Teton division of the Dakota (Sioux) tribe, living on the Standing Rock Reservation in North and South Dakota. Senga were recorded also among the Sisseton and Wahpeton Sioux living at Sisseton, S« Dak.; 12 of these are included in this volume imder the foUowing numbers: 95, 96, 97, 189, 190, 234, 235, 236, 237, 238, 239, 240. Field work was begun in July, 1911, and continued until 1914, Mr. Robert P. Iligheagle acting as principal interpreter at Standing Rock and revising the material collected at Sisseton, where a competent interpreted could not be secured. The words of the songs recorded at Standing Rock, with few exceptions, are in the Teton dialect, while those recorded among the Sisseton and Wahpeton Sioux are in the Santee dialect.

Before entering on a consideration of this material, the terms applied to the tribe and its various divisions will be briefly noted. ‘* Dakota” is the word used by these Indians in speaking of themselves; this word means ’ leagued” or ’’allied” and is used also as an adjective, meaning “friendly.”  The latter part of the word, meaning “friend,” is pronounced i:ola by the Teton and koda by the Santee. The word “Sioux” was applied to the Dakota by Indians outside the tribe and by white men and has come to bo the commonly accepted designation, even being extended to include cognate tribes known collectively as the “Siouan family.” According to J. N. B. Hewitt the word “Sioux” is a French-Canadian abbreviation of the Chippewa diminutive form Nadowe-isAw-^g (nadowe, ’an adder, ^ ’an enemy’; is, diminutive; iw-^g, ‘they are’; hence, “they are the lesser enemies”). The Chippewa used this term to distinguish the Huron and Dakota from the Iroquois proper, whom they designated Nadowe ‘wok,’ the adders ’ or ’ the enemies ’ .’ A similar interpretation is given by Warren, the native historian of the Chippewa tribe.’

t Riggs, StephoQ R., Orammar and Dictionary of the Dakota Language, In SmUk9<m. OotUr., xv, pp. XV, 48, Washbigton, 1852. I See Handbook of American Indians (Bull. SO, Bur. Afner. Ethn.), pt..l, p. 376, 1907. » Warren, Wflliani W., History of the OJIbways. in QjU. Minn. Jlitt. Soe., vol. 5, p. ?2, 1885

2 •. ; . • : ;. .’ : ; ’ft ctb^u fit wfticAur/fei’lNLjjUY [bull. 6i

Itiggs states^ that the Dakota ‘^dometimes speak of themselves as the 06eti Sakowii}/ Seven Council Jlres.’^ ’ This term referred to the seven principal divisions, which comprised the tribe or nation. Each of these was divided into nimierous bands. The largest of these divisions was known as the Ti’torjwaij, contracted to the word Teton, This division is said to have constituted more than half of the entire tribe and to have exceeded the others in wealth and physical development. They seem always to have lived west of the Missouri River. The four divisions of the tribe which Uved east of the Missouri are now known collectively as the Santee. Riggs says: ’ These Mississippi and Minnesota Dakotas are called by those on the Missouri, Isanties, from ^saijati’ or 4sai)yati’; which name seems to have been given them from the fact that they once Uved at Isagtamde, Knife Lake, one of those included under the denomination of Mille Lacs.’’ * According to Riggs, these four divisions were the ^Mdewakai)toi)wai)s, Wahpekutes, Wahpetoi)wai)s, and Sisitoqwags.” Prior to the Indian outbreak in 1862 the home of these bands was in Minnesota. The two remaining divisions of the tribe are Hhe Ihai)ktoi)wai)na and the IhaQtogwags/’ the former living along the James River and in the vicinity of Devils Lake, and the latter west of the Missouri. Riggs states that ‘Hhese two bands have usually been designated by travelers under the name of ^Yanctons.’” In the Dakota language, as spoken by these three large divisions of the tribe, there exist some differences, principally in the use of certain consonants. These differences are fully set forth by Riggs.* A simple illustration of one of these variations occurs in the tribal name, which is pronounced Dakota by the Santee and by the Yankton group, and Lakota by the Teton. Although the present memoir concerns chiefly the Teton group, the tribal name will be used in its conmionly accepted form, Dakota. The words of the songs recorded by Teton are, however, given in the Teton dialect, while the Santee forms are used in the songs recorded by Santee.

The earliest definite reference to this people in history is found in the Jesuit Relations for 1640, in which they are called ^’Nadvesiv” (Nadowessioux). In the next century Col. George Croghan compiled *‘A List of the Different Nations and Tribes of Indians in the Northern District of North America, with the Number of Their Fighting Men.” In this list the name appears as La Suil, and in a footnote the author says: ^’ These are a nation of Indians settled southwest of Lake Superior (called by the French La Sue), who, by the best account that I could ever get from the French and Indians,

1 In Gramnur and Dictionary of the Dakota Language, op. cit., p. xv.


S«e Dorsey, James Owen, Siouan Sociolofry, in Fifteenth Rep. Bur. Ethn., pp. 215-222; articles Dakota and Skmx, in Handbook of American Indians; and Mooney, James, Siouan Tribes of the East^ BuU. t£. Bur. Amer. Ethn.



« Op. cit., p. xvi.

«Ibfd.,pp. xvi, xvii.
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are computed ten thousand fighting men/’ * In 1804 this entry was made in the Journal of the Lewis and Clark Expedition: “At 6 oC in the evening we Seen 4 Indians . . . and three of them . . . belonged to the Sotd?^ nation.” ’ But as white men came into closer contact with this tribe they began to use the word used by the Indians themselves. Thus in the “Scientific Data accompanying the original journals of the Lewis and Clark Expedition/’ under the heading”Ethnology,” we find mention of the “Sieux or Dar-co-tars,” with an extensive description of the tribe, including a table of its subdivisions, which is probably the one sent by Clark to the Secretary of War.* Gradually the native name came into more general use, with various modes of spelling, and in 1823 Major Long noted the “manners and customs of the Dacota Indians.” * However, the word “Sioux” received the sanction of official usage in 1825, the statement being made in a Government document of that year that “Returns have been received from Gen. Clark and Gov. Cass, the commissioners appointed to mediate, at Prairie Du Chien, between the Sioux, Sac, Fox, Iowa, Chippewa, Menomonei, and Winnebago Tribes and to estabUsh botmdaries between them.” *

On April 29, 1868, a treaty was made by the Government with the Sioux and Arapaho Indians, which opens with the words: “From this day forward aU war between the parties to this agreement shall forever cease. The Government of the United States desires peace, and its honor is hereby pledged to keep it. The Indians desire peace, and they now pledge their honor to maintain it.” • The Sioux Reservation established at that time comprised about 20,000,000 acres of land, extending from the northern botmdary of Nebraska to the forty-sixth degree of north latitude, and from the eastern bank of the Missouri River to the one hundred and fourth meridian of longitude.’ This was known as “the Great Sioux Reservation.” By the terms of this treaty the Government placed agency buildings and schools on the reservation, and provided that, under certain conditions, a patent for 160 acres of land could be issued to an Indian, who would thereby become a citizen of the United States. The affairs of the Indians were administered at seven agencies on this reservation, but the Indians continued in .large measure their old manner of life.

1 Journal of Col. 0«orge Croghsn, pp. 37-38; reprinted from Featherstonhaugh, in A mtr. Mo. Joum. Geo^, Dec., 1831.

s OriginalJoumals of the Lewis and Clark Expedition, 1804-1800, Reuben Gold Thwaites ed., vu, p. 61, New York, 1906.

» Ibid., VI, pp. 93-100.

« Keating, William H., Narrative of an Expedition to the Source of St. Peters Itiver, under the Command of Maj. Stephen H. Long, i, p. 245, Philadelphia, 1824.

» McKenney, Thomas L., in documents accompanying the President’s Message to Congress, Nineteenth Congress, First Session, No. 1 , p. 90, 182o.

• Indian Laws and Treaties, compiled by Charles J. Kappler, vol. 2, pp. 770-75, Washington, D. C, 1903.

’ The writer gratefully acknowledges the assistance of Maj. James McLaughlin, United States Indian Inspector, In preparing the following data concerning the Standing Rock Reservation. Major McLaughlin was Indian a^ent on this reservation from 1881 to 1895.
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A part of the present Standing Rock Reservation (see pi. 2) was included in this territory, and an additional tract extending north to the Cannon Ball River was added by an Executive order dated March 16, 1875.^ An agency nejar the present site of the Standing Rock Agency (Fort Yates, N. Dak.) was established July 4, 1873, and soon afterward a military post was established at that point.* Two companies of Infantry were stationed there, and this force was increased to five companies of Infantry and two troops of Cavalry during the Indian troubles of 1876. ’ The original name “Standing Rock Cantonment” was changed to Fort Yates, and the post was continued until 1904.

The distinctively tribal life of the Teton Sioux may be said to have closed when the last Sun dance was held in 1881 and the last great buffalo hunt in 1882. A final hunt was held in November, 1883, and at that time the last buffalo were killed. Then followed a period of difficult adjustment on the part of the Indians, but Gall, Crow King, and others, who had been leaders in the tribal life, became also the leaders of their people in the adoption of farming and other pursuits recommended by the Government. The great change, however, did not come to the Indians until 1889, when the Great Sioux Reservation passed into history. In its place were established five reser- vations.’ The boundaries of these reservations were determined by a conmiission of three, of which ex-Gov. Charles Foster, of Ohio, was chairman, his associates being Maj. George Crook, and Maj. William Warner. This commission went from one agency to another, holding councils with the Indians, who ceded about 9,000,000 acres of land to the Government at that time. A reference to the council which this commission held on the Standing Rock Reservation appears in the description of a song of Sitting Bull (No. 194). Shortly after the work of this commission was finished the boundaries of the several reservations were surveyed, and the various bands of Sioux were assigned to these reservations. Alter these agency rolls were completed it was expected that the Indians would not leave their reservations without passes from the agent. From, that time until the present there has been a steady development of education among the Sioux in boarding and day schools, and also by means of practical instruction in the white man’s manner of life.

1 indJan Laws and Treaties, op. cit., vol. 1, p. 884.


	“There has been established by order of the War Department a military post at this agency of sufficient capacity for two companies of Infantry.”—Report of John Burke, United States Indian Agent, Standing Rock Reservation, in Jnd. Aff. Rep. for 1K75, p. 247.




This was in accordance with an act of Congress dated March 2, 1889, entitled ” An act to divide a portion of the reservation of the Sioux Nation of Indians in Dakota into separate reservations and to seinire the relinquishment of the Indian title to the remainder, and for other purposes. ” Indian Laws and Treaties, op. cit., voL 1, p. 328.
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VIEWS ON STANDING ROCK RESERVATION

Method or Work and of Analysis

The method of collecting the Sioux songs was similar to that used in connection with the Chippewa work.* Songs were recorded bymeans of the phonograph, and a transcription was made frotn the phonograph record, care being taken that the speed of the instrument was the same when recording the songs and when playing them for transcription. Ordinary musical notation is used for the transcription, with the addition of the special signs used in Bulletin 53.

The transcriptions of these songs should be understood as indicating the tones produced by the singers as nearly as it is possible to indicate them in a notation which is familiar by usage and therefore convenient for observation.^

As several hundred records were made, there were some accidental dupUcations of songs. In five instances (Nos. 125, 132, 133, 151, 173) these are transcribed, such being considered sufficient to show the slight diflFerences which appear when a song is sung by several singers of equal ability, or at different times by the same singer. Other dupUcations examined by the writer show fewer points of difference than those which are transcribed. It occasionally happened that a song was known to have been imperfectly rendered, and in this case another record was made by a better singer, the second record being, of course, the only one taken into consideration. Indians distinguish clearly among good singers, indifferent singers, and totally unreliable singers. The writer has had experience with them all, and in the absence of information from the Indians, it is usually possible to distinguish them by comparing the several records of a song on the phonograph cylinders. As frequently noted in the descriptive analyses, the renditions of a song by a good singer are usually imifomi in every respect. An effort was made to employ only the best singers. In selecting the principal singers, as weU as informants, the writer ascertained a man’s general reputation at the agency office and, in some cases, at the trader’s store, as well as among his own people. In a few instances material which appeared to be interesting has been discarded because the informant was found to be imreliable. On one occasion a man was brought to the writer by an informant with whom she was acquainted. Mr. Higheagle was absent, but another interpreter was secured and data concerning the

1 Bee Bulletins 45 and 53.

s HelmbolU, The Sensations of Tone ^translated by A. J. Ellis), pt. 3, p. 260. London, 1885. Translator’s footnote: “All these [scales] are merely the best representatives in European notation of the sensations produced by t^e scales on European ears.”

4840°— Bull. 61—18 3 5
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Sun dance were recorded. In a few days, on Mr. Higheagle^s return, he said: ’^There is trouble among the Indians. John Grass and other prominent men say they will have nothing more to do with the work if So-and-so is connected with it. He killed a man, and his record in other matters is not good.” The matter was carefully consideredi and the responsibihty was placed on the man who introduced him. Finally all his material was expunged and the writer never saw him again. Such precaution might not be necessary if this work concerned only the social songs, but all the old music is associated with things that lie very close to the heart of the Indian.

Throughout the work an effort was made to have the informants entirely at ease in discussing a subject, and never to allow the form of a question to suggest a possible answer. Care was taken also to avoid an impression of seeking anything sensational or of tracing a similarity to the beliefs or traditions of the white race. Indians become confused, even irritated, if questioned too closely, and for that reason it was often necessary to extend an iavestigation over several interviews, combining the data thus seciu*ed. When this was done the result was translated to the Indian for criticism.

The method of analyzing the Sioux songs is the same as that used in the study of Chippewa songs. The headings of the tables of analysis have not been chang^^d, but a few subdivisions have been added. For instance, in Tables 11 and 12 there is a separation of major and minor sixths and major and minor seconds, the last named being especially interesting, as it shows the minor second (semitone) to be used much less frequently than the major second (whole tone), a fact which has a direct ’bearing on the question whether Indians habitually and consciously use intervals smaller than those represented by the musical scale of the white race.

Except for the signs -f and — , indicating that certain. tones were sung sUghtly above or below pitch, there is no attempt at showing variations from what is known as the ’’piano scale.” It is, however, repeatedly noted in the descriptive analyses that intervals of the second and of the minor third were sung too small. A similar re- . duction was not observed in the larger intervals. In tliis connection the following statement by Prof. Max Meyer, of the University of Missouri; should be noted :

The result of our experiments [with Doctor Stumpf] made in Berlin was that the Major Third, Fifth, and Octave are preferred a little larger than theoretical intervals; the Minor Third, on the contrary, a little pmaller. . . . We may therefore state it as an established law that the smaller musical intervals are preferred diminished. . . . that the larger musical intervals are preferred enlarged. . . . and that the point where the curve of deviation passes zero, is situated between the Minor and Major Thirds.*

1 Me3rer, Max, Experimental Studies in the Psychology of iin^ic, AmcTican Journal of Pfyrhohtgy, jTfj pp. 201-206, Worcester, Mass., July-Oct., 1903.
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Many transcriptions represent the result of six or more readings of the phonograph cylinder, a considerable interval of time being allowed to elapse between these readings. It has been found that the final transcription is usually the simplest, as by repeated observa- ’ tions the ear eliminates bytones and the mannerisms of the singer. Thus in many instances it becomes . possible to discern a rhythmic unit accurately repeated in every rendition of the song, when the melody seemed at first to be lacking in rhythmic’ form.

In the present series the final measure of a song is tra,jisGribed as a complete measure unless a repetition of the song begins without a break in the time. Such a repetition is indicated by the usual niark for repeat. It will be observed that in probably a majority of instances the time is unbroken during several renditions of a song. When a brief pause occurs in the melody it is usually filled with shrill cries and calls or words rapidly enunciated, accompanying which the drumbeat is continuous.

“Five-toned scales” are frequently mentioned in the descriptive analyses and also appear in the tabulated analyses. As stated in the author’s previous works, the five-toned scales considered in these analyses are the five pentatonic scales according to Helmholtz, described by him as follows:


	The First Scale without Third or Seventh. . . .


	To the Second Scale, without Second or Sixth, belong most Scotch airs which have a minor character. . . .


	The Third Scale, without Thlid and ^ixth. . . .


	To the Fourth Scale, without Fourth or Seventh, belong most Scotch airs which have the character of a major mode.


	The Fifth Scale, without Second and Fifth. »




It may be needless to state that all these scales contain the same tones, the difference being in the keynote. The following examples are given for convenience of reference, the tones being the same in all:

First five-toned scale: Keynote G (sequence of tones G, A, C, D, E).

Second five-toned scale: Keynote A (sequence of tones A, C, D, E, G).

Third five- toned scale: Keynote D (sequence of tones D, E, G, A, C).

Fourth five- toned scale : Keynote C (sequence of tones C, D, E, G, A).

Fifth five-toned scale: Keynote E (sequence of tones E, G, A, C, D).

After a song is transcribed it is fully analyzed, the analyses being combined in the tables at the close of the various groups and later being incorporated in the tables on pages 12-21. Throughout the present work the repeated part of a song is not considered in computing the number of intervals which the melody contains.. Such part often begins with the second or third measiu*e, the opening measures taking the form of an introduction, a custom which was


Helmholtz, H. L. F., The Sensations of Tone as a Physiological Basis for the Theory of Music (txanslated by A. J. Ellis), pp. 260, 261, 2d ed., London, 1$H5.
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noted more frequently among the Chippewa than among the Sioux. Indian singers occasionally use much freedom in the arrangement of the phrases of a song in its repetition. It is therefore considered advisable to analyze only the direct and simplest rendition of sl song. A “plot” of each melody is also made, as described and illustrated on pages 51-54.

The words of certain songs are in a ** sacred (esoteric) language,” which disguises their meaning.- See words of Mide’ songs in Bulletin 45; also.footnote, page 120 of this work.

In the present volimie the use of cross-references, which are foimd in Bulletin 53, is discontinued, and in their ’place will be found references to the analysis of the first song containing the peculiarity under consideration. Thus if a rest occurs in a song tliere will be found a reference to the analysis of song No. 79, which contains a list of all songs in which rests appear. The writer commends the use of the index of this book and of that of Bulletin 53 to those who wish to study the analyses closely. Songs can be traced also in the following manner: Let us suppose a reader is seeking songs from which the third tone of the octave is lacking. By consulting the index of Bulletin 53 a reference is found to page 5, on which the persistence of the third and fifth is considered; also, to the songs in both Bulletin 45 and Bulletin 53, from which the third is lacking. Full treatment of a peculiarity is usually given with the analysis of the first song in which it occurs, but in this instance it is given in connection with other peculiarities in Bulletin 53, song No. 53, page 140. It was there noted that more than one-half of the entire group were songs concerning or sung by women, but the proportion of women shigers is much larger in the present series, while the proportion of songs lacking the third is much smaller (see analysis of song No. 22). Another method of tracing songs is by means of the tabulated analyses. Thus a student in search of songs from which the third tone of the octave is lacking would turn to Table 6, pages 21-23 of Bulletm 53, note the classes in which such songs are found, and trace them through the tabulated analyses of those several classes. This is the more interesting of the two methods, as it shows the frequency of its occurrence and also suggests a relation between the peculiarity under consideration and the class of the song in which it occurs. Having noted that the omission of the third occurs in only 3.5 per cent of the Cliippewa songs, the student ascertains in the same way from the present work on Sioux songs that it is absent from only 5, less than 1 per cent of these songs. The tabulated, as well as the descriptive, analyses are intended to assist a careful, intelligent observation of Indian music. Both the means used and the results attained should be understood as anticipating a broader as well a.s a more
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intensive view of the subject when the study of Indian music shall have been more fufly developed.

The purpose of the descriptive analysis following each song is to suggest a method of critically observing Indian music. No single analysis is intended to draw attention to every peculiarity of the song. One who becomes accustomed to a systematic observation of Indian songs may detect other peculiarities. It is possible that in some instances another keynote may be regarded as more satisfactory than the one which is designated. Some songs are so strictly harmonic in form that only one tone can be regarded as a keynote, but others are so freely melodic that they could be harmonized in more than one key. The melodies are regarded primarily as a succession* of vocal sounds from which by the test of the ear the writer selects one which is reasonably satisfactory as a keynote. If more than one tone can be regarded as keynote, that one Is selected which is simplest in its apparent key relation to the song as a whole. In two instances (Nos. 108, 166) the songs are classified as ** irregular.” The use of the term “key” throughout this work should be understood as a matter of convenience rather than as an indication that, in the opinion of the writer, there exists a fully established “key” in the sense of the term as used by musicians. It wiU be noted that in Table 1 the word “tonality” is used in preference to “key.”

As an aid to the singing of these songs the writer would emphasize the importance of rhythm^ suggesting toward this end that the rhythm of a song be mastered before the melody is played on a piano or other tuned instrument. Tap out the rhythm with a pencil, or, better still, master it mentaUy, then hum the song softly with intervals as nearly correct as possible. Play the song on a tuned instrument in order to test the intervals, but the song, regarded as a native melody, can best be reproduced vocally, either without accompaniment or (if the song is simply harmonic in form) with one or two chords to sustain the voice.

The musical customs of the Sioux do not differ materially from those of the Chippewa; for instance, there are the same reticence concerning old ceremonial and ’ ‘medicine” songs, the same acknowledged ownership of personal songs, and the same custom of replacing in a war song the name of a half-forgotten hero with that of a new favorite. Among the Sioux, however, there seems to be more freedom in the rhythm of the drum. The Chippewa had drum-rhythms which were invariably used with certain classes of songs, but this feature seems to be more variable among the Sioux, except that the drum is always beaten in a rapid tremolo during’’medicine” songs (as in the treatment of the sick), and also by a man when relating his dreams. The several dnmi-rhythms are shown in connection with
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their first occiurence, in Nos. 5, 6, 8, 12, 19, 64. In Nos. 12 and 13 the metric unit of drum and voice are in the ratio 2 to 1, suggesting points of coincidence, hut the occasional prolonging or shortening of tones by the voice is such as to prevent a mechanical relation between the two. In many instances the tempo of the drum appears entirely independent of that of the voice. The illustration on page 1 10 shows the seeming lack of relation between drum and voice in No. 8, but in this, as in the simple ratio, the shght variability of the voice should be taken into account. In No. 125 the* drum was struck with a clearness which made it possible to transcribe its beats throughout the song. In this instance the drum and voice coincided on the first of the measure, but the drum-rhythm was broken. In a few songs the drum and voice were at variance during the song imtil the closing measures, in which they coincided. These were songs in which the drumbeat was in quarter-note values, and this “swinging together” of voice and drum is noted in the descriptive analyses.

At any gathering there is one man who acts as leader of the singers, who sit around the drum. The number at the drum varies with the size of the gathering; if a large number are dancing the singers sit as close as possible around the drum, each man beating the drum as he sings. Sometimes as many as 10 men can ’sit at the drum.” A singer of recognized ability may, if he Ukes, bring a decorated drimistick of his own, but the common custom is for the drummers to use ordinary drumsticks consisting of sticks wound at the end with cloth. If a singer at the drum becomes weary he lays down his drumstick, whereupon someone who has been dancing, or sitting with the spectators takes his place. It was said that ’  the leader starts every song, and if it is an easy song the others conmience right away, but if it is new and hard they begin more carefully.” Most of the songs may be sung an indefinite number of times, the leader giving a signal for the close by two sharp taps on the drum, after which the song is sung only once.

Sioux women usually sing with the men during the dancing songs ; this is not the custom among the Chippewa. The Sioux women sit on the groimd, forming a circle back of the drummers, and sing in a high falsetto, an octave above the men. In three instances (Nos. 201, 203, and a duplication of 173) the part sung by the women is shown in the transcription. Several other songs were recorded in this manner, but the transcription of each is from a subsequent rendition by a man singing alone.

Among the Sioux as well as among the Chippewa, variations in either time or intonation are found more often in unimportant than in important parts of a song.

It was said that there were ** different ways of ending sout^,” and that *‘h man roiJd tell the kind of sonjj bv the wav it eiuled.’ Thr
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writer therefore sought more definite information on this point, consulting Used-as-a-Shield and other old-time singers. They said there were two ways, one being *‘to stop short’’ and the other “to let the tone die away gradually.’’ On being asked which kinds of songs were ended in each of these ways they could not give a definite answer at once, and requested time to consider it. After several days they said that they had”tried over many old songs and found that they always stopped short when they sang such songs as the grass-dance, buflFalo-dance, and Crow-owner’s society songs,” and that they “trailed off the tone” when singing war songs and similar songs.

Among the Sioux were found many songs which could be used on different occasions. Thus the songs in honor of a warrior could be sung when begging for food before his lodge, as well as at the victory dances and at meetings of societies. The songs of those who went to seek a suitable pole for the sun dance were used also by those who went to look for buffalo or for the enemy. Hence it did not seem appropriate to base a comparative study of these songs on their use, as was done with the Chippewa songs. A better basis for comparison seemed to be the age of the song, and accordingly the songs were divided into two groups, the first and larger comprising songs believed to be from 50 to 100 years old and the second those less than 50 years old. In addition to these comparative tables (pp. 12-21) the analyses at the close of each section are continued, for convenience of observation.

It is not so difficult to judge the age of a song as might bo imagined. For instance, the last Sun dance was held more than 30 years ago, and a man who sang the ceremonial songs at that time said that he learned them when a young man from an aged man who was taught them in his youth. Such songs are undoubtedly more than a century old. In hke manner, if a man about 70 years of age sings a song which he says that his father received in a dream when a youth and which he used in treating the sick, the song is evidently to be classed among the older songs. On the other hand, it is known that the Strong Heart society was organized among the Standing Rock Sioux only about 50 years ago, and that the White Horse Riders is a modern oi^anization. The songs of both these societies are therefore comparatively modern songs, but the songs of the Miwa’tani are placed in the older group, as there was a certain ceremony connected with their initiation of new members, one of the ceremonial songs being preserved. The songs of the Crow-owners are also included with the older songs, as this was shown to be a society of more than 50 years standing, and only a few of its songs were rt^membered. Songs containing mention of a recent custom are manifestly modem.
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MELODIC ANALYSIS — Continued

Table 6.— NUMBER OP TONES COMPRISING COMPASS OF SONG— oontinued

Group I. Old songs.

Number.

Compass of— oontinued

Nine tones

Eight tones

Seven tones

Six tones

Five tones

Four tones

Total.

Per cent.

Group II. Comparatively modem soAgs.

Total.

Number.

I

Per cent.

Number.

2 to

• -•■•/•-•–

Per cent.

Table 6.— TONE MATERIAL

Group I. Old songs.

Group II. Comparatively modem songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

First flve-toned scale

Second flve-toned scale

Fourth flve-toned scale

IH

Mi^or triad

Major triad and seventh

Maior triad and sixth

Major triad and second

Minor triad

M^nor triad and seventh .

Minor triafi and fourth , ,

Minor triad and second

Octave comolete

0m

t

f

I

Octave complete except seventh

Octave complete except seventh and sixth. Octave complete except seventh, sixth, and fourlh . . . r . , r , , , . . .

Octave complete except seventh, flfth, and second

Octave complete except seventh and fourth *

Octave complete except seventh and third . Octave complete except seventh and second

Octave complete except sixth

Octave complete except sixth and fourth.

1 These songs are minor In tonality, the mediant being a minor third above the tonic and the submediant a minor sixth above the tonic. In the fourth five- toned scale the seventh and fourth tones of the octave are likewise omitted, but the third and sixth intervals are major and the songs are major in tonality (see analysis ol song No. 83, Bulletin 53).
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Tjlble 6.— tons material— oontinued

Oronpl. Old songs.

Group II. Comparatively modem songs.

•

Total.

Number.

Per cent.

Number.

Percent.

Number.

Percent.

Octave complete except sixth and second. Octave complete except sixth, fifth, and eooond

Octave complete except sixth and third. . . Octave complete except fifth and second . . Octave complete except fourth

I

Octave complete except fourth and second . 0<^ve noiniplAte e^Mtpt third <|nd n^tnAfid

1 J 3 1 1

Octave complete except second

ft

If ffuir third And fourth.

Plrst. fourth, and fifth tonm

Other combinations of tone;*. « -

Total

Tablk 7.— accidentals

Songs containing—

No accidentals

Seventh raised a semitone

Sixth raised a semitone

Sixth and third raised a semitone

Fourth raised a semitone

Second raised a semitone

Fourth and seventh raised a semitone.

Seventh lowered a semitone

Seventh aftd fourth lowered a semitone

SLxth lowered a semitone

Fourth lowered a semitone

Third lowered a semitone

Second lowered a semitone

Third and second lowered, and fourth

raised a semitone

Irregular

Group I. Old songs.

Number.

Total.

Percent.

Hi

Group II. Comparatively modem songs.

Number.

Percent.

ToUl.

Number.

Percent.

ft2

1 1,

2I

BrREAU OP AKEBICAX ETHNOLOGY

[VLLUCt

XKLODIC

-continaed

Tablm jL^^nnfBER OF TOXES COMPRISINQ COKPASS OF SOXG~-<aBtiiRMd

Old

Gnnpn. Compantivelr

E%ht

Six

IS

U I

I;

Total.

It7

SS

I

ToUL

Fto cent. Namber. P«r ccns. Somber. . P«r cent.

Tabu «.— TOXE MATERIAL

Onnp I Old

Group IL ComponthrvlT’

FInt ftvv-toBtd aealt.

Faaffthftv^-taBtdacBlt

Mavortrittd

Mt^artrtedflmdamalb

M^jor triid and sixth

M«M<)“‘^^ ‹H›<1 »CBB<’

MUBMCferiiia

MlnnMT trittd aad aavvnth

Miuuoc triail and IkKirtli

Miiwr truhd aad aacond

Octavtt coi&pltia

Oi’tav«» vomptoCa axvapt aavanth

Octave couLptoto axetpt saTiinth and sixth. Octovv Qomptafea axeapt aarcnth, sixths

(Uid fourib

i >v Uvu iviuplata aroapk saTanth, ftlth, and

Hocond

OcUvu LH)mplaU awapt saTaath and

rourU»«

1 H<U  u coiuploLo ajicapt savaath and third ocUvv I’omplttU) tMi.apt M»vaBth and

ou»l

Dctavti I’umplttU oxcuiit sixth

Oi-tavu cuiuiUotu oxoojit iUxth and ftwrth.;

3P

I

i IT

I

I

to L3

U

I

14 ’

I

li 4 ,

S

TotaL

Noabcr. I>rc«nt. Numb^. FterctnL Number. P^recnU

31 1

u

l8

t»

t

«

a»

Irt

2 1

3 ’

t rhcM^ 2ioug2i urv lulJAur In UMUkUty . tha mediant bain« a minor third above the tcMiic and the sabmediant a minor NJvtU uhovo tbi> tuule. In the fourth ftre-toned sciiJe the saTenth and fourth tones of the octava art’llkiui^o oiuiiua, hut lh« third and sixth Interrmb are m^or and th«» soncsare su^or hi konatty (Si^«< unal> Ni:» 111 ^uiig Nu. So, Bulletin S3}.
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MEix>Dio ANALYSIS — Continued

Table 6.— TONE MATERIAI/-4X>iitlnued

Oroopl. Old songs.

Group n. Comparatively modem songs.

•

Total.

Number.

Percent.

Number.

Per cent.

Number.

Percent.

Octftve complete except sixth and second. Octave complete except sixth, fifth, and second

I

Octave complete except sixth and third . . . Octave complete except fifth and second . . Octave complete except fourth

Octave complete except fourth and second . Octave complete except third and second . Octave complete except second

Minor th<w1 f»nd foiirth

Ffrst. fourth, and fifth tones

Other comblnatlonii of tone*. » . .

Total

Table 7.— ACCIDENTALS

•

Group I. Old songs.

Group II. Comparatively modem songs.

•

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

Songs containing— No fvccHentfrls , .

«

.5

Seventh raised a semitone

•

Sixth raised a semitone

Sixth and third raised a semitone

Fourth raised a semitone

• 1

Second raised a semitone

Fourth and seventh raised a semitone.

Seventh lowered a semitone

Seventh alld fourth lowered a semitone

Sixth lowered a semitone

Fourth lowered a semitone

Third lowered a semitone

I

Second lowered a semitone

• Third and second lowered, and fourth

raised a semitone

Irr^ilar

Total

,
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MELODIC ANALYSIS — Continued

Tabli 8.-STEUCTURE

Group I. Oldsongs.

Group II. Comparatively modem soiDgs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

Melodic »

Melodic with harmonic framework «

Harmonic*

2a

Trrepilar

Total

«

1 Songs are thus classified if contiguous accented tones do not bear a simple chord-relation to each other.


	Songs are thus classified If only a portion of the contiguous accented tones bear a simple chord-relation to each other.


	Songs afe thiu classified if contiguous accented tones bear a simple chord-relation to each other.




Table 9.— FIRST PROGRESSION-DOWNWARD AND UPWARD

Group I. Old songs.

Group II. Comparatively modem songs.

Total.


	



Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Downward

Upward

•

Total

Table 10.— TOTAL NUMBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Number.! Percent.

Downward. Upward

2,821 1,624

Total.

4,445

Number.

1,830 1,050

Per cent.

Total.

4,6St 2,674

2,880

7,335

Per cent.

Table U.— INTERVALS IN DOWNWARD PROGRESSION

Number.

Percent.

Number.

Percent.

Total.

Per cent.

Interval of a—

Maior sixth

1,254

•

1,396

2,085

Minor sixth

Fifth

Fourth

. 29

Major third

Minor third

Augmented second

Major second

Minor second

Total

2,821

1,830

4,651

dxnsmobk]
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MELODIC ANALYSIS — Continued

Table 12.— INTERVALS IN UPWARD PROGRESSION

Group I.

Group II.

Total.

Number.

Percent.

Number.

Per cent.

Number.

Percent.

Interval of &—

Eleventh

Tenth

i

Ninth

•

OotAve

Seventh

Major sixth

Minor sixth

Fifth.

A

Fourth

Mf^iorthM.

Minor third

Major second

Minor second

t

Total

1,624

1,050

2,674

Table 13.— AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Group I.. Group II.

Number of songs.

9a

Number of intervals.

4,445 2,880

Number of semitones.

12,864 8,558

Average

number of

semitones

in an

interval.

2.89 2.97

Table 14.— KEY

Key

Number.

ip I.

Group II.

Total.

Per cent.

Number.

Per cent.

Number.

Per cent.

H

U

7 7

•

A major 10

A minor 8

B flat mi^Qr 12

B flat minor ’ 9

B major 6

B minor 9

C major 4

, C minor ’ 6

D flat major 4

C sharp minor 3

D major 5

D minor 10

E flat major 3

E flat minor 6

E major 1

1 The term ” key ” is here used in its broad sense, as applicable to nonharmonic mu.Hie, Inclusive of modes.
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lOQLODiG ANALYSIS — Continued

Table 14.~KEY— continued

t

Group I. Old songs.

Group II. Coniparatively modem songs.

Total.

Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Key— continued

E oiinor.

•

F major. .

F minor

Q flat major

F «liwp niajor

F sharp minor

G major…

O minor.

A flat major. ^. . . , .

Q ffban> minor

Irregular

Total

Table 15.— PART OF MEASURE ON WHICH SONG BEGINS

•

Group I. Old song$.

Group II. Comparatively modem songs.

Total.

•

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Beginning on unaccented part of measure. Beginning on accented part of measure

Total

Table 16.— RHYTHM OF FIRST MEASURE

t

Group I. Old songs.

Group IL Comparatively modem songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

First measure in—

………. … ,,,

TotaL

’

•

DENSMOBfl]

MELODIC ANALYSIS — Continued

Tjlblb 17.— change of TIME (MEASURE-LENGTHS)

Group I. Old songs.

Group n. Comparatively modem songs.

•

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

Songs cantaining no change of time

ScQgv containing a change of tfrn^.

•

Total

Table 18.-RHYTHM OF DRUM

.

Group I. Old songs.

Group II. Comparatively modem songs.

Total.

•

Number.

Per cent.

Number.

Percent.

Number.

•

Per cent.

sixteenth notes unaccented i

■

EighUi notes unaccented >

Half notes unaccented *

Eighth notes accented in groups of two *. .

Each beat preceded by an unaccented beat cotresponding to third count of a triplet*

Drum not recorded’

Tntal….

1 See No. 64. s See No. 19. ‘See No. 6.’ Excluded in computing percentage.

« See No. 12. • See No. 8. •See No. 6.

Table 19.— RHYTHMIC UNIT » OF SONG

Group I. Old songs.

Group n. Comparatively modem songs.

Total.

Songs containing—

No rh3rthmlc unit

One rhythmic unit . . . . Two rhythmic units . . Three rhythmic units . Four rh3^hmic tmits . Five rhythmic units . .

Number.

Total.


For the purpose of this analysis a rhythmic tmit is defined as a group of tones of various lengths, usually comprising more than one count of a measure, occurring more than twice in a song, and having an evident influence on the rhythm of the entire song.



MELODIC ANALYSIS — Continued

Table ».— METRIC UNIT OF VOICE (TEMPO) i

Oroupl. Old songs.

Group II. Comparatively modem songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Metronome—

. 5

2,

• 2

•

.•.••••••. J. ………

Total

1 This refers only to tbe tempo in which a song begins. For a consideration of changes of tempo in these Kmgs see analysis of song No. 5.

Table 21.— METRIC UNIT OF DRUM (TEMPO)

Group I. Old songs.

Group II. Comparatively modem songs.

Number.

Percent.

Number.

Per cent.

Metronome—

•60

66:

Total.

Number.

l*er cent.

•2

I>i3N8UOBB]
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MELODIC ANALYSIS — Continued

Tjlblb 21.— metric unit OF DRUM (TEMP())-a)ntinued

•

Group I . Old songs.

sent.

Group II. Comparatively modem songs.

Total. Nunil>er. Percent.

NumY)er.

Per c

Numl)€r.

Per cent.

Metronome— continued

•t

•>

*«

•>

2-

80 :

lOO

n2

o

7-

t

t

p

Drum not recorded *

Total





Table 22.— COMPARISON OF METRIC UNIT OF VOICE AND DRUM (TEMPO)

Group I. Old son^s.

Group II. Comparatively modern songs.

Totel.

Number.

Per cent.

Numl>er.

Per cent.

Numlwr.

Per cent.

Drum and voice having the same metric imit^ - - , ,,._.,,. _ _

Drum faster than voice

Drum slower than voice

Drum not recorded i

Total <

»

1 Excluded in computing percentage.
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MELODIC ANALYSIS — Continued

Table ».— METRIC UNIT OF VOICE (TEMPO) »

Group I. Old songB.

Group II. Comparatively modem songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number. Percent.

Metronome—

• 1

• 5


	



• 2

Total


This refers only to the tempo in which a song begins. For a consideration of changes of tempo in these songs see analysis of song No. 5.



Table 21.— METRIC UNIT OF DRUM (TEMPO)

(iroup I. Old songs.

Group II. Comparatively modern songs.

Total.

Number.

Per cent.

t

Number.

Per cent.

Numlior.

I’er cent.

Metronome—

•

A

•2

•60

UKNIjMORl]

MELODIC ANALYSIS — continued

Tablb 21.— metric UNIT OF DRUM (TEMPO)— continued

•

Group I. Old songs.

Group II. (’•omparatively modem songs.

Total. Numl»er. Percent.

Nunilier. Per cent.

Numlier.

Per cent.

Metronome— continued

a

U

u I a

« 2-

4 ! ft

•1

•1 t

■»

** .

m i

t

Total

Table 22.— COMPARISON OF METRIC UNIT OF VOICE AND DRUM (TEMPO)

Group I. Old songs.

ent.

Group II. Comparatively modem songs.

Total.

Number.

Perc

Numl)er.

Percent.

Num])er.

Per cent.

Drum and voice having the same metric unit

Drum faster than voice

Drum slower than voice

Drum not recorded »

Total :

»

1 Excliide<l in computing percentage. 4840*»— Bull. 61—18 4

CoMPABisoN Between Old and Comparatitely Modern Sioux

Songs *

The songs comprisod in the first group, almost without exceptior, were recorded by men 65 to 80 years of age. These men said they learned the songs or received them in dreams when they were yoimg. A nimiber of the songs comprised in the second group were also recorded by old men, but were said to be comparatively modem songs. The remaining songs were recorded by young men who now “sing at the drum’’ when the Sioux assemble. These songs represent a distinct phase of Sioux music, which should not be omitted from a general consideration of the subject.

Music may perhaps be said to be the last element of native culture remaining in favor among the Sioux. It is interesting to note that songs are being composed by them at the present time. Many of these are love songs, others are “praise songs” or songs of a general character. It is unnecessary to state that all are social songs, the use of songs for ceremony, war, societies, and the hunt having passed away. Many of the younger Indians among both Chippewa and Sioux find much pleasiu’e in recording their songs on phonographs which they themselves possess. The writer was informed that among the Standing Rock Sioux “an Indian who owns a phonograph usually has at least a hundred records of Indian songs. He and his friends make them and enjoy them much more than the conmiercial records. Some even make these records for sale among their people.” The songs are usually recorded by several singers, while others at the same time give sharp yells or short exclamatory sentences. While such records are not adapted for the study of individual songs, they are an evidence of the Indian’s continued pleasure in his music and of his readiness to adapt the means of civilization to an end which is purely native. Thus Red Fox caused a song to be composed in honor of Two White Buffalo, , and, in order that the song might be accurately preserved, he requested that two phonographic records be made by the Indians who composed the song, these dupUcate records to be kept in widely separated localities, so that, if accident befell one of them, the song would still be preserved in its original form. At a later date this song was recorded by the writer and appears as No. 222 of this volume.

Group I. — This group contains 147 songs believed to bo from 50 to 150 years old, and comprises the following songs: (1) Ceremonial

1 Scop. 11.
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songs used in the Huijka and Spirit-keeping ceremonies and in the Sun dance;* (2) Songs concerning personal dreams; ^ (3) Songs concerning the sacred stones;’ (4) Songs used in the treatment of the sick;* (5) Songs of the Dream societies named for animals,^ consisting of men who had dreamed of the same animal. These societies were the Buffalo, Elk, and Horse societies. (6) A group of war songs which were believed to be more than 50 years old, including those of the Miwa’tani and Kaqgi’yuha societies.*

Group II. This group contains 93 songs, a majority of which are believed to be less than 50 years old, and comprises the following divisions: (1) Songs of those military societies which are comparatively recent among the Teton Sioux. These are the Fox, Strong Heart, and Badger societies, and the White Hor^e Riders. The fox, coyote, and wolf songs are so closely related that it is impossible to draw definite lines between them, but as a compromise the songs said to be Fox society or Coyote society songs are placed in this group, while the wolf songs (this being a common term for all war songs) are placed in the older group. In this division are included the incidental war songs and dancing songs used in the Sim dance, and those songs in honor of an individual which were sung to melodies of the military societies. This division comprises 32 songs.’ (2) Songs of the buffalo himt, together with council and Chief songs, one of the latter being simg at the Sim dance.* (3) All songs not otherwise classified. The first of these are three imclassificd songs in the Sun dance — Song of Final Visit to the Vapor Lodge, Noon song, and Song concerning the Sim and Moon (Nos. 18, 24, 25). In this division are also the songs of various dances and games, those songs in honor of an individual which were sung to dance melodies, and the misoellaneous songs recorded at Sisseton, S. Dak.”

A comparison of the analyses of these two groups is shown in tables on the preceding pages. The percentage of major and minor songs is the same in the two groups, except that the older group contains two songs the keynote of which is so uncertain that they are classified as “irregular.’’ The percentage of songs beginning on the twelfth and fifth is 44 in the older songs and 35 in the modern songs, but the proportion beginning on the octave is 10 per cent

1 Nos. 1, 2, 3, t. n, 12, 13, 14, 15, 16, 17, 19, 20, 21, 36; total 15.


	Nos. 37-^8, incltiaive; total 22.


	Nos. G»-78, inclusive; total 20. « Nos. 79-04, inclusive; total 16. » Nos. 95-113, inclusive; total 19.


	Nos. 122-179, inclusive, except No. 178, which Im a song of the Fox society, and Ls included in the second gionp.




f Nos. 6, 7, 8, 9, 10, 22, 23, 26, 27, 28, 29, 30, 31, 32, 33, 34, 3,’>, 114, 116, 116, 117, 118, 119, 120, 121, 123, 124, 178, 223, 224, 225, 231 ; total, 32.


	Nos. 5, 180-194, inclusive; total, 16.


	Nos. 18, 24, 25, 196-240, inclusive, except Nos. 223, 224, 225, 231,
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greater in the modern songs. Curiously, the percentage ending on the keynote and fifth is identical in the two groups. The modem songs show a smaller proportion of songs in which the final tone is the lowest in the song, the whole tone and the minor third below the final tone being used in several instances. The proportion of songs on the five-toned scales is 32 per cent in the older and 30 per cent in the more modern songs, while next in number are songs containing only the minor triad and fourth, which show a difference of but 2 per cent in the two groups. The first important point of difference is that the older songs show a much larger proportion having a range of 12 or more tones, the percentage having 10 tones being the same, the modem group has the larger percentage of songs which are harmonic in structure. This suggests less freedom in musical expression as the Indian feels himself coming under the restrictions of civilization and is of Interest in that connection.

A larger proportion of accidentals is foimd in the newer songs, the tones most frequently affected being the sixth and seventh. In structure the modem group shows a larger proportion of harmonic songs, this feature being in accord with the stronger feeling for the octave as an initial tone and with the reduction of the compass of the songs. The modem group shows also a much smaller proportion of songs with the first progression downward, and we recall the steadily descending trend of melody as an acknowledged characteristic of primitive song. Yet in total nmnber of progressions the proportion of ascending and descending intervals differs by only 1 per cent in the two groups. In the older songs the average number of intervals is 30, and in the more modem 31.3, a difference too slight to be of importance. The average interval in the modem songs is slightly the larger; but the difference is less than a tenth of a semitone. The smallest average interval (2.5 semitones) is that of the ‘’buffalo hunt, council, and Chief song^’ group, while the largest (3.5 semitones) is that of the ceremonial songs. The key or pitch of the songs constitutes perhaps the least important of the tables; in this respect we note that the groups show no marked differences, the pitch of the song being somewhat a mattiT of adaptation to the compass of the singer’s voice.

Table 15 shows a contrast which might be connected with the change from the older to the modem life of the Indians, the old songs having 51 per cent beginning on the a(;centt»d part of the measure and the new songs having 74 pcT cent beginning on the accent. This suggests directness and the same psychologi(^al factor, which may account for the increase of songs harmonic, in form. The newer group shows an increase in the proportion of songs which begin in 2-4 time and a slight decrease in the perc/cntago of songs having a change of measure-lengths. Table 1 8 shows the newer songs
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to contain a decrease in those having the drumbeat in unaccented eighth-note values, in many instances approaching a tremolo, and a large increase in the proportion having the drumbeat in quarternote values, this being a sharp, definite stroke and, of course, less rapid than the preceding. The proportion containing one rhythmic unit is the same in the two groups, but the newer songs show a lai^e increase in the proportion having two or more rhythmic unite, evidencing a development of the rhythmic sense. A comparison of the metric imit (tempo) of the voice shows no material differences, but in the following table is noted a decided decrease in the metric imit of the drum. Table 22 shows the percentage of old songs in which voice and drmn have the same metric unit to be 48, and that of the new songs as 76, a difference of 58 percent. This is the more interesting, as in this table the deduction of the songs recorded without drum causes the percentage to be reckoned on a total of 60 in the first and 62 in the second group.

Simunarizing briefly the resulte of a comparison of the old and the more modem Sioux songs, we find in the percentages a reduction in the compass of the songs with an increase of harmonic form and of accidentals; a more direct attack (shown by the increase of songs beginning on the accented part of the measure) an increase of songs beginning in 2-4 time; and also in songs without a change in tihie. We find a change in th& drumbeat from a rapid and somewhat tremolo beat to a quarter-note value, with a reduction in the tempo of the drum and an increase in the proportion of songs in which the tempo of voice and drum is the same. We note further a development of the rhythmic sense in song construction, shown by the increase in the number of songs having two or more rhythmic unite. These contraste between the two groups of songs may suggest a connection between the Indians’ planner of life and the form of their musical expression, or th^y may be regarded as an effect of contact with the more conventional music of the white race. These and similar observations await further comparative study of Indian songs.

Tabulated Analysis op 600 Indian Songs (Chippewa and Sioux)

MELODIO ANALYSIS

Table U.— TONALITY >

Chippewa songs.’

Sioux songs recorded by Chip- pewa.*

Sioux songs.

Total.

•

Number.

Percent.

Number.

Percent.

Number.

Per cent.

Number.

Percent.

Me^r tonality

Minor tonality

Beginning major, ending minor

w ….

93’

Beginning minor, end- Ifjff nifijor^ …

Irrecrular

f

Total

^ Since we are eonslderbig music of a period in which what wc now designate tcale^ and keps was not formulated, the terms ” major tcmality ” and “minor tonality” are used in preference to the common terms “major key” and “minor key.” (See p. 12.)


	See Bullethi 53, pp. 18-33.



s The songs comprised In this group are those of the Drum-presentation ceremony, analyzed on pp. 181-183 of Bulletin 53.

Table 2a.— FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Chippewa 9ong.<<.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total

Number.

Per cent.

Number.

Percent.

Number.

Percent.

Number.

Percent

Beginning on the— Fourteenth

•

o

Thirteenth

Twelfth

2M

Eleventh

Tenth

Ninth

Octave

rt 30

Seventh

Sixth

Fifth

Fourth

Third

Seoond

Ke]mote

TmffiiifLr

Total..

(KX)
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TablX 3a.-~LA8T note OF SONQ— ITS RELATION TO KEYNOTE

Chippewa aongn.

Sioux aongn recorded by Chip, pewa.

Sioux songs.

ToUl.

•

Number.

Per c«nt.

Number.

Percent.

Number.

Percent.

Number.

Per cent.

Ending on th»— Fifth

’ 1

Third

Kejmoto

Trr^^iittr

’

Total

, 340

Table 4a.— LAST NOTE OF SONG— ITS RELATION TO COMPASS OF SONG

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

Songs in which final

tone]»—

Lowest tone in

song

S8

Highest tone in

song

Immediately pre-

,

coded by-

A

Fifth below..

Fourth below

Major third

below

.

Minor third

•

below

Whole tone

below

Semitone below

Whole tone

.••….-•-

• .«••.••. •

below with

•

fourth be-

■

low in apreviousmeas-

tire .*

’

Whoto tone

below with

ilzth below

In a previous meas-

ure

flongi oontalning «

fourth below the

final tone

X
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MELODIC ANALYSIS — continucd

Table 4A.— LAST NOTE OF SONG— ITS RELATION TO COMPASS OF SONCJ— continued

•

Chippewa mngs.

Sioux songs recorded by Chip- pewa.

•

Sioux songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

Songs containing a major third below the final tone

Songs containing a minor third below the final tone

.2

i

Total

Table 5a.— NUMBER OF TONES COMPRISING COMPASS OF SONG

•

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.


	



Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Compass of—

Seventeen tones. .

S3

K

m

Fourteen tones.. .

ThtrtAAn tAnes . . ,

Twelve tones

Eleven t^pee

Ten tones

Nine tones

Eight tones

Seven tones

Six tones

Five tones

Four tones

Total

Table 6a.— TONE MATERIAL

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number. Percent.

Number.

Per cent.

First five-toned scale.

Second flve-toned scale

IS

Fourth five-toned scale

Fifth five-toned

BAftlA

M^or triad

I—-’-

1 *”

densmobk]

MELODIC ANALYSIS — coiitinued

Table 6a.— TONE MATERIAL— oontinaed

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux son^s.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

M^or triad and seventh….

Major triad and sixth .

’ 8

Major triad and

fourth

Major triad and second

Minor triad

Minor triad and seventh

•

• ’

Mfaior triad and sixth.

Minor triad and

fourth

Minor triad and second

•

Octave complete

Octave complete except seventh

. 54

Octave complete except seventh and

sixth

Octave complete except seventh, sixth,

and fourth

Octave complete except seventh, fifth,

and second

Octave complete except seventh and

’ fourthi

Octave complete except seventh and

third

Octave complete ex-

’’ ’ r

cept seventh and

second

Octave complete exc^t sixth

K

Octave complete exw

cept sixth and fifth.

Octave complete except sixth and

fourth

Octave complete except sixth and sec-

ond

inor in toj

4 2

K


These songs are m



laUty, the

mediant I

Ming a mJ

^or third above the

tonic and the sabmediant a minor sixth above the tonia (See p. 14, footnote.)
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MELODIC ANALYSIS — Continued

Table 6a.— TONE MATERIALr— continued

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

■

Octave complete except sixth, fifth, and swcon^l

^

a

■

Octave complete except sixth and third


	



Octave complete except fifth and sec- ond

Octave complete except fourth

Octave complete except fourth and third

Octave complete except fourth and sec- ond

Octave complete except third

Octave complete except third and sec- ond

Octave complete except second … .

Minor third and fourth

,

First, second, and fifth tones

First, fourth,and fifth toneq

•<

•

First, second, fourth, and flifth tones

■«

First, second, fifth, and sixth tones ….

Other combinations of tones

Total

flOO


	



Tablb 7a.— accidentals

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

No accidentals… Seventh raised a semitone

a

DENSMORK]

MELODIC ANALYSIS — Continued

Tabik 7a.— accident alb— <»ntiniied

ClUppewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Songs, oontainlng —

•

ocintinued

Sixth raised a

semitone

Sixth and third

raised a semitone

Fourth raised a

’

semitone. . …..

Third raised a

semitone

Second raised a

semitone

Fourth and sev-


	



enth raised a

semitone

Fourth raised a

semitone and

second lowered

a semitone

Second raised a

semitone and

sixth lowered a

sonltone

Seventh lowered

a semitone

Seventh and

fourth lowered

a semitone

Sixth lowered a

semitone

Fifth lowered a

semitone ,.

Fourth lowered a

semitone

Third lowered a

■

Second lowered a

mnitone ,

Third and second

lowved, and

fourth raised a

•

Mmltooe

SMond» third.

and sixth lowertd a semitone.

Tfngnlar

Total

BUREAU OP AMEBICAN ETHNOLOGY
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MELODIC ANALYSIS — Continued

Table 8a.— STRUCTURE

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Nnmber.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Melodic!

3«7

Melodic with harmonic framework *

Harmonic*

Irrflg^iUu*

Total


Songs are thus classified If contiguous acc^ted tones do not bear a simple chord-relation to each other.




Songs are thus classified if only a portion of the contiguous accented tones bear a chord-relation to each other.




Songs are thus classified if contiguous accented tones bear a simple chord-relation to each other.



Table 9a.— FIRST PROGRESSION— DOWNWARD AND UPWARD

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Downward

Upward

Total

•

Table IOa.— TOTAL NUMBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Chippewa eongs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Percent.

Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Downward

5,422 2,864

4,651 2,674

10,419 5,736

Upward

Total

8,286

7,325

16,155

Table 11a.— INTERVALS IN DOWNWARD PROGRESSION

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Percent.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

Interval of a—

Twelfth

I

Ninth

Octave

•*” …..

Seventh

dbnsmobb]

MELODIC ANALYSIS — oontiuued

Tablb llA.— INTERVALS IN DOWNWARD PROORESSION-<»ntinued

Chippewa songs.

Sioux songs recorded by Chip- peva.

Sioux

songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Niunber.

Percent.

Interval of ft-<xmtd. Major sixth

1,396

2,085

3,334

4,755

Fifth

1,824

. 198

Fourth

I

Major third

Minor third

Augmented second

Mt^or second

Minor second

2,472

Total

5,422

4,651

10,419

’

Table 12a.— INTERVALS IN UPWARD PROGRESSION

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux

songs.

Total.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

Number.

Per cent.

Interval of a—

Fourteenth

1,561

1,912

Twelfth

Eleventh

Tenth

Ninth

Octave

Seventh

Major sixth

Minor sixth

Fifth

1,009

Fourth

M^jorthinl

Minor third

Mi^orseoond

Minor second

” 33

••■»•■••

Total

2,864

2,674

5,736

MELODIC ANALYSIS — continued

Tablk 13a.— average NUMBER OF BEMITONES IK AN INTERVAL

Chippewa songs

Sknix songs of Drum-presentation ceremony, recorded

by Cliippewa

Old Sioux songs

Comparatively modem Bioux songs

Number of songs.

Total

Number of intervals.

8,286

4,445 2,880

16,155

Number of semitones.

25,791

1,592

12,864

8,558

48,805

Average

number of

semitonea

in an

interval.

3.1

2.93 2.89 2.97

3.02

Table 14a.— KEY

Key of >—

A nu^r

A minor

B flat major

B flat minor

B major

B minor

Cmajor

CmiOor

Dflatmi^or

G sharp minor. . .

D major

Dminor

E flat major

E flat minor

E mnjor

E minor………

F major

Fminor

p flat major

F sharp major…

F sharp minor. . .

Gmajor

O minor

A flat major

G sharp minor… Beginning major, ending minor

Beginning minor,

ending major

Irregular

(^hippewa songs.

Number.

Per cent.

Sioux songs recorded by Chip- pewa.

Number.

Per cent.

IS

Sioux songs.

Number.

II

Total

Per cent.

Total.

Number.

IK

Per cent.

G

34a

6<)0


The term ” key” Is here used in its broad sense, as applicable to noohannonic music, incluslA-e of modes.
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RHTTHMIO ANALYSIS TablB 15Aw— part of HEASUBE ON WHICH SONG BEGINS

•

Chippewa eongs.

Sioux songs recorded by Chip- pewa.

Sioux

songs.

Total.

Number.

Percent.

Number.

Percent.

Number.

Percent.

Number.

Percent.

Beginning on unacaooented part of measure

60’

»

Beginning on accented part of measure

Tianacribed in outline”

Totol

Table 10a.— RHYTHM OF FIRST MEASURE

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

First measure in—

•

4-^ time

j^time

Transcribed in outline!

Total


Excluded in computing percentage.
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BHYTHMio ANALYSIS — Continued

Table Wa.— RHYTHMIC UNIT i OF S^NG

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Number.

Percent.

Number.

Per cent.

Number.

Per cent.

Bonffi onntaintng— No rhythmic unit. . One rhythmic unit. Two rhythmic units Three rhythmic nnft”,

Four rhythmic unit?. -

«

Five rhythmic Ymitff. r

•

Songs tnmacrlbed in outline *

Total

1 For the purpose of this analysis a rhjrthmlc unit is defined as a group of tones of various lengths, usually comprising more than one count of a measure, occurring more than twice in a song, and having an evident influence on the rhythm of the entire song*.

2 Excluded in computing percentage.

Table 20a.— METRIC UNIT OF VOICE (TEMPO)

Chippewa songs.

Sioux Bongs recorded by Chip- pewa.

Sioux

songs.

Total.

Number.

Per cent.

Number.

Per cent.

Number.

Percent.

Number.

Percent.

Metronome—

■

T6

!

(

T2

96.:

§

4840«— BuU. 61— IS

fc^

RHYTHMIC ANALYSIS — Continued

Table aOA.-MSTRIC UNIT OF VOICE (TE]fPO)–oantinued

Chippewa aoogs.

SIoiix eongs leoorded by Chip- pewa.

Skmx songs.

Total.

.

Nmnber.

Percent.

Xixmber.

Percent.

Number.

Percent.

Number.

Percent.

MetnuMme— oontd. lie

t

a

. 2

U

12D

3 1

•

la

■

I , 1 5 1 1 5

’

2 .

RulMto*..

il

Tnucribcd in outline*

i

Total

340 - - 20

240 fiDl ’


	



1 Exdttded in computing percentage. Tabls 21a.— METRIC UNIT OF DRUM (TEMPO)

Chippewa songs.

Sloox 9ongs recorded by Chip- pewa.

Siooxsongy.

Total.

I

Number. Percent. Number. Percent.

J6. 60. 63.

60.. 72.. 76.. 80.- 84.. ».. ».- 96.. 100. 101. 108. 112.

ue.

I

9i

S


	



» .

u

»l

X

1 1

10 •

Number.

Per cent .

Number.

4 !

6^

10 ■

*>•> 1

S

2S

’ 31

«

2^

27 ’

Per cent .

» S
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RHYTHMIC ANALYSIS — Continued

Table 2U.— METRIC UNIT OF DRUM (TEMPO)— ocmtiiiaed

•

Chippewa eonga.

•

Sionx aonga recorded by Chip- pewa.

Sioux songs.

Total.

Number.

Per cent.

Ntunbor.

Per cent.

Number.

Per cent.

Number.

Per cent.’

Metronome— contd.

•

o

Drum not recorded ’ . .

,

Total

.

Table 22A.— COMPARISON OF METRIC I^NIT OF VOICE AND DRUM (TEMPO)

Chippewa songs.

Sioux songs recorded by Chip- pewa.

Sioux songs. ’

Totol.

Numb<’r.

Per cent.

Number.

Percent.

Number.

Per cent.

Number.

Percent.

Dnim and voice having the same metric unit…, —

Drum faster than voice

«

•234

Drum slower than voice.

Drum not recorded 1 . .

Total

1 Excluded in computing percentage.

ANALYSIS OF SIOITX AND CHIPPEWA SONGS

Tho purpoHO of IIuh chapter is to present in descriptive and diagrammatic fonn ’ the more important data contained in the tabulated analyMOH immediately pn>coding.

Table lA. In this table the songs are groupe<i according to tonality, which is defined as *’the quality or peculiarity of a tonal system.” (See p. 12, footnote.) The first step in analyzing a song is the detern\ination of the keynote or tonic by observing the tones which occur in the song and their general progressions. The next step in the analysis is the determination of the tonality. In ascertaining this, if the song contains several tones, we observe especially the pitch of the third and sixth above the keynote, as these tones are a semitone lower in minor than in major tonality. The sixth is absent from 138 of the songs under analysis, while the third is absent from only 1 7 songs ; the thini is therefore the principal factor in judging the tonality of a

1(1 10 SO 40 50 Ml 70 80 90 100

.IiTCgular

Mi^ Minor

FlOx L TqiwUiv.

acmg. If the thini is foxir semitonecsi va major thirds above the keynote, the song is said to be major in tonality, and if three semitones Va minor thinl^ above the keynote, minor in tonality. Classifying the si>i>gs aeetmiing to this basis, we lind 50 per cent major in tonality aiul 4l> per cent iwii\or, I per cent beins: irr^irular in form. ^^Fig. 1 .^

We usually assiHiate a minor key with the idea of sadness, but this assHiation of ides diH^s not ap(^ar to bo prvsont to the same degree in the mind of the Indians. It setmis morv pr>bable that a prefeivnoe for the major t^nxaluy shv^^ti in many grvniixs of s^>ngs may W due to the fact that the majv^r ihirvl is one of the more proniinoiu overtones of a fuudat\UH\ial tone v-v iv 4 1   lU Imlu Itz stares that t ::e • — n -^r triad is vw^>- deinde^Uv k^ hanuvHi:v>iis than the maj.r trad, in ivns^ueiuvof the c^nubii\at:vn.al tones, whi/n mu>t cv-><x;ut:.::y l-e . . taken ml o cvusivlerativn . a*>v^ •^.a ^- ^^ **…….*><_.

DBVtMOBE] TBTOK SIOUX MU8I0 41

the compound tone of their root as well as the major chords; their third; indeed, does not form any part of this compound tone.’’^ In this connection it is observed that the tonality of a song does not determine its general character as much in Indian music as in that of the white race. Thb melodic feeling in many Giippewa and Sioux songs seems to be for the interval between successive tones, while* the melodies of the white race are based upon ^‘keys/’ which are groups of tones having a systematic and definite relation to a keynote. Subsequent analyses will show that the prevailing interval of progression in a song may be minor, though the interval between the keynote and its third is major, thus giving a predominance of minor intervals in a song of major tonality.’

Table 2 A. — Before considering this phase of analysis let us recall certain fundamental principles of the musical system developed by the white race. In that system the tonic chord, or triad on the keynote, may be said to be the framework of the group of tones called a key. This chord is based on the laws of acoustics and comprises, if the chord be major, the first four overtones of the keynote or fimdamental tone. It is imderstood, of course, that the tone produced by a stretched string or other body capable of strong sympathetic vibration is a compound, not a simple sound. In addition to the tone produced by the vibrations of the entire body there are higher tones which are less distinct, but which can be perceived. These are called overtones, or upper partial tones.

Helmholtz says:

We must . . . not hold it to be an iUuaion of the ear, or to be mere imagination, when in the musical tone of a single note emanating from a musical instrument, we distinguish many partial tones. . . If we admitted this, we ^ould have also to look upon the colours of the spectrum which are separated from white light, as a mere illusion of the eye. The real outward existence of partial tones in nature can be established at any moment by a sympathetically vibrating membrane which casts up the sand strewn upon it.’

. The series of these upper partial tones is precisely the same for all compound musical tones which correspond to a uniformly periodical motion of the air. It is as follows:

The first upper partial tone . . . is the upper Octave of the prime tone, and makes double the number of vibrations in the same time.

The second upper partial tone … is the Fifth of this Octave . . . making three times as many vibrations in the same time as the prime.

The third partial … is the second higher Octave . . . making four times as many vibrations as the prime in the same time.

The fourth upper partial tone is the major Third of this second higher Octave … with five times as many vibrations as the prime in the same time.

. . . And thus they go on, becoming continually fainter, to tones making 7, 8, 9, <&c., times as many vibrations in the same time, as the prime tone. ^

1 Hclmholtt, The Sensations of Tone (tr^pslated bjr A. J. EUis), pt. 3, p. aOO, London, 1886. s See analyses of songs Nos. 175, 177, 187. 3 Helmholtz, op. cit., pt. 1, p. 48. «IbJd.,p.2S.
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In muucal notation, with C, second space bsss clef, ss a fundamental, this part of the series is as follows (fig. 2).

It is noted that the first overtone is an octave above the fundamental and the second is 12 tones (fifth in the first higher octave) above the fundamental, while the fourth overtone (third in the second ’ higher octave) supplies the major third, completing the tones of the triad or common chord of C, the fundamental tone.

We will now turn to the Indian songs under analysis. Figure 3 indicates the intervals on which the songs begin, omitting groups of less than 1 per cent, shown in Table 2A. Twenty-one per cent begin on the octave (first or third overtone), and 23 per cent, having a compass of 12 tones above the keynote, on the twelfth (second overtone). Thus, if the keynote were C, &s in figure 2, the octave is c, snd the twelfth g. But before proceeding further let us note the range of the human voice, also the fact that the ear seems to accept tones an

Eltmntb…

nnh

rouith. . .

Third..,..

Via. 3. FInt Dot* olsonE’ Id relation tok«>iiate.

octave apart as being the same tone’ Not all voices have a range of 12 tones, and a lai^e majority of the songs under analysis have a compass smaller than that number of tones. With the songs beginning on the twelfth should be included, therefore, those on the fifth, which (supposing the keynote to be C) would be G, an octave lower than the tone designated as g. Twenty-four per cent begin on the fifth above the keynote, making a total of 47 per cent beginning on this interval of Uie scale. Few voices have a range of two octaves, but two of these songs (N’os. 195, 202) begin on the second

oascticoBB]
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octave above the keynote (third overtone). We find that, next to the percentages already cited, the largest proportion is that of songs beginning on the third and tenth above the keynote. With C as a keynote these tones are E and e, readily seen to be the fourth overtone, sung in the two lower octaves, which are within the compass of the voice. Thirteen per cent of the songs begin on these tones and 5 per cent begin on the keynote, these melodies lying partly above and partly below the keynote. Thus 86 per cent of the songs under analysis begin on the keynote and its first four overtones. These, as already indicated, comprise the tones of a common chord. Table SA. — ^The results of this analysis serve to emphasize the preceding paragraph. It is here shown that all except two of the songs

Percentages SO 40

Fifth Third .. keynote

Ti^r I

Fio. 4. Last note of song— its relation to keynote.

under analysis end on the keynote, its third or fifth. Twenty-six per cent end on the fifth (corresponding to the second overtone), 12 per cent on the third (corresponding to the fourth overtone), and 61 per cent on the keynote. (See fig. 4.) Two sOngs are so irregular in form that no tone is desigiiated as a keynote.

Tahle 4A. — ^This table shows that the structure of 90 per cent of the songs is above the final tone. The preceding table indicated the final tone to be the keynote in 61 per cent of the songs. These tables

Percentages 40 60 60

Bongs In which final tone is lowest tone

Fxo. 5. Last note of song— Its relation to compass of song.

Songs In which

final tone Is not

lowest tone

supplement Table 2A in showing the melodic structure of these songs. This structure appears to rest on a fundamental tone, usually the keynote. The trend is downward and this frequently is not heard until the closing measures. A typical outline is as follows, the intervals being repeated several times and by tones introduced : g-e-c-A- G-E-C.

In 10 per cent of the songs the final tone is not the lowest tone. In these instances the final tone is usually the keynote, preceded by an ascent of a small interval, as though at the close of the above outline there were a descending interval, with a return to C as the final tone. (See fig. 5.)

4i BtntEAU OF AMEBIOAK ETHNOLOGY [mrtua

IhhU’SA.-^’nio compass of the songs is shown in this table. The present analysis differs from that of Table 2A -in that it concoms the entire range of the song, while Table 2A indicated the interval between the keynote and the first note. There is accordingly a difference in percentages. For instance, 25 per cent of the songs have a compass of 12 tones, but only 23 per cent begin on tho twelfth above the keynote. In this, as in Table 2A, the largest [>ercentagos are on eight and twelve. It is noted in Table 5A, though not shown on the diagram, that three songs have a

KuabH at toDw— FoUitHa

I’lo. & Nunbcr «f tones

compass of 17 tones, or two octavos and two tones. The singers of these s(Hig3 vccre men with falsetto voices. (See fig. 6.)

TbhU 6A. — ^The percentages shown in this table are not the same as those shown in figure 7, though both are concerned witJi the tone material of the songs. The table indicates the eharacUr of the tone material by referring it to a keynote, while the diagram indicates the amouni of tlie tone material, or the number of scale d^rees in the song. Attention is directed to four groups in the table: The second five-tooed scale (minor pentatonici, comprising 12 per cent; the

fourth fiv^toned scale (major peutatonic  comprising 23 per i-ent; the group containing only the tones of the major or imuor triad, r^mprising slightly more than I per ceot: and the sroup comprising all the t«KS trf the diatonic ivtave. 6 jht cent. In coRipiUn^ the data shown in figure 7 a de^^ of the s.-ale tK-curriiig in two ovtav,^ is, of cv^urw. ^>.unted onlv omv. It is thus s.vn thai 49 per cent of th«e s.»ngs c.ntain onlv 5 s<-al<-lo=nv. 23 per o^r.t .octain 4 ^caledesrrees. and ■.’ > per cent. 6 scale-div-rws. while 6 and 2 per cent con- tain, respectively, 7 and 3 degrees of ie scale.
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Tdble’TA. — ^The purpose of this analysis is to ascertain whether these songs adhere to the intervals of the diatonic scale or whether, while having a ke3mote and a feeling for the tonic chord of the key, they still use tones which are a semitone higher or lower than the tones of that key. The analysis shows that 85 per cent of the songs contain only the tones of the diatonic scale. In the remaining 15 per cent the tones most frequently raised or lowered are the seventh, sixth, fourth, and second. (See fig. 8.) In only 10 songs is the pitch of the third altered, and the fifth is changed in only one song. This keeping of the diatonic pitch on the tones of the tonic chord is a

?o

Percentages SO 60

Songs oontaining aocldentals

Fio. 8. Accidentals.

Soni^ without aocldentals

peculiarity which emphasizes the points mentioned in connection with Table 2A.

Table 8 A, — Thus far we have considered the tones in a song chiefly with reference to the keynote of the song. The purpose of the present table is to determine the structure of the songs by observing the interval relation of accented tones. Thus if contiguous accented tones bear a simple chord-relation to each other the song is classified as harmonic in structure; if such chord-relation does not exist it is classified as melodic in structure, while an intermediate type is classified as melodic with harmonic framework. An example of

Percentages 60 60

Melodio

Melodic with harmonic framowork

Harmoolo

Fio. 9. Structure.

the latter is a song containing the tones C-El-G-A-C, with the accent placed consecutively on G, A, and G. The framework of the melody is harmonic and comprises the chord C-El-G, but the consecutive accents on G, A, G do not imply a simple chord of the key of C. The song, therefore, is not purely melodic nor strictly harmonic according to the basis adopted for classification. Nineteen per cent of the songs are harmonic in structure, every accented tone having a simple chord-relation to a contiguous accented tone, these chord-relations being within the key implied by the keynote. A much larger proportion are melodic in structure. (See fig. 9.)
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Tablet 9 A, 10 A. — Continuing observation of the tones with reference to contiguous tones, we note in Table 9A that 69 per cent of the songs begin with a downward progression. Table lOA shows the entire □umber of progressions in the song, 64 per cent of which are downward and 36 per cent upward. This is in accordance with Table 2A, which shows that many of the songs begin on high intervals, and with Table 4Ay which shows that the last tone is the lowest tone in

a majority of the songs. This is a further indication that the general trend of these melodies is downward. (See fig, 10.)

TahlesllA, 12A. — jVninterestingpointshown in Tables llAand 12A isthatthedescendingintervalsaresmallcr than the ascending intervals. Thus it is seen that only 19 per cent of the downward progressions in contrast with 36 per cent of the upward progroasions, are lai^er than a minor third. This is due in part to a pecuharity of these songs in beginning on a high tone and descending, then returning to the original

Percmuga

InMmlofs— FoDrtaoitli… Ftfth

Itejorlhltd… Klsor third…

lunar sKauid.

FlQ. II. BIu ol dovDvard and upwud prostea^loru.

pitch or to one almost as high, and again descending by smaU intervals. Figure 1 1 shows all the intervals which occur in these songs and are represented in Tables llA and 12A. Only 5 per cent of the intervals are latter than a fourth. The minor third constitutes 30 per cent of the number, the major second (interval of a whole tone), 41 per cent, and the minor second (interval of a semitone) , 3 per cent. This small proportion of semitone intervals does not tend to encourage the theory that Indiana habitually use intervals smaller than a semitone.
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Largest faitflryaJ a fourteenth (23 ’zemttones)

It is admitted that they frequently produce vocal sounds which differ one from another by a number of vibrations leas than that comprised in a semitone, but the writer finds no evidence, on phonographic records of about a thousand songs, that such sounds are part of a systetn^ consciously used by the Indians. Animals express emotion by means of sounds which glide from one pitch to another. Such expression is primal, but into song there enters an intellectual element which tends to produce definiteness of tonal intervals.

Tahle ISA. — ^This table shows the largest, smallest, and average interval, expressed in semitones. Figure 12 presents the same data in graphic form, the horizontal lines representing semitones. It should especially be noted that this diagram shows the sizes of the inter-r vals and does not indicate the number of times they occur. The largest interval in these songs is a fourteenth, comprising 23 semitones, and the smallest is a minor third, comprising one semitone. The number of occurrences of these and other intervals is shown in Tables llA and 12A, in connection with which it has already been noted that the larger intervals are of less frequent occur- rence than the smaller. In making the computatiqps for Table 13A the nmnber of occmrences of each interval was multiplied by the number of semitones which it contains. Having obtained the total nmnber of intervals and of semitones, the average number of semitones in an interval was secured. The average of the entire series is found to be 3.021 semitones, slightly more than a minor third.

TaUe 14A.—ln this table it should be observed that 30 per cent of the songs have as their keynote G, G sharp (or A flat), and A. This is a larger proportion than on any other three consecutive semitones, and suggests the natural range of voice among these Indians. In this (Connection it should bo stated that the speed of the phonograph is the same when the songs are played for transcription as when they are recorded, and that the pitch of the tones is decided by comparing the tones of the phonograph with those of a piano tuned to standard pitch (a’ 435 vd).

Average interrel appraxlmeteljr a minor third (S.QS1 semitones)

Smallest intenral a minor second (1 semitone)

Fio. 13. Largest, smaUest, and average mtervab (horizontal lines represent semitones).
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TaUe ISA. — We now enter on the consideration of the rhythm of these Bongs and of the drum with which many of them were accompanied. TaWo 15A concerns only the rhythm of the voice, and its purpose is to determine directoess of “attack” in begimiing a song. Tho analysis shows that 61 per cent of tho songs begin on the accented part of tho measure. Table 2A shows that a majority of the songs

begin on the tones of the tonic chord. Taken together, these tables suggest a clearness of musical con- B»ginnin B.giDDing cepton the partof the

aaunmc on aooonl- Indian. (Scefig. 13.)

(J9 p«r oani (61 per oml) laOte 1 1>^. — UKB

the preceding table, this concerns the rhythm of (he voice. In the phonograph

IM, 13. Pwt ot nwMurs un wbluh song begUu. , , . ,

records of those songs the accented tones usually are unmistakable and clear. As already stated, a measure in the transcription represents the period of time between two accented tones, Tho division of this time period into two parts is the simplest possible division. In 64 per cent of the songs the first measure is in double time (2-4 or 2-2) and in 40 per cent in triple time (3-4 or 3-8), 6 per cent of ^^^^ the songs beginning ciu in combinations of ’*• these rhythms. (See

Table /7A.— A In «™,

changeoftime(raeas- (^ (miwc«.oure-lengths) is found in 84 percent of these songs (see fig. 15).

Such a change in the ^^ ,_ _

. . . ■!■ 1 Fio, 14. RbrUnnoISntmcuare.

music of oivilized peoples usually affects an entire section of a melody or composition. Changes in time in the songs under analj-sis, on the other hand, commonly affect single measures or only a few measures. These alternations of measure lengths usually find what may be termed their rhythmic explanation, in the rhythmic unit of the song or in the rhythm of the song as a whole. (See fig. 15.)
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Taile ISA. — Thia analysis concerns only the rhythm of the dram. Here were recorded without the accompaniment of the drum 234 songs; these were excluded in computing the percentages. In 56 per «ent of the songs recorded with drum it is found that the beats of the drum are not divided into groups by accented strokes, but are an imaccented pulsation. The metric unit of the drumbeats is indicated as an

eighth, quarter, or half g,^ ^^.

note, according to the id g d <>

note value which con- toetw

stitutee themetricunit perMni)

of the song. In 6 per cent of the songs the

, , , Bona hiTliiK

drumbeats are ac- . change or cented in groupa of ttm»(MpM two, and in more than 34 per cent the drum is in a triple division,

. ’^. _, . , Fio. 16. Chum oJ tlms (meajure-lnngUiji).

two parts of which are

marked by drumbeats and one by a rest. With a few exceptions the unaccented drumbeat immediately precedes the accented best. In 3 per cent of the songs the drum is in quadruple division, the accented stroke being preceded by a short imaccented stroke. (See fig. 16.)

Tahle 19A. — On examining these songs it was found that many contain a group of

A«.nwd to ^^“f ’^’^ ’o™ .»

Etoupioi distinct phrase, this

^j*^ **’ phrase being repeated

either consecutively or Aecrnud Id uo«»nwd ^t intervals through-

(Toupiol (89 per °

two (fi per eoDi) outthesoug. In Order

•“*’ to use this peculiarity

as a basis of classifica- A™“^ •” tion it became neceethrac (3A sarytoformulateadefi-

P”““y „^ , ,, nition. This phrase

(or mxAxf) was accordingly called a “rhythmic unit,” and defined as “a group of tones of various lengths, usually comprising more than one count of a measure, occurring at least twice in a song and having an evident infiuence on the rhythm of the entire song.” Having rec<^nized the rhythmic unit as an important part of the stracture of these eongs, it was noted that many songs contained two or more of these
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units, each clear, and given with ex&ctneee in every rendition of the song. It was further noted that, when two or more such unite occur, there is a resemblance among them. In many instances the notevalues of the first unit are reversed in the second, while in oth^B the second unit is what might be termed a “complementary” or “answering” phrase. Thirty-three per cent of the songa do not show a rhythmic unit, but in many of these the song itself is a rhythmic whole. Instead of being composed of rhythmic units it is itself a long phrsse, with a rhythmic completeness which is satisfactory to the ear. Sixty per cent of the songs contain one rhythmic unit, and 7 per cent contain two, three, four, or five such units. The rhythmic structure of these songs gives evidence of a primitive musical culture. (See fig. 17.)

Tables to A, XI A. — In these tables are shown the metric units of voice

and drum. The metric unit is determined by comparing the phono-


	   g„„.    graph  record  with  the




utningiwD speed of a Maelzel

rbythm’^i* metronome (which

niiitg(7iMr hos been tested for

““’ accuracy). ThenumfamUDC ana bcTB at the left of the

‘",ir”’ inHJ analysis tables indi-

VBltlWiwi laming J

otDt) “o rhytb- cate the number of

(M°^^o “ticks”of the metroc nomep>er minute. In

the rhythmic analysis

this coireaponds to no. i;. Rhythinlc unit. ,, . , .,

the componsoa of the

phonograph record with the piano in the melodic analysis. On comparing Tables 20A and 2lAiti3seen that the speed of the drum is slightly faster than that of the voice. Thus in the voice table, 37 per cent have a speed of 100 or more, while in the drum taWe, 57 per cent have a speed of 100 or more. In each instance the note value indicated in connection with the metronome speed is the some for voice and drum.

Table iSA.—lha data in Tables 20A and 21 A si^geet a dbcrepancy between the tempo of voice and drum which is further shown in this table. Only 44 per cent of the songs have the same metric unit of voice and drum. This does not signify that in every instance there is one drumbeat to each quarter note of the melody, if the metric unit be indicated as a quarter note. The metric unit of the melody may be a quarter note, the speed being 90 (J -90) and the drum may be in rapid beats, two of which are equivtlent in time to 90. Thus the metno unit would be the same, the drum being indicated as in eighth notes. In 56 per cent of these
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Boogs, however, the metric units of voice and drum are different. In a very few instances these are in the ratio of 2 to 3, but the difference is usually too slight to suggest any proportion. Furthermore, the pulses of voice and drum do not coincide at frequent intervals, as they probably would if there were a relation between them in the mind of the performer. The inference in such instances is rather that the voice and the drum are the expressions of separate impulses, these expressions being simultaneous, but having no relation to each other. (See fig. 18.)

Summary of patjea 40-5 i. — Thus it appears that the songs under analysis resemble the music of civilization in the use of the keynote, third, fifth, and octave and in a unit of rhythm and differ from it in the irreg- iboner tbm

ularityof time and “’m»’voi«”^“’di

J (WpwoMt) »“” “rum

in the discrepancy the »me

between the tempo (mp-tcdo

of voice and accompanying drum. It Dnun «nlt appears also that ’“Deer than thesesongs are char- ^^^^ ^^ acterized by a de-

,. , , F[a. 18. ComporlnD or meltio unit ei viucs and dmin.

BCendlng trend ; that

the melody tones are chiefly diatonic; and that the most prominent

interval is the minor third.

Gkafhic Representations or “Plots”

A form of graphic representation, or “plotting,” of melodies has been devised by the writer and is here introduced for the purpose of making the trend of Sioux melodies more apparent to the eye than in musical transcription. The general method employed is similar to that used in showing graphically the course of a moving object. The loci of the object at given periods of time ore determined and recorded, the several positions being connected by straight lines. In any use of this method the interest centers in the several points at which the object is located, it being understood that the lines connecting these points are used merely as an aid to observation. In the present adaptation of this method the pitch of the accented tones in a melody is indicated by dots placed at the intersections of coordinate lines, the horizontal coordinates representing scale degrees and the vertical coordinates representing measure-lengths. These dots are con- nected by straight lines, though the course of the melody between the accented tones woidd, in many instances, vary widely from these lines if it were accurately plotted. The use of accented tonea

52 BUBBAU OF AMERICAN ETHNOLOGY [bull. 61

exclusively in analyzing these songs has already been employed, the structure of the melodies being determined by the pitch of contiguous accented tones (see Table 8, footnote). One consideration which seems to justify this usage is the fact that, when differences appear in the several renditions of an Indian song, these differences almost without exception are in imimportant progressions between imaccented tones. Since the sole purpose of these plots is to show the trend of the melodies, it seems permissible to omit from the representation, not only the imaccented tones occurring in the mejody, but also a distinction between whole tones and semitones in progressions, and a distinction between double and triple time in measure-lengths. ^ It is obviously desirable that the graphic representation be as simple as possible, the more detailed observation of the melodies being contained in mathematical and descriptive analyses.

A plot of each Sioux melody having been made, these plots were compared, and as a result it was foimd that there are five types which may be considered the primary outlines, a majority of the others being combinations or modifications of these. The simplest of these types are designated as A and B (see fig. 19), the former being a descending trend with no ascending intervals, and the latter showing what might be termed a horizontal progression, foDowed by a descent to the final tone. These types appear throughout the series and seem to have no relation to the content of the song. On comparing the plots representing types C, D, and E with the titles of respective songs, it was foimd that the plots of songs having similar titles or uses resemble each other. This suggests a relation between the content and the form of the song, a somewhat tentative conclusion, which, in another form, was presented in the study of Chippewa songs (see Bulletin 53, pages 50-58).

The song selected as an example of Type A is No. 195, a song of the grass dance. Comparison with the musical transcription will show the progressions, the song having a compass of two octaves. It will be noted that in this song there are no ascending intervals in the series of accented tones. In addition to this song, the following songs contam a similar outline: Nos. 31, 56, 120, 151, 152, 210, 215. Reference to the list of songs will show that these are divided among almost all classes of songs, a Isuct which indicates that the type is persistent. This is confirmed by general observation of the structure of Indian songs. Plots of other songs of this type are shown on pages 204, 245, 283, 419. Many other songs resemble this type in outline, but contain one or more ascending intervals in the accented

tones. fiv__ T> • XT ISO

The example selected to represent Type B is >o. 68, a song of the

sacred stones. It will be noted that the melody progresses at first
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horizontally, afterwards descending to the lowest tone. Other songs resembling thia in outline are Nos. 50, 51, 52, 64, 67, 68, 74, 75, 76, 96, 109, 113, 117, 118, 136, 139. Plots of some of these songs are shown on pages 245, 419. All these are found among songs a majority of which are believed to be more than 50 years old; they are distributed among the various classes of these songs, but no song of the outline of No. 68 appears among the comparatively modem songs.

The characteristic of Type C is a repetition of the lowest tone, usually the keynote, the melody descending to the keynote, returning

Cltiu C (No. eo)

Ctas D (No. Ill) tloJH E (No. fflS)

Fra. IV. Plots, Oioup 1 .

to a higher tone and ^ain descending to the lowest tone, with a repetition of that tone. The example of this tj-pe is No. 80, a song used in the treatment of the sick. It will be recalled that the element of affirmation was very strong in the treatment of the sicl^, the medicine-man endeavoring to instill in his patient a confidence in the former’s ability to effect a cure. Reference to the analyses of songs used in treating the sick will show a large proportion of these songs ending on the keynote. Many songs emphasizing the lowest tone or keynote appear in this series, the type being subject to even more variation than Types A and B. The following list was com- 4840°— Bull. 61— IB 6
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piled as the result of an examination of the plots of the songs. Comparison with the list of song titles will show that in a majority of

instances the song’ contains the idea of strength, victory, or selfconfidence. The list is as follows: 5, 7, 11, 12, 13, 15, 40, 42, 45, 70, 72, 81, 82, 83, 84, 92, 93, 119, 123, 124, 125, 130, 131, 134, 142, 145, 147, 148, 150, 153, 154, 156, 160, 161, 164, 165, 168, 170, 171, 175, 176, 177, 184, 185, 186, 187, 188, 190, 191, 196, 214, 222, 223, 224, 229, 230. Plots of several of these are shown on pages 283, 419.

Type D was first noted in the songs of Dream societies, named for animals which appeared in dreams, many of these songs being said to have been received from the animals. This type is characterized by a short ascent and descent frequently repeated in the melody. On grouping a number of songs having this characteristic and comparing the song numbers with their respective titles, it was found that practically all are songs concerning men or animals in motion. No. Ill is. an example of this class. The plots of Nos. 55 and 58, songs of Dream societies, are shown on page 204. Plots of Nos. 99, 100, 111, 127, 145, 146, 161, and 174, which are songs concerning men or animals and usually suggesting motion, are shown on page 419. Other instances of similar outline are Nos. 66 and 179, which are not plotted.

Type E is noted in songs expressive of grief, or of dissatisfaction. (See p. 519.) There are other songs in which the first progression is an ascending progression. It will be noted that this plot shows only the relation of accented tones, or tones which (in musical terminology) appear at the beginning of measures.

•

Comparison Between Analyses of Chippewa and Sioux Songs

We will next consider a comparison between the characteristics of Chippewa and Sioux songs, as shown by the percentages in the Tables of Analjrsis on pages 26-39. The Sioux songs of the Drumpresentation ceremony, simg by Chippewa, are not included in this comparison.

In Table 1 we note that 42 per cent of th^ Chippewa songs are minor in tonality, while 60 per cent of the Sioitx songs are minor. The proportion beginning on the twelfth or fifth is 52 per cent in the Chippewa and 41 per cent in the Sioux, but the proportion beginning on the octave, tenth, and third is larger in the Sioux. The Chippewa show a larger percentage ending on the keynote, but about the same percentage in which the final tone is the lowest in the song. The Chippewa have a much larger proportion of songs with a range of 12 tones, but the Sioux have the larger proportion with a range of 10 tones and of an octave. In songs on the five-toned scales the Chippewa have a larger proportion,
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but in songs with the octave complete or nearly complete, the percentage is ahnost identical. A slightly larger percentage of the Chippewa songs contain no accidentals, and the number of purely melodic songs differs by only 1 per cent in the two groups. The difference in songs beginning with a downward progression is also only 1 per cent, and the proportion of ascending and descending progressions differs by 2 per cent. Differences of 1 to 6 per cent mark the frequency of occurrence of various intervals of progression. The average interval in the Sioux songs is slightly smaller than in the Chippewa.

In key the Chippewa songs show a preference for F, F sharp, and G. A slightly larger proportion of the Chippewa songs begin on the accented part of the measure, and a smaller percentage begm in 2-4 time. The percentage of Sioux songs having a change of measure-lengths is considerably larger than that of the Chippewa, In the rhythm of the drum there is a difference, the Chippewa having a much larger percentage with the accented drumbeat preceded by a short, tmaccented beat. The proportion of songs containing rhythmic units is 64 per cent in the Chippewa and 68 per cent in the Sioux. The metric unit of the voice shows greater variety among the Chippewa but the drum shows the greater variety among the Sioiix. The metric imit of voice and drum shows much greater divergence among the Chippewa, only 36 per cent having the same metric unit, while among the Sioux the corresponding proportion is 62.

Referring to the table of rhythmic units (19A), we note that the percentage of Sioux songs which contain a rhythmic unit is larger than that of the Chippewa.

Of the Sioux songs 169 contain one or more rhythmic units, these imits, or phrases, being transcribed on pages 528 et seq. in groups similar to those which appear in the text of the work. Examining these imits, we find no duplications except the following phrase, fL.fl.i which occiurs in 11 songs (Nos. 35, 36, 58, 11^, 164, 194, 195, 225, 226, 229, 230) . We note ^dso that an accented sixteenth note followed by a dotted eighth note, which characterizes this phrase, is the first coimtdivision in the rh3rthmic units of 26 songs (Nos. 7, 26, 33, 41, 113, 116, 119, 131, 134, 155, 156, 160, 166, 167, 170, 171, 186, 188, 199, 202,220,221, 222,231, 235, 238). .Thus it is seen that this coimt-division characterizes the rhythmicunits of more than 16 percent of the Siouxsongs imder analysis. Turning to the rhythmic units of the Chippewa songs (Bull. 53, pp. 309-333), it is foimd that this coimt-division is present at the opening of slightly less than 3 per cent of the entire nmnber (Nos. 110, BuU. 45, and Nos. 64, 90, 92, 116, 131, 153, 163, 174, Bull. 53). In the siunmary of analyses in Bulletin 63 (p. 11) it is stated that —

There Is … a divlaion of a count C*I  which occurs in Chippewa songs recorded on a reeervatioa showing Sioux influence, and which is found also in Sioux songs. This
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division of the count occurs in 15 per cent of the songs recorded at WabaMfig. . . . The same phrase is found in 10 per cent of the Sioux songs of the Drum-presentation Ceremony . . . and also in about 10 per cent of the Sun-dance songs of the Teton Sioux recorded by the writer at Standing Rock, North Dakota.

From these data it appears that an accented sixteenth note, followed either by an eighth or a dotted eighth note, may be regarded as a rhythmic characteristic of the Sioux songs under analysis/

No rhythmic peculiarity of equal importance was noted among the songs of the Chippewa. It therefore appears that the rhythmic sense is more strongly developed among the Sioux than among the Chippewa.

Briefly summarizing the comparison between the Chippewa and Sioux songs as sung by the people of each tribe, it may be said that the tabulated analyses show differences between the music of the two tribes, but not such as can safely be traced to definite causes. The resemblances may be due to the fact that the two tribes have been in contact for many generations and the music of the one imdoubtedly has been influenced to some extent by that of the other. It is possible that the resemblances and differences between the two may be seen to have more significance as the study of Indian music is extended to include a comparison between the songs of other and more widely separated tribes,

Test of Pitch Discrimination Among Chippewa and Sioux

In order to obtain data on the pitch discrimination of Indians certsdn tests were made by the writer during the summer of 1915. ’ These were made among the Mandan, Hidatsa, Chippewa, and Sioux Indians, but only the results obtained among the latter two tribes will be presented. In each of these tribes 10 persons were submitted to the test, including men and women who are known as being good singers, and also a few “old timers’’ who are not musicians. The limited number of persons tested, as well as the very unfavorable conditions under which the tests were made, renders the results far from conclusive, but they have a bearing on the subject of Indian music, and also suggest interesting points for further investigation.

The tests were made by means of a set of tuning forks comprising a fork giving the tone a’ (435 vibrations, interjiational pitch), this being the fundamental tone of the series, and 10 other forks producing tones respectively i, 1, 2, 3, 5, 8, 12, 17, 23, and 30 vibrations above the fimdamental.

iThe writer gratefully acknowledges her Indebtedness to Prof. C. E. Seashore, dean of the Gnaduate College, University of Iowa, for his courtesy in lending the toning forks with which the tests were made, also for valuable suggestions regarding the formulation of the results. The method used in the tests was essentially that described by Prof. Seashore In his monograph, “The Measurement of Pitch Discrimination; A Preliminary Report/’ In PiyeholoQieal MonoffnpJu, vol. 13, No. 1, Review Publishing Co., Lan- oait«, Pa., and Baltimore, Md., 1910.
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As a preliminary to the recorded test the person was asked to listen to various intervals, interspersed with unisons, two forks being sounded in rapid succession and the person stating whether they sounded alike or different. Many could recognize the unison whenever it occurred (the same fork being soimded twice), while others could hear no difference between tones which were three or even five vibrations apart* After the subject had thus become somewhat accustomed to the soimd of the forks, the regular test was given and repeated 20 times, each reply being noted, together with the interval used in the test. As in the preliminary tests, two forks were sounded in rapid succession, and in this the subject was asked which tone was the higher^ the first or the second. The fundamental fork was not always used In this test, the forks being sounded in irregular order, making the test the more difficult. The intervals used in the test and the correctness of the replies formed a basis for judging the pitch discrimination of the individual. Thus a man who failed on a majority of tests comprising intervals of fewer than three vibrations and answered correctly on a majority of tests comprising intervals of three or more vibrations may be considered as having three vibrations as the limit of his pitch discrimination. The direct result of these tests can be shown quantita- tively, but in addition to this result there are observations of equal importance which depend to a large extent on personal knowledge of the individuals being tested. For instance, men whom the writer knows from an acquaintance of several years to be men of great firmness and independence of character showed special power of concentration and recognized small intervals (1, 2, or 3 vibrations) in the early part of the test, while men of less strong individuality did not make their best record until the test was almost completed. A particularly clear example of this occurred among the Chippewa.

A man and two of his sons were tested, all being prominent singers on the White Earth Reservation. The father and one of the sons (known respectively as Big Bear and George Big Bear) recorded songs for the writer during her musical study among the Chippewa. The older man retains much of the native character, while his sons are somewhat divided in their sympathies, having much in common with the older Indians but having progressed so far in the white man’s way that when these tests were made they were employed as carpenters by the Government. A record of the tests of these three men indicates the pitch discrimination of the older man as about three vibra- tions, and that of his two sons as about five vibrations.

The pitch discrimination of the older Chippewa and Sioux Indians was, generally speaking, about 3 vibrations. As the interval between a^ and b’ is 54 vibrations, the interval of 5 vibrations is approxi-

BUBEAU OF AMEBICAN ETHKOLOGY

[BULL.«1

mately one-eleventh of a tone, and the interval of 3 vibrations is approximately one-eighteenth of a tone.

The following tables give the record of the tests made on 10 persons in each tribe:

CHIPPEWA

Number of vibrations in interval.

ito4… 5tOlO..

ntoso.

Total.

Number of

times this

interval

was used

in test.

Correct answers.

Percent.

66.5

Incorrect answers.

Percent.

33.5

SIOUX

lto4

5 to 10

iitoao

Total

76.5

23.5

It may be seen that there is no significant difference in the average abiUty of these two groups as shown in the small number of records here given. After comparing these records with those of American whites under various conditions, Professor Seashore is of the opinion that the abilities here shown are about as good as one would find among the average American whites under similar circumstances.

Musio AS A Cultivated Art Among Chippewa and Sioux*

From the structural data given in the foregoing tables and from the descriptions of the singers and their manner of singing contained in the following pages, it seems permissible to make some observations concerning music as a cultivated art among the Chippewa and the Sioux. In this, as in the melodic and rhythmic analyses, we may bear in mind certain fimdamental principles of music as an art among white races. The musical standards of civiUzed peoples have been gradually developed and are concerned with composition and manner of rendition. The music of Cliippewa and Sioux will be considered with reference to both these standunls.

In the phonographic reconling of about 1,000 Indi:.n sonjrs and in contact with a large number of Indian singers the writer has found

I This dk^Ur w«s rMd by • d«t€|pftt ion of Sioux who w«rp m W^<ih.incton on tribal busmts^. The del»> fitioil w»s compoMd of flv« iiM>n, oii« each frooi th«» S:a :!.-..: Uv> k. I 4 le Ivii:«^. Ko^^V.i. Crow Creek, Uid Low Bruto AfViciat. Ttiey |>ronouai.^ thi» 5tJi:iii^d5 oi IiKiLia nij>K^ii iTitivL>ai to b« correctly Ml brUi, Mid inc only that in order to be a ixxmI muv.cu:: jus.^af the IndLins a man mu<t be Abte to learn • melody qokkiy , and that a food inttslcia& oMiid su^: a ctivMy \kt t ly ±i  er beurm^ u two or three timea
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unmistakable evidence of musical criticism. Certain men are generally acknowledged to be ’ ^ good singers ” and certain songs are said to be ‘^good songs.’’ This implies that the songs and the singers satisfy some standard of evaluation. The Indian may not be able to formulate this standard, but its existence is evidence of an esthetic impulse.

We may note at this time a few observations on this subject opening it for further investigation. First, in the matter of composition it is observed that the oldest songs, which are considered the best songs, were ’ ^composed in dreams.’’ This means that they came in a supposedly supernatural manner to the mind of a man who was hoping for such experiences and who had established the mental and physical conditions imder which they were believed to occur. In this we have the native concept of whatwecaU ‘^inspiration.” The Indian isolated himself by going away from the camp, while the white musician or poet locks his door, but both realize the necessity of freedom. from distraction. A majority of the songs said to have been thus received by the Indians have a rh3rthmic and melodic unity which is not always present in songs said to have been’‘made up.” Thus the writer once heard a song which was said to have been recently composed, and on inquiry learned that several men had’’composed it together.” This was evidenced by a lack of unity in the melody, which contained too many peculiarities. The form of the melody suggested the possibility that each man had incorporated in it a favorite interval, or some other musical fancy of his own. The result was a composite rather than a imit.

The comparative analyses in Bulletin 53 (pp. 51-58) suggest a relation between mental concept and the form of its musical expression. The significant prominence of the ascending and descending interval of a fourth in songs concerning motion was noted in Bulletin 53 (pp. 99-101) and is found also in songs of the present series. A comparison of the structure of the old songs with that of songs said to be somewhat modem shows that the more recent songs contain a smaller compass, lai^er .number of progressions and a more regular rhythm. The latter tendency was shown by the following incident: In recording a Chippewa song from an old Indian the writer found the rhythm peculiar, with frequent changes of measure lengths; later the same song was recorded by a yoimg man, said to be an excellent singer. On comparing the phonographic records it was f oimd that the younger singer had slightly changed the rhythm so as to avoid the irregularity in the measure lengths. The song had lost its native character and also its musical interest.

The various occasions of music which exist among civilized races are foimd also among the Indians. It is a custom that songs connected with ceremonial acts shall be sung only by those who have
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reoeiTod thena in dreams, or who have mherited or purchased the li^t to sing them. Such songs fonn one dass of Indian music. To another dass bdong songs of games and dances, songs of war and of the hunt, as well as songs which celebrate the deeds of a chi^ or successful warrior. The words of all these songs, while often showing hi^ degree of poetic feehng, appear to be less subjective in character than the words of similar KngKsh songs. It is difficult to state what Indian sougs correspond to the folk sougs of the white race, but in such a group should probaUr be included the songs ooiUMCted with folk tales. Tliese are many in number and usuidly are rqvesented as beiog sung by animals- An exam{de of this is the slonr and song of the crawfish (Bulletin 53, p. 305). Songs of this da^ are found to Taiy more than any others in their rendition by diff««it people: perhaps because they were more generalh^ known aiid sung than others, with less criticism as to cortectnessof rendition.

Aiwwg musioians of civiliied races the standards of excdlenoe in a singer include il^ intonation, r-^ quahty of tone. (3) range of Yoioe, (4> meoMwy. and v.5^ interpretation vintdlectual and emotional).

(1^ Intc^‘iczion. — Obsenring Indian singos according to these standard the writer has noticed that’* good singers * keep the pitch of their tooes approximately that of the tones ol the diatonic scale, snd that in songs recorded by such men and women the pitch of “* accidentals ^ ^ prictioaDy the same in every rendition of the song. Tbib is not the case io socss pboaoCTiphically recorded by men whose musical standing aciv^cg their own people b not so high. An instance cf this b i^ folk^vs: On the twkscription of a song recorded by an old man it w» found that the melody showed no feeling for a keynote, loquirr acK^cg the Indiazks disckxsed the fact that the man was not cv’ttsidtfied by iheci to be a svxkI si^ser. Tne same song was acc<mlin^ obtained from a nian of a-knowied!?d musical pn>nciency. and on cociP^riEg the rec-iiuv os it was found that by s%ht alteratiois in pitch the scc^ had becon.e iiiaionic in character, the interrak ck^elv reseciblini: iho^^e of ihe soile anvi erivlir^ on a keynote. Exc^enence in bstemr:^ to the ni^koiess cf Chirp^ wa anvi Sioux niakes it gi’^ie to dsstin^-ifiA berwe^n a ^^^^‘^^y which has uirjsual GiitiTc S5 and cce which as iistcrtcvi by a ivx-r sin^r. cvnxrcy of an I–’-::!:! — r7a:i::^ a sr should aiso be cond. For this pcrrose sev-ml ccr^vuv.ve rvr^titx r^s of each ^cac were re^rord-o. jU an e-i i.z.:e :c a:c:ir^.y ui rvratir: cen^. BsociJ anas’ ;^-•‘-“:-^.’- ^”’ ” -=• - •-^^—a-

» -«* av, ZiT* a 5?-- —  — v-. , oCt:?*. ^1 It Was
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same in the second as in the first records. In two of the songs there was no difference in the slightest respect; in one what appeared as a glissando progression in the first recording was sung in definite intervals in the second; and in the fourth song there was a slight differ- ence in the opening measures but none in the part containing the words.^ Several consecutive renditions of the songs were recorded on both occasions. Another and similar instance occurred among the Chippewa. Odjib’we (See Bulletm 53) recorded certain songs in August, 1909, and March, 1910, the two recordings showing the same pitch of the song as a whole, and also a slight deviation from diatonic pitch on the same tones, this deviation being perceptible but not enoii^h to be indicated by an accidental.

See also analysis of song No. 209 of this volume.


	Quality of tone. — ^The manner of tone production by the Indian is different from that of the white man. The former cultivates and greatly admires a pronounced vibrato; a falsetto tone is also considered a mark of musical proficiency. An instance of this is men- tioned in Bulletin 53 (p. 252): A singer at Red Lake, Minn., ‘’sang in falsetto voice with a peculiar throaty vibrato. He said that he discovered his abiUty to do this when he was a boy and had cultivated it ever since.’’ This vibrato is not invariably found in a good singer, but, as in the white race, it is frequently present. A pecuUar nasal tone is always used in the Love songs, so that one accustomed to the music of these tribes can recognize these songs by the tone quality, as well as by a melodic freedom greater than that in other songs« Another quality of tone is that used in the songs of hopeless illness, or in the ‘* wailing songs’’ after a death. To these may be added the crooning tone of the lullabies. Other tone qualities are undoubtedly and perhaps intentionally used, these being, however, the most easily recognized.


	Oompass of voice. — ^An expanded compass is admired among the Chippewa and Sioux as well as among musicians of the white race. Songs Nos. 55, 195, 202, have each a compass of 17 tones; two of these were recorded by Ealls-at-Night, who has a wide reputation as a singer. Other songs have a compass of 13 or 14 tones each.


	Memory. — ^The memory test (*’ repertoire”) obtains among these Indians as well as among civilized musicians. The writer has never attempted to exhaust the number of songs which could be recorded by a good singer. The largest number of songs recorded by one individual are those of OdjibVe in Bulletin 53. As he was recording songs known to no other person he was asked to record more than 80. These were songs which were practically all of the same class; he doubtless remembered many others of different ^inds. The recording of 50 or 60 songs by one individual is not imusual in the present work, selections being made from this number after tran-
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scription, and many records being used for comparison with records of the same song by other singers.


	Interpretdtion {intellectual and emotional). — ^Among these Indians, as among white musicians, there must be a convincing quality in a singer’s rendition of a song. It has frequently been said to the writer, ^’So-and-so knows the old songs, but he is not a good singer; he can give you the melody, but it will not be well simg.” Into this “convincing quaUty” there enters another element — the personality of the singer. It is required that a good singer among Indians, as well as among white men, shall carry with him full confidence in himself, and do his work with authority.



From the foregoing data it appears that in general character the musical standards of the Chippewa and Sioux Indians bear a resemblance to those of the white race.

(CEREMONIES The Whttei Buffalo Calf Pipe (Ptbhin’6ala Canoij’pa)

It is fitting that a narrative of the gift of the White Buffalo Calf pipe to the Sioux should introduce the present account of the ceremonies and customs of the tribe. Throughout this memoir reference will be made to ceremonial acts performed in accordance with the instructions of the White Buffalo Maiden, a supernatural being through whose agency the ceremonial pipe was given to the Sioux.^

The narrative in its present form was given by I£na’la-wi6a’ (Lone Man; see pi. 23) , and is recorded in the words of the interpreter, Mr. Robert P. Higheagle. Preceding this recital by Lone Man, the subject had been studied with other informants for more than two years. A summary of this study was read to Lone Man and discussed with him, after which he was requested to give the narrative in connected form, incorporating therewith material which he wished to add.’

The ancient and sacred tradition of the Sioux was ^ven by Lone Man as follows:

In the olden times it was a general cufltom for the Sioux tribe (especially the Teton band of Sioux) to assemble in a body once at least during the year. This gathering took place usually about that time of midsummer when everything looked beautiful and everybody rejoiced to live to see nature at its best — ^that was the season when the 8un-dance ceremony took place and vows were made and fulfilled. Sometimes the tribal gathering took place in the i&H when wild game was in the best condition, when wild fruits of all kinds were ripe, and when the leaves on the trees and plants were the brightest.

One reason why the people gathered as they did was that the tribe as a whole might celebrate the victories, successes on the warpath, and other good fortunes which had occurred during the year while the bands were scattered and each band was acting, somewhat independently. Another reason was that certain rules or laws were made by the head chiefs and other leaders of the tribe, by which each band of the tribe was governed. For instance, if a certain band got into trouble with some other tribe, as the Crows, the Sioux tribe as a whole should be. notified. Or if an enemy or enemies came on their hunting grounds the tribe should be notified at once. In this way the Teton band of Sioux was protected as to its territory and its hunting grounds.

After these gatherings there was a scattering of the various bands. On one such occasion the Sans Arc band started toward the west. They were moving from place ^ to place, expecting to find buffalo and other game which they would lay up for their winter supply, but they failed to find anything. A council was called and two young men were selected to go in quest of buffalo and other game. They started on foot. When they were out of sight they each went in a different direction, but met again at a place which they had agreed upon. While they were planning and planning

1 In connection with this chapter see Fletcher, Alice C, The White Buffalo Festival of the Uncpapas,

PmMt Muaeum Reports, nx, Nob. 3 and 4, pp. 260-76, Camhridge, 1884.

• Other material ohtained from Lone Man is found in the chapter on the Sun d^noe (p. 02), the kejft/ka

(pp. lfift-170), and the sacred stones (pp. 214-217).
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what to do, there appeared from the west a solitary object advancing toward them. It did not look like a buffalo; it looked more like a human being than anything else. They could not make out what it was, but it was coming rapidly. Both considered themselves brave, so they concluded that they would face whatever it might be. They stood still and gazed at it very eagerly. At last they saw that it was a beautiful yoimg maiden. She wore a beautiful fringed buckskin dress, leggings, and moccasins. Her hair was hanging loose except at the left side, where was tied a tuft of shedded buffalo hair. [See pp. 126, 458.] In her right hand she carried a fan made of flat sage. Her face was painted with red vertical stripes. Not knowing what to do or say, they hesitated, saying nothing to her.

She spoke first, thus: “I am sent by the Buffalo tribe to visit the people you represent. You have been chosen to perform a difficult task. It is right that you should try to carry out the wishes of your people, and you must try to accomplish your purpose. Go home and tell the chief and headmen to put up a special lodge in the middle of the camp circle, with the door of the lodge and the entrance into the camp toward the direction where the sun rolls off the earth. Let them spread sage at the place of honor, and back of the fireplace let a smaU square place ^ be prepared. Back of this and the sage let a certain frame, or rack, be made. Right in front .of the rack a buffalo skull should be placed. I have something of importance to present to the tribe, which will have a great deal to do with their future welfare. I shall be in the camp about sunrise.’’

While she was thus speaking to the young men one of them had impure thoughts. A cloud came down and enveloped this young man. When the cloud left the earth the young man was left there— only a skeleton. The Maiden commanded the other young man to turn his back toward her and face in the direction of the camp, then to start for home. He was ordered not to look back.

When the young man came in sight of the camp he ran in a zigzag course, this being a signal required of such parties on returning home from a searching or scouting expedition. The people in the camp were on the alert for the signal, and preparations were begun at once to escort the party home. Just outside the council lodge, in front of the door, an old man qualified to perform the ceremony was waiting anxiously for the party. He knelt in the direction of the coming of the party to receive the report of the expedition. [See p. 441.] A row of old men were kneeling behind him. The yoimg man arrived at the lodge. Great curiosity was shown by the people on account of the missing member of the party. The report was made, and the people received it with enthusiasm.

The special lodge was made, and the other requirements were carried out. The crier announced in the whole camp what was to take place on the following morning. Great preparations were made for the occasion. Early the next morning, at daybreak, men, women, and children assembled around the special lodge. Young men who were known to bear unblemished characters were chosen to escort the Maiden into the camp. [See pp. 72, 103, 111.] Promptly at sunrise she was in sight. Everybody was anxious. All eyes were fixed on the Maiden. Slowly she walked into the camp. She was dressed as when she first appeared to the two young men except that instead of the sage fan she carried a pipe— the stem was carried with her right hand and the bowl

with the left.

The chief, who was qualified and authorized to receive the gueat in behalf of the Sioux tribe, sat outside, right in front of the door of the lodge, facing the direction of the coming of the Maiden. When she was at the door the chief stepped aside and made room for her to enter. She entered the lodge, went to the left of the door, and was seated at the place of honor.

— ^^^^,^^^— .-^^^^^^M.^^^^^^^^^^^.^^

» The square space of mellowed earth, the spread sage, the buffalo skuU, and pipe rack are frequently menUoned In this work. Among other instances the following are cited: pp. 71, 122, 22ft, 232, 235, 328. The earth space in the spirit-keeping lodge was round Instead of square (p. 82).
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The chief made a epeech welcoming the Maiden, as follows:

*’My dear relatives: This day WakaQ^taQka has again looked down and smiled upos US by sending us this young Maiden, whom we shall recognize and consider as a sister. She has come to our rescue just as we are in great need. Wakai)^tai)ka wishes us to live. This day we lift up our eyes to the sun, the giver of light, that opens our eyes and gives us this beautiful day to see our visiting sister. Sister, we are glad that you have come to us, and trust that whatever message you have brought we may be able to abide by it. We are poor, but we have a great respect to visitors, especially relatives. It is our custom to serve our guests with some special food . We are at present needy and all we have to offer you is water, that falls from the clouds. Take it, drink it, and remember that we are very poor. ”

Then braided sweet grass was dipped into a buffalo horn containing rain water and was offered to the Maiden. The chief said, ’ * Sister, we are now ready to hear the good message you have brought. ” The pipe, which was in the hands of the Maiden, was lowered and placed on the rack. Then the Maide^ sipped the water from the sweet grass.

Then, taking up the pipe again, she arose and said:

“My relatives, brothers and sisters: WakaQ^taQka has looked down, and smiles upon us this day because we have met as belonging to one family. The best thing in a family is good feeling toward every member of the family. I am proud to become a memb^ of your family — a sister to you all. The sun is your grandfather, and he is the same to me. Your tribe has the distinction of being always very faithful to promises, and of possessing great respect and reverence toward sacred things. It is known also that nothing but good feeling prevails in the tribe, and that whenever any mem> ber has been found guilty of committing any wrong, that member has been cast out and not allowed to mingle with the other members of the tribe. For all these good qualities in the tribe you have been chosen as worthy and deserving of all good gifts. I represent the Buffalo tribe, who have sent you this pipe. You are to receive this pipe in the name of all the common people [Indians]. Take it, and use it according to my directions. The bowl of the pipe is red stone — a stone not very common and found only at a certain place. This pipe shall be used as a^peacemakor.’ The time will come when you shall cease hostilities against othernations7~ Wlienever peace is agreed upon between two tribes or parties thisj>ipe shall be a binding instrument. By this pipe’the medicine-men shall be called to administer help to the sick.”

Turning to the women, she said :

’’My dear sisters, the women: You have a hard life to live in this world, yet without you this life would not be what it is. Wakai)^tai)ka intends that you shall bear much sorrow — comfort others in time of sorrow. By your hands the family moves. You have been given the knowledge of making clothing and of feeding the family. WakaQ^taqka is with you in your sorrows and joins you in your griefs. He has given you the great gift of kindness toward every living creature on earth. You he has chosen to have a feeling for the dead who are gone. He knows that you remember the dead longer than do the men. He knows that you love your children dearly. ”

Then turning to the children :

“My little brothers and sisters: Your parents were once little children like you, but in the course of time they became men and women. All living creatures were once small, but if no one took care of them they would never grow up. Your parents love you and have made many sacrifices for your sake in order that Wakag^taijka may listen to them, and that nothing but good may come to you as you grow up. I have brought this pipe for them, and you shall reap some benefit from it. Learn to


	• »• — •



1 Cf. Bulletin 68, pp. 143, 144, in which a woman is said to have been the supemattiral means of bringing permanent peace between the Chippewa and Sioux.

f^
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reepecL^d reverence this pipe, and above all, lead pure lives. Wakaz)^tai)ka is your great grandfather. * *

Turning to the men:

** Now my dear brothers: In giving you this pipe you are expected to use it for nothing but good purpose. The tribe as a whole shall depend upon it for their necessary needs. You realize that all your necessities of life come from the earth below, the sky above, and the four winds. Whenever you do anything wrong against these ele: ments they will alwayB take some revenge upon you. You should reverence them. Offer 9ai(:nMces thfOUSiUbiBW’ When you are in need of buffalo meat, smoke this pipe and ask for what you need and it shall be granted you. On you it depends to be a strong help to the women in the raising of children. Share the women’s sorrow. Wakaij^tagka smiles on the man who has a kind feeling for a woman, because the woman is weak. Take this pipe, and offer it to Wakai)^taQka daily. Be good and kind to the little children.’’

Turning to the chief:

’’My older brother: You have been chosen by these people to receive this pipe in the name of the whole Sioux tribe. WakaQ^taijka is pleased and glad this day because you have done what it is required and expected that every good leader should do. Tly tbJR pipe the tribft ^haJl liva. It is your duty to see that this pipe is respected and reverenced. I am proud to be called a sister. May WakaQ^tai)ka look down on us and take pity on us and provide us with what we need. Now we shall smoke the pipe,”

Then she took the buffalo chip which lay on the ground, lighted the pipe, and pointing to the sky with the stem of the pipe, she said, ” I offer this to Wakaq^‘taQka for all the good that comes from above.” (Pointing to the earth:) “I offer this to the earth, whence come all good gifts.” (Pointing to the cardinal points:) “I offer this to the four winds, whence come all good things.” Then she took a puff of the pipe, passed it to the chief, and said, “Now my dear brothers and sisters, I have done the work for which I was sent here and now I will go, but I do not wish any escort. I only ask that the way be cleared before me.’ ’

Then, rising, she started, leaving the pipe with the chief, who ordered that the people be quiet until their sister was out of sight. She came out of the tent on the left side, walking very slowly; as soon as she was outside the entrance she turned into a white buffalo calf .’

It is said that the chief who received the pipe from the White Buffalo Maiden was Buffalo Stands Upward (Tatai)‘ka-woslarna£ii)). The pipe has been handed down from one generation to another, and is said to be now in the possession of Elk Head (Heha’ka-pa), who lives at Thmider Butte, on the Cheyenne River Reservation. He is said to be of’‘about the third generation” which has kept the pipe, and is 98 years of age.’ Each preceding keeper of the pipe lived to be more than a hundred years old.

The Indians named the pipe the White Buffalo Calf pipe. Duplicates of it were made, and soon every male member of the tribe carried a similar pipe. The stem was made to resemble the windpipe of a calf. Whenever this pipe is used in a smoking circle, or even when two men are smoking together, the rule is that the pipe

J It is interesting to obtenre that the identity of a dream object often is unreoagnised until it tune to depart. See Btilletin 63, p. 907; also p. 185 of this volume. • Slk Bead died In Juauity, 1910, alter the abeve paragraph vae written*
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be passed to the left, because that was the direction taken by the White Buffalo Maiden when she went away. The one who lights this pipe is required to make an offering.

It is said that the following song was sung by the White Buffalo Maiden as she entered the camp. This song is sung in the Spiritkeeping ceremony when the man who is keeping the spirit of his child can afford to have a white buffalo robe used in the ceremony, (See pp. 82, 446.) The words ** scarlet relic” refer to the scarlet-wrapped packet in the lodge of those who are ** keeping a spirit.”

No. 1. Song of the White Buffalo Maiden (Cat&logue No. 569} i Sung by Chaboino Thunder

Yoiov J =58 Drux not recorded
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1 The catalogue numbers used throui^out this memoir correspond respectively with tho numbers designating the phonograph record of the songs, which are preserved in the Bureau ot American Sthnolosy.
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nijra’ t£U)ii)^yai) with visible breath *

mawa^ni ye I am walking

oya’^te’ le this nation (the Buffalo nation)

ima^wani I walk toward

na and

hytai)i;)yai) my voice is heard

mawa’ni ye I am walking

niya’ tai)ii)^yai) with visible breath ^

mawa’^ni ye I am walking

walu^ta le this scarlet relic

ima^wani ye (for it) I am walking

Analysis.^ — ^This song is minor in tonality and melodic in structure. Thirty-four progressions are foimd in the melody, 22 (65 per cent) of which are minor thirds. This is an unusually large proportion of any one interval in a song. Ten of the remaining intervals (29 per cent) are major seconds, the others being an ascending fifth and a descending fourth. The tempo of the song is slow, and the short tones at the end of the first and similar measures were given in correct time. As in all the songs, vocables are here italicized. In this song they were sung with marked emphasis.

The final measure of this song is transcribed as a complete measure, though the song begins on an unaccented tone. This precedent will be followed throughout the present work, instances in which the repetition of a song begins without a break in the time being indicated by the usual mark for repeat.

The AloVaijpi Ceremony

This ceremony has been used by the Pawnee, Omaha, Osage, Ponca, Iowa, Oto, and Dakota tribes. The ceremony among the Omaha and Pawnee has been studied by Miss Alice C. Fletcher, whose research includes the ceremonial songs of these tribes.* As the ceremony has been in disuse among the Dakota for many years it was impossible to study it e;diaustively, but sufficient information was available for a general comparison with the customs of the abovementioned tribes. From this comparison it is evident ’that the

1 In cold weather the breath of a herd of buffalo, rising in the frosty air, oould be plainly seen.


	The word opa’te is of tfeqiient occurrence in these songs. When reference is made to the Indians the word is translated “tribe”, but it is often used in connection with animals (see p. 102, footnote).


	The descriptive analyses of these songs- should not be re^^arded as exhaustive. It is their purpose merely to point out peculiarities of melody or rhythm which may aid the reader in a further investig^ition of the subject. Moreover, the phraseology of these analyses shotild be understood as general in character, Thus, the term “aocorate intonation” should not be considered to mean that in every instance the Indian sang the exact interval, but that, so far as concerns the present work, the interval was practically correct. These descriptive analyses are based on tabulated analyses of individual songs, which are not herewith presented, but are incorporated in the tables of analysis found at the close of the groups of ■ODgs, and also In the tables on pp. 13-21.




«Cf. Fletcher, Alice C, The”Wawa«“,or Pipe Dance of the 0mahas,in Peabody ifti«.iZtfp.,in,No9.a,4» pp. 808-333, Cambridge, Mass., 1884; also The Hako; a Pawnee Ceremony, by the same author, in rwmtr> Mcend Btp, Sur. Am«r, AAn., pt. 2, 1904.
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ceremony in transmisBion to another tribe and locality has undergone modifications and changes in detail.

Amoi^ the Teton Sioux the ceremony ia known as Alo’waripi, meaning “to sing for someone,” and also as the Himka, this b^ng the name applied to the child who fills an important role in the ceremony.

Among the Sioux this ceremony was closely associated with the White Buffalo Maiden and her mysterious visit to the tribe. The following account concerns the usage of the Teton Sioux. The subject was studied by the writer during two visits to the reservation, and Mr. Higheagle continued the work for several months, consulting the older Indians as he had opportunity. The material embodies the original narrative by Weasel Bear and also many points contributed by Chased-by-Bears, Kagle Shield, Whit«-paw Bear, Jaw, and others

Fia. 30. Drawing from plcture-alendu—llie jeor ol tha tint Alo’WBiipi cetemoay.

who were qualified to express opinions on the subject. The account in its final form was translated to, and pronoimced correct by, Weasel Bear and others equally well informed.

In a picture-calendar of the Teton Sioux there occurs a native drawing of this ceremony (fig. 20), the year represented by the drawing being called ” Awi’fia alo’waqpi wani’yetu,” meaning Uterally “truthfully singing winter;” understood as “ceremonial silking winter.” This is the first year recorded on this calendar, and ^e writer’s informant said it represented the first year in which the Alo’waijpi ceremony was held by the Standing Rock Sioux. The date correspcnds to the year 1801. The calendar, which is owned by Black Thunder, of Eagle River, closes with a representation of the Black Hills council which took place in^ 1912. The dates of other historical events are correctly indicated.

4840°— Bull, 61— IS 7
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In describing the purport of the ceremony Looking Elk (HeEa’kawa’kita), a Teton Sioux, said:

The great result of thifi ceremony is that the man who performed it was r^arded as a father by the child for whom he performed it. He made a solemn vow tiding that child under his protection until one or the other died. He became like a brother to the man whose children he sang over and painted with the hugka stripes. In all the great ceremonies of the Sioux there is not one that binds two men together so strongly as this.

The keynote, or central idea, of this ceremony (as held by the Teton Sioux) is the affection of a father for his child, and his desire that only good should come to it. The following statement is given in the words of Mr. Higheagle:

It is strictly believed and understood by the Sioux that a child is the greatest gift from Wakai)^tai}ka, in recuse to many devout prayers, sacriiiceSf and promises. Therefore the child is considered “sent by Wakax)^tai)ka,’* through some element — namely, the element of human being. That the child may grow up in health with all the virtues expected, and especially that no serious misfortune may befall the child, the father makes promises or vows to Wakai)^tai)ka as manifested by the different elements of the earth and sky. During the period of youthful blessedness the father spared no pains to let th^ people know of his great love for his child or children. This was measured by his fellow men according to the sacrifices or gifts given, or the number of ceremonies performed . In order to have a standard by which this love could be shown, the first thing taken into consideration and adopted was the White Buffalo Maiden, Sent to the Sioux tribe by the Buffalo tribe. The impression left upon the people by the Maiden and her extraordinary good qualities were things that were much admired by every parent as a model for his children. This Maiden was pure white, without a blemish — that was the principal desire of the father for the character of his child. The Maiden addressed men, women, and children.

It had been told by the Maiden that good things would come to the people by means of the pipe, so it seemed necessary that there be a ceremony, having connection with the Maiden and with the pipe. For this reason the essential article in the Aiywagpi ceremony is the “Ilugka (Sanog’pa,” a decorated wand, which represents the pipd given to the Indians by the Maiden, the original pipe not being available when needed for this ceremony. [’] This wand, or pipestem, was carried and employed by the itaf)‘6af), “leader” P] during the ceremony, and when that was finished it was given to the child for whom the ceremony had been performed. In many families such a pipestem was handed down for many generations. The manner of decorating the pipestem has also been handed down, and neither the shape nor the decoration can be changed. A new pipestem might be made by some one who had undergone the ceremony, but an old one was generally used. The wand, or pipestem, was usually about 20 inches long. On it were fastened tufts of the feathers of the kagke’^a, pUeated woodpecker, and above each tuft of feathers was the head of

[I In stating that the wand represented the pipe, the tradition related by the informant seems to have confused the symbolic meaning of the two. See article Cahimet, by J. N. B. Hewitt, in Handbook of American Indiai^s, pt. 1.]

[> The exact sigxiiflcance of this word may ! e understood from the connection in which it is used (ci. pp. 162, 180, footnotes), or other words may be added to make the meaning more definite. Thus certain officers in the spirit lodge, and the leader of dancers in the Sun dance were called merely itay’tay (see pp. 81, 98). Other officers in the spirit lodge were deslcnated, respectively, wakpaif^a ihpc’ya itai/iay, ‘leader in charge of food’; wo’waii itap’tipy literally ‘la’jor leader’, and itav’tay iyz’tay ki’yopt, ‘leader who lights the pipe’ while the master of the entire spirit-keeping ceremony was known as a’taya itay’tay (see pp. 80r 81). An intensified form of the word, in’itay’tay, ’supreme leader*, appears on p. 216.
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a woodpecker (PhUoeotomu$ pileatus). [’] The tail feathers of an eagle, in the form of a fan, and akostrands of horsehair, were hung from the wand. [See pi. 3.] ’

In explaining the use of the woodpecker in decorating the Huqka Canoi)‘pa it was said that this is’’ a simple, humble bird, which stays near its nest and is seldom seen/^ * This bird seems to have been considered especially appropriate, because children who underwent this ceremony were more closely guarded and protected than others. They usually belonged to well-to-do families, in which the girb were seldom seen in public until they were grown up. The ceremony could be held for several children at a time, and often took place in fulfillment of a vow.*

The wish of the parents that this ceremony be performed for their child or children was first declared. An invitation was then sent to the man whom the father desired to perform the ceremony, and who thereafter would be bound to the father by a tie even stronger than that of natural brotherhood, because he had assumed a responsibility not placed on him by nature. An invitation was usually conveyed by means of a pipe, but for this ceremony a different form of invitation was used. The father of the child made a case from the dried bladder of a buffalo, into which he put many little packages of tobacco, one or two pipefuls being wrapped in membrane, sinular to the packets fastened to sticks as offerings at the Sun dance (p. 102). The case, after being tied or sealed, was wrapped in a cloth. This was taken to the man selected to perform the ceremony. If he accepted the invitation, he opened the case; otherwise he returned it imopened.

On acceptance of the invitation great preparations were begun. Two large lodges were erected in the middle of the camp circle and united so as to make one lodge of double the usual size, opening toward the west. ’This and the other details of the ceremony were in accordance with the instructions given by the White Buffalo Maiden on her first appearance to the Indians. The lodge was Uke the one which they built to receive her. There was no fire within, but opposite the door and sUghtly back of the middle of the lodge a square of exposed and *^ mellowed^’ earth was prepared. (See p. 64, footnote.) In the two comers of this square farthest from the door

[I The decorations of the calumet more frequently consisted of the feathers or heads of the duck, owl, eagle, or other birds. See J. N. B. Hewitt, art. Calumet in Handbook of American Indians, pt. 1.]

s The pileated woodpocker is commonly called woodcock, and, through misimderstandtng, the bird heads i^hown in pi. 3 are those of the common woodcock.

’ Cf. the following instances in which the characteristics of a bird or an animal were desired by the Indians who, in some cases, wore a part of the bird or animal on their persons; the deer (in a decoration), because this animal can endure thirst a long time (p. 125); the hawk as ’’the siurest l)ird of prey” (p. 130); the elk, in gallantry (p. 176); the Ijog, in watchfulness (p. ICO); the owl, in “night-wisdom and gentle ways” (p. 181); the bear, which “though fierce, has given many medicinal herbs for the good of man” (p. 195); the kit-fox, which is “active and wily” (p. 314); the crow, which is especially direct as well as swift in flight (p. 319), and the wolf, in hardihood (p. 388).

« Cf. the piercing: of a child’s ears at the Sun dance in fulfiUment of a similar vow (p. 137).
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were placed two buffalo chips, which were used in lighting the ceremonial pipes. Sweet grass also was made ready for lightmg the pipes. Fresh sage was spread on the ground in the rear of the square, and on this was laid a buffalo skull painted with red lines and having the openings filled with sage. (See pp. 64, 1 85.) The nose of the skull was near, but did not touch the side of the square. Strips of red flannel were tied on the horns. Back of the buffalo skull stood a pipe rack formed of two upright sticks, each having a crotch at the top, between which was laid a cross-bar; the whole was painted blue. This pipe rack was similar to that used in the Sun dance, but the position of the pipe (or wand) was reversed, the bowl of the Sim-dance pipe resting against the forehead of the buffalo skull, as shown in plate 20, while the Hui)ka pipe was placed with the stem toward the skull. If more than one child was to be ” simg over,’ ’ there was a pipe for each, beneath which was laid the white eagle-plume to be tied on the head of the child during the ceremony. The rattle to be used* by the itai)’6ai) leaned against one of the posts of the pipe rack. Against the pipe rack was placed also an ear of com on a stick, decorated in blue as shown in plate 3. It was essential that this be particularly regular in form, with an even number of kernels arranged in straight lines.^ Thus the ceremonial articles comprised the ear of com, the decorated pipe (or wand), the pipe rack and the tuft of white down, and also a bunch of shed buffalo hair which was used in the ceremony. These were provided by the man who performed the ceremony, who kept them wrapped in a red cloth. The preparation of the lodge was completed by the erection aroimd it of a barricade of hides, so placed as to keep spectators at a proper distance.

The Teton Sioux were not originally an agricultural people, and the use of com in this ceremony formed the subject of considerable inquiry. In response to this inquiry the writer was told the following legend of the coming of the com, which, in its final form, is given in the words of the interpreter, Mr. Higheagle:

There was an old couple living on the bank of a river. They had been married a long time, but did not have any children, though they had often asked \Vakag^tai)ka to send them a child. This special request was always made when they were in the sweat-bath booth. On one of these occasions, while they were praying, they heard some one outside saying that their prayer had been heard and would be granted on the following morning. They were very much pleased and felt overanxious.

On the next morning the old man went out, and there, right in front of the door, peeped out of the ground a greenish opening of some seed — out of the ground. The old man was very much excited, and, not knowing what to do, they both went into the sweat-bath booth and asked what they should do. As before, they heard a voice

1 Articles for ceremonial use were required to be as perfect as possible. Cf. choice of the buffalo skull, and the tree for the sacred pole, in the Sun dance (pp. 102, ill), abo the ax used in cutting the tree (p. 112). The sacred stones were regular in outline and untouched by a tool (p. 205). Purity of life was requlrod of leaders in all ceremonies. See abo the statement on p. 173. footnote, that what is genuine should be preferred to what is artificial.
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saying : ’ ’ Fear not. This plant which you behold is going to grow into the moat beautiful child you ever saw. Watch for its development. Take good care of it. Give it plenty of air, sunshine, and water. Let no other plant or shrub grow near it.’’ So they, realizing this was the child they had been desuring, went out and did as they were told. The plant grew up, had green clothing, and beautiful whitkh hair. It grew to be tall. Finally beautiful com, nicely enveloped in green covering, grew out. As soon as the coverings had turned to another color the com was taken out. So from this they concluded that Wakag^tai)ka had sent them something to keep and to raise.

In the old times this ceremony extended through several days, and many ceremonial songs were simg. In its later observance by the Teton Sioux it is said that the entire ceremony was concluded in one day. Only two of the songs were recorded by the writer. •

It was said that at the opening of the ceremony the itaQ^gai) came from the double lodge and started to get the children for whom the ceremony was to be performed. They pretended that they did not know where the children lived and went through the camp singing the following song:

No. 2. Song of Pretended Seanh

Sung by Weasel Bear

(Catalogue No. 64»)

Drum not recorded
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£’-6a tu-kte ti-pi so

WORDS (free translation)

eda^ * I wonder

tukte^ where

ti’pi 80 they live

AMtlyBM. — It is interesting to observe here the rhythmic unit in connection with the use of thei song. As already stated, this is a song of search, the singer going aroimd the camp pretending to seek a certain tent. He hastened to a tent, paused, and then passed on^ repeating this procedure until he came to the tent which was his destination. Thus in the rhythmic unit we find a hurried triplet of eighth notes, foUowed in the next measure by a tone prolonged to the length of four quarter notes. The song is simple in form and has a compass of eight tones, descending from the octave to the tonic. The tones are those of ’the second five-toned scale, and the tonic chord is prominent in the melody. One-third of the intervals are
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minor thirds. Five renditions were recorded with no break in the time; these are uniform in every respect.

When the man (or men) arrived at the door of the children’s home they did not enter at once, but began to tell of their deeds in the past as an evidence of their right to perform the AIo’wai)pi ceremony. Without this narration they would not be allowed to enter and get the children, as none but those who had in the past, and who still had, the necessary qualifications could perform this sacred rite over children.

If the children were small they were carried to the double lodge in blankets on the backs of the itai)‘6ai]. On their way to the lodge the men stopped four times (see pp. 78, 83, 113, 116, 167, 328) giving the’‘wolf howl”, which was used to signalize approach. When they reached the double lodge the itai)’6ar) sat in the place of honor, back of the pipe rack. There might be one man for each child who was to be’^sung over,” and each of these men had his own pipe, or wand, which was placed against the pipe rack.

Describing the enacting of the ceremony for his two daughters, Weasel Bear said :

Everyone could see the old man as he painted the faces of the girls. He painted a blue line from the hair-parting down to the end of the nose, then across the upper part of the forehead and down to the cheek, ending at a point opposite the end of the nose. Red stripes could be added after the blue paint had been put on the face. The red stripes were narrow, extending downward from the line across the forehead and being the same length as the vertical blue lines. Additional red stripes could be added at any time by a person qualified to do it, a horse being given for the right to wear two or three more stripes.

On many important occasions this decoration of the face was used by those who had the right to use it. A white eagle plume was fastened in the hair of a girl whose face was to be painted. In plate 8 is shown a spirit post decorated with the plume which was worn by the daughter of Weasel Bear in the Alo’warjpi ceremony, described by him; the tip of the quill was covered with duck feathers similar to those used on a Sun-dance pipe. With the eagle plume was fastened a strand of horse hair colored red, the whole being suspended by a narrow strip of hide, so that it hung lightly.

Continuing his narrative, Weasel Bear said:

After the faces of the girls were painted the itag^6ag stood with his rattle in his right hand and the decorated wand in his left, and waved the wand over them as he sang the following song. E loh girl held in her hand a decorated ear of corn as the song was sung. [This scene is shown in a native drawing on cloth made by Jaw (pi. 4).]
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No. 8. Ceremonial Song

Stmg by Weasel Bear

Voici J=:52 Dbum not recorded

Le hai) -ka

ye e le huq-ka a ya ya le

huij-

^&

ka ya ya ya

le

?

hui) - ka ya ya ya e - cb,

waQ-ka-tu kii) le hug -ka ya ya ya le hui) - ka

(First rendition)

le huz)Oca this honored one

eda^ behold

wai)kai)^tu kii) you who are above

(Second rendition)

le hug^ca this honored one

e6a/ behold

maka^ kig you who are in the earth

( Third rendition)

le hug^ka this honored one

e6a/ behold

wiyo^peyata you who dwells where the sun falls (west)

(Fourth rendition)

le hug^ca this honored one

e6a^ behold

wazi’^yata you whodwellinthehomeof the giant (north)

(Fi/Ui rendition)

le hug^ca this honored one

e6a/ behold

wiyo^yagpata you who dwell where the sun continually

returns (east)

(Sixth rendition)

le hug^ka this honored one

e^’’ behold





itx/kagata you who dwell in the direction we face with

outstretched arms (south)
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Analysis. — ^This song contains only the tones of the minor triad and fourth. Similar tone material is foimd in so many of these songs that it deserves special observation. Reference to Table 6 shows that it constitutes the tone material of 12 per cent of the songs, this being the largest proportion except that of the second five-toned scale (13 percent) and the fourth five-toned scale (18 percent). There are two ways in which this tone material may be regarded — as a minor triad with the fourth as a passing tone and as a combination of tones leading toward the second five-tone scale. If the first be the correct standpoint, we may expect a large proportion of songs containing either the minor triad alone or with some other tone used as a passing tone, but such is not f oimd . We note only 1 per. cent containing the minor triad alone, and less than 1 per cent with another tone as a passing tone. Regarding the matter from the second standpoint, we note that the percentage of songs on the second fivetoned scale is less than that of those on the fourth five-toned scale. It is observed, however, that the proportion of songs containing the major triad and sixth is 12 per cent. This bears the same relation to the complete fourth five-toned scale that the minor triad and fourth bears to the complete second five-toned scale. In this connection, see Bulletin 53, pages 4-5. Tests and comparisons similar to the foregoing are presented merely as suggestions for the practical use of the present method of analyzing Indian music.

Like the preceding song, this has a compass of 12 tones, beginning on the octave and ending on the tonic. It is, however, harmonic in structure-, while the preceding is melodic. The proportion of minor thirds is larger than in the preceding song, constituting about 39 per cent of the intervals. As in the preceding song, the vocables were slightly emphasized, and the words of the many renditions were distinctly sung. Neither this nor the preceding song contains a change of time. Only 23 per cent of the 340 Chippewa songs are without change of time, and this continuity appears in only 10 per cent of this series.

After the ceremony (which, as aheady stated, was not studied in detail by the writer) the decorated pipe (or wand) and the com became the property of the child for whom the ceremony had been performed. In departing with the children the Itag’cai), pausing four times, gave the long “wolf call’’ which had signalized their approach to the ceremonial lodge. Liberal rewards were given those who performed this ceremony. Weasel Bear stating that he bestowed three horses and a pipe on the old man who painted and ’’sang over” his daughters.

The celebration of this ceremony placed a child in a highly respected position in the tribe. Such a child was regarded as possessing that which would “make it nothing but good in every way,” and was “recognized by all as ranking above an ordinary child.”
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DECORATED ROBE
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A young girl for whom the Alo Vaqpi ceremony had been performed might wear a calfskin robe similar to that shown in plate 5. The decoration on this robe indicates that the wearer had taken part in the Hugka ceremony, and also that h^ relatives had been successful in war. Red, bhie, and yellow are the colors used in the decorations. It was said that ’^red represents blood, blue is a ’blue cloud/ indicating success, and yellow is the color of the sky at morning.”^ The stripes on the Bead of the calfskin are red and represent the Hu^ka stripes painted on the face of the child for whom the ceremony was performed. The two lines bordering the entire decoration are blue, and the space between them Is yellow. Near the left margin are red lines, said to represent a spider’s web. The crescents along the right margin represent the phases of the moon, blue being used to repres^it a quarter moon and yd a full moon. These are the phases in which the child’s relative engaged in the war expeditions noted in the decoration of the robe. Next to this border are parallel lines, the dots on which repres^it the number of camps made during a certain expedition. The panel in the center of the robe represents the ** warrior’s path.” A war party with eight camps is here shown, each round dot representing a camp. Such a robe could be made only by a woman whose relative had been successful in war. The robe illustrated was made by the wife of Dog Eagle. (See p. 349.)

The Ceremony op Spirit-keeping’ (Waki’6a6api)

In the old days a Sioux, filled with grief at the death of a near relative, might prolong his period of mourning by “keeping the spirit” for several months or a year, and then “letting it go” by means of a certain ceremony. This was a custom which exacted a great deal and which, having been begun, must be carried out consistently, either by the man who undertook it, or in the event of his death by his nearest relative. A man considered this before he announced his intention of “keeping the spirit” of a relative. He considered the fact that for many months he could not hunt, nor go to war, nor share in the social activities of the tribe, and he also coimted the cost of gifts which he must distribute at the feast for releasing the spirit. If he felt that he could meet these requirements he made known his decision, and those who wished to join him were at

liberty to do so, each providing a “spirit bimdle” (vxma^gi wapa^ta)

■ - —

1 Other symbolisms mentioaed la this work are as follows: The white buffalo robe used in Bu^ka oer^ mony (p. 80); colors— rod, blue, yellow, white, and black (p. 124); ascending smoke of sweet gran (p. 127, footnote); a hoop (pp. 130,205); water, (ire, and steam (p. 167); outline and structure of the sacred stones, by Chased-by-Bears (p.aOS); by Brave Buffalo (p. 209); ^hand (p. 330). The symbolism of the <’earth space” is given on page 122. footnote.

I See In this oonneetion Fletcher, Alice C, The Shadow or Ghost Lodge: A Ceremony of the O^nUala Sioux, Peobody Mu». Rtps., m, Nos. 3, 4, pp. 296-307; also Dorsey, James Owen, A Study of Siouan cults, in Eleventh Rep. Bur. Ethn., pp. 487-89, 1804.
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to represent the spirit of a relative, and also his share of food and gifts for thd final feast.

The Ceremony of Spirit-keeping, like the Alo Vaijpiy had its inspiration in the Coming of the YHiite Buffalo Maiden, and everything was done in accordance with her instructions. The manner of studying this subject was similar to that used in connection with the two preceding chapters. The spirit of a child was ’’ kept ” more frequently than that of a grown person, and the writer’s first work on this ceremony consisted in taking down a narrative by Weasel Bear (inter- preted by Mrs. McLaughlin), in which he told of keeping the spirit of a little daughter. A year later this narrative was discussed by Bear Face^ and other old men (Mr. Higheagle interpreting), and many points were added. In its final form the first part is based on a narrative by Bear Face, while in the jitter part the information given by Weasel Bear has been incorporated, together with details supplied by other reliable informants.

(jonceming this ceremony Bear Face (MatoMteO said:

It is one of the great undertakings of the tribe, not simply in the honor which surrounds it, but because of the work and obligation it involves, so that a man who can cairy this through successfully is recognized by the tribe as a man who is qualified to fulfill laige responsibilities.

Bear Face said that his first spirit keeping was for a son who died at the age of 15. The body of the boy was placed on a scaffold, and his best horse was killed beneath it. Before this was done the father decided to keep the boy’s spirit and so announced to the tribe. He requested a man whose record was without blemish to cut a lock of the boy’s hair to be put in the spirit bundle. The man came at his request, and before going near the body of the boy he purified his hands and also his knife with the smoke of sweet grass. When about to cut the hair he made three motions as if to do so and then cut it with the fourth motion. (See references on p. 74.) The lock cut was over one eye. When the hair had been cut it was wrapped in red cloth. (The remainder of the narrative is a compilation from several informants.) If desired, some article which had been worn next the body of the child could be used instead of a lock of hair. Thus Weasel Bear said that when keeping the spirit of his little girl, he used the ornaments which she had worn on her hair as the central article in the spirit bundle.

MUiT wrapping this selected article in red cloth the proposed spirit-keeper took the little packet in his arms as if it were the body of a child and rode around the camp circle, lamenting the child’s death. This was his annoimcement to the tribe that he had taken upon himself the responsibilities of a spirit-keeper (vxina’gi yuha’pi) and wished to be considered as such . Afterwards a decorated case was


Bmr FaM died Id December. 1914.
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brought, and in this was placed the packet containing the hair, also sweet grass and the shed hair of the buffalo. This case was wrapped in red cloth. The spirit-keeper or his friends then selected the straightest pole they could find, pine being preferred for the purpose. This pole was erected outside his door, and the spirit bimdle was tied on it. The bundle was supposed to stay there four days and nights before being taken down. During these four days a special wrapping {wi’daike) of soft-tanned hide was made for it, and feasts were given to those who had kept spirits. At the end of four days the bundle was taken down by men who had kept spirits, and was placed in its wrapping, which was elaborately decorated but had no sewing about it. With it were placed articles intended as gifts to those who took part in the ceremony. Small articles were placed in a decorated case and large articles, as pieces of red cloth, were folded smoothly.

Plate 6 shows a ‘’spirit wrap’’ and a braid of sweet grass which was placed in the spirit bimdle*. Mrs. James McLaughlin said she ’’purchased it 30 years ago from Black Moon’s mother, who said it was then about 80 years old and had been used in keeping the spirits of her grandfather, her mother, and other relatives.” The porcupine quills on it were dyed with native dyes, and the wrap is so fragile that it had been used in recent years as an inner instead of an outer wrapping. A braid of sweet grass was usually placed in a spirit bundle, and an old one had been preserved with this wrapping. According to Mrs. McLaughlin, beads were seldom used on any of the wrappings of a spirit bundle, as beads were unknown among the Sioux when the White Buffalo Maiden came to them.

After the spirit bundle was complete they prepared three stakes, painted red and decorated with quill work, also decorated thongs with which to fasten the bimdle in place. Two of the stakes were tied together near the top, and the bundle was tied across them, the third stake being used as a support for the other two, which faced the door of the spirit-keeper’s tipi. The tripod was about 6 steps from this tipi, which was known as wana’gi ti’pi, or “spirit lodge.”

When the tripod had been put in place they made a decorated case (pay) of soft-tanned hide. In it were put gifts for the itai)’£ai) who would have charge of the final ceremony. These gifts, which were gradually collected, comprised needles, awls, knives, tobacco, and sometimes as many as 50 pipes. In the tipi, between the fire and the place of honor, a certain area of the earth floor was ” mellowed.” This was round, not square as in the Hui)ka and the Sun dance. In the center of this space was placed a buffalo chip, and beside it two implements (pi. 7) made of wood, about 3 feet in length, one broad at the end and the other pointed. When sweet grass was to be burned it was the custom to use the pointed stick in pushing a
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ooal on the other implement, with which it was lifted and laid on the buffalo chip. The spirit-keeper and his wife wore no ornaments dui^ ing this period, and their faces were painted all the time. Their manner was always quiet and reverent, as though the body of the relative whom they mourned was in the lodge. It was expected that those who kept a spirit would hold charitable thoughts toward everyone in the tribe, and all unkind or harsh words were forbidden in the spirit lodge.

The tripod and spirit bundle were brought into the lodge at night and also in bad weather. The bundle was laid in the place of honor and treated with great respect, no one passing between it and the fire. Weasel Bear said: ’’At evening I burned sweet grass and my wife passed her hands over the smoke, rubbing the fragrance on her face» hair, hands, and neck. Then she took the tripod in her arms and carried it into the tipi, turning toward the left as she entered. In the morning she again made herself fragrant and took the tripod and its burden outside thb lodge.*’

The tiling most desired was that a man might have the robe of a whit^” buiFi^ to spread in the place of honor. On this the tripod and spirit bundle would rest when they were in the lodge. Such a robe signified that the spirit being kept was pure, and that all the articles coimected with it had been purified. No one was allowed to touch the robe with bare hands nor pass between it and the fire. The onbr person penmtt<Hi to touch it was a medicine-oian who was known to be qualified for the act. Bear Face said that he had such a robe when he kept the spirit of his son, and that the only peison aUowed to touch or move it wa» a man. whom he engaged, who was noted for this ceremony. If ho needed help he was obliged to call on some one as fuUy qualified as himself and to give him half of the compeiksation for siK^ servici^sL The only exception k in favor of children who have been through the llui)ka ceremony. These children may lift the while buffalo robe and carry it out of the Kxl^ when the ceremony i> finished.

Wen^ Bear s^ivl further that duriiii: the period of keeoing a spirit tihe contetil5ji of ht Kvfcre were supixtikxi to boloni: lo ihe tribe. Thus if a man cmme to hi? KxU^^ sayir^. ** 1 have come for some of my tobacco and wd wilkfcw/’ he irave hi:u what he re^uirvd. Weasel Bear conlinoed his narrative as folk>ws:

U^ :jr a jbixt twfc* i^>vc>- iv. ir^-i :: ht w.3Cl^ t.^ ^vew :]r .-n* a: r^-’ –^ ’’a? *-

»iutv «%» a^^«r .x::i.:^\i- V’lc ir,* …si »i :-.ll br* ccv: titv. it i.:. -^r ±:v a -ir^ t <•«%’ w-wr. w^«i ai> cc.^o c.*m -^-j::.: ire :x\v; 4«r.:^-3
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SPIRIT POST
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released her q>irit. During that time we collected maay giiiB for the final feast. Our relatives helped us in this, the women making many articles with their own hands. As I was withheld from the ordinary duties of life I had a man called v)& we&i itaff^6a9 (literally ’^ laborer leader”), who carried messages for me, kept ns supplied with wood and water, swept the lodge, and kept clean the space around the spirit bundle. He also cut red willow l6aV9a^9a] and dried it, so that I would have plenty to give away at the final feast.

The man who kept a spirit was frequently invited to feasts of the Yuioiis societies Mid was expected to attend them. It was understood that if valuable presents were being given away he would be first to receive one. In return for these favors he mvited the-societies to attend the feasts, which were held outside the lodge, wh^ the time came for releasing the spirit. The time for keeping a spint varied from several months to a year or even longer. At the expiration of this time the final ceremony and feast were held. This was called rvaki* 6aga, meaning the act of completing the undertaking. All the band gathered for the event and the various societies had their special tents. The societies took a prominent part in such features of the spirit releasing as took place outside the lodge, but th^ members did not enter the lodge imless they were men who themselves had kept spirits.

If several spirits were to be released, the man who first announced his intention of keeping a spirit was considered the leader of the spirit-keepers. Early in the morning, on the day of the spirit releasing, he sent a filled pipe to an old man who was to be master of the whole ceremony and who was designated a’iaya iiay’6ay. • Weasel Bear said: ’*On that day I was to lay aside all signs of mourning, so I painted myself gaily and put on all my finest attire. I was only 28 years old, but I had won a war-honor feather and I wore it that day. My wife arrayed herself like a yoimg girl.” (See reference to the bright adornments in the Ceremony of Restoring the Mourners, in Bulletin 53, p. 153.)

One man was selected for each spirit; he was known merely as itari’cai),^ and was a man who had kept the spirit of a relative. It was his duty to prepare the ‘’spirit post’’ {vxma’gi geU’pi) and to perform other parts of the ceremony pertaining to the individual spirit in whose service he had been employed. The spirit post was made in the spirit lodge. According to Weasel Bear cottonwood was generally used for this purpose (cf. pp. Ill, 118), and the man who made it always sat with his face toward the east and whittled upward) moving the knife away from him. Before doing this he purified his hands and knife with the smoke of sweet grass. A post for a child’s spirit was smaller than for that of an adult. The post shown in plate 8 is 35 inches long; this was made by Weasel Bear to


See p. 70, footnote.
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represent the one used when the spirit of his little girl was released. The features of the face are worked with beads on buckskin^ and the lines of the paint are those which would be used for a girl who had been through the Alo’wagpi ceremony. The feather is that worn by- Weasel Bear’s daughter when she was ’’sung over” in that ceremony. Both the lines and feather belonged to a daughter somewhat older than the one whose spirit he kept. When the features had been delineated on the posts each itai)’dai) opened the case (pay) containing the articles of clothing to be placed on the posts. These, which had been previously exhibited outside the lodge, were garments worn by the person whose spirit was to be released. After the cer^nony these garments were given to the man who painted the post.

After the dressing of the posts the woman in charge of the cooking brought food, a plate of which she put in front of each spirit post, after purifying the food in the smoke of sweet grass. Taking a roimd piece of poimded meat, each itai)‘6ai) held it to the painted mouth on a spirit post. At this time any orphan in need of help might appear and ask in the name of the spirit to be released, that it be fed and cared for. Such a request was never refused. Any others in need of help might make an appeal at this time, four opportimities being given during the’’feeding of the spirits.”

When this was finished within the spirit lodge there was a distribution of gifts to the people in the camp. These gifts had been accumulated by the family of the spirit-keeper and already had been exhibited to the people. Weasel Bear said that his wife put up frames for this purpose, laying poles across forked stakes and hanging belts, moccasins, leggings, and other articles on the poles. At this time the spirit-keeper sent gifts to the societies, who preserved order in the camp. A gift to a society was said to be some- thing about equal in value to the gifts which the spirit-keeper had received from that society, and to be something which could be divided among the members. Thus Weasel Bear said that he gave a war bonnet to the Tokala society, and that the feathers were distributed among the men. There was much feasting in the camp and this was an occasion on which prominent families announced publicly the names which they had given their children, or had the ears of their children pierced in the same manner as at the Sun dance. (See p. 137.)

The ceremony within the lodge was not studied in detail. Only former spirit-keepers were allowed to enter, and the man selected as a’taya itay^Satf was “prepared with proper songs and prayers and was also qualified to give lamentations for the dead.”

If a white bu£Falo robe were used, song No. 1 was sung. Mention has been made of a filled pipe placed beside the round space of mellowed earth in the spirit lodge. A man was appointed to light this
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pipe, and was known as itay’dai) iya’tar) Id’yapi, or ‘deader who lights the pipe.” This man put lighted sweet grass on the buffalo chip which lay on the mellowed earth. He did not do this with directness, but, lowering the grass a short distance, he paused for a moment; then lowering it farther, he paused again, making four downward motions, after which he moved it four times in a circle,’‘with the sun,” and placed it on the buffalo chip. The a’taya itai)’<5ai) held the pipe in the ascending smoke and repeated the words which the White Buffalo Maiden said to the Sioux when she appeared to them. This ceremonial speech was not recorded, as none of the writer’s informants on this subject were able to repeat it.) The a’taya itai}’<5ai) then turned the pipe and held it as if he would smoke it. Having done this three times, he put it to his Ups, ready for lighting. More grass was put on the buffalo chip, and the man who was to light the pipe rubbed the fragrant smoke on his hands and face, after which he lit the pipe and the a^taya itaq’dai) smoked it freely. Weasel Bear said;

After he had smoked for awhile I sat down close to him and he pointed the stem of the pipe toward me, saying, ‘’Young man, you are going to smoke this pipe. It was hrought to ua hy a woman, and drawing it wiU lead you to be as straight and tnithful as the “Stem of the pipe.” I smoked it without touching the bowl, and the old manln taking it from me passed his hand downward over my face. The pipe was then passed around the lodge, going toward the left. When it was smoked out itai)’^dai) iya’^tag ki^yapi took it and three times pretended to empty the ashes on the buffalo chip, emptying them with the fourth motion.

During the day of the ceremony the spirit bimdles lay beside their respective spirit posts. The actual release of the spirits came when these bundles were opened. This was done by the a’taya itaQ^dai).

Weasel Bear said:

He did not take all the wrapping from a spirit bundle at once. He removed a poT^ tion and then made a brief discourse, doing this in such a manner that there were four acts of unwra][>ping, the last one occurring about an hour before sunset. Then he unfolded the last wrapping and let the spirit of my child depart.

The lock of hair, or other object which formed the nucleus of the spirit bundle, was kept by the family, and the itaQ^daij kept such articles from the bundle as he desired, the remainder being distributed among the people in the lodge. The spirit-keeper and his wife then gave away practically all they possessed except the clothing they wore.

If the principal spirit-keeper made use of a white buffalo robe in the spirit lodge there was much interest at the close of the ceremony in seeing who would have the honor of carrying it out of the lodge. A man having the necessary qualifications might do this, and children who had been through the Alo Vagpi ceremony might take hold of it and help him carry it. The qualifications included uprightness of life and the former possession of a white buffalo robe. Outside the lodge a crude
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efEgy of a buffalo had been erected of small trees. After being carried from tiie lodge the white buffalo robe was laid over this framework, and on it were placed valuable garments, as an elk-tooth dress or an eagle war bonnet. The white buffalo robe, together witii the artkdes placed upon it, were given to the society which had given most assistance to the spirit-keeper. In every society there is one man who is qualified to take charge of such a robe if the society decides to keep it intact, and such a man may make drawings on it. The society is at liberty, however, to cut it in pieces and divide it among the members, or to sell it i£ so desired. Weasel Bear said:

When it was time for the people to depart, the itat)^6ai) went first, canning his share of the bundle in which for so long I had detained the spirit of my little daughter. My wile stood at the door of tilie tip! and said to the people, ’ * if you have no leather you may cut up this tipi.” llie women came like a rush of wind and cut up the tipi very quickly. My wife even let them have a little tipi in which wekept our cooking utensils and other things not connected with the spirit-keeping. They even took away the tipi poles. Nothing was left except the grass on which we stood and the little spirit post. My wile and I had parted with everything. We walked side by side, and I thought with scMue regret of all I had given away. We went and sat down under a tree in a deep study.

That evening one of our relatives came and put up a tlfft, led us to it and said. “This is your home.” Others brou^t kettles, blankets, provisions, and clothing for vs. Our relatives did all this for us, in order that we might begin our lives again.

After a time the camp moved to another place and we left the spirit post standing there. No matter where we were, if a woman came and said, ‘’I cleared the ground aroimd your daughter’s post,” my wife would give her food. Sometimes, if there is a spirit post in the camp, a person who is hungry will go and clear the groimd around the post. The relatives of the dead person will see this and cook food and carry the kettles to the place, that the hungry may eat and be satisfied. But if a spirit-keeper so desires, he may, after a certain time, take up the spirit posted bury it.’ ’

After finiahiTig his narrative, Weasel Bear add^: ‘’AH this came to us through the white buflfalo and is one of. t3ie reasons why everything connected with the buffalo is s6 highly regarded by us.’’

The Sun Dance

In the myths of the Indians, as in the mythology of ancient peoples, the sun was a prominent figure. Doctor Swanton * states that “the Natchez believed the universe to be filled with spirits in human forms, and that there were diflFerences in power among these, the most powerful of all being a sky deity resident in or connected with the Sim.” Many other tribes held a similar belief, and the worship of such a deity was widespread among the Indians of North America. This worship assumed various forms, presenting contrasts in many important characteristics. The Sun dance was a

1 Indian Tribes of the Lower MissiBslppi Valley and Adjacent Coast of the Gulf of Mexico, Btill. 43, Cur, Amer. Ethn., p. 174, 1911.
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ceremony whose observance was limited to certain Plains tribes.^ In the Sun dance the Indian considered that he offered to Wakai)tai)ka

1 Soe bibliography, pp. 86, 87, footnote, of this work, also article Sun Danee, by O. A. Dorsey, in Handtiook of American Indians, pt. 2, p. 649.

tThrooghout this work the term Wakaq’taQka will be used in preference to the term Great Spirit, whieh is oonmionly accepted as Its English equivalent. The word Wakaz)‘tagka is composed of walutp (mysterious) and tof^ (snat). There is nothing in the term to suggest’’spirit,*’ the Sioux having other words to express ihat idea. The statement has been made that the term WakaQ’tagka, as well as the idea which it is used to express, is a result of the teachings of miMianarie6,the native religion being a worship of Ta’knwakai) , a numen or a mysterious thin^ (hence a spirit or divinity). Rev. J. Owen Dorsey, who went among the Slouan tribes first as a missionary and afterwards as a philologist, wrote: ’’The mii»fitnnn.riwij, not the laymen, are the ones who make the positive statements about the absence of a belief in one Great Spiri);. (See EkvenihRep. Bur, Ethn., p. 432.) Duringseveral seasana’work among the Teton Sioux the writer has made diligent Inquiry conoemhig this matter, and the unvarying opinion of the old men is that the Sioux have always bellex^ed in Wakag’taqka. The exact signlflcanoe of the term In the mind of the Sioux Is as difficult to formulate as the exact meaning of the word God In the mind of Christians. (See p. 96.) In old times the term WakaQ’taoka was not used in ordinary conversation, because it was held too sacred to be spokoi except with due reverence and at a proper time. In this connection it will be recalled that many tribes of Indians avoid mentioning a man’s name, especially in his presmoe. That which remains unspoken most be considered in the study of any deep phase of Indian thought. A full and complete expression is not in accordance with Indian custom. The unspoken element may be a matter of mutual understanding, no indication of which appears in words, or it may be something which is Indicated in sueh a manner as to be intelligible only to those for whom it Is intended. Thus there is a “sacred language’ ’ tised by medi> dne-men in which familiar words take on an occult meaning. (See p. 120, footnote.) In attempting to express the meaning of the word wakay the following statement was made to the writer by several old Indians, after consultation:” An ordinary man has natural ways of doing things. Occasionally there Is a man who has a gift for doing extraordinary things, and he is called wakap. Although this is a supernatural gift, he can use It only by effort and study. A man may be able to do things in a mysterious way, but none has ever been found who could ommiand the sun and moon or change the seasons. The most wonderful things which man can do are different ft’om the works of nature. When the seasons changed we regarded it as a gift from the sun, which Is the strangest of all mysterious wdkav powers.” ^See p. 96.) In another consideration of the subject it was said: “We use the words taku tpaka’p for anything which we can see for ourselves has mysterious power. Thus a pipe is taku (something) wdkap, tot with it supplications mayt be made and good obtained. We can not see the thunder, and we say it is wdkap, but we see the lightning and we know that the thunder and lighting are a sign of rain, which does good’ to the earth. Anything which has similar power is wakap, but above all is the sun, which has most power of all.” Other conversations, similar to the preceding, expressed the convIctioD in the minds of the Sioux that their people had always believed in a mysterious power whose greatest manifestation is the sun, and that WakaQ’taQka was the designatlan of that power. The belief in lesser “deities” will not be considered at this time.

The following citations indicate the manner in which Wakaq’tagka is regarded by the Sioux: Should be reverenced (p. 88); “I conquered by the help of WakaQ’taqka” (p. 96); ” Wakag’taqka, pity me” (p. 135); is to be petitioned reverently (p. 184); provides food (p. 185); is maker of all (p. 208); WakaQ’taqka represented by sacred stones (p. 214); medicinal herbs are a gift from WakaQ’taqka (p. 268); is all powerful (p. S7) ; is a help in sickness (p. 275); gives success (p. 341). See also prayers to Wakag’taQka, p. 95, footnote. The following authorities on this subject may be consulted, some holding opinions differing from the above statement: Rev. G. H« Pond, writing in 1866, said: “Evidence is also wanthig to show that the Dakotas embraced in their religious tenets the idea of one Supreme Existence, whose existence is expressed by the term ’ Great Spirit.’” ( ColU. Minn, Hi»t. Soc., vol. 2, pt. 3, p. 33, 1867.) Rev. 8. R. Rlggs mentions nine ” Dakota gods,” saying, “this enumeration of the Dakota gttds is not intended to be exhaustive.” (See Rlggs, Stephen Return, Tah-koo Wah-kan’, pp. 61-75, Boston [I860]; also, by the same author. The Theogony of The Sioux, in Amer. Antiq. for April-June, n, No. 4, pp. 265-70, 1880, in which the elements of earth, air, and water have each a special deity.

Among certain Slouan tribes the term toakap’da was used. Conoemingthis word Dr. W J McGee says <* The idea expressed by the term . . . can not justly be rendered into ‘spirit,’ much less into ‘Great Spirit’ … It appears that, in so far as they grasped the theistio concept, the Sioux Indians were polytheist; that their mysteries or deities varied In rank and power; . . . and that their dispositions and motives resembled those found among mankind.” (ICcGee, W J, The Slouan Indians, In Fifteenth Rep. Bur. JEXftn., pp. 182-83.) Miss Fletcher states that among the Omaha and Ponca tribes the word toakap’da was used to designate a “mysterious power or permeating life,” and that “this word is now used to designate the Deity.” (Fletcher, Alice C, The Emblematic Use of the Tree in the Dakotan Group, in Proe. Amer. Aeeoc. Adv. Sci., 1896, p. 193, Salem, 1897.) Seo also Fletcher and La Flesche, The Omaha Tribe, In Twentif^eventh Rep. Bur. Amer. Ethn. pp. 597-599, Washington, 1911; Fletcher, Wakondagi, in Amer^ Anthr.f xiv., pp. 106-108, Lancaster, 1912.

4840*»— Bull. 61—18 8
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what was strongest in his nature and training — ^namely, the ability to endure physical pain. He did this in fulfillment of a yow made in time of anxiety, usually when on the warpath. Strange as it may seem, the element of pain, which ennobled the ceremony in the mind of the Indian, was a cause of its misunderstanding by the white man. The voluntary suffering impressed the beholder, while its deep significance was not evident. It is probable that no Indian ceremony has been misinterpreted so widely and so persistently as the Sun dance. V. T. McGUlicuddy, agent at Pine Ridge, S. Dak., wrote in his report for 1882: ‘’The heathenish annual ceremony termed ’the Sun dance^’ will, I trust, … be soon a thing of the past. ” * James G. Wright, agent on the Rosebud Reservation, in the same State, characterized the Sun dance as an ‘’aboriginal and barbarous festival.’^ ’ The stand point of the Sioux concerning the Sun dance is indicated by the following statement of Red Bird, a thoughtful member of the tribe. In describing the Sun dance to the writer he said:

There is a great deal in what a man helieves^ and if a man ‘0 religion is changed for the better or for the worse he will know it. The Sun dance was our first and our only religion. We believed that there is a mysterious power greater than all others, which is represented by nature, one form of representation being the sun. Thus we made sacrifices to the Bun| and oiu* petitions were granted. The Indians lived longer in the old days than now: I would not say this change is due to throwing away the old religion; there may be other reasons, but in the old times the Sun dance was held annually and was looked forward to with eagerness. I believe we had true faith at that time. But there came a year when *’ the sun died. ” There was a period of darkness,’ and from that day a new religion came to the Indians. It is the white man ’s leligion. We are timid about it, as wc are about the other ways of the white man. In the old days our faith was strong and our lives were cared for; now our/at^ is weaker, and we die.

The ceremony of the Sun dance varied among different tribes.*

I Tnd. Af. Rep. for 1882, p. 39, 1882. • Ibid, for 1888, p. 82, 1886.

s[The Indians stated that this referred to an eclli»e of the sun in 1868, but the reference Is probably to the total eclipse which took place August 7, 1869.] « Concerning the Sun-danoe customs of various tribes the following authorities, among others, may be

consulted: Among the Sioux: Fletcher, Alice C, The Sun dance of the Ogalalla Sioux, in Proe. A mer. A$9oe. Ado. 8ei., 1883, pp. 680-84,

Salem, Mass., 1883.

Description by Bushotter, in Dorsey, George A., A Study of Siouan Cults, in Eleventh Rep. Bur. Ktkn., pp. 4Sf)-M. Also description by Capt. John O. Bourke, U. 8. A., ibid., pp. 464-66.

Clarke, W. P., Indian Sign Language, p, 361, Philadelphia, Pa.. 1885.

Catlln, George, The Manners, Customs, and Condition of the North American Indians, I, pp. 232, au,

London, 1841. Lynd, James W., Rdigion of the Dakotas, In Cbtft. HUt. Soe. JOmi., vol. 2, pt. 2, pp. 78, ’79, St. Paul,

Minn., 1865. Pond, G. H. (quoting from Rev. S. R. Riggs),I>akoU Superstitions, Ibid., pt. 3, pp. 46-49, 1867. Beckwith, Paul, Notes on Customs of the Dakotahs, in SmUhMm. Rep. for 1886, pt. 1, p. 250, 1889.

Among the Crows:

Lowle« Robert H., The Sun Dance of the Crow Indians, In A mer. Mtu. NU. Hist., Anthr. Paper; xvt,

ptl, New York, 1915.
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The form of the ceremony herewith presented is that of the Sioux on the Standing Rock Reservation, in Dakota, a majority of whom belong to the Teton division. In old times the tribe was so large and so widely scattered that Sun dances were held at more than one locality, the Teton and Yanktonai nsuaUy imiting in a ceremony, which was held on the western portion of the Dakota prairie. Thus their traditions of the ceremony have much in common, while the ’Sun*dance customs of the Santee, Sisseton, and other divisions of the tribe living toward the east, present many radical differences.

THE SUN DANCE OF THE TETON SIOUX

The writer’s study of the Sun dance was made in 1911 among the Teton and Yanktonai Sioux on the Standing Rock Reservation, in North and South Dakota. The principal part of the woris was done in a series of conferences covering a period of several weeks, these being held at the Standing Rock Agency. Fifteen men took part, and about 40 others were interviewed. These informants, who were carefully selected, lived within a radius of about 80 miles. Below will be found a brief sketch of each of the men who took part in the conferences. Ten are of pure Teton blood. Several of these men have been prominent in the history of the tribe and its negotiations with the Government. With one exception — a noted warrior who took part in the battle known as the Custer massacre — they were friendly to the white men during the troublous days on the frontier. Six of the men have steadily refused to be influenced by the missionaries and still retain the native religious bolicfs.

Among the Cheyenne:

Dorsey, George A., The Cheyenne, pt. 2, in Pubt. Field Col. Mu*., Anihr. ser., ix, No. 2, Chicago, 1005.

Hayden, F. V., Contributions to the Ethnography and PhHology of the Indian Tribes of the itiskoiir) Valley, p. 280, Philadelphia, 1802.

Mooney, James, The Cheyenne Indians, in Memt. Amer. Anthr. A990C., vol. 1, pp. 360, 417, Luicaster, Pa., 1905-1907.

Among the Arapabo:

Dorsey, George A., The Arapaho Sun Dance; The Ceremony of the Offerings Lodge, op. cit., iv, 1903.

Among the Poncft:

Dorsey, James Owen, A Study o( Siouan Cults, in Eleventh Bep. Bw. Ethn., p. 878, 1894

Among the Kiowa:

Soott, Hugh Lenox, Notes on the Kado, or Sun dance of the Kiowa, in Amer. Anthr., xiUf No. 3, pp. 345-79, Lancaster, Pa., 1911.

Among the Mandan :

Catlin describes and Illustrates a ceremony similar in sonw respects to the Sun donoe, under the title “Annual Religtoos Ceremony;” see Catlin, op. cit., pp. 155-77.

This ceremony is also described as the ” Okippe” of tlje Mandan by Maximilian, Frinoe of Wled, in Travels in the Interior of North America (translated from the German by H. Evans Lloyd), pp. 371-78, London, 1893.

Among the Blackfoot:

Wilson, R. N., The Sacrificial Rite of the Blackfoot, in Proc. and Tnn*. Boy- 80c. Canada^ 1909, 3d ser., ▼ol. 3, sec. n, pp. 3-21, Ottawa, 1910.

Among the Minitarl (a division of the Hidatsa):

Matthews. Washington, Ethnography and Philology of the Hidatsa Indians, U. 8. Oeol. and Qtogr. 8urv., Misc. Pub. No. 7, pp. 45, 46, 1877.

James, Edwin, Account of an Expedition from Pittsburgh to the Rocky Moun,tains, performed in the years 1S19 and ’20, under the command of Mi^ . Stephen H. Long, pp. 276, 277, Philadelphia, 1823.

See also articles Sun danct and C^emong by Geozge A. Dorsey in Handbook of American Indians.
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	Itui)‘ka8ai)-lu’ta (Red Weasel), a member of the Teton division of the tribe. Concerning the Sun dance Red Weasel is considered the highest authority among the Teton Sioux. He acted as Intercessor four times, the last occasion being the Sun dance of 1881; the final ceremony held by the Teton in Dakota. He also took part in the dance four times, once by being suspended from the pole and three times by receiving cuts on his arms. In earlier years he was trained for the office of Intercessor (Kuwa’ Kiya’pi) * by Wi-ihaij’bla (Dreamer-of-the-Sun), who died about the middle of the last century. Before giving his information concerning the Sun dance Red Weasel said:



I am not boasting; I am telling you what I myself know and I must speak for myself as there is no man Uving who can vouch for me. What I tell you is what I learned from Dreamer-of-the-Sun, who taught me aa he was taught. Beyond that I can not teU you the history of the Sun dance. Dreamer-of-the-Sun was my uncle. He had many relatives, but he selected me as one who was peculiarly fitted to succeed him if I Uved to grow up. He thus decided to instruct me and began jny training at an early age. One of the first and most important things I was taught was that I must have the greatest reverence for Waka;)^tai)ka. Dreamer-of-the-Sun told me that if I would obey his instructions I would be a help to the Sioux nation, and that, if properly prepared for the duties of the highest office in the Sun dance, I need have no anxiety when filling the office as the proper thing to do would come to my mind at the time. In regard to the songs, Dreamer-of-the-Sim told me that I may pray with my mouth and the prayer will be heard, but if I sing the prayer it wiU be heard sooner by Wakai)^taz)ka. All the prayers which I offered in the Sun dance and which are still in my mind are prayers wliich were taught me by Dreamer-of-the-Sun.

When Red Weasel gave his information concernmg the Sun dance he was about 80 years old and bowed with the weight of his years. He traveled 43 miles by wagon in order to confer with the writer. The sun shone in a cloudless sky while he was at the agency, and his presence was so highly esteemed by the old people that many said, ‘’We have fine weather because Red Weasel is with us.’’


	Mato’-kuwa’pi (Chased-by-Bears), aSantee-Yanktonai (pl.l3) took part in the Sun dance twice as Leader of the Dancers and was present at the final Sun dance of the Teton. His first participation in the dance was in 1867, when at the age of 24 years he had ’’spoken the vow” of a war party. (See p. “QT.) On that occasion as well as at other Sun dances he cut the arms of the men, suspended them to the pole or fastened the buflFalo skulls to their flesh, according to the nature of their vows. He said that he once saw a vision. He was dancing in the Sun dance, and as he looked steadily at the sun he saw



I One of the most Important of the Interoessor’s duties was considered to be the offering of prayers as lepcmentatlve of the people, and for this reason the term “Intercessor” was adopted by Mr. Iliirheagle to designate this office. A majority of English words expressing religious ideas are associatpd ^ itb the t‹M›^hf”eif of Christianity. In many instances, therefore, the native idea must be gained largely from the connection in which a word is used.
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a man beneath the sun, the man’s face being painted red and white.^ Chased-by-Bears died in Februigy, 1915.


	Zintka’la-lu’ta’ (Red Bisld), plate 22, a Teton Sioux, took part in the Sun dance at the age of 24 years, receiving 100 cuts on his arms in fulfillment of a Sun-dance vow.’ His uncle was an Intercessor in the Sim dance and Red Bird was receiving instructions from him with a view to filling that office when the Sun dance Vas discontinued. His uncle’s name was Tada’gula (His Limgs) who died in the year 1868.


	Pei (Grass) y plate 73, bears also the name Mato^-wata’- kpe (Charging Bear); he is best known, however, as John Grass. His father also was known as John Grass, and in addition to this he bore the name Waha^cai)ka-ya’pi (Used-as-a-Shield) ; he was noted as a warrior against other tribes, but was always friendly to the white men. John Grass is a Teton and was a successful leader of war parties against the Mandan, Arikaree, and Crow Indians. When the Black Hills treaty and other treaties were made with the Government he was the principal speaker for the Sioux tribe. Since that time he has constantly influenced his peof^le to adopt the customs of civilization. He has been to Washington as a tribal delegate and for 30 years has been the leading judge of the Court of Indian Offenses on the Standing Rock Reservation. As a young man he was selected to choose the Sun-dance pole, but never made a Sim-dance vow.


	Ituq’kasaq-mato^ (Weasel Beab) is a Teton Sioux. He was once selected to choose the Sim-dance pole but never fulfilled a vow at a Sun dance. He once made a similar vow, which, however, was fulfilled privately. When on the warpath against the Crows he vowed that if he were successful he would give part of his flesh to Wakai)’tai)ka, but did not say ihhib he would do so at the Sim dance. The war party was successful, and on the way home his arms were cut with 100 gashes in fulfillment of the vow, the cutting being done by a man who had taken part in the Sun dance. Weasel Bear is hereditary chief of a large band and belongs to one of its wealthiest families. As a yoimg man he w^ successful in war, a prominent member of the White Horse Riders, and a leader in the grass, dance. When negotiations with the Government were begun he was one of





For other descriptions of dreams see: Dream of the rising sun (p. 1^); a dx;pam of “a man In the son,” by Red Bird (p. 149); of the tbundorblrds, by Lone Man (pp. 159-161); of the thunderblrds, and of wolves, by Charging Thunder (pp. 170-181); of the buflalo, elk, wolf, and sacred stones, by Brave Buflalo ’ (pp. 173-179,207-208); of the crow and owl, by diyalca (pp. 184-188); of the wolf, by Two Shields and by Weasel Bear (pp. 188-190) ; of a rainbow (p. 214); a- strange vision bi the sky, in which a sacred stone appeared, by Qoose (p. 251); a dream of a badger by Eagle Shield (p. 266.)



s This is the generic term for small birds but is commonly translated simply “bird.”


Red Bird died a few weeks after the study of the Sun dance was cpmpleted. On retumJng to the reservation the writer asked whether the death of Red Bird was attributed to the information given conoeming the Sun donse and was assured it was not. Indeed Red Bird said during his last illness that he was greatly oomforted by the thought that he had helped to prteerve the aongi and baUetsof his peoplo.
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the tribal delegates to Washington. In his later years he is known as one of the most prosperous native.farmers on the reservation.


	Wakiij’yaij-wata’kpe (Charging Thunbee), plate 24, a Teton Sioux, is an hereditary chief of a band and a highly respected member of the tribe. He took part in the Sun dance four times, at the ages of 21,23, 24, and 25. On each occasion he had vowed that 100cuts should be made on his arms, but the last time there was not room for all the cuts on his arms, so about 20 were made on his chest. He is a man of genial countenance and powerful physique. In speaking of himself he said, ’My prayer has been heard and I have lived long.’*


	Maqa’ (Goose), plate 31, was a member of the Teton division, and at the time of giving his information was 76 years of age. He still continued the practice of native medicine and was considered the best Indian doctor on the reservation. He took part in the Sun dance at the age of 27, being suspended from the Sun-dance pole. Goose served for a time in the United States Army. The records of the War Department show that he enlisted September 11, 1876, in Buffak) County, Dakota Territory, as a scout, U. S. A., and served almost continuously in that capacity until July 10, 1882. He again enlisted June 11, 1891, at Fort Yates, North Dakota, and was honorably discharged April 30, 1893, a private of Company I, 22d United States Infantry. He was a corporal from October 16, 1891, to October 18, 1892. Goose died in September, 1915.


	Sita’ka (Teal Duck), plate 1, who bore also the name Wai)bh’wana’peya (Eagle-Who-Fbightens) , was a Yanktohai- Teton. Instead of being known by the Engli^ equivalent of his Sioux name he was known as Siya’ka, the name used in the present work. He was not an hereditary chief, but was elected chief of a band. He took part in the Sim dance twice as a young man and was also one of the four young men selected to choose the Sim-dance pole. The first time he took part in the Sim dance was at the age of 21 in fulfilment of a vow made on the warpath. He went with a party of 26 warriors on an expedition against the Mandan and Arikaree. About 20 of the warriors, including himself, vowed to take part in the next Sun dance by dancing, and the other members of the party vowed to participate in other ways. One battle was fought, and all the party returned home alive. His second participation in the Sun dance was at the age of 25, and he bore throe long scars on each arm as an evidence of the ordeal. He was once a tribal delegate to Washington. Siya’ka died in March, 1913.


	Toka’la-lu’ta (Red Fox), plate 56, is a member of the Teton band. He was prominent in the Sun dance, taking part tliree times, at the ages of 19, about 30, and 40 years. The last time he had sev-
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eral buffslo skulls fastened to his back. As evidence of his other Sundance TOWS he bears nine long soars on each arm, three near the wrist, four near the elbow, and two on the upper arm.


	HoGAif’-LU^TA (Red Fish), plate 74, a Santee-Yanktonai, is a chief and is a prominent man in the councils of the tribe. He took part in the Sun dance twice, first when he was 26 years old, and the second time at the age of 40. (See song No. 192.)


	I6na’la-wi6a’ (Lone Man), plate 23, a Teton, took part in the Sun dance when 20 and when 31 years of age, and has 100 scars on each arm. He was chosen on one occasion to help select the Sundance pole and on another occasion to sing at the drum. He was prominent in tribal wars and took part in the Custer massacre.


	Ma’zakaij’-wi6a’ki (Seizes-the-Gun-away-from-Them), a Teton, took part in the Sun dance, being suspended from the polo. He stated that when he was on the warpath all. the warriors made a Sun-dance vow, so he joined them, asking that he might conquer the enemy and capture horses, also that he might find his friends alive when he reached home. In fulfilling this vow he remained suspended for more than an hour, after which he was ** jerked down,” but the flosh still refused to tear and only the sticks were broken. The flesh was then cut and the splinters of wood remaining underneath were removed, after which a tiny portion of flesh was offered as in the case of that cut from the arms.


	Tataij^ka-hokSi’tji (Buffalo Bot), plate 9, is a Santee- Yanktonai. At the age of 30 he carried six buffalo skulls when fulfilling a Sun-dance vow. Ten years later he took part in the dance again. He received hia name from a dream in which he saw the buffalo.


	Caijte’-wani’6a (No Heart) (plate 10), a Yanktonai, is a well known medicine-man of the tribe and is able to depict events by means of drawings. (See pi. 16.) He took part in the Sun dance when 20 years of age and has 100 scars on each arm.


	Ptesaij’-ma’ni (White-Buffalo- Walking), plate 11, is a Teton and took part in the final Sun dance in 1882.




The above-mentioned men were the principal informants concerning the Sim dance, the work being done in a series of conferences. As already stated, about 40 additional men were interviewed. All were members of the Teton, Santee, and Yanktonai divisions of the tribe. The purpose of the interviews was to ascertain the facts concerning the ceremony which were remembered by those who attended as spectators, and also to ascertain the manner in which the men who took part in the conferences were regarded by members of the tribe. Thus the importance given the opinions expressed by
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these men was influenced somewhat by the authority accorded them by these scattered members of the tribe. The facts brought out during these interviews did not conflict with statements made in the con- ferences, but served to corroborate them and to add minor details.

Not aU the men in the foregoing list were present at every conference. Thus on the first occasion it was possible for only 9 to attendt It was considered desirable that at least 12 persons be present, and as no other elderly man was acceptable to the council, an invitation was extended to Thomas Frosted, a full-blood Santee-Yanktonai, who witnessed several Sim dances when too young to make a Sundance vow, and who has given much consideration to its history and beliefs. Robert P. Higheaglc, the interpreter, also witnessed a Sun dance when a child. These men, with the writer, completed the desired number and no other persons were allowed in the room. Two days were occupied by the discussions, and several men remained longer to record songs.

Concerning these conferences I^qa’la-wida’ (Lone Man) said to the writer:

When we heard that you had come for the facta concerning the Sun dance we consulted together in our homes. Some hesitated. We have discarded the old ways, yet to talk of them is ’’ sacred talk” to us. If we were to talk of the Sun dance there should be at least 12 persons present, so that no disrespect would be shown, and no young people should be allowed to come from curiosity. When we decided to come to the council we reviewed all the facts of the Sun dance and asked Wakag^taQka that we might give a true account. We prayed that no bad weather would prevent the presence of anyone chosen to attend, and see, during all this week the sound of the thunder has not been heard, the sky has been fair by dliy and the moon has shone brightly by night, so we know that Wakag^taijka heard our prayer.

Seated in a circle, according to the old custom, the Indians listened to the statements concerning the Sun dance as they had already been given to the writer. According to an agreeement there were no interruptions as the manuscript was translated. The man at the southern end of the row held a pipe, which he occasionally lit and handed to the man at his left. Silently the pipe was passed from one to another, each man puffing it for a moment. The closest attention was given throughout the reading. A member of the white race can never know what reminiscences it brought to the silent Indians — ^what scenes of departed glory, what dignity and pride of race. After this the men conferred together concerning the work.

That night until a late hour the subject was discussed in the camp of Indians. The next morning the principal session of the council took place. At this time the expression of opinion was general and after each discussion a man was designated to state the decision through the interpreter. Sometimes one man and sometimes another made the final statement, but nothing was written down which did
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not represent a consensus of opinion. Throughout the councils care was taken that the form of a question did not suggest a possible answer by the Indians.

On the afternoon of that day the entire party drove across the prairie to the place; about a mile and a half from the Standing Rock Agency, where the last Sun dance of these bands was held in 1882.

A majority of the Indians who went to the site of the Sim dance with the writer were men who took part in the Sun dance of 1882 and had not visited the place since that time. When nearing the place they scanned the horizon, measuring the distance to the Missouri River and the buttes. At last they gave a signal for the wagons to stop, and, springing to the ground, began to search the prairie. In a short time they f oimd the exact spot where the ceremony was held. The scars were still on the prairie as they were on their own bodies. A depression about 2 inches in depth still square in outline and not fully overgrown with grass showed where the earth had been exposed for the cmay’Tca vxikarf’ (“sacred place”) ; see page 122. Only 3 or 4 feet away lay a broken buffalo skull. Eagerly the Indians lifted it and saw traces of red paint upon it — could it be other than the skull used in that ceremony? They looked if perchance they might find a trace of the location of the pole. It should be about 16 feet east of the ’^sacred place.” There it was — a spot of hard, bare ground 18 inches in diameter.

One said, ‘^Here you can see where the shade-hoiise stood.” This shade-house, or shelter of boughs, was built entirely aroimd the Sundance circle except for a wide entrance at the east. It was possible to trace part of it, the outline being particularly clear on the west of the circle; to the east the position of the posts at the entrance was also recognized. The two sunken places (where the posts had stood) were about 15 feet apart, and the center of the space between them was directly in line with the site of the pole and the center of the’ ^sacred place ” at the west of it.^ More than 29 years had passed since the ceremony. It is strange that the wind had not sown seeds on those spots of earth.

The little party assembled again around the buffalo skull. Mr. Higheagle gathered fresh sage, which he put beside the ’’sacred place;” he then laid the broken buffalo skuU upon it and rested a Sim-dance pipe against the skull, with stem uplifted. He, too, had his memories. As a boy of 6 years he was present at that final Sim dance, wearing the Indian garb and living the tribal life. Between that day and the present lay the years of education in the white man’s way. Some of the Indians put on their war bonnets

i These measurements were verified by the writer at a subsequent time.
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and their jackets of deerskin with the long fiinges. (Fl* 12.) How bright were the porcupine quills on the tobacco bags I “Yes, it is good that we came here today/’ Pass the pipe from hand to hand in the old way. Jest a little. Yonder man tells too fine a story of his part in the Sun dance — ^let him show his scars I Yet the memories, how they return! One old man said with trembling lips: *‘I was yoimg then. My wife and my children were with me. They went away many years ago. I wish I could hare gone with them.’’

The sky was blue above the little gathering, and all around the vast silent prairie seemed waiting, listening. The Indians were its children — ^would the white man understand them aright ?

A few weeks later the material was again discussed point by point with men who came 40 miles for the purpose. Chief among these was Red Bird, who was under instruction for the office of Intercessor when the Sim dance was discontinued. He was present at the first council, but some facts had come to his mind in the meantime, and he wished to have them included in the narrative. These men met four times for the discussion of the subject, the phonograph records being played for them and approved, and some ceremonial songs being added to the series. A few days later a conference was held with five other men, most of whom were present at the council of August 28 and 29. The session lasted an entire day, the narrative which had been prepared being translated into Sioux and the phonograph records played for them, as for the previous group of men. With one exception all the men present were chiefs.

Throughout this series of conferences the principal points of the account remained unchanged. Each session added information, placed events in the proper order, furnished detail of description, and gave reasons for various ceremonial acts. The councils were not marked by controversy, a spirit of cordiahty prevailing, but the open discussion assisted in recalling facts and nothing was recorded which was not pronoimced correct by the council as a whole.

A message was then sent to ItuQ^kasaQ-lu’ta (Red Weasel), an aged man who acted as Intercessor at the last Sim dance, asking him to come and give his opinion on the material. He came and with three others went over the subject in another all-day council. His training and experience enabled him to recall details concerning the special duties of the Intercessor, and he also sang four songs which he received from Wi-ihag’bla (Dreamer-of-the-Sun) together with the instructions concerning the duties of his office. These songs are Nos. 14, 15, 16, and 18 in the present memoir. Before
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singing the first song the aged man bowed hia head and made the following pray^,* which was recorded by the phonograph:

Ho Wakai)^tai)ka nama^on wo. Ai)pe^tu le el ni^oiS wai)ii^ ohW]dr^ ktelo^. Tka ta^lni- wo^wahtani waniF ya obla^kii) ktelo^. Oya^te wi6s/m ktelo^. Huku^diyela vmoT)^ tai)yai)^ ama^leza yo. Mi’^waQkapataQhai) waQyar)g^ nama^jii) yo. Wida’^yaka ede kii) on taqyai)^ ho anamaptai) ye. Le mita^lniye yaQka’^pi klQ ob taqya^^ to^ka eVa<5u) ^niyaz) waog’’ kteiy. He6e6a kig toka^ta oFnajii) wai) oQyeglepi kig ekta^ hountagig pi kta nuQwe^.

( Translation)

Wakag’taQka, hear me. This day I am to toll your word. But without na I shall speak. The tribe shall live. Behold me for I am humble. From above waich me. You are always the truth, listen to me. My friends and relatives^ sitting here, and I shall be at peace . May our voices be heard at the future goal you have prepared for us.

The foregoing prayer was uttered in so low a voice that the phonogram was read with difficulty. It is uncertain whether the aged man intended that it shoiild be recorded^ but as he had seated himself before the phonograph preparatory to singing, it was possible to put the machine in motion without attracting his attention. He began the prayer with head bowed and right hand extended, later raising his face and using the same gestures which he would have used when filling his ceremonial office.

The final work on this material was done with Chased-by-Bears, (pi. 13), a man who had twice acted -as Leader of the Dancers, had ‘^spoken the Sun-dance vow” of a war party (see p. 97), and had frequently infficted the tortures at the ceremony. He was a particularly thoughtful man, remaining steadfast in the ancient beMefs of his people. Few details were added to the description of the ceremony at this time, but its teachings received special attention. Chasedby-Bears’ recital of his understanding of the Sun dance was not given consecutively, though it is herewith presented in connected form. This material represents several conferences with the writer, and also talks between Mr. Higheagle and Chased-by-Bears which took place during long drives across the prairie. In order to give opportunity for these conversations the interpreter brought Chased-by-Bears to the agency every day in his own conveyance. Thus the information was gradually secured. When it had been put in its present form, it was translated into Sioux for Chased-by-Bears, who said that it was correct in every particular.

The statement of Chased-by-Bears concerning the Sun dance was as follows :

The Sun dance is so sacred to us that we do not talk of it often. Before talking of holy things we prepare ourselves by offerings. If only two are to talk together, one

1 other prayers, either incorporated in narratives or made before songs and recorded by phononjaph, are as follows: By Chased-by-Bears (p. 97); by Lone Man (pp. 160, 163, 216); by Eagle Shield (p. 306); by White-paw Bear (p. 268); by Jaw (p. 380).
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will fill hiB pipe and hand it to the other, who will light it and offer it to the sky and the earth. Then they will smoke together, and after smoking they will be ready to talk of holy things. ’ ”

The cutting of the bodies in fulfillment of a Sun dance vow is different from the cutling of the flesh when people are in sorrow. A man’s body is his own, and when he gives his body or his flesh he is giving the only thing which really belongs to him. We know that all the creatures on the earth were placed here by Wakag^taijka. Thus/ if a man says he will give a horse to Wakag^tagka, he is only giving to Wakag’^taijka that which already belongs to him. I might give tobacco or other articles in the Sun dance, but if I gave these and kept back the best no one would believe that I was in earnest. I must give something that I really value to show that my whole being goes with the lesser gifts; therefore I promise to give my body.

A child believes that only the action of some one who is unfriendly can cause pain, but in the Sun dance we acknowledge first the goodness of Wakai)^tai)ka, and then we suffer pain because of what he has done for us. To this day I have never joined a Christian Church. The old belief which I have always held is still with me.

When a man does a piece of work which is admired by all we say that it is wonderful; but when we see the changes of day and night, the sun, moon, and stars in the sky, and the changing seasons upon the earth, with their ripening fruits, anyone must realize that it is- the work of some one more powerful than man. Greatest of all is the sun, without which we could not live. The birds and the beasts, the trees and the .^. rocks, are the work of some great power. Sometimes men say that they can under- I stand the meaning of the songs of birds. I can believe thiaia true. They say that I they caii understand the call and cry of the animals, and I can believe this also is *

  true, for these creatures and man are alike the work of a great power. We often “’

wish for things to come, as the rain or the snow. They do not always come when f^.

we wish, but they are sure to come in time, for they are under the control of a power that is greater than man.

It is right that men should repent when they make or fulfill a vow to Wakai)^tai)ka. No matter how good a man may appear to others, there are always things he has done for which he ought to be sorry, and he will feel better if he repents of them. Men often weep in the Sun dance and cry aloud. They are asking something of Wakai)^- tai)ka, and are like children who wish to show their sorrow, and who also know that a request is more readily granted to a child who cries.^ (See p. 185 . )

We talk to Wakag^tagka and are sure that he hears us, and yet it is hard to explain what we believe about this. It is the general belief of the Indians that after a man dies his spirit is somewhere on the earth or in the sky, we do not know exactly where, but we are sure that his spirit still lives. Sometimes people have agreed together that if it were found possible for spirits to speak to men, they would make themselves known to their friends after they died, but they never came to speak to us again, unless, perhaps, in our sleeping dreams. So it is ¥rith Wakaz)^tai)ka. We believe that he is everywhere, yet he is to us as the spirits of oiu* friends, whose voices we can not hear. (Seep. 85.)

My first Sun-dance vow was made when I was 24 years of age. I was alone and far from the camp when I saw an Arikaree approaching on horseback, leading a horse. I knew that my life was in danger, so I said, ” Wakai)^tai)ka, if you will let me kill this man and capture his horse with this lariat, I will give you my flesh at the next Sun dance/’

I was successful, and when I reached home I told my friends that I had conquered by the help of Wakai)’tai)ka and had made a Sun-dance vow. It happened that I was the first who had done this after the Sun dance of that summer, so my friends said that I should be the Leader of the Dancers at the next ceremony. (See p. 102.) In

I See Dorsey, Jamee Owen. A Stady of Siouan CulU, in Eleventh Rep. Bur. Ethn., p. 435, 1804.
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fulfilling this vow I curried the laziat I had used in capturing the horse (fig. 21) fastened to the fieah of my right shoulder and the figure of a horse cut from rawhide fastened to my left shoulder. [Fig. 21 shows the lariat and whistle carried by Chased-by- Bears.]

Later in the same year I went with a party of about 20 warriors. As we approached the enemy some of the men came to me saying that they desired to make Sun-dance vows and asking if I would ’ ’ speak the vow ” for the party. (See p. 10 1 . ) Each man came to me alone and made some gift with the request. He also stated what gifts he would make at the Sun dance, but did not always say what part he intended to take in the dance. One man said, * * I will give my whole body to Wakaq^taqka. ’ * I did not understand what he meant, nor was it necessary that I should do so, but at the time of the Sun dance he asked that his body be suspended entirely above the ground.

Just before sunrise I told the warriors to stand side by side facing the East. I stood

behind them and told them to raise their right hands. I raised my right hand with

them and said: ” WakaQ^tai)ka, these men have requested me to make this vow for

them. I pray you take pity on us and on our families at home. We are now between

. life and dea^. For the sake of our families and relatives we desire that you will

. help us conquer the enemy and capture his horses to take home with us. Because

they are thankful for your goodness and will be thankful if you grant this request

these men promise that they will take part in the next Sun dance. Each man has

. some offering to give at the proper time.*’

We were successful and returned home victorious. Knowing that these men had vowed to. take part in the Sim dance, I saw that their vows were fulfilled at the next ceremony and personally did the cutting of their arms and the suspension of their bodies. I did this in addition to acting as Leader of the Dancers and fulfilling my own vow.

The second time I fulfilled a Sun-dance vow I also acted as Leader of the Dancers. At that time I carried four buffalo skulls. They were so heavy that I could not stand erect, but bowed myself upon a stick which I was permitted to use and danced in that position (p. 133).

When the work with Chased-by-Bears was finished he went with the writer and the interpreter to the spot where the final Sim dance was held, a place which had been visited by the council of Indians a few weeks before. The purpose of this visit was that Chased-by- Bears might arrange the ceremonial articles on the ” sacred place ” as would be done in a ceremony.

The outline of the ’ sacred place ’ was made clear and intersecting white lines were traced on the exposed earth. (See page 122.)

A buffalo skull had been secured and brought to the place. Chasedby-Bears spread fresh sage beside the ’’ sacred place” and laid the buffalo skull upon it. He then made a frame to support a pipe and placed in ceremonial position a pipe which had been decorated by the woman who decorated the Sim-dance pipe for the laist tribal ceremony. The group of articles was then photographed. (See pi. 20.) Suddenly Chased-by-Bears threw himself, face downward, on the ground, with his head pressed against the top of the buffalo skull. This was the position permitted a Leader of the Dancers when resting
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duiing the Sun dance. (Seep. 130.) After a few silent moments, he rose to his feet. The white cross was then obliterated, and freeh sage was curefully strewn over the bare, brown earth, so that no

chance passer-by would pause to

wonder.

The study of the Sun dance was

finished.

DESCmPTION or A TETON SIOUX SUN

DA^’CE

The STm dance was called by the Sioux Wi wai]’yai)g wa^’pi, which is literally translated “Sun-watchingdanoe.” It was their only tribal gathering of a religious character and Was held every year at the full moon of midsummer, “when all nature and even men were rejoicing.” The tr«es were in full leaf and the June berries were ripe. Further, the wild sage was fully grown — a thing especially desired, as the sage was used in the ceremony.

The place where the Sun dance waa held changed from year to year, but was known to all the tribe. Across the prairie came the Uttle companies of Sioux, some traveling a long distance to attend the ceremony. One band after another arrived and erected its tipis in the accustomed part of the tribal circle. Each band constructfld a vapor lodge (“sweat bath”) near its camp for the use of those who took part in the dance, also a larger lodge iu which the dancers assembled before and after the ceremony.

The Sun dance was iield in the center of the great circle of tents. The opening of this tribal circle was toward the East, and the tent of ■ the itaq’fiaq’ (Leader of the Dancers) was opposite. A short distance in front of hia tent was the council tent, larger than the others and without decoration. There the chiefs and leading men met to

rn.31. LarfAt and whlitlo carrM In Sun dance.
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transact the business of the tribe, and thence the various orders pertaining to the ceremony were carried to the people by the Crier. Members of the tribe did not approach, and children and dogs were kept away from the vicinity because the buffalo skull to be used in the ceremony of the Sun dance lay at the west of this tent. During the four days preceding the ceremony the skull lay on a bed of fresh sage outside the council tenty in a position corresponding to the place of honor inside the tent. The ceremonial lines of red paint had not yet been placed on the skull, but the openings in it were filled with sage. The use of sage around the buffalo skull was in accordance with the instructions given by the White Buffalo Maiden. (See p. 64.) It was said, too, that ’’ the sage was used because the buffalo sought for it on the prairie and rolled their great bodies on its fragrant leaves.” The sage used in this connection was identified as Artemisia gnaphalodes Nutt.

A month before the Sun dance the vxjJca^‘h<it) (medicine-men; see p. 245) prayed for fair weather, singing, burning sweet grass, and offering their pipes to the sky, the earth, and the cardinal points. Before burning the sweet grass, a medicine-man prepared a spot of bare groimd, placing a few coals in the middle of it. Then, taking a bunch of sweet grass, he offered it to the sky, the earth, and the cardinal points,’ after which he singed it over the coals. While it was smoking, he offered it again to the sky, the earth, and the cardinal points. It is said that the efforts of the medicine-men were always successful, and that the oldest men can not remember the falling of rain during a Sun dance.

The following song was especially favored for securing fair weather; it is one of the songs which have descended from Dreamei^of-the- Sun, who died about the year 1845. (See p. 88.)

No. 4. Song for Bacuriiif Fair Weather (Gatalog’ie No. 497)

Sung by Red Biro

VoiOB J=7S Drum not recorded
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(First rendition)

aijpe^tu wi tai)yax)^ hina^’pa nuQwe^. .. may the sun rise well

maka^ ofa^^^Qyai) tai)yai)^ may the earth appear

hina^pa nugwe^ brightly shone upon


	{Second rendition)



haQhe^pi wi taQvaQ^ hina^pa nuQwe^. may the moon rise well

maka^ oQfaQyaQ taQyai)’^ may the earth appear

hina^pa nugwe^ brightly shone upon

Analysis. — ^Like all the ceremonial songs of the Sun dance, this song was sung with much flexibility of both time and intonation^ and therefore can not be fully represented by notation. In the opinion, of the writer it is not necessary, however, that variations of less than a semitone be represented to the eye, since in this instance they differ in the several renditions, while the larger features of the song do not show a corresponding difference. The same words are always accented, and the general ratios of the rhythm are steadily preserved. Thus a comparison of several renditions shows that the rhythm used in singing the word hinapa can be indicated with reasonable accuracy by a sixteenth note followed by a dotted eighth. E flat above the staff and E flat on the staff were stmg with an intonation which was almost correct, showing a feeling for the interval of the octave. B flat, the fifth of the key, was sometimes simg quite accurately and at other times was very faulty, the same being true of F, the second of the key. It was noted among the Chippewa songs that the octave and fifth were sung with more accuracy of intonation than other intervals. (Bulletin 45, p. 5.) C flat in the seventh measure of the present song was always sung too high, and might have been considered an accidental except that the intonation is faulty* in the entire measure in which it occurs, some of the progressions in this measure being glissando. Thus the character of the song and in many instances that of the singer as well must be taken into consideration in judging the importance of points which appear in the song.

About three-fourths of the intervals are downward progressions, and the song is melodic in structure. It has a range of eleven tones and comprises all the tones of the octave except the fourth.

The danger from enemies was not forgotten in the season of rejoicing. The horses were herded near the camp, and yoimg men guarded them during the day, bringing them nearer the tents and picketing them at night.

There were many greetings among the people. Events of the year were reviewed, and tales of war were told again and again. War was an absorbing interest, and the Sun dance would see the fulfillment of many a warrior’s vow.

•-• • •••• ••
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When in danger, it was customary for an entire war party to vow that its members would take part in the next Sim dance. The vow was usually made at simrise and spoken by a warrior who had fulfiUed a similar vow. (See p. 97.) If there were time to secure a proper offering, each man held this in his left hand, raising his right hand as the vow was spoken. It was a rite, which could be varied by the individual. Thus it was said that some made the vow more impressive by bowing the head or lowering the right hand slowly toward the earth. A man’s spoken vow was only that he would take part in the dance, but deep in his heart was hidden a private vow concerning the part which he woidd take.* Some had left little children at home, or sick relatives or friends whom they longed to see again. They vowed that at the next Sim dance they would dance, or would be suspended by their flesh, or that many gashes would be cut in their arms ; they felt that no extreme of heroic endurance would be too great an expression of thankfulness if they were reimited with their friends, yet they knew that their vow must be fulfilled even if they returned defeated or to an empty lodge.

During the months which intervened between their return and the Sun dance they prepared for the fulfillment of their vows. WeD they knew that if they failed to do this of their own accord it would be exacted of them by the forces of nature. More than one maa who disr^arded his vow to the sun had perished in a lightning flash; or if he escaped punishment himself, it was known that disaster had befallen his family or his horses. The old men knew of every vow and watched for its fulfillment.

The leading men of the tribe belonged to various military societies, as the Strong Heart, the Crow-owners, the Wolf, Badger and Fox societies, or the White Horse Riders. (See pp. 314-332.) During the four days next preceding the Sun dance these societies met together for the purpose of electing the Kwwa’ Kiya’pi (Intercessor), the Itay’day (Leader of the Dancers), the four young men who were to select the tree for the sacred pole, and the four young women who were to cut it down. The chiefs wore also in the council tent whenever business was transacted. It was generally known in advance who would be chosen Intercessor and Leader of the Dancers. The former office required long and special preparation and was repeatedly filled by the same man. His duties included the offering of prayers on behalf of the people, the singing of songs as he performed certain ceremonial acts, the painting of the caf^ vxikarf’ (sacred pole) and the preparation of the oway’lca wakay’ (sacred place). The ceremonial songs must either be composed by the man who sang them, or purchased from some one who had previously

1 Among other irvstances see Red Fox (p. 376) and Jaw (p. 390).
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held the office and instructed him in its duties. A la^e amount was paid for the instructions and songs. The tribe knew when a young man aspired to this office, and if his preparation were complete he was elected as soon as occasion offered.

Red Bird made the statement: ’’The tribe would never appoint an unworthy man to the office of Intercessor. In his prayers and offerings he represented the people, and if he were not a good man Wakai)’t{mka might not answer his petitions and grant fair weather; he even might send disaster upon the tribe. *’ Chased-by-Bears said that no man who had committed a great wrong could act as Intercessor, no matter how fully he had repented. The record of an Intercessor must be absolutely without blemish.

The Leader of the Dancers was usually the warrior who first returned successful from the warpath,’ stating that he had made a Sun- dance vow and that he wished to act as Leader of the Dancers at the next ceremony. As with the office of Intercessor, the qualifications were so well known that a man who lacked them would not presume to seek the position. He must have a reputation above reproach and be able to fill the office with credit to himself and the tribe; he must furnish the various offerings placed upon the sacred pole, and the buffalo fat in which the pole was embedded; he was also, expected to offer a Sui[-dance pipe and provide the buffalo skull upon which it rested during the ceremony, a skull without defect selected by him from the many that strewed the prairie.

The Sim-dance pipe (pi. 14), furnished by the Leader of the Dancers, was decorated at his request by one of the most skillful women of the tribe. It was considered a great honor to decorate this pipe, which was prepared some time before the ceremony. There was no prescribed pattern, but the decoration consisted of porcupine-quill work and did not cover the entire stem. The men who ful- filled their vows also made certain offerings, which they prepared before the ceremony; these varied in value according to the wealth of the man. Thus a man of large means might give a pipe, a quantity of tobacco, a buffalo robe, and other goods, while a man of small means gave only tobacco. Like the offerings made during the ceremony by the Intercessor, these were regarded as gifts to Wakai}’tai)ka. A difference between the two classes of offerings was shown by the fact that the goods offered by the Intercessor were left undisturbed on the prairie, while those offered by the dancers were free to anyone who wished to appropriate them. The reason given by Red Bird was that *’the Intercessor represented the whole tribe and his offerings were to Wakarj’taqka, while the dancers were all alike and their offerings were among themselves.”

The tobacco offered by the dancers was tied in little packets, each holding about a pipeful, and each being fastened to a stick (pi. 15).
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connected with the making of this request, which was enacted for the writer byZintkala-lu’ta (Red Bird), who represented the dancer, and Ifoala-wi£a’ (Lone Man), who represented the man who was asked to apply the paint. Red Bird made the request, but his friend pretended to hesitate, finally extending both hands tightly closed. Lone Man then tried to open his friend’s hands. After succeeding in this with seeming difficidty, he placed a pipe in them, which his friend accepted and smoked. After a few moments Red Bird asked for the return of the pipe, but was met with the same reluctance as before. Finally he was obliged to pry his friend’s hands from the pipe as he had forced them open when the pipe was offered. This was said to constitute an agreement that one man would paint the body of the other, and in it the ‘’artistic temperament’’ was typified in an unmistakable manner.

For four nights just before the Sun dance there were rehearsals of those who were to drum, sing, or dance, each person being carefully instructed in his part of the ceremony.

Annoimcements were made by the Crier, who was a picturesque and important figure in every tribal gathering. An old man was preferred, as it was said that ’’the old men were more careful than the young men in making the affinouncements. *’ ^ Mounted on horseback, handsomely dressed, wearing a single eagle feather erect in his hair and carrying an eagle-wing fan, the Crier went the round of the camp circle, close to the tent doors, announcing the decisions of the council, the commands of the Intercessor, or the events of the day. He was also ready to answer any inquiries regarding the ceremony, as the Intercessor and the Leader of the Dancers were supposed to talk only when it was necessary for thom to do so.

During the days immediately preceding the Sun dance it was customary for each mihtary society to hold one or more dances called braves’ dances, which were followed by feasts. The term “braves’ dances” is a general one, referring to the dances of the various military societies. It was said that a dance of the Strong Heart society might be announced by the Crier in tlic follo>^4ng words:,

6ai)te’ Tiq^‘za wag! I^mnahan waya^tii) ktelo’. Hiyi/ pol (Strong Heartsl You are going to eat to your hearts ’ content. Come on!)

In response to this summons the members of the Strong Heart society would come in finest array. This society was composed of warriors, and the leaders of the tribe were usually among its members. (See p. 329.) They paraded around the camp circle before the dance, singing the songs which thoy used on the warpath.

» The writer heard a Sioux Crier who was sixul Xo Iw 103 ywirs old, l)ut whc»so voice m announcing an !

evenJDC cooncfl was as the sound of a trumpet, (uU, clear, and of wonderful carrying qimlit y. I

I I
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The following song was commonly used at the dances preceding a Sun dance. It is a ’’ Chief song” and is analyzed with similar songs on page 462.

No. 6* ‘’We Are Coming’’ (Catalogue No. 456)

Sung by iSita^ka VOIOB J =126 Drum J-8S

See drum-rhythm below
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kola^pila friends

blihe^i(M>’a po take courage

he lei right here

oijku^pi kii) wo are cominjv

waqoQ’^yaQka ]yeW they see iw
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Analysis — ^This melody is particularly forceful and direct. It is a song which would inspire confidence, and is also rhythmic for dancing. The tonic triad is emphasized, the song consisting only of the tonic triad and fourth. In one instance the fourth was accented and has no apparent chord relation to contiguous accented tones. The song is therefore classified as “melodic with harmonic framework,” instead of “harmonic’’ in structure. Descending progressions are used effectively in this melody, the first rhythmic unit containing such progressions in double and the second in triple time. It is interesting to note throughout these songs the effect produced by slight changes in rhythm. For instance, in the first occurrence of the second rhythmic unit the second measure was sung in every rendition with two eighth notes on the second count. It will be seen that in other occurrences o£ this unit the first note of this measure is a dotted eighth. In all renditions of this song the time was increased with the introduction of the words, and the song closed in the original tempo. The return to this tempo was usually gradual, being made sooner in some renditions than in others. The time of the drum did not change with the increased tempo of the voice, the drum-rhythm being continuous, as indicated. Similar instances were noted among the Chippewa; these are considered in Bulletin 53, page 206. In the present work the following instances of change of time are found:

Songs in which the voice changes tempo, the song being recorded with drum, which is continuous and does not Change in tempo — Nos. 5, 83, 114, 133, 188.

Songs in which the voice changes tempo, the song being recorded without drum— Nos. 55, 58, 88, 137, 140, 145, 153, 156, 166, 170, 171, 174. In this song occurs one instance of the omission of a syllable, the third syllable of blihei6iya being omitted by the singer. Among other songs containing this peculiarity are Nos. 17, 38. The omission and addition of syllables was frequently noted in the Chippewa songs. Throughout the present work all interpolated syllables are indicated by itahcs. These cnanges in the words of songs represent an Indian custom and do not in any wise affect the meaning.

The following song was also used in the braves’ dance; it is estimated to be about 180 years old, as the singer, who was a man past middle life, stated that his father said that his grandfather sang it. The age of a song can usually be determined in this manner with a fair degree of accuracy.
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No. 6. Song^ of the Brayes* Danoe (Catalogue No. 498)

VoioB J =80

See drom-rhythm below

Sung by Red Bird
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Analysis. — ^This song is minor in tonality and contains all the tones of the octave except the sixth and second. In three instances the seventh is raised a semitone. Twelve tones are comprised in the compass of the song, which has a steadily descending trend. The song contains two rhythmio units, each occurring twice. As is usual in such instances, the rhythmio units resemble each other, the second seeming to be an *’’ answering phrase/’

The tree to be used for the sacred pole was selected and cut, and the sacred pole was decorated and raised on the morning of the day preceding the Sun dance. All the tribe were present when the four young men set out from the camp to select the tree. For some time before their departure the drummers and singers sang the songs of war, for the tree was regarded as something to be conquered. The following song might be sung as the people assembled. This song was composed by the singer, a man who is known in the tribe as a composer of war songs.
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No. 7. ’’With Dauntless Courftge” (Catalogue No. 488)

VoxcB J =96 Drum not recorded

Sung by Lone Man
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e^a’ ozu^ye kiQhai) ’ on the warpath

tuwe’ni walake^ 6m 6 a I give place* to none

blihe’ic^iya waog’’ welo^ with dauutlei^ courage I live

Analysis. — ^The descending interval of a fourth comprises more than a third of the entire ntmiber of intervals in this song. Three rhythmic units appear, and a comparison of them is of interest. The count-divisions of the first imit are reversed in the second. The third unit begins with two eighth notes, like the first, but these are followed by a reversal of the count-division fomid in the first unit. The ascent of a twelfth, which occurs with the introduction of the words, was given quite accurately, but the intonation on the measure containing the words wady’ urlo’ was faulty, approaching a glissando in the descent from one tone to another.
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The following song was frequently used in this connection, and was used also before the departure of a party going on the warpath or in search of buffalo:

No. 8. ’’ The Many Lands Tou Fear ’’ (Catalogue No. 450) SuQg by Siya’ka

VOJCB J=:104

Dram in accented eighth notes* (1)

Ko - la o - te ma- ko - 6e wax) ko - ya-ki - pa - pi

he-na ko-

^:f f ’Lfii^f “r^

ki - pe finl o - ma -wa-ni e m ite-sa- bye <Sa o-wale •Drum-rhytlim
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kola’ friends

o’te mako’de the many lands

koya^papi wag you fear

hena’ kok’/pe ivl oma’wanl in them without fear I have walked

ite’aabye ^a the black face-paint (see p. 359.)

owa’le I eeek

Analifsis, — ^The principal interest of this song is in the number of minor thirds which it contains. The song contains 23 intervals 15 (about 54 per cent) of which are minor thirds. The minor third E-O is the framework of the opening measures, followed by the minor triad A-C-E; after a single measure of the tonic triad there is a return to the minor thirds A-^ and E-G, the latter forming the closing interval of the song. The tonas of the melody are those of the fourth five-toned scale, but the tonic triad appears only in the seventh measure. The song contains two rhythmic imits, the count divisions of both being the same, but the accent being changed in the second unit. The first part of the song is based on the rhythmic uniti and the latter part on th(^ second unit.
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The relative time-duration of quarter notes in voice and drum, as given in the preceding song, are shown, by means of linear measurements, drawn to scale in the accompanying illustration.^
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A Melody as transcribed above. B Time of melody expressed in quarter notes. 0 Time of drum eizpressed In quarter notes. B Drumbeats as given by performer.

Comparison of the phonograph record with the metronome shows the speed of the voice to be equivalent to 104 quarter notes per minute (J =104), while that of the drum is equivalent to only 96 quarter notes per minute (J =96). If there were no deviation from regularity, there would be a coincidence of voice and drum at the fourteenth pulsation (quarter note) of the voice; this, however, is entirely theoretical, as a slight variation in either part would change the ratio between the two. In this and many similar instances it would appear that voice and drum represent separate impulses, expressed simultaneously, but having no time-relation to each other.

The following song of departure was reserved for use at the Sun dance; this was usually sung as the four young men left the camp for the woods to select the tree which should form the sacred pole . . .

No. 9. Song of the Departure of the Toung^ Men (Catalogue No. 480)

Sung by I^one Man
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1 The writer gratefully acknowledges her indebtedness to Mr. C. K. Wead, examiner, United States Patent Office, for suggestions coooerning the above graphic representation.
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Analysis, — This melody contains only the tones A flat-G-E flat– G flat. These are not the tones comprised in the key of A flat, as the term is used by musicians, but the sequence of the tones is such as to suggest A flat as a satisfactory tonic. A test by the ear seems permissible in such an instance as this, and the song is accordingly transcribed with A flat as its tonic and G flat as an accidental. The tonic triad constitutes the first seven measures of the melody, the descending fourth from the tonic to the dominant forming the outline of the remainder of the song, with the flatted seventh as an accidental. A rhythmic unit occurs, forming part of both double and triple measures. It is varied slightly in repetition, the second count being in some instances a quarter note and in others two eighth notes. The triplet on the first count, however, is distinctive and is steadily repeated. Two-thirds of the progressions are downward.

Any who wished to accompany the young men were permitted to do 80, but they had no part in choosing the tree. On arriving at the woods the young men searched for a straight, slender tree. It was stated that Cottonwood was preferred for the sacred pole and for all the articles of wood used in the Sun dance, because the white down of the cottonwood seed resembles the downy eagle feathers used in the ceremony.^ If a cottonwood could not be obtained, elm was selected, because the elm is the first tree to blossom in the spring. The tree for the Sun-dance pole must be a standing tree and particularly fine with respect to straightness, branching, and fullness of leaf. It was required that the first tree selected should be cut, no change of choice being allowed. It is interesting to note that all articles devoted to a ceremonial use must be the best obtainable. A high standard of excellence Mgj^ailed among the Sioux, and this is especially shown in their cerdnOnies which expressed their highest ideals.

When the young men had decided on a tree they returned to make their report to the Intercessor. Their return had been anxiously awaited, and in response to their signal a number of friends went on horseback to meet them, riding around them in wide circles and escorting them to the camp. There they found their friends dancing around the drum and singing the following song, which was used also to welcome a returning war party or men who had gone in search of buffalo. After the singing and dancing a feast was provided by the friends of the young men. There wa^ abundance of food, and all were invited to partake.

I Cottonwood was ilshI also for the post tn t\w spirit locli^. (See p. SI, also in ofTerin^ placed on Hiindanoe pole, p. 118.
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No* 10. Song of the Return of the Toung Men (Catalogue No. 481)

Sung by LoNB Man VoicaJ=112
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Analysis — An unusual feature of this song is that seveli of the 12 intervals which it contains are fourths, four being ascending, and 3 descending, progressions. The tonio occurs only in the upper octave, the song closing on the dominant. The seventh and second tones of the octave are not found in the song, which is major in tonality and harmonic in structure.

The announcement of a choice was followed by preparation for cutting the tree and bringing it to the camp. The cutting of the tree for the Sun-dance pole was an important part of the ceremony, and many went to witness it. Some wont from curiosity, and others wished to make offerings when the tree was cut. Even the children went to see the cutting of the pole. The young people, riding their fleet ponies, circled around the party. The leading members of the company were the Intercessor (or, in his absence, one of the old medicine-men), the four young men who selected the tree, the four* young women who v^ere to cut the tree, and the pole-bearers, who were to carry it liKthe camp. It was the duty of the Leader of the Dancers to profile the ax with which the tree was felled, but he did not accompany the party who went to cut it. In the old days a primitive implement was used; in later times this was replaced by an ax purchased from the trader, but it was required that the ax be a new one, never usiul Ix^fore.

Great interest centt^red in the selection of the tree, and when it was indicated by the young men the Intercessor raised his pipe, holding the stem toward the top of the tree and lowering it slowly to the earth, repeating a prayer in a low tone. When he held the pipe toward the top of the tree, he spoke of the kingbird; lowering it about one-third of the distance to the ground, he spoke of the eagle; lowering it half the remaining distance, he spoke of the j’oUowhammer, and holding it toward tlie ground he spoke of tlie spider. The tree was regarded as an enemy, and in explanation of the reference to thft*e animals it was said that ’’the kingbird, though small, is
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feared by all its enemies; the eagle is the boldest of birds; the yellowhammer can not overcome its enemies in open fight but is expert in dodging them, darting from one side of the tree-trunk to another; while the spider defeats its enemies by oraftiness and cunning/’

One of the four virgins was selected to cut the tree, but she did not fell it at once. It was considered that she had been given the honor of conquering an enemy, and before she wielded the ax a kinsman was permitted to relate one of his valiant deeds on the warpath. The maiden then lifted the ax and made a feint of striking the tree. Each of ths four virgins did likewise, the action of each being preceded by the telling of a victory tale by one of her kinsmen. The ax was then returned to the first virgin, who swung it with effect, cutting the tree in such a manner that it fell toward the south (see p. 78). While the tree was being felled, no one was allowed near it exoept those who wielded the ax,, the Intercessor, those who wished to make offerings, and those who were to carry the pole. At this time the following song was sung:

No. 11. Sons of Cuttlns the Sacred Pole (Catalogue No. 451)

Sung by Siya’ka

VoicB Jii^SO Drum J__80 Drum-rhytlim similar to No. 6
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(First rendition)

the black foce-paint (see p. 359.)

I seek

therefore I have done this
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(Second rendition)

suQka^ke horaes

owa^e I seek

6& he^6imoi) therefore I have done thia

Analysis. — This melody comprises the tones of the fourth fivetoned scale. In two instances the sixth is lowered a semitone. A dotted eighth note either preceded or followed by a sixteenth note is a count division which characterizes the song, though it contains no rhythmic unit. This song begins on the third above the tonic and ends on the third in the lower octave. A beginning and ending on the dominant is of more frequent occurrence than on the third of the scale. A majority of both Sioux and Chippewa songs end on the tonic^ which is also the lowest tone in the song. (See Table 3A, p. 27.)

Throughout this part of the ceremony the tree was regarded as an enemy, and a shout of victory arose as it swayed and fell. Care was taken that it should not touch the ground. The medicine men, some of whom usually accompanied the party, burned sweet grass, and oflFerings were presented. The branches of the tree were cut ofiE close to the trunk except one branch about one-fourth of the distance from the top, which was left a few inches long in order that the crossbar of the pole might be fastened to it. In some cases a small branch with leaves on it was also left at the top of the pole. From this time the pole was regarded as sacred and no one was allowed to step over it, or over any of the branches which had been cut from it. Jealousy frequently arose among the women in regard to the privilege of cutting the tree, and it is said that on one occasion a woman was so angry because she was not chosen for the purpose that she stepped over the pole. Half an hour later she was thrown from her horse, dragged some distance, and killed. The horse was known to be a gentle animal, and the event was considered a punishment ’justly visited on the woman.

Between 20 and 40 men were required to carry the sacred pole to the camp. These walked two abreast, each pair carrying between them a stick about 2 feet long on which the pole rested as on a litter. The pole was carried with the top in advance, and the Intercessor or his representative walked behind the bearers. No one was allowed to walk before the sacred pole.

The songs of carrying home the pole were songs of victory. The following song could be used at any time after the pole had been cut and was frequently sung as it was carried to the camp:

DBN8M0BI]

No. 12. Song of Tlotory over the Sacred Pole (Catalogue No. 486)

Sung by Lonb Man Voioa Jz=144

Brum J =72

See dram-rhythm below

'>M^^^f Hi^wf ’

f t^Tlf ’linf:

^

.f fff |tr-y

mi J^iJ

ffriffTrif riffr-|ffr^i

Mil - na - la wi - ma -6a ye-lo e-he- 6oi) wi

i^

I

ea - ya-ke ftii ye na-ke 6e - ya i-la - le

Drum-rhythm

J J J J

J

WORDS (addressed TO THE SACRED FOUt)

minaa wima^^a yeiy *’ I only am a man ”

ehe^doQ wida’^yake 6td ye you falsely implied

nake^ de^ya ila^e now you cry

Analysis, — The rhythmic unit of this song is less. interesting than the rhythm of the song as a whole, which has a decided ’’ swing/’ The melody begins on the fifth above the tonic and ends on the third in the lower octave. Many songs have a greater range than this, but few have a compass of a tenth in three measures, as occurs in this song with the introduction of the words. This part of the song was stmg quite accurately, but in the measures containing the last two words and in the corresponding measures of the first section of the song the intonation was so unsteady as to make transcription difficult. It has been frequently noted among the Sioux, as among the Chippewa, that large intervals are sung with more accuracy than small ones. The drumbeat was in half notes, representing a very slow tempo. In the double measures the drumbeat coincided quite regularly with the corresponding tone of the song.
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Around the pole-bearers circled the young men and women of the tribe on their ponies. It was the custom of the young people to decorate their ponies with trailing vines and to wreathe the vines around their own bodies. They made hoops of slender branches, with crossbars like the framework of a shield, and on this they draped vines and leaves, thus forming a striking contrast to the dignified procession of pole-bearers.

Four times on the way to the camp the pole-bearers were allowed to rest. (See p. 74.) The signal for each halt — a throbbing call beginning on a high tone and descending like a wail — ^was given by the Intercessor. At this signal, the pole was lowered for a few moments upon crotched sticks provided for the purpose.

The sacred pole was brought into the Sun-dance circle as it had been carried, with the top in advance. As the pole-bearers walked across the circle the medicine-men cried, ’’Now is the time to make a wish or bring an oiffering.” The people crowded forward, shouting and oflFering gifts of various kinds. So great excitement prevailed that no one knew who brought a gift, and a man could scarcely hear his own voice.

The Intercessor then prepared the sacred pole, first removing the rough outer bark, fragments of which were eagerly seized and carried away by the people. After the pole had been made sufficiently smooth, it was painted by the Intercessor; native red paint or vermUion * was used. The pole was painted in perpendicular stripes, beginning at the branch where the cross bar would be fastened and extending to the base.

As the Intercessor painted the sacred pole, he sang the following song, which, like the other songs pertaining to his ceremonial office, was sung alone and without the drum, the people listening attentively:

1 On the Standing Rock Reservation is found a yellow och*oas substance wUch, after being reduced to a fine powder, is used by the Indians in makhig yellow paint This substance, when treated by means of heat, yields the vermilion used on all ceremonial articles as well as in painting the bodies of the Indians. The baking of this ocherous 8ubstanoe~« process which requires skill— is done by the women. First, the lubstance mixed with water is fonned into a ball. A hole is dug in the ground in which a fire of oak bark is made. When the ground is baked, the coals are removed, the ball is placed in thehole, and a flreis built above it This fire is maintained at a gentle, even heat for about an hour, which is sufficient for tbeamount of the substance usually pr^)ared at a time. The action of the heat changes the color of the substance to red. When the ball is cold, it is pounded to powder. In the old days this red powder was mixed with buHalo fat in making the paint, but at thepresent time it is mixed with water. White, black, and blue paints were obtained by mixing colcved earthy substances with buffalo fat The blue was found in southern Minnesota (this required no treatment by heat), and the white and bla^k in Dakota. ( See p. 173. ) It Is said that white paint was preferred for the painting of horses (set” p. 353) because it was a ” genuine color,” and also because other colors oould be applied to ad>’antage above it. Brown earth is mentioned in song No. 62. The symbolisms of various colors used in paint are noted on pp. 77 and 124.
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No. 18. Song of Painting the Sacred Pole (Catalogue No. 452)

Sung by Siya^ka VoicbJ-160

Drum J ^ 80

i:4te£

s

^

’*-~H5

■vS>-

^^1

A - te le - na

ta-wa ma-ki>ye

a - te le -

mi^fi

na

ta-wa ma-ki-ye

£ai) ma-ko - ba- za na - 1\  hi -

ye - ya 6ii) a - te le - na

ta- wa ma - ki - ye

^w

^^

a - te le - na

ta-wa ma-ki - ye

6ai) ma-ko-ba - za na -

^tei

2Z

s

■^

ill) hi - ye - ye 6ii) a - te le - na

2^

s

^

ta-wa ma-ki -ye

ate’’ father

lena^ taVa maki^ye all these he has made me own

<5ai) mako^aza the trees and the forests

iia^fii) standing

hiye^ye dii) in their places

Analysis, — ^This molody contains only the tones of the minor triad and fourth. The rhythmic unit is long, its repetitions comprising the entire song except two periods of six measures each, which consist principally of quarter notes. The sustained tones were always given the indicated time. The words are continuous throughout the song. Among the Chippewa, as well as among the Sioux, this occurs more often in ’’medicine songs*’ than in other classes of songs. The final tone, though very low in pitch, was sung with distinctness.

The Sun-dance pole was usually about 35 feet in length and 6 to 8 inches in diameter. A crossbar *’the length, of a man” was tied
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on i}u> polo, }mnf( H^rmroly fantoned to the short branch left for the ptir[Hmrn At i}u^ intc^niection of the pole and the crossbar there witM tiixl with rawhide thongs a bag, which constituted one of the offorintpi tundi^ by the I^eader of the Dancers. This bag was about 2 foiit Mfjuans made of rawhide decorated with beads, tassels, and frinice, Mid wim« wrapp<Hl in cherry branches 4 or 5 feet long which eoitipIeU^y concimled it. Inside the bag was a smaller bag of tanned buffalo hide containing the offering, which consisted of a large piece of btiffah) hump, on a sharpened stick painted red. The stick was Cottonwood and, according to Mato’-kuwa’ (Chased-by-Bears), symbolixod the arrow with which the buffalo had been killed and also the pl(^liet Ntake to which a horse stolen from an enemy was fastened when it’ wiui being brought to the camp. The additional offerings fastened to the (*nmHbar were two effigies (see pi. 21) cut from rawhide, one \  the form of an Indian and the other in the form of a buffalo, indioatiTig that the enemy and also the buffalo had been Oimquertnl by iiu|)ernatural help. To the crossbar were fastened alno i\u  thongH, or cortls, by which the men would be suspended. One coixi WUM made rtmdy for each man, the middle of it being fastentnl to the ort>s8bar and the two ends hanging, to be fastened to the Htickn {uisned thrtnigh the flesh of the man’s chest. At the top of the piJe w»WH hui\g a tanntnl rolw of buffalo calfskin. In the later oerivn\onit^ a banner of rtnl hst cloth was usihI instead of the buffalo rtdnv

After {hunting the sacnnl |x4e,the^InterctV5sor examhied the hole whioli had Innni pn^j>artHi for its enn^tion, in which he placed an alnuulaniH^ of buffalo fat« It vras said that, while doing this, he **j\raytHi aiui talktnl in a low viuoo/*

rhe iHmuuaiHt t^> raise the pole was followed by absolute silence on the )^rt of the as^nnMtHl pe^>pk  Thus they watched the pole as it was raistn) slowly aiul can^futty by the men who had brought it to tlh^ oam|v The moment it was in place all gave way to cheers and w^i\Moii\g» and the three fi>llowing i^ongs were sung. These three s\m\s ^‘’f tiHvnhHl by a man said to be the only Teton Sioux hvu\j: vtVMO who had tHUsl the ot^uv of luteives^^r. These songs V\vm|vrv^Hi jvitrt of tl\e it^striKtivMis he nnvivovl frv>ra the man w?io |v«\H^\Usl hun in th^t v’uv. TV.o si’^t was aK»ut SO years of age ^hou the s\n^ wvrx^ r^wrvUxt \Stv p. S^>
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No. 14. Song Sung after Bmtoing the Sacred Pole (a) (Catalogue No. 628)

Sung by Red Wxasbl

Voioa J=6S Becorded without drum


	
	






WORDS (not TKAN scribed)

( The pole speaks)

wakaQ^yaQ sacred

nawa’^iii) ye I stand

waQma^yaQka y<3 behold me

ema’^kiye 6on was said to me

Analysis. — ^The conciseness of this melody is interesting, especially in view of the fact that it was sung by an aged man, who said he learned it in his youth. The rhythmic units are clear-cut, and their repetitions comprise the entire song except two short parts somewhat similar to each other. Both intonation and time were remark- ably good, considering the age of the singer. His voice was as strong as that of a young man. This has been noted by the writer to be the case among old men who, in their younger days, were accustomed to address large numbers of people on the open prairie. Red Weasel, who had held responsible positions in tribal ceremonies, had developed this quality of voice. In this connection the pitch of his songs should be noted.

This melody contains all the tones of the octave except the sevenths In structure it is classified as melodic with harmonic framework. About two-thirds of the intervals ara downward progressions, the principal accented tones being those of the descending series A, F sharp, D, B, P sharp. Only two ascending progres- sions appear between accented tones.
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No. 15. Song after Ealslng the Sacred Pole (b) (Catalogue No. 629)

Sung by Bed Wbasbl

Voice J — 66 Drum not recorded
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^^^m

WORDS (not TRANBCRIBBD)

( The ]X)le speaks)

maka’^ dokaQ^yai) at the center of the earth ’

wa^kil jis/ilo po stand looking around you

oya^te iye^dya recognizing the tribe

waOtil na^fii) po stand looking around you


This is an instance of the “sacred language” mentioned on p. 85. A language of this kind was said to be necessary in order that persons intimate with supernatural things could communicate without being understood by the oonunon people. The term “center of the earth” occurs in a narrative on p. 214 and also in song No. 137, translated as follows: “At the cent«r of the earth I stand … at the wind center (where tho winds blow towaid me from every side) I stand.” Bongs Nos. 16 and 75 mention the places whence the winds blow, the former containing the words “at the places of the four winds may you be revereDced,” andthe latter, “At the four places . . . the places from which the winds blow . . . to stand I was required;” also ” the homes of the four winds, ” p . 127. The foltowing instances may also be cited: Anexpression similar to this occurs in song No. 93 — ta^fte’ matt/ke6aia, alte translated ” with a heart that is difTorent ,” but carrying the idea of the fierceness of a bear. The term yatin’ktf, literally translated ” you will eat ,” is a phrase used only by mediclne-nfen when addressing the sick (song No. 57). The words “a sotirlet relic” in song No. 1 refer to the custom of spirit keeping and would not be understood by these who were unfamiliar with that ceremony. The term “gnimlfatiier” is found in No. 21, which is the oi)eniMp imiycr of the Sun dance. The word tuhkap’, (sacred stones,’ is said to be derived from (nrfka’siln, ‘gnintlfjithor.’ (See p. 205.) In songs Nos. 41, 93, and 105 there is shown something aj)proa<’]iinK tlie personification of a wind and a rainbow, the idea being that these possess or wear the man who has dreamed of thorn and has not
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Analysis. — This song contains two rhythmic units, but th^ rhythmic structure of the song differs from that of most songs under analysis in that thesd two units appear to have no influence on each other. The first is in triple, the second in double, time, and none of the count-divisions are alike. The song is melodic in structure and contains the tones of the fourth five-toned scale. The descending fourth from the tonic to the dominant occurs with frequency.

No. 16. Song Sung after Ealsing the Sacred Pole (e) (Catalogue No. 630)

Sung by Red Weasel

Dbum not recorded

¥

f^Jfftfr

jt*

^

s

HffJ.f rt-’

P

f^-fLj|r ^-[[jf ^ |rTt-r|[r’K

^^^r tT’if r III

^^=gW=F I il \f’

^m

WORDS (not TKANSCRIBED)

tuQka^Hila grandfather

to^pakiya at the places of the four winds (see p. 120,

footnote).

wakai)’ nila’pi nuqwe^ may you be reverenced

ta^ku koyag’ mayaye’ you made me wear something saored

oya^te waij wakaij’yai) yaqka^pi the tribe idtting in reverence niwa^<5ii)pi they wish to live

yet enacted his dream, even as a medicine-man wears an object, or the s3rml)ol of an object, which is snbjeot to his commands. Thus No. 41 contains the words, “a wind wea^ me”; No. 03, “a wind comes to get me;” Aiid No. 105, “a hoop (rainbow) wears me.” The term wohWnoifpa, or its abbreviation Au noij^pa, literally ” two-legged object, ” is used by those who treat the sick as referring to a human being (Nos. 76, 90) and the term tajfttfti/}utaf * a heart that U different,’ is oaed by them to indicate anger. (Songs Nos. 68, 93.) The phrases “in a sacred manner,” or “I have made it sacred,” are not unusual and can not be regarded as an adequate translation of the Sioux. In the mind of the Sioux the meaning of the word toakap contains more of mystery and a greater element of the supernatural than we are accustomed to associate with the worda ” saored’’ or ” holy,” though these are used as its English equivalent. (See footnote, p. 88. )
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Analysis. — ^Two intervals of a fourth form the framework of this melody, the first being C-F and the second G-C. The tonic is especially prominent, as it occurs in both these intervals and is frequently repeated. The song is minor in tonfdity and contains only the tones of the minor triad and fourth. A monotony in the melody is shown by the fact that it contains 27 measures and only 12 progressions. It has been noted that the average number of progressions in this class of songs is 31.3. The rhythmic unit occurs six times and its count-divisions were clearly given by the singer.

The sacred pole was placed in such a manner that the crossbar extended north and south, and the earth was packed solidly around the base.

The dance enclosure was about 50 feet in diameter, with a wide entrance at the east. (See p. 93.) The sacred pole stood in the center of this circle, and about 15 feet west of the pole a square of earth was exposed, all vegetation being carefully removed and the groimd finely pulverized. This square of earth was called owar^‘ka vxikat)’, “sacred place,” and no one was allowed to pass between it and the pole.^ Two intersecting lines were traced within the square of earth, forming a cross, these Unes being parallel to the sides of the square but not touching them.’ After tracing these lines in the soil, the Intercessor filled the incisions with tobacco which had been offered to the sky, the earth, and the cardinal points. He then covered the tobacco with vermilion paint-powder, over which he spread shining white “mica dust.’’’ At the intersection and ends of the lines he placed bunches of downy white eagle feathers. Very beautiful was the contrast of green turf, soft brown earth, shining white lines, and downy eagle feathers. West of this was placed a bed of fresh sage, on which the buffalo skull would be laid during the ceremony. (Pb. 16, 17.)

The Intercessor sang the following song as he prepared the square of earth. When this and similar songs were sung by the Intercessor, there was absolute silence in the great gathering of people.


IClflB Ftotohar states (in Peabody Miu. Hept., m, p. 284, note, Cambridge, 1887): “The mellowed earth space . . . has never been absent from any religious exercise I have yet seen or learned of from the Indians. It represents the unappropriated life or power of the earth, hence man may obtain it.”



sConceraing this outline, which is widely used by the Indians, Mr. W. H. Holmes writes (in Handbook ADier.Ind8.,j>tl,p.366): “Primitive man adjustshlmself to his environment, real and imaginary, by keeping In mind the cardinal points as he understands than. When the Indian considers the world about him, he thinks of it as divided Into four quarters, and when he communicates with the mysterious beings and powers with which his Imagination peoples it— the rulers of the winds and rains— he turns his face to the four direotknis in stipulated order and addresses them to make his appeals and his offerings. Thus his worship, his oeremonies, his games, and eveA his more ordinary occupations in many cases are arranged to con- form to the cardinal points, and the various symbolic representations associated with them assume the formoftheoroas.”


	A specimen of the “mloa^’ was secured, and was identified as” Qypsum, variety Selenite,” by Dr. O. S. MecriU, cuzator of the depcutment of geology of the U. S. National Museum.



i 1- I. .^

U OF AMERICAN ETHNOLOGY

BULLETIN 61 PLATE 17

flht

THE SUN OANCE (native ORAWINQa) A. BV EAGLE SHIELD e. BY JAW

DaNBlfORB]

No. 17. Song of PrepAring the Sacred Place (Catalogue No. 500)

Sung by Red Bird

VOXCB J=‹M› Dbum not recorded

To-ps^ki - ya ma-ka- ta ^ 6e-wa- ki ye - lo 0

to-pa-ki -yama-kao-wai)-ka ka - ^ii) kta 6a o-ya-

te wai>-la-ka pe-lo e

to-pa-ki- ya ma-ka-ta 6e-wa-ki ye - lo e

U/pakiyamaka^ta ewaki yelo^. . four times to the earth I prayed

owaQ’Ica a place

waka^gii) kta 6a I will prepare

oya^te 0 tribe

waQla^ka pelo’ behold

Analysis — All the tones of the ootave except the fourth occur in this melody; which is minor in tonality and melodic in structure. A feeling for the tonic triad is evident throughout the song, but there is more freedom of progression than in many of the songs under analysis. The second of the key is unusually prominent, and the progressions in the sixth and seventh measures are interesting, as they include the tonic and the tone immediately ttbove and below it. About two-thirds of the intervals are downward progressions.

After the sacred pole was erected and the “sacred place’’ prepared, a shelter, or”shade-house,” was built entirely around the Sundance circle, any. who wished to share in this work being permitted to do so. Posts about 6 feet high were erected, and upon these were placed a light framework of poles. This framework was covered with buffalo hides and decorated with freshly cut boughs. Beneath this shade sat the old people, the relatives of the dancers, and any who attended the ceremony merely as spectators.

On the morning of the Sun dance those who were to take part in the ceremony were allowed to eat a full meal, after which they entered the vapor lodge while the following song was simg:
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No. 18. Song of FIhaI Yislt to the YApor Lodge (Catalogue No. 631)

Sung by Bed Wbasel Dbum J =68 Drum not recorded

r- — I — T~i - f

^,nf g|f f tf ||.f |f tJ-|f f^gfn

W0ED8 (not transcribed)

ho a voice

u wa’yin kte I will send

nama^’hon ye hear me

maka’’ the land

sito^mniyai) all over

ho a voice

ye waye^o I am sending

nama^on ye hear me

wani^ ktelo’ ’. I will live

Analysis. — ^This song contains 20 measures and only 15 progressions. In its lack of progression it resembles Nos. 14, 15, and 16, rendered by the same singer. (See analysis of No. 16.) Twothirds of the progressions are downward, the song beginning on the dominant above the tonic and ending on the dominant below the tonic. The melody contains the tones of the second five-toned scale and is melodic in structure.

After their vapor bath, the dancers were painted by the men whom they had selected for that purpose. A few of the writer’s informants stated that the bodies of the dancers were painted white on the first day of the ceremony, the colors being added on the morning of the second day, but others, including Itui)‘kasai3-lu’ta (Red Weasel) stated positively that the painting in colors was done before the opening of the dance. Red Bird stated that each man who was accustomed to paint the dancers had a special color, which was ^^ a.ssociated with his dream,” and that he used this color first in the paint- ing. The colors employed were red (the’^ tribal color”), blue, yellow, white, and black, each color being a symbolism connected with the sky. Thus, it was said that red corresponds to the red clouds of sunset, which indicate fair weather; blue represents the cloudless sky; yellow, the forked lightning; white corresponds to the
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light; and black was used for everything associated with night, even the moon being painted black because it belonged to the hours of darkness. (See p. 77, footnote.)

i§iya’ka (TealDuck) stated that when he took part in the Sun dance his face and body were painted yellow, with dark-blue lines extending down the arms and branching at the wrist to lines which terminated at the base of the thumb and the little finger. Similar lines extended down the legs, branching at the ankles. There was also a dark-blue line across his forehead and down each cheek. A black deer’s head was painted over his mouth, the man -who painted him saying that this decoration he used because the deer could endure thirst for a long time without losing its strength. On his chest was painted a red disk representing the sun, and outlining this disk he wore a hoop of wood wound with otter fur and decorated with four white eagle feathers tipped with black. (See p. 139.) On his back was painted a dark crescent representing the moon. Bands of rabbit fur were worn around the wrists and ankles.

Those who took part in the Sun dance wore their hair loose on the shoulders after the manner of men who had recently killed an enemy. A lock of hair was tied at the back of the head and to this was fastened upright a white downy eagle feather. Small sticks about 8 inches long were also fastened in the hair, four being the usual number. These sticks were decorated with porcupine quills, beads, and tassels. (Fig. 22.) A dancer was not allowed to touch his body during the ceremony, the decorated sticks being taken from his hair and used for that purpose.

No moccasins were worn by the- dancers. Each man wore a white deerskin apron (nite’iyapehe) , which was fastened at the waist and extended below the knees both front and back; he had also a robe of buffalo skin in which he was wrapped while going to the Sun-dance circle and returning to his lodge. A whistle was hung around his neck by a cord. This whistle was made of the wingbone of an eagle, wound with braiding of porcupine quills and tipped with a downy white eagle feather fastened above the opening so that the breath of the dancer moved the snowy filaments. The mouthpiece was surrounded with fresh sage. The man blew this whistle as he danced. The instrument (illustrated in pi. 18) was decorated by the woman who decorated the Sun-dance pipe.*

After being painted and arrayed, the men who were to take part in the ceremony assembled in the dancers’ lodges of their respective bands and awaited the summons of the Crier.

1 The bone of tbis whistle was identified at the U. S. National Muaeum as the uhia of the golden eagle (ilfuito chryaaetiu). The specimen is thus described by Mr. B. H. Hawley, curator of musical instru« molts: ” Length, 8 inch^; average diameter, fy inch. It has a triangular sound hole, its apex toward the lower or open end, which is 4^ inches distant. To the lower end of the whistle is sewed with sinew a Dufly eagle feather l^ inches long. This feather grows under the tafl-featta«rs of an eagle. ” (Of. p. 98.)
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The Leader of the Dancers was with the Intercessor in the council tent. His costume was not necessarily different from that of the dancers. Chased-by-Bears stated that when acting as leader of the Dancers he was painted white with black streaks across his forehead and down his cheeks. The deerskin nite’iyapehe which he wore was elaborately wrought with porcupine quills by the women among his relatives, who wished to do the work although such decoration was not required.

The costume worn by an Intercessor was somewhat similar to that of the dancers, but on his wrists and ankles he frequently wore bands of buffalo skin on which the hair was loosening, and his robe

was the skin of a f% buff alo killed at the

Jl ^ time when it was

shedding its hair. Bits of hair shed by the buffalo were tied to his own hair (see pp. 64,458), and he wore buffalo homson his head, or he might wear astrip of buffalo skin fastened to his hair and hanging down his back. (See pi. 19.) In contrast to the dancers his hair was braided, but like them he wore one white downy eagle feather. His ^ „ „ . , ^ . „ ^ face and hands were

PiO. 22. DaoonMd rtick worn In Sun danre. , , , ™,

pamted red. The costume of an Intercessor varied slightly with the individual, Red Weasel stating that he wore otter skin around his wrists and ankles, that the braids of his hair were wound with otter skin, and that he wore a shirt of buffalo hide trimmed with human hair, which was supposed to represent the hair of an enemy.

On the morning of the day appointed for the Sun dance the Crier went around the camp circle, announcing the opening of the ceremony in the following words: “Wana’ u po. Wana’ yuStanpe. InaK’ni poI” (“Now all come. Now it is finished. Hasten!”)

In the procession which approached the Sun-dance circle the Intercessor was the most prominent figure, the others acting as his escort. The Intercessor held before him with uplifted stem his
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Sim-dance pipe, which would be smoked during the ceremony. The Leader of the Dancers walked beside him, carrying the ceremonial buffalo skull, which had been painted with stripes of red extending from the nostrils to the horns. Near him walked some close relative or friend, who carried the Leader’s sealed pipe, which would be placed with the buffalo skull beside the square of exposed earth. Those who were to fulfill their vows walked on either side of the Intercessor and the Leader of thiB Dancers, and around them were the war societies and other organizations of the tribe. On reaching the entrance of the Sun-dance circle the procession paused. The Intercessor directed the attention of the people to the east, and it was understood that each man offered a silent prayer; this action was repeated toward the south, the west, and the north, after which they entered the indOsure. Amid impressive silence the procession passed along the southern “side” of the circle to the western “side,” where the Leader of the Dancers, pausing, laid the buffalo skull on the bed of sage, with its face toward the east. He then placed his sealed pipe in its ceremonial position, the bowl resting on the buffalo skull and the stem supported by a slight frame of sticks painted blue (see pp. 64, 72), the mouthpiece of the pipe being extended toward the Sun-dance pole (pi. 20). When the Intercessor rose to sing or pray, he held this pipe in his hand, afterward replacing it in its ceremonial position; it was also extended toward the sky, the earth, and the cardinal points, but the seal on it was not broken until after the ceremony.

The pipe which was smoked at the ceremony was that of the Intercessor. He first burned sweet grass, the ascending smoke of which was said to symbolize prayer.* Then he lit the pipe, and extended the stem toward the sky, the earth, and the cardinal points. The following explanation of this action was given by Wakii)‘yai)-wata’- kpe (Charging Thunder): “When we hold the pipe toward the sky, we are offering it to Wakai)Hai)ka. We offer it to the earth because that is our home and we are thankful to be here ; we offer it to the east, south, west, and north because those are the homes of the four winds; a storm may come from any direction, therefore we wish to make peace with the winds that bring the storms.” After this action, the Intercessor, having first smoked the pipe himself, offered it to the Leader and all the dancers. This procedure was repeated at infrequent intervals during the period of dancing.

Beside the Sim-dance pole the men who were to fulfill their vows stood facing the sun,, with hands upraised. The Intercessor cried, “Repent, repent!”,’ whereupon a cry of lamentation rose from the entire assembly.

1 See article IneenUt “^7 James Mooney, in Handbook Amer. Inds., pt. 1, p. 604.


	Certain features of the oeremony eeem to show the influence of Christian teaching. See footnoe p. 88.
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The opening song of the ceremony was sung three times with a tremolo drumbeat, after which the drum changed to a definite, even stroke, and the men began to dance with faces still turned toward the Sim and with hands upraised.

No. 19. Opening Song of the Sun Dance (a) (Catalogue No. 453)

Sung by Siya’ka Dbum J = 144 Dnim in unaccented eighth notes*

S

rj’,[jririrfrii^

^^

^

19-

i

Voice J— 160 Drum J=:160

ositfif-r-f |[»£%f%^^

1 r

m

-^9-

12 * , f

p

IT

I V2 n

U r ii^r r II

• Drum-rhythm

n -n n r3

Analysis, — ^This transcription shows the song and also the manner in which it was changed by the singer in repetition. Thus the song itself ends with^he third measure preceding the change of time, and only that part of the transcription is considered in the analyBis. In
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songs expressive of desire it is not unusual for the tempo to be increased with repetitions of the song (see p. 481). Thus the second tempo in this instance is faster than the first. Comparing the two portions of the transcription, we note a persistence of important and slight changes in imimportant phrases, a peculiarity which has been frequently noted in the musical performances of both Chippewa and Sioux. Contrasted with these instances are those in which many renditions of the song are identical in every respect.

This song is transcribed and analyzed in the key of D minor, though the second and fifth of that key are not present. The melody is broadly outlined by the descending intervals F-C, C-F, F-D, with a return to F at the close. One accidental occurs — the fourth lowered a semitone. The number of downward and upward intervals is about equal, there being 25 of the former and 22 of the latter in the song.

The following song also could be used at this time:

No. 20. Opening Song of the Sun Dance (b) (Catalogue No. 479)

Sung by Lonb Man Drum J=84
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Analysis, — The rhythmic unit occurs twice at the opening of this song, the latter part of the song showing an accented sixteenth note in several measiires but having httle rhythmic interest. The purpose of the latter part seems to be merely the carrying of the melody down to the final tone. The range of the melody is 13 tones. Only 11 per cent of the Chippewa songs have a compass of more than 12 tones, and a similar range is foimd in only 10 per cent of the present series. (See Table 5A, p. 28.) This song is minor in tonahty, lacking only the sixth tone of the complete octave.

During the excitement of the opening dance many gifts were given to the poor or exchanged among the people, and many *’paid their respects ” to the parents of young men who were taking part in the dance for the first time.
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The dnun used in the Sun dance was placed south of the pole. It was a large dance drum of the usual type and elaborately decorated, the sides being hung with bead work and fur, and the supports wound with beads and fur. In addition to the drum a stiff rawhide was beaten. This gave to the accompaniment of the songs a peculiar quality of tone, which marked a difference between that of the ordinary dances and that of a religious ceremony. The men who had car- ried the sacred pole were seated at the dnmi and the rawhide, together with special singers, both men and women, the latter sitting behind the men and forming an outer circle. . The voices of the women singers were ah octave higher than the voices of the men.

The Intercessor was seated west of the “sacred place’’ during the entire ceremony. The Leader of the Dancers was with the others who were fulfilling their vows, but during the brief periods of rest which were allowed the dancers he lay on the ground at the west of the”sacred place,” face downward, with his head pressed against the top of the buffalo skull. (See p. 97.)

The man who had spoken the vow for a war party assumed some responsibility in the proper fulfillment of their vows, and the dancers were attended by the men who had painted them. All who took part in the dance wore required to abstain from food and water during the entire period of dancing.

At the conclusion of the ox)ening dance the following prayer was simg by the Intercessor, all the people listening with reverence:

No. 21. Opening Prayer of the Sun Dance (Catalogue No. 501)

Sung by Bed Bird

Drum not recorded
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tuQka^^ila gnuidfather. (See p. 120, footnote)

ho uwa^yii) kte a voice I am going send

nanu/hon ye hear me

maka^ siU/mniyat) all over the UDiverse

ho uwa^yii) kte a voice I am going to send

nama^hon ye hear me

togka^^la grandfather

wani’ ktelo^ I will live

epelo^ I have aaid it

Analysis. — Peculiar strength is given this melody by the fact that a quarter note is the shortest note occurring in the rhythmic unit. The time of the sustained tones was accurate in all the renditions. Two-thirds of the progressions are downward, the melody beginning on the fifth above the tonic and ending on the third in the lower octave. All the tones of the octave are foimd in the song, which is minor in tonality and melodic in structure. The words are continuous. As already stated, continuous words are found most frequently in songs connected with ’ * medicine. * ’

A man might take part in the Sun dance in one of six ways, according to the nature of his vow. The requirement of fasting was the same in every vow. The first way of taking part in the Sun dance consisted merely in dancing, the second added a laceration of the flesh, and the other four required that a stick be thrust through the flesh and strain placed upon it until the flesh tore or was cut. The Indians stated that the stick, or skewer, was ’’put through the skin,” and probably it pierced also the subcutaneous fascia.^ The two most cojnmon forms of this treatment consisted in the piercing of the flesh over the chest with skewers attached by cords to the crossbar of the sacred pole, and the fastening of buffalo skulls to the flesh of the back and arms. The two more severe and less employed forms were the suspending of the entire body by the flesh of the back, and the fastening of the flesh of both back and chest to four poles at some distance from the body, the poles being placed at the comers of a square.*

If a horse had carried a man on the warpath when his vow was made, the man might fasten the horse to the thong by which he was suspended from the polo, thus hastening his release, or he might fasten in a similar manner the bridle and whip which he carried on

X As the word “skin” Is oommonly applied to the cuticle, the word “flesh” is used in this chapter as Indloating more clearly the severity of the ordeal.

s In this connection it should be borne in mind that the present memoir concerns only the customs of (he Teton Sioux, as dewribed by members of that tribe who took part lii the dance,
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the warpath, or he might hold the bridle and whip in his hand as ho danced. Chased-by-Bears stated that in fulfilling his first Sun-dance vow he caused a skewer to be put through the flesh of his arm and from it suspended the rawhide lariat which he carried when on the warpath, and with which he later captured a horse. (See p. 97.)

Women sometimes took part in the Sim dance by fasting and standing beside some relative who was dancing, or by assimiing part of the obligation of a vow made by some relative and permitting their arms to be cut. (See p. 135.) The gifts distributed by relatives of the dancers and the feasts given in their honor were also the work of the women.

Even the simplest form of the Sim-dance was a severe test of a man’s endurance. He was required to abstain from food and water, to dance with face upraised to the sun from morning imtil night, and to continue dancing during the night and on the following day imtil he fell exhausted.^

If he had vowed to have his arms cut, he left the line of dancers and seated himself beride the pole for the operation, after which he resumed his dancing. The number of cuts varied from 10 to 100 or even 200, according to the man’s vow, though if the vow required the larger numbers named part of the number was usually assumed by his relatives. The cutting was done by a man of experience, to whom the dancer gave one or more horses. The man had an assistant, who lifted a small portion of flesh on the point of an awl, where- upon the man then severed it with a quick stroke of a knife, lifting the first portion which he cut toward the sky, saying, ‘’This man promised to give you his flesh; he now fulfills his vow.’’ (See p. 96.) The cuts were usually placed close together. The writer has seen the scars of a man whose arms were cut 100 times — small dots on the upper arm, about half an inch apart, in regular order.

Another manner of cutting the arm was by gashes, which left broad white scars. As already stated, the relatives of a man might assume part of the obligation of his vow by allowing their arms to bo cut. Thus Lone Man said that he vowed 200 gashes, but his relatives divided half the number among themselves.

If a man vowed that he would be suspended from the pole the operation of fastening the thongs to his chest was as follows: Tlie dancer lay on the ground, and the man who performed the operation, bending over him, hfted the flesh of the chest between his thumb and finger; then thrusting an awl through the flesh, he followed this with the insertion of the pointed stick. This stick was painted blue, and the man moistened it with his lips before inserting it in the flesh. He then lifted the man to his feet and tied the thongs hanging from the crossbar of the pole to the sticks in the man’s flesh. Medicine was apphed if the bleeding was excessive. In old days the awl used in this operation was of bone. Chased-by-Bears, who performed this

I Jatervals permitted for rest are noted on p. 134.
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office many times in the Sun dance, stated that he used a knife, the hlade heing ground to a point, and the handle and part of the hiade being wrapped with rawhide (pi. 21).

The thongs by which a man was suspended were usually of a length permitting only his toes to touch the ground, though the height of the suspension depended somewhat upon the man’s physical strength. When first suspended each man was given a stick by means of which he might raise his body slightly to ease the strain upon the flesh of his chest. After discarding this support any effort at rest or any cessation of the motion of dancing only increased the suffering.

The men were suspended soon after 9 o’clock in the morning on the north side pf the pole in such a position that their upraised faces were in the full glare of the sxm. It was expected that they would make an effort to free themselves as soon as possible. Sometimes this was accomplished in half an hour, and according to John Grass and other informants a man seldom remained in that position more than an hour. If he was unable to tear the flesh in that time by means of the motion of dancing, he might give horses for his release, or his relatives might give them in his behalf. In that event the man who had done the cutting was allowed to cut through the flesh either partially or entirely. If a considerable time elapsed and the man could not free himself, and neither he nor his relatives could give the requisite horses, he was jerked downward until the flesh gave way. While suspended, each man held his eagle-bone whistle iii his mouth, blowing it from time to time.

If a man vowed to take part in the Sun dance by carrying buffalo skulls, the number varied from two to eight. If two were used they were fastened to the flesh of the upper part of the back, near the spine. Tlie flesh having been lifted on an awl, a small stick was inserted. A thong of buffalo hide was fastened to this stick, the other end of the thong being passed through the nostril-openings of of the buffalo skull, suspending it at some distance from the groimd. The man then danced until the tearing of the flesh released the skull. If four skuUs were used, the additional pair was fastened to the back, halfway between the spine and the point of the shoulder. With six skulls, the thind pair was fastened to the upper arm. If more than six were used, the additional skuUs were fastened anywhere on the upper part of the back, it being permitted also to fasten more than one skull to a thong. When several skulls were employed, their weight made it impossible for a man to stand erect, hence the man had to lean forward upon a stick, dancing in a bowed position. The scales indicated 25 pounds weight for a buffalo skull which was obtained by the writer. Tlie skull was shown to Chasedby-Bears who after lifting it, said that although the specimen was a large one it was not unusual for men to carry such in the Sun dance.
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Buffalo Boy stated that lie carried six buffalo skulls for four or five hours, at the expiration of which he was set free by the cutting of the flesh from which they were suspended, the proper number of horses being given for his release.

A more severe form of torture was the hanging of the body clear of the ground by means of thongs passed through the flesh on each side of the lower part of the back. Seizes-the-Gun-away-from-Them told of an instance in which a man rode to the sacred pole, and was suspended by his back, after which the horse was led away. The most severe form of torture was the suspension of the body between four poles; by means of thongs passing through the flesh of both chest and back, the body hanging so that only the toes touched the ground. Under these conditions the flesh tore less readily. John Grass stated that a man had been known to remain in that position from one morning until the evening of the next day, when gifts were given for his release.

While the men were dancing, they ‘^ prayed for all in the tribe, especially the sick and the old.’* Red Bird said:

The waniors went on the warpath for the protection of the tribe and its hunting grounds. All the people shared in this benefit, bo when the warrior fulfilled his vow he wanted all the tribe to share in its benefits. He believed that Waka^taka is more ready to grant the requests of those who make vows and fulfill them than of those who are careless of all their obligations; also that an act performed publicly is more effective than the same thing done privately. So when a man was fulfilling his vow, he prayed for all the members of the tribe and for all the branches of the tribe, wherever they might be.

As soon as a man enduring torture was set free by the breaking of the flesh, it was customary to apply to the wound a medicine in the form of a powder. It was said that the wounds healed readily, blood poisoning and even swelling being unknown. The writer saw a large number of Sun-dance scars, which appeared slight consid* ering the severity of the ordeal.

After the medicine was appUed, the man returned to his place with the dancers, continuing his fast and dancing until exhausted. During the period of dancing the men who painted the dancer occasionally offered a pipe, holding the bowl as the man puffed; also putting the dancer’s whistle into his mouth, as participants were not allowed to touch any objects while dancing.

Each man remained in one place as he danced, merely turning so that he continually faced the sun, toward which he raised his face. In dancing he raised himself on the ball of his foot with rhythmic regularity. At intervals of a few hours the men at the drum were allowed to rest, and the dancers might stand in their places or even sit down and smoke for a short time, but if they showed any hesitation in resuming the dance they were forced to their feet by the men who did the cutting of the arms and superintended the fulfillment of the vows.

DENSMOBS]

Women whose relatives were fulfilling vows frequently danced beside them during part of the time. Ta^i’na-skawii) (White Robe), singer of the following song, stated that she composed it while taking part in a Sun-dance in which her brother was fulfilling a vow. As the result of a successful raid against the Crows, he brought home many horses, which were divided among his relatives, she receiving part of the number. He had vowed that if he were successful he would be suspended from the pole and would also have 200 cuts made on his arms. She and her sister assumed one-half of this number, each having her arms cut 50 times. She and his other female relatives danced while he was dancing, and without preparation she sang this song, which was readily learned and simg by all the women:

No. 22. “Wakai)aai}ka, Pity Me” (Catalogue No. 688)

Sung by TAiSi^NA-sKAwiJf (Whttb Robe)

VOIGB J =63 Dkum not recorded
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WaDbli’-iya’li’ ^ Climbing Eagle (man’s name)

heye’ le said this

WakaD^tagka ** Wakag^taijka

oQ^^imala yo yo pity me

letag^Q from henceforth

te’hai) wani’ ktelo’ for a long time I will live ”

eyii)’ na’hai) he is saying thifl, and

tehi^ya na’iii) ye stands there, enduring

Analysis, — The third and second tones of the octave are laxjking in this melody, which, as already stated, was said to have been composed by a woman. The absence of the third in songs composed by women is considered in Bulletm 53 (p. 140). Only four other instances of the absence of the third occur in the present series. These are Nos. 5, 42, 99, 131, 169, and the present song is the only

one of the group which was composed br sung by a woman. One accidental occurs — the fourth raised a semitone. The manner of using this accidental introduces two intervals, one of which seems particularly difficult for an Indian to sing, namely, the minor second. The other interval is the augmented fourth, in the descent from D sharp to A. All these intervals, as well as the ascent of the octave, were sung with good intonation. The song is minor in tonality and freely melodic in structure.

The aged members of the tribe were seated comfortably in the “shade house” on the outer edge of the dancing circle. There they listened attentively to all that took place; indeed, the utmost reverence and respect for the ceremony were shown by all who attended. The spectators realized that when prayer was offered by the Intercessor “it was their duty to join in his prayer with their hearts.”

Meantime many incidents were taking place in the great tribal gathering. Those who rejoiced were asking others to rejoice with them, while still others joined their friends in lamenting chiefs who had died during the year, or warriors who had been slain by the enemy. The relatives of those who took part in the Sun dance provided feasts, and little groups were seen feasting here and there in the camp while at the same time songs of lamentation could be heard. The following song was used at a Sun dance in commemoration of Kaggi’-iyo’take (Sitting Crow), a Sioux warrior who was killed in a fight with the Crows. The words of this song are a warrior’s best memori^.

No. 23. Song of Lamentation (Catalogue No. 487) Sung by Lone Man

Voic» J =56 D&uM not recorded
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Ka9i-iy(/take Sitting Crow (man’s name)

he^6el yuQkii)^ kte ll^it) that is the way he wished to lie

e6el yuQka^ he he is lying as he desired

•

Analysis, — Five renditions of this song were recorded; these are entirely uniform. The upward progressions in the measure containing the first word are interesting, also the upward progression neces- sary in beginning a repetition of the song. These intervals were sung with good intonation. From the writer’s observation an Indian may vary the pitch of unimportant intervals, but very rarely loses the pitch of what might be called the ” outline ’^ of a melody. In structure this song is freely melodic, yet the tonic triad is felt throughout the song. The minor third is of* frequent occurrence and constitutes 37 per cent of the entire number of intervals. The melody tones are those of the second five-toned scale. •

Even the children had a part in the Sun dance, which consisted in the piercing of their ears. Frequently this was done in fulfillment of a vow made by their parents; for instance, in the event of a child’s illness the parents might vow that if the child should live imtil the next Sun dance its ears would be pierced. This was considered an honor, and the gifts which were required made it impossible for poorer members of the tribe. The piercing of the ears was done publicly by any experienced person, in some instances by the Intercessor, assisted by those who cut the arms of persons fulfilling vows at the ceremony. The parents of the child gave gifts to those who pierced its ears, the gifts varying according to their means. Some gave 1 horse, some 10 horses, and wealthy persons added large and valuable presents of goods to show their affection for the child. A wealthy family provided also rich furs on which the child was laid during the operation — soft robes of otter, beaver, or buffalo, elaborately wrought on the inner side with beads or porcupine quills, and brought a pillow filled with the soft hair scraped from the deer’s hide, or the down of the cat-tail reeds that grow in the marshes. All these articles were left in their places after being used and were appropriated by the poor of the tribe.

The piercing of the ear was originally done with a bone awl, this instrument being replaced later by one of metal. After the puncture, a piece of copper was inserted so that the woimd would heal rapidly. One or both ears might be pierced, and if desired more than one hole was made in each ear.

The children whose ears were thus pierced were considered somewhat related in status to the men whose flesh was lacerated in the Sun dance, and feasts were given by their relatives in honor of the event.

[BrLL. «1

About noon of either the first or second day of the dancing the Intercessor sang the following song, the drum being silent and the entire assembly listening as he sang:

No. 24. Noon Song^

Sung by Red Bird

VoicB J — 58 Drum not recorded
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WORDS (not transcribed)

{First ren(fitioti)

to^ya where

wakai)^ holy

waqla^ke you behold

wi ohi^nape ta in the place where the sun rises

wakai) holy

wagla^a nuijwe’ may you behold

(Second renfUtion)

toTdva ■ where

wakaij’’ holy

wai)la^e you behold

wi ohi^’j-a ye ta in the place where the pun pastes us

on his course

wakai)^ holy

waQla^e you behold

{ Third rendition’^

to’ki’X’a where

waste’ px^liiosa

waijlalce you bt^hoKl

wi oe^awinire te at the turniiii: bark of the sun

waste’ goodnera

waQla’ka nunwe’ niay you behold

Analysis. — ^The principal characteristic of this melody is that 9 of the 16 progressions are intervals of the minor third. The tones are those of the fourth five-toned scaU*. and the mclodv is freelv melodic in structure. Several renditions were rtnordcd, each repetition beginning at the point intlicatcd by the marks for repeat. Thus the first part of the si»ng may be regarded as an introduction.
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The following song was sung by the Intercessor during one of the periods when the drummers rested; the people listened attentively. In explanation of this song Red Bird said:

This IB a song concerning a dream of an Interceesor. In his dream he saw the rkLng sun with rays streaming out around it. He made an ornament which represented this. At first he alone wore it, but afterward others wore the same ornament. [See p. 89.] It is a hoop with feathers fastened lightly to it. The hoop represents the sun, and the feathers fastened to it are feathers of the eagle, which is the bird of day, the crane, which is the bird of night, and the hawk, which is the surest bird of prey.

No. 25. Song concerning the Sun and Moon (Catalogue No. 504)

Sung by Red Bird Dbuu not recorded
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{FiT%i rendition)

aQpe^ wi kiq the sun

kola^ wayelo is my friend

6iQgle^^ka le a hoop

koyag^ maye^o it has made me wear

wagbli^ wag an eagle

koyag’ maye^o it has made me wear

(Second rendition)

haijye^ wi kig the moon

kola^ waye^o is my friend

pehai)^ wai) <i crane

koyag’ maye^o it has made me wear

6etag^ wag a hawk

koyag’ maye^o it has made me wear

AnaiyHs. — In many songs the rhythmic imit is merely a short phrase which lacks completeness in itself, but which appears frequently throughout the melody and influences the rhythmic divi- sions of the entire melody. The song now under analysis, however, contains a rhythmic unit which is complete in itself, and which was sung with a distinct ‘* phrase perception.^’ Repetitions of this imit constitute the entire song except the closing measure. The melody tones are those of the fourth five-toned scale. The only intervals here found are the major second and minor third. Descending intervals comprise about two- thirds of the entire number.

The songs of the hours of dancing are peculiarly rhythmic, the following being examples. Those songs were not used exclusively in the Sun dance, some of them being songs of the various War societies.

No. 26. ’’Wakai|^Ui)ka Hears Me” (Catalogue No. 483)

Sung by Lonb Man Dkum J -88 DruiD-rhythm similar to No. 6
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WakaQ^laQka Wakaij’taijka

^ waOwiya daQ^na when I pray t«> him

nama^oQ e hoaixl me

U’kxx wafte’ whutovor b gix^i

maku’ wela’ hognuit^me
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Anaiysis. — ^The distinct minor character of this song is of interest. The fourth and seventh tones of the octave are lacking in the malody. It will be noted that these are the tones omitted from the fourth five-toned scale, which is major in tonality, while this song is minor in tonality, the third and sixth being minor intervals. This tonematerial is found in four Chippewa songs (see Table 6a) ; it is con- sidered in Bulletin 53 (p. 188). Similar songs of the present series are Nos. 73, 89, 115, 126, 194. The interval of the fourth is prominent, comprising about one-fourth of the entire number of intervals. Two rhythmic units occur, but have no resemblance to each other. It has been noted that when several rhythmic units appear in a song they usually have some characteristics in common.

No. 27. ’’Black Face-paint He Grants Me” (Catalogue No. 503)

Sung by Red Bird • Voic» J =76 Dbum J -76

f|Fff|tg

^^

Wa-kai) . tai)-ka 6a wa - ki

ya 6ai)- na i - te - aa - bye

ma-ku we-lo

WakaQ^taQka Wakao’tai)ka

^e wa^’kiya 6ai)^na when I pray to him

ite^sabye black face-paint (see p. 359)

maku’’ weW he grants me

Analysis. — This song is major in tonality, yet the minor third constitutes more than half the entire number of intervals. This peculiarity is of frequent occurrence in the present series and was noted among the Chippewa songs. (See Bulletin 53, p. 263.) All the tones of the octave except the seventh are present

liU

HtJHEAU Oy AMKUICAK ETHSOLOGY

U$ Ui4^ Uuhf4\y, An hhi’MHi iff 10 Uftu^H in a^^romplished in the spac^e iff Uin^ii nw.tu^itrtm, ithoijt midway ihrrnigh the song. It will bo h/fU’4i iUni n ituiiHiirit rliviHjori hiriiilar to that in the second measure of Uki rhyUirnic unit in of fn’^juent ocx^urrence, though the ifaythimr Huil ori’Mm only ttinei) timeH. Thi* following Hon^ iUHnrnottiorttUtH a victory over the enemy:
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Analysis. — ^An interesting peculiarity of this song is the progression E-D-E, showing a whole tone between the seventh and eighth of a minor key. This occurs immediately before the words and also at the close of the song. The ascent of an octave in two progressions (with the introduction of the words) is also interesting, as these intervals were sung with more correctness than many smaller intervals in the song. AU the tones of the octave except the sixth are present in the song, which is freely melodic in structure.

No. 29. Dancing Song^ (a)

Sung by Red Bird

Voic» J =80

mp ^^ i=£4

Analysis. — A notable feature of this song is the difference in tempo between voice and drum. Occasionally the two coincided on the first count of a measure, but this appears to have been accidental, the two parts being entirely distinct. (See analysis of No. 8.) The time of the voice is not rigidly maintained, though the variations are neither sufficient nor regular enough to be indicated except on the E which was shortened in every rendition, and is so marked in the transcription. The structure of the melody is more regular than that of the majority of the songd under analysis. It comprises three periods of four measures each, with one additional measure after the second period. The melody tones are those of the fourth five-toned scale^ and two-thirds of the progressions are downward.
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No. 80. Dancing^ Song (b) Suiig by Ked Buld

VoiOB J =80

Dkum J =80


	



^^^

Analysis. — ^The count-division which characterizes this song consists of two sixteenth notes followed by an eighth note. This is com- bined with other divisions of a quarter note to form five distinct phrases of one measure each. The repetition of these short phrases, or rhythmic units, comprises the entire song except the closing measure. The first rhythmic unit occurs twice, the second three times, the third three times, the fourth six times, and the fifth twice. The irregular order of these phrases prevents their grouping into periods, but the rhythm of the song as a whole is complete and interesting. In structure the song is harmonic, the principal tones being those of the tonic triad. All the tones of the octave except the fourth are found in the melody. An ascent of 11 tones in two measures is noted in theseventh and eighth measures before theclose. The small countdivisions were clearly given by the peculiar action of the throat which characterizes Indian singing. (See Bulletin 63, p. 13.) Half the intervals (19) are major seconds^ all but two of which are in descending progression.
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No. 81. Dancing Song (c) Sung by Lone Man

u^ jSagSrif |.r r r If r tc i

<^

^^B

Analysis, — ^The intonation was wavering in both renditions of this song. Drum and voice have the same metric unit, but the drum invariably precedes the voice. The rhythmic unit, which is short, appears three times. No change of time (measure-lengths) occurs in the melody. This is somewhat unusual, a majority of both Sioux and Chippewa songs containing a change of time. (See Table 17A.)

No. 82. Dancing Song (d) Sung by Lone ^Ian

VoicB J ^176
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Analysis. — Wide intervals characterize this melody, one-fourth of these being larger than a major third. The compass of 13 tones is somewhat unusual. The song is major in tonality and is especially lively and inspiring. All the tones of the octave are used except the seventh. In structure the song is classified as melodic with harmonic framework. The drumbeat is tremolo in the opening measures and then changes to the indicated rhythm, which was steadily maintained in all the repetitions of the song.

No. 88. Dancing Song (e)

Sung by &ya’ka VoioB J =176 Dxuic J=176 Drom-rhythm similar to No. 6
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Analysis. — ^This melody is transcribed in the key of D minor, but in the opening phrases and also near the close of the song there is a feeling of ’interval formation” which is stronger than the feeling for a keynote or its related chords. These parts of the song are based on the descending interval of a fourth. (See p. 418 of this work, also Bulletin 53, p. 99.) Two rhythmic units occur in the song, the second reversing the count-divisions of the first. The drumbeat in this, as in the preceding song, is a rapid tremolo during the opening measures, changing to the rhythm indicated in the transcription. About 45 per cent of the intervals are major seconds.
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No. 84. Dsnctng Song (f)

Sung by Siya’ka
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Analysis. — This melody is minor in tonality and contains all the tones of the octave. It has a compass of 13 tones. In structure it is melodic with harmonic framework, special prominence being given the tones B and F. The principal interest of the song is in its rhythm, which is vigorous and weU defined. Two rhythmic units occur, the second being a complement or “answering phrase ’* to the first. There is no change of tempo in the melody. After singing the song as transcribed, the part indicated as a repeat was sung three times with no break in the time.
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No. 85. Dftoclng Son^ (g)

Sung by oiya’ka

Dkihi J=84 Dnim-rfayUun siinilar to No. 10

g^

MiiTTcJiiai;-^^

3^

i

Analysis. — ^This melody contains a large number of progressions (69) and has a compass of 13 tones. The trend of the melody is steadily downward, and the song is peculiar in the wide range which is repeatedly employed within two or three measures; thus the axth and seventh measures comprise a compass of 10 tones. In the parts of the song having a simple rhythm the drum and voice coincided, but in other parts the drumbeat was hastened slightly and bore no relation to the voice.

All night the men danced, with the intervals of rest already described. As the sun rose on the second day, the Intercessor greeted it with the following song:

YoiCB J =88 Dbdm not recorded

No. 36. Song at Sunrise

Sung by Red Bird

BULLETIN E1 PLATE 2
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WORDS (not transcribed)

(First rendition)

le miye^ yelo^ here am I

wagma^‘yagkiye’’ yo behold me

anpe^ wi kog miye^ yelo^ I am the sun

waQma^yaQka yo behold me

(Second rendition)

le miye^ yelo’. here am I

wai)ma^yai)ka yo behold me

heva’ u welo^ it said as it rose

haijye^ wi kog he miye’ yelo’ I am the moon wai)ma^yai)ka yo behold me

Analysis. — Beyond a varied use of the sixteenth and dotted eighth note count-division this melody presents little of special interest. The trend is persistently downward without the return to a high note, which usually occurs. The melody tones are those of the fourth five-toned scale.

On the second day the men were allowed a brief intermission; they might even return to their lodges, but were not allowed to take food or water. During this day the men, one after another, fell from exhaustion. Red Bird (pi. 22) said that he had a vision in the Sim dance. On the second day, as he was dancing, he noticed that the Intercessor held a small mirror in his hand, and that he threw the light reflected from this mirror into the face of one dancer after another, each man falling to the ground when it flashed into his eyes. At last Red Bird felt the flash of light in his own face and fell unconscious. Then he saw something in the sun; it was a man’s face, painted, and as he looked at it he saw that the man in the sun was the Intercessor. It was said that this vision was sufficient to entitle Red Bird to act as Intercessor, after he had received the proper instructions concerning the duties of that office.

As soon as a man fell from exhaustion he was carried into the shade, where he gradually regained consciousness.

Those who had taken part in the Sim dance returned to their respective lodges at the close of the dancing. Before partaking of food or water they spent some time in the vapor lodge. Their first sip of water was taken in the following manner: A large bowl was filled with water, and beside it was placed a bunch of sweet grass. Having dipped this into the water, the dancer placed it to his lips. He was then given a small piece of cooked buffalo meat, and later sat down to a meal which was spread in his own lodge.

When the entire ceremony was finished the Intercessor took from its ceremonial position the pipe given by the Leader of the Dancers, and carried it to his own lodge. There he broke the seal of buffalo

4840°— Bull. 61—18 12
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fat, and having lighted the pipe, offered it to such of his friends as felt themselves worthy to smoke it. No one who knew himself to be unworthy efrer dared to touch the Sun-dance pipe.

Among the Indians here dealt with camp had to be broken before the evening of the second day. The sacred pole and its offerings, the red-painted buffalo skull, and the bits of white eagle down remained on the prairie. As the last man left the camping ground, he looked back and saw them in their places. Then heleft them with Wakai) ’tai)ka and the silent prairie.

After the people reached their homes the boys of the tribe began a childish enactment of the Sun dance, which continued at intervals during the entire summer, Hoi’s whose fathers or grandfathers had takon part in the ceremony were given preference in the assigning of parts. Mr. Robert P. Higheagle, the interpreter, stated that he well remembered the gravity with which the grandson of an Intercessor imitated the actions of that official. A ffne was exacted from any boy who failed to do his part in the proper manner, or who showed disrespect toward the performance. Whistles in imitation of Sun-dance whistles were made of reeds (see fig. 23), the plumy blossom representing the eagle down, and long red and green grasses being wound around the reed in

imitation of the porcupine-quill decoration. Through the summer woods the boys sought for wild grapes and

beiriea with which to color their bodies and their ddoorations.

1* o»d In boya’ Son di
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Removing the outer bark from trees, they took long^ thin layers of the inner bark for streamers, coloring these with the juice of the grapes and berries. The tree for their sacred pole was carefully selected, and was brought home with much pomp and ceremony. Boys with good voices were assigned the part of singers and seated themselves around an old pan. A hoop was sometimes covered with a bright handkerchief or cloth; this more nearly resembled the Sun-Kiance drum in appearance, but the pan was considered more satisfying. The torture was imitated by thrusting a stiff cactusspine through a boy’s skin; this was fastened to the pole by means of a very frail thread. When his movements in dancing broke this thread the boy was considered released.

Thus the boys of the tribe were trained in their play to become the men of the future.

The desire of children to imitate the actions of older people is further illustrated by the children’s Games of War contained in Bulletin 53 , pages 137-139 . These games included a sham fight on the part of the boys, while the little girls sang of relatives who had been woimded while on the warpath.

OLD SONGS »


	Ceremonial Sonos



This group comprises such songs of the Alo’waijpi, Spirit-keeping, and Sun-dance ceremonies as are sung only by persons specially qualified to sing them. The song of the Spirit-keeping ceremony (No. 1) is given in connection with the account of the Gift of the White JBuffalo Calf Pipe, and its ceremonial use is described on page 82. The HuQka songs are Nos. 2 and 3, and the Sim-dance songs Nos. 4, 11, 12, 13, 14, 15, 16, 17, 19, 20, 21, 36; the latter group being sung only by the Intercessor, and forming part of the instructions which he received in qualifying himself for that office.

Melodic Analysis

TONALITY

Number of songs

Serial Nos. of songs

MiOor tonality. Minor tonality.

Total

Beginning on the —

Twelfth

Eleventh

Tenth

Octave

Fifth

Third

Tonic

! 4

11.14,15.36

1 11

1,2,3,4,12.13,16,17,19,20,21

RELATIO

»N TO KEYNOTE


	



13,17

I

2,3,15

1,12,14,16,21,36

I

U

Total.

LAST NOTE OF BONO— ITS RELATION TO KEYNOTE

Ending on th(

Fifth

Third…. Tonic

Total.

1,14,20 4,11,12,19,21,36

6 I 2,3.13,15,16,17

1 This group oomprises songs a majority of which are believed to be 50 to 150 years old.
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Old Songs — {1) Oeremonial Songs — Continued Mblodic Analysis — Continued

LAST NOTE OP BONO— ITS RELATION TO COMPASS OF SONG

Number of songs

Songs in which final t3ne Is lowest tone in song

Songsoentaining a minor fourth below the final tone. . Songs containing a minor third below the final tone . . .

Total •.

Serial Nos. of songs

1, 2, 3, 4, 11, la, 13, 14, 15, 17, 20, 21, 36

NUMBER OF TONES COMPRISING COMPASS OF SONG

Compass of-~ Thirteen tones. Twelve tones.. Eleven tones…

Ten tones

Nine tones

Eight tones…

4,19

12,21,36

13,14

1,2,3,11,15,16

Total.

TONE MATERIAL

Second five-toned scale

Fourth five-toned scale

Minor triad and fourth

Octave complete

Octave complete except seventh

Octave complete except seventh and second.

Octave complete except sixth

Octave complete except sixth and fourth

Octave complete except sixth and second . . .

Octave complete except fifth and second

Octave complete except fourth

Total.

11,15,36

3,16

ID

4,17

ACCIDENTALS

Songs containing—

No accidentals

Sixth lowered a semitone. . . Fourth lowered a semitone.

Total.

1, 2, 3, 4, 12, 13, 14, 15, 16, 17, 20, 21, 36

STRUCTURE

Melodic

Melodic with harmonic framework . Harmonic

Total.

1,2,4,11.13,15,16,17,19,20,21

12,14,36
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wonderful IhingB, such as digging the ditches where the rivers run. At last they died of old age, and their spirits went again to the clouds and resumed their form as thunderbirds. While they were on earth, the rain fell without sound of thunder or flash of lightning, but after their return to the sky the lightning came — ^it is the flash of their eyes, and the thunder is the sound of their terrible song. When they are angry, the lightning strikes a rock or tree as a warning to men . The bod ies of these giants became stone, and parts of them are found in many places, indeed the whole body of more than one of these giants has been found in the land of the Dakotas.

The Heyo’ka Ka’ga was a ceremony of public humiliation in which the man who had been selected by the thunderbirds to receive a manifestation of their presence in a dream voluntarily exposed himself to the ridicule of the lowest element in the tribe.* His selfabasement was exaggerated to the greatest possible degree. The superficial and unthinking heaped their scorn and derision upon him, but the wise of the tribe understood that, to the end of his life, that man could command the powers of the sky to help him in his undertakings. In the opinion of the writer’s informants the enacting of the part of a fool in connection with a thunderbird dream was an example of the antithesis by which Indians sometimes disguise their meaning. In this it might be said to resemble the ’’sacred language” (see p. 120, footnote), which is unintelligible to those who are not initiated into its mysteries.

Several of the writer’s informants, after consultation, gave the following meanings (or uses) for the word heyo’Jca: A man who has dreamed of the thimderbirds; a person who does things contrary to the natural way of doing them; and, in some instances, a joker. In connection with the ceremony in fulfillment of a thunderbird dream the word is translated “fool,” because only a foolish or half-witted person would behave, under such circumstances, in the manner as-, sumed by the dreamer, while the merriment provoked by the action gives rise to the term ‘’clown.” The writer’s informants stated that in their youth they had never heard of heyo’ka being regarded as gods by the Teton Sioux. In their opinion the heyo’ka resembled characters in the field of folk tales, rather than in that of religion. Holding the opposite view, both Riggs and Pond enumerate heyo’ka among the Dakota gods.’ The reason for not regarding heyo’ka as gods, on the part of the writer’s informants, seemed to be that they are not accredited with supernatural power. Writing on this .subject J. Owen Dorsey says :^ ” Dr. Brinton has confounded the Heyoka with the Wakinyan.* The two are distinct classes of powers, though there is some connection between them, as may be inferred from the

1 Cf. Wissler, Clark, Societies and Ceremonial Associations In the Oglala Division of the Teton-Dakota, nAnthr. Papers, Amer. Mjls. Nat. Hist., XI, pt. 1, pp. S2-85, New York, 1912; also Lowie, Robert H., Dance Associations of the Eastern Dakota, ibid., pt. 2, pp. 113-117, 1913.

s RigRS, in Tah-koo Wahkan, p. 6G Boston [18G9]. Pond, 0. H., In ColU. Minn. Hist. Soc. for 1867, p. 44. St. Paul, 1867.

» See A Study of Siouan Cults, EkveiUh Rep. Bir. Ethn. p. 469, 1894.

i It is said that the thunderbirds are related also to the sacred stones. (See p. 208.)
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following stories in the Bnshotter collection.’’ Dorsey then relates the story of a heyo’ka man who predicted the time of his death and was killed by lightning as he rode on his horse pointing the stem of his pipe toward the clouds; also the story of a heyo^ka woman who was killed by lightning. Further, he quotes Bushotter as saying —

Women used to dream about the Thunder-beings, juist as the men did, and in those dreams the heyoka man or woman made promises to the Thunder-beings. If the dreamers kept their promises, it was thought that the Thunder-beings helped them to obtain whatever things they desired; but if they broke their promises, they were sure to be kUled by the Thunder-beings during some ^torm.

Riggs states further that —

The nature of the Ha y&-ka is the very opposite of nature. He expresses joy by sighs and groans . . . and sorrow and pain by the opposite sounds and looks. Heat causes his flesh to shiver . . . while cold makes him perspire. In the coldest weather, when the mercury congeals, these gods seek some prominence on the prairie, where they put up bushes to shield themselves as they swelter with heat. . . . They feel perfect confidence when beset with dangers, and quake with fear when safe.

In his Dakota Dictionary, Riggs (under Heyo’ka) says; “Heyoka is represented as a little old man with a cocked hat on his head, a bow and arrows in his hands, and a quiver on his back. In winter he goes naked, and in summer he wraps his buffalo-robe about him.” “The little hills on the prairie are . . . the houses of Heyoka.” Mythical “little men” enter into the beliefs of many tribes of Indians. Thus among the White River Ute, on the Uinta Reservation, in Utah, the writer was informed of ” little green men,” who lived in the mountains and often appeared to the Indians, telling them of “medicines” and teaching them songs.^

Two dreams of the thimderbirds were related to the writer, one by Lone Man (pi. 23) j followed by an account of theHeyo’ka ceremony in fulfillment of his dream, the other by Charging Thimder (see p. 170), this dream being the source of his name, which is literally translated “Charger-of-the-Thunderbird.” In describing his dream Lone Man said:

One day when I was on the warpath I sat down to rest and was at some distance from the other members of the party. I looked up at the sky and the rolling clouds. I fell asleep, and while I slept I had a dream. My face was toward the west, and I heard thunder in that direction. There was a sound of hoofs, and I saw nine riders coming toward me in a cloud, each man on a horse of a different color. Then I heard a sound in the north and saw nine riders coming toward me from that direction, each on a white horse. They joined the riders from the west and came toward me. One of them spoke to me, and said they had appointed me to make the first attack upon the enemy. He said the man to be attacked was painted red and was standing in the water, and he said that if I could conquer that man I would gain something which would be useful to me all the rest of my life. Then a voice from among the company of riders said that, having been appointed to make this attack, I would be considered

1 Two dreams of the thunderbirds, with the songs which they taught the dreamers, were recorded (Bull. 53, pp. 168, 198) among the Chippewa of Wisconsin, and two similar songs, without the story of the dreams, among the Chippewa of northern Minnesota. (See Bull. S3, pp. 264, 274.)
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part of their company and could always call on them for help in time of need. [See p. 170.]

In my dream I found the enemy as they had described. I ran at him, thrust him through with my spear, and was bearing him away when he was transformed into a reed standing in the water. The same voices spoke again, hailing me as one of their number and saying that ever after I would be able to do things which no ordinary man could do, because I had obeyed them. They also told me that the frog must not be harmed, as he watches everything in the water and has been given this peculiar power. They told me a great deal about the creatures that live in the water, saying they are taken care of, and water is sent them from the sky when they need it; therefore they should never be treated cruelly.

The horsemen in the cloud then told me to look down at the earth and observe everything on the land and in the water, and to consider them all as mine. The voice also said, ^’The sacred stones will look upon you as a man whom they are to guard and protect.” Concerning this they taught me a song.

Before recording this song Lone Man made the following prayer, speaking reverently and in a low tone. His position before the phonograph made it possible to secure a record of this prayer, which was afterwards translated.

Ho tuQka^dila ake’ nita^ olo^wai) wai)ii^ awa’liiyayii) kta <5a taQyai)’’ an^am ag^optag yo. Lena^ aQpe^tu iyolii waQiig^fi kiksu’^ye mayaii^ \oi^ lehaz)K aQpe^tu kiQ waQfi^ wek’^sujii) ktelo’.

( Translation)

Great grandfather, again one of your songs I shall sing, listen to me. These you required me to sing each day, and now, this day, I shall recall one.

No. 87. ’’The Horsemen in the Cloud” (Catalogue No. 492)

Sung by Lonb Max

Yoicx J = 63 Drum not recorded

Ma-ka-ta e - tog-wai] yo ma-ka-ta

toi) - waq yo le-na

iF-t^ri

ni - ta - wa kte-lo

ma-ka-ta e - toi) -wai] yo le-na

wa ye - lo

ma - ka - ta e - toi) -

waq yo

le-na

ni

ta

wa ye - lo

he

yo
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maka^ta the earth

e^tOQwaq yo behold

lena^ all these

nitaVa yours

ktelo^ willbe

maka’^ta the earth

e’togwai) yo behold

lena^ all these

nitaVa yelo’ (are) yotin

Analysis. — The opening of this melody is unusualj consisting in a descent from the fifth to the second of a minor key. In the third measure the third of the key appears^ the tonic enters in the sixth measure, followed by five measures in which the tonic and third are emphasized. Two descending fourths (A-E and E-B) carry the melody down toward the tonic in the lower octave, which is given as the closing tone. The melody comprises all the tones of the octave except the seventh. It will be noted that the opening tones of the song contain the beginning of the rhythmic unit, which appears in complete form in the succeeding measures and occurs three times in the 9ong.

Continuing his narrative, Lone Man said:

Before the riders in the cloud went away they gave me a charm (vx/tahe), which I always carried. If I were in great danger and escaped alive I attributed it to the charm and sang a song in its honor. The song relates to the swallow whose flying precedes a thunderstorm. When I sang the song of my charm I fastened the skin of a swallow on my head. This bird is so closely related to the thunderbird that the thunderbird is honored by its use. The action of a swallow is very agile. The greatest aid to a warrior is a good horse, and what a warrior desires most for his horse is that it may be as swift as the swallow in dodging the enemy or in direct flight.[’] For this reason my song is in honor of the swallow as well as of my charm.


Bee footnote 8, p. 7L



No. 88. ’’Before the Gathering of the Clouds” (Catalogue No. 493)

Sung by Lone Man

Dbum not recorded

asa

p

I

I

il

ggjp

Ka -Csf mna - ya - yor ai) kii)-yax)


	
	
	 ^










ye wa-ye ki-(Sa-mQa -

t

ya - 2^a- ax) kii)-yai) yewa-ye-lo u - pi-2a-ta o - ya - te

waq ki • 6a

mna wa- ye - lo he yo ma-Api- ya o - gli-na -

2ii)ta i-to - ka- bya ya yo ki - 6a- mna wa - ye - lo mi -

ta-6ui)-ke u-pi - to-ta 6a kii)-yai)-yax)iz) - »-yai)-ke-lo he

kida^mnayai) in erratic

kii)yaQ^ flight

ye wa’yelo I have sent

upi^fata oya^te ^ wai) a Swallow nation

kida^mna the emtio (flight)

wa’yelo I have caused

mahpi^ya ogWnaAi^ ta

ito^bya before the gathering of the clouds

kida^mna the erratic (flight)

wa’yelo I have caused

mita’^^Qke my horse

upi^iata (as) a swallow

6a it was

kigyagya flying

iilaya^elo ninning

Analysis. — This song as a whole is decidedly rhythmic, yet it does not contain a rhythmic unit. The melody tones are those of the

1 The word oya’f«, when referring to the Biooz^ls translated “tribe”; when used with reference to birds or animals, it is transiated “nation.” The following uses of this term are dted: Thunderbird nation, No. 43; Wolf nation, Nos. 62,67; Swallow nation, Blackbird nation, No. M; Deer nation. Eagle nation, No. 66; Saared«tone nation, Nos. 60, 68; Horae nation, Nos. 61, 111, 112.
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fourth five-toned scale, and about two-thirds of the mtervals are downward progressions. The occasional omission of syllables by the singer does not affect the meaning of the words.

Lone Man said:

When I found myself in danger, I remembered my dream of the riders in the clouds and their promise to give me help. Therefore I painted my horse with streaks of lightning and sang the following song.

Before singing Lone Man made this prayer, which was recorded by the phonograph:

Ake’ tuQka^ ^ila nita’ oloVag waijf i^ wek’suya 6a awa^ya yii) ktelo^.

(Translation)

Again, great grandfather, one of your songs I have remembered and I shall now

fling it.

No. 89. Song In Time of Danger (Catalogue No. 496)

Sung by Lone Man

Bbum J =152

Drum-rhythm similar to So, 19


	




	



Ko - la mi- ta - 6ui) - ke wai)^ai) - ki - ye yo

he

ko-

-( m 1 r-

1 (2)

I


	



1 r

la mi- ta - fiuj)- ke ii) - yai] - kit) kte waq-yai)- ki - ye o e - ma • ki

■^M

^^

ye-lo ko-la mi-ta - fiuq-ke kii)-yai)-yai)ii)-yai) -ke ye - lo

kola^ friends

mita^^uQke my horse

wagyai)’ kiye yo behold it

kola’ friends

mita’ ^ugke my horse

ii)’yai)kiQ kte will run

wagyaqHriye behold it

ema^ yelo’ was said to me

kola’ friends

mita’^ke my horse

kigya^’yag . ^ flying (as it were)

iqyaQ’ke yelo’ is running
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Analysis. — The rhythm of this song shows remarkable oleamess of concept. There are two rhythmic units, the entire song being composed of their repetitions. The order of their oociirren.ce is irregular, but this feature seems to give an interesting unity to the rhythm of the song as a whole. The melody tones are those of the fourth fivetoned scale. The tempo of the drum indicates four dnmibeats to one melody note, and this proportion was mamtained during most of the melody, drum and voice coinciding on the first part of each count. As in many other melodies of the present series, the downward progressions comprise about two-thirds of the whole number.

Resuming the story of his dream, Lone Man said :

After my return to the camp I wanted to do something to show that I realized my unworthinees of the honor given me by the thunderbirds. No one told me that I ought to do this, and yet all who dream of the thunderbirds in any of their manifestations have a deep sense of their own unworthiness. I knew that I was only an ordinary mortal and had often done wrong, yet the riders in the air had disr^arded this. By appearing to me they had given me 4 chance to redeem myself. I wanted to make a public humiliation to show how deeply I realized my unworthiness. I wanted to do as others had done who saw the thunderbirds in their dreams, so I made the following song. ,

DKNSilOBB]

No. 40. Song: Concerning: a Dream of the Thunderblrds (Catalogue No. 491)

Sung by Lone Man Drum not recorded

Kg - la wai)-ma - yai) - ka yo ko

la wai)-iua - yai) -

ka yo wa- kai) ma - ka - ga ga

pe - lo

ko -

la wai)*ma-yai)-ka yo wa - kai}-y aq ma-ka - ga pe - lo

he

ko-

tP

la wai]-ma-yai)-ka yo wa - kai)-yai] ma-kar^ pe - lo he

ma-&piya o - gli - na • iij] ta wa - kaq ma-ka - ^ pe - lo

ma-fipi

ya o-gli - na-2ii) ta wa - kai) ma-ka- ^ pe-lo

&^

he ko-la wa])-ma-yai)-ka yo wa - kax) ma-ka-£;a pe-lo he yo

kola’ friends *

wai)ma’yai)ka yo behold

wakai)’ ^ sacred

maka’^ pelo’ I have been made

kola’ friends

wai)ma’yai)ka yo behold

wakai)^yai) ^ in a sacred manner

maka’‘^ pelo’ I have been influenced

mahpi’ya ogli’naiiQ ta at the gathering of the clouds (before a thun«

derstorm) 4840°— Bull. 61—18-^13
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wakai)’ sacred

maka^^a pelo^ I have been made

kola’’ friends

wanma^yai)ka yo behold

wakag’’ sacred

maka’^ga pelo’’ I have been made

Analysis. — ^This song contains several points of unusual interest. First among these may be mentioned its compass of 14 tojies, beginning on the fourteenth above the tonic and ending on the^tonic. (See Table 5.) We note also the upward progression of a tenth, which is found midway through the song and again at the beginning of the repeated part. The low tone at the close of the song (G flat) in some instances was given accurately, while in others the singer found difficulty in reaching it and sang it a trifle sharp. It is strange that a song characterized by a range of almost two octaves and by one particularly large* interval should contain also an unusual number of minor seconds — the smallest interval recognized in these analyses. Many songs do not contain even one minor second, but in this melody 18 (44 per cent) of the entire number of intervals are minor .seconds. The song contains all the tones of the octave and is melodic in structure.

As already stated, the ceremony called Heyo’ka Ka’ga is a ceremony of pubHc humiUation and is enacted chiefly by those who have dreamed of the thunderbirds, A man is required to be leader in only one such ceremony, but when other thunderbird dreamers are enacting the ceremony for themselves he is expected to join them. If a man who has seen the thunderbird in a dream should become arrogant or fail to express his unworthiness, it is said that Wakag’taijka would punish him through the agency of sonae of the great forces of nature. Thus every man who has been favored with this wonderful dream tries to demonstrate that in his own estimation he is below the least in the tribe. A man signifies his intention of performing this ceremony by placing a decorated robe, tobacco, or some other offering to the thunderbirds high on the poles of his tent. All who see such offerings know that the man intends to fulfill the obUgations of his dream at the earUest opportimity, after which ho will feel free to mingle with his relatives and friends.

The ceremony naay bo held at any time after the thunderstorms begin in the spring. In fulfilling the obhgation of his dream Lone Man erected within the tribal circle a tent such as only the poorest member of the tribe would use, in this, as in other respects, following the custom of the ceremony. The tent was often ragged, and its furnishings were always of the most inferior quaUty. On the day of thQ ceremony ho Qkd himself in the poorest garments.
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Lone Man said :

A man enacting this ceremony often tied a bunch of grass or sage to the lock of hair over his forehead, wearing this as a warrior would wear his medicine. Some wore so humble that they covered their faces. It was the custom that a man go with bare head, and he often had his face painted in black and white, or blue and white, his arms and legs being painted mth streaks of lightning. If a man wished to express the greatest possible humiliation and did not feel that he could even go through the ceremony, he cut off part of his hair and put it with the entire body of a dog which had been killed for the purpose, both being placed on a pole beside his lodge.

The man who was to show his humiliation engs^ed the services of a medicine-man to have charge of the ceremony. For this he selected a man who had had many dreams of the wolf, horse, and other animals, and compensated him liberally, probably giving him jel horse.

On the appointed day the Crier announced to the tribe that a certain man (giving his name) had had a dream of the thunderbird and wished to fufill the dream, and that he requested all who had had similar dreams to join him in the ceremony of humiliation. Sometimes women also had these dreams, and they were under the same obli*- gations as the men.

The medicine-man led the dreamer in tattered garments out of his tent. If the man were rich a horse was ready for him to ride, one waa provided for the medicine-man, and his relatives accompanied him on horseback as he went around the tribal circle, followed by a jeering crowd, who treated the matter as a jest. On their return they dismounted, sang, and told their dreams. A fire was burning in front of the specially erected tent, and a pot of boiling water was hung over the fire. For this pot the man provided as valuable an offering of meat as he could afford; this might be a buffalo tongue and sometimes a dog was given. He did not put this into the pot himself, but gave it to the medicine-man, who held it toward the west, then toward the north, east, and south as he sang of his own dreams and also told the dreams of the man who was making his humiliation. He then turned toward the pot and pretended that he would throw the meat into it. He did this three times, and the fourth time he released the meat [see p. 74], which sped through the air, falling into the pot without splashing the water. All who joined him in the ceremony put some meat in the pot. These constituted an offering to the thunderbird and were s>Tnbolic.

Lone Man gave the following explanation of this symbolism :

The water comes from the clouds, the fire is the sun which warms the earth, the meat is from the animals, which are placed here for the use of the Indians, and over the pot are the clouds of steam like the clouds in the sky. These are to teach the people to meditate how WakaQ’^tagka by these means is taking care of them.

After the meat was cooked there was a command to take it out of the water. This was an important part of the ceremony, as the men had to plmige their bare arms into the boiling water to take out the meat, and it was in this action that medicines to prevent scalding were tested.* These medicines consisted of herbs prepared with water,


	The ability to walk upon hot stones or through Ore, or to plun^re the hand into boiling liquid, without injury, has been noted among many Indian tribes. The following descriptions are cited:



Among the Chippewa: Hoffman, W. J., in The Mldewlwin or ” Grand Medicine Society” of the OJibwa, in Seventh Rep. Bur. Ethn., p. 157, 1891; also Chippewa Music, Bull. 45, Bur. Amer. Ethn., 1910.

Among the Menominee: Hoffman, W. J., The Menomlni Indians, in Fourteenth Rep. Bur. Ethn., p. 161 1896. ’

Among the Mandan: Lowie, R.H., Societies of the Crow, Hidatsa, and Mandan Indians, in Anthr. Papen Amer. Miu. Nat. HUt., xi, pt. 3, p. 308, New York, 1913.

See also Lynd, aooount of Heyoka Feast, in Minn, Hist, <9oc. OoU», for 1864, vol. 2, pt. 2, pp. 70, 71, St. Pi^ul, 1866.
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which were rubbed on the hands and arms, A specimen of the herb most often used for this purpose was secured by the writer and was identified as Mdlvastrum coccineum A. Gray.

The man for whom the ceremony was given was the first to put his hand into the boiling water, and it was expected that he would try to take out the piece of meat he had put into the pot. He did not eat it himself but gave it to some one in the assembly. The other dreamers followed him, and the meat was distributed. No other food was eaten at the time, and the occasion was not regarded as a feast. It was a ceremony enacted to teach a great lesson. Ignorant persons or children laughed at the tattered garments and the actions of the dreamers,* who in every movement attempted to imitate persons not only poor but lacking in judgment. All intelligent members of the tribe, however, regarded the ceremony with greatest reverence.

This and the following song were sung by Lone Man when enacting his part in this ceremony. The words of the song require expla- nation. From the time of a dream until the time when the dreamer has fulfilled its requirements he regards himself as belonging to the elements and under an obUgation of obedience to them. A medicine- man may wear the head of a bird as a sign of his power, indicating that bird to be subject to his commands. So in this song, the elements are said to be ‘^ wearing’’ the singer, who has not yet fulfilled his obUgations to them. In the second rendition of the song the word meaning ‘wind’ was replaced by wasu^ca, *hail’; in the third by wakar)‘glicay ’lightning’; and in the fourth by maJipi’ya, ‘clouds.’

No. 41. “A Wind”

Sung by Lone Man Voice J = km (or J^ = 20s) Drum J =X44

Dnim-rhythm similar to No. 6

lie a - ki - 6i - ta

6a wa - mi-<ioi] - ze - lo

he a - ki- 6i - ta

iL±

te-r —^ -=11:8-

6a wa - mi - 6oi)

ze - io ta - te

I

wan ko - ma - ya -

ke - lo wan-yaa-ki ye o wa - kanye-lo

m

hQ
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he it was

aki’’<^ita 6a • a guard

waini’’6oi)zelo predicted for me

tate’ wa5 a wind

koma^yakelo wears me ^ (as a medicine-man wears that

which is suhject to his commands)

waqyaQ’Tci ye behold it

wakai) sacred

yelo^ •- it is

Analysis, — ^The changes of measure-lengths as well as the relative tempo of voice and drum are interesting features of this song. Two renditions were recorded, each with a repeated part, as indicated; between the renditions was a pause, during which the drum continued its steady beat. The rhythm of the voice was uniform in the two renditions. The measures containing six eighth notes are not indicated as being in 6-8 time, as they are in groups of two, and not in triplets. Melodic in structure, the song contains all the tones of the octave except the second. The rhythmic unit appears twice, but its count-divisions do not seem to influence the rhythm of the remainder of the song.

No. 42. *’ In a Sacred Manner I Return ” (Catalog:ue No. 495)

Sung by Lone Man YoicB J = 9S Dbcu not recorded

Ko - la wai)-m&-yai) - ka yo

^

±

B

E

iJ:

ko - la waq-ma-yai)- ka yo

^

m

I

^

^

wa - kaq-yai) wa - ku we - lo

o - ya - te waij -ma-yai)-ka yo

wa-kai)-yai) wa-ku we-lo he

o-ya - te wa-kai) yai)-ke kii)

asja^^fftm£j^^

ko - la wai)-m»- yaq - ka yo

wa-kai)-yai] wa - ka we - lo

o - ya - te wai)-ma-yai)-ka yo wa-kai}-yag wa-ku we -lo he yo 1 Cf. words of songs Nos. 93 and 105. See also p. 120, footnote.
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kola’ friends

wajgma’yaQka yo behold me

“wakai)’yai) in a sacred manner

waku’’ welo^ I return

oya’te you, tribe

wagmayaka yo behold me

wakaQ^yai) in a sacred manner

waku’ welo’’ I return

oya’te waka^^ yagke’’ kig the nation sitting holy

kola’’ friends

waQma^’yaQka yo. . •. behold mc

wakag^yax) in a sacred manner

waku’’ welo^ I return

oya^’te you, tribe

waQma^’yaQka yo behold me

wakaQ^yai) in a sacred manner

waku’’ welo’’ I return

Analysis, — This song contains only the tones B flat, C, and F and is transcribed in the key of B flat, as the sequence of tones, especially at the close of the song, suggests B flat a& a keynote satisfactory to the ear. Sixteen progressions occur in the song, seven of which are fourths and eight of which are major seconds. Thio melody is an excellent example of the influence of a rhythmic unit on those parts of the song in which it is nut found, the count divisions ol the second measure of the unit appearing frequently throughout the melodv.

Charging Thunder (pi. 24) related his dream of the thimderbirds, in which, as in Lone Man’s dream, they assumed the form of men riding on horses. From this dream he received his name Wakii)‘yai) wata’kpe. This is literally translated V’Charger-of-the-Thimderbird,’’ but he is conmaonly called Charging Thunder. His earlier dreams of the wolf and buffalo are described on pages 181-184.

In narrating his dream of the thimderbird, Charging Thunder said:

Soon after the Standing Rock Agency was established I asked the agent (an Army officer) if I might go hunting. I said that before I settled down and adopted the ways of the white man I would like to go hunting for an indefinite length of time. Permission was granted, and I went out alone. As I was going north, near Timber Lake, I saw a deer coming toward me from the north. I wanted to shoot the animal, but thought I would wait until it came nearer. The deer must have come very slowly, for while I was waiting I fell asleep and dreamed. In this dream I saw the deer still coming toward me, and behind it were several men riding on painted horses with grass tied on their forelocks. The riders seemed to be pursuing some object. I became one of these riders, and they told me to lead the party. Then they told me to make a charge on the object which they were pursuing. At first I was not sure what this was, but I soon saw it was a wolf standing toward the west with its face toward the north. I was chosen to do this, because some day I would need the protection of these riders, who were thunderbirds who had assumed human form. They told me that because I had
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been choeen to make that charge and had become one of their number I would ever thereafter be called Wakiij’^yag wata^kpe [Charger-of-the-Thunderbird]. After I had attacked and defeated the wolf I saw beyond it a camp with many horses and a man lying dead on the ground. This signified that some day I would conquer an enemy and capture his horses. Ever since that time my greatest enemy has always seemed to me like a wolf, and whenever there is a thunderstorm I am reminded of my dream.

The following is the song of Charging Thunder’s dream:

No. 48. ” The Thunderbird Nation ” (Catalc^ue No. 571)

Sung by Chakgikq Thunder

• Voice J = 76 DsuM not recorded

wa-pi kte - lo he

wa - kiq - yaq o-ya - te pi 6a yo

9i^^-— ^

y^tf

f_

^

I/O si - to - mnl wa - ku - wa-pi kte

si - to -mnl - yai)

11^

wan - la - ka - pi kte

si - to-mni - yaq wa -ku - wa-pi kte- lo he

lena^ke all these

waku^wapi kte shall pursue

lena^ke…, all these

waku^wapi ktelo^ shall pursue

wakiq^yap oya’te pi 62l the Thunderbird nation (see p. 162, footnote)

sito^mni everyone

waku^’wapi kte shall pursue

sito’mniyai) everyone

waQla^kapi kte you shall behold

sito’’mniyai) everyone

waku^wapi ktelo’’ shall pursue

Analysis, — The tones of this melody are those of the fourth fivetoned scale. It has a range of 14 tones, ending on a particularly low tone. This tone on the phonograph cylinder is not loud, but is distinct, corresponding to the indicated tone on the piano. The adjust-
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ment of the phonograph is believed to be the same as when the song was recorded, hence the transcription indicates the tone actually sung by the singer. The song is melodic in structure and contains 20 progressions, three-fourths of which are descending intervals.

Dreams Concerning Animals

. A dream concerning an animal was greatly desired by the Sioux. Brave Buffalo (see pp. 207 et seq., 248 et seq.) said:

I have noticed in my life that all men have a liking for some special animal, tree, plant, or spot of earth. If men would pay more attention to these preferences and seek what is best to do in order to make themselves worthy of that toward which they are so attracted, they might have dreams which would purify their lives. Let a man decide upon his favorite animal and make a study of it, learning its innocent ways. Let him learn to understand its sounds and motions. The animals want to communicate with man, but Wakai)’tai)ka does not intend they shall do so directly — man must do the greater part in securing an understanding.

This suggests that a fancy for a certain animal preceded a dream concerning it.

Shooter, a thoughtful man and well versed in the old customs, made the following statement, given in the words of Mr. Higheagle, the interpreter :

All living creatures and all plants derive their life from the sun. If it were not for the sun, there would be darkness and nothing could grow — the earth would be without life. Yet the sun must have the help of the earth. If the sun alone were to act upon animals and plants, the heat would be so great that they would die, but there are clouds that bring rain, and the action of the sun and earth together supply the moisture that is needed for life. The roots of a plant go down, and the deeper they go the more moisture they find. This is according to the laws of nature and is one of the evidences of the wisdom of WakaQ’^taQka. Plants are sent by Wakai)‘’tai)ka and come from ther ground at his command, the part to be affected by the sun and rain appearing above the ground and the roots pressing downward to find the moisture which is supplied for them. Animals and plants are taught by WakaQ^’taqka what they are to do. WakaQ^taQka teaches the birds to make nests, yet the nests of all birds are not alike. Wakax)^tai)ka gives them merely the outline. Some make better nests than others. In the same way some animals are satisfied with very rough dwellings, while others make attractive places in which to live. Some animals also take better care of their young than others. The forest is the home of many birds and other animals, and the water is the home of fish and reptiles. All birds, even those of the same species, are not alike, and it is the same with animals and with human beings. The reason WakaQ’^tagka does not make two birds, or animals, or human beings exactly alike is because each is placed here by Wakax)^tai)ka to be an independent indiAdduality and to rely on itself. Some animals are made to live in the ground. The stones and the minerals are placed in the ground by Wakag^taijka, some stones being more exposed than others. When a medicine-man says that he talks with the sacred stones, it is because of all the substance in the ground these are the ones which most often appear in dreams and are able to communicate with men.

All ftTiim^lw have not the same disposition. The horse, dog, bear, and buffalo all have their own characteriBtics. This is also true of the fowls of the air, the living creatures in the water, and even the insects, they all have their own ways. Thus a man may enjoy the singing of all the birds and yet have a preference for the melodies
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of certain hinds of birds. Or he may like all animals and yet have a favorite among them.

From my boyhood I have observed leaves, trees, and grass, and I have never found two alike. They may have a general likeness, but on examination I have found that they differ slightly. Plants are of different families, each being adapted to growth in a certain locality. It is the same with animals; they are widely scattered » and yet each will be founa in the environment to which it is beist adapted. It is the same with human beings, there is some place which is best adapted to each. The seeds of the plants are blown about by the wind until they reach the place where they will grow best — where the action of the sun and the presence of moisture are^ most favorable to them, and there they take root and grow. All living creatures and all plan to are a benefit to something. Certain animals fulfill their purpose by definite acts. The crows, buzzards, and flies are somewhat similar in their use, and even the snakes have a purpose in being. In the early days the animals probably roamed over a very wide country until they found their proper place. An animal depends a great doal on the natural conditions around it. If the buffalo were here to-day, I think they would bo different from the buffalo of the old days because all the natural conditions have changed. They would not find the same food nor the same surroundings. We see tl\e change in our ponies. In the old days they could stand great hardship and travel long d^^iccs without water. They lived on certain kinds of food and drank pure water. Now our horses require a mixture of food; they have less endurance and must have constant care. It is the same with the Indians; they have less freedom and they fall an easy prey to disease. In the old days they were rugged and healthy, drinking pure water and eating the meat of the buffalo, which had a wide range, not being shut up like cattle of the present day. The water of the Missouri River is not pure, as it used to be, and many of the creeks are no longer good for us to drink.

A man ought to desire that which is genuine instead of that which is artificial. [See pp. 205, 330.] Long ago there was no such thing as a mixture of earths to make paint. There were only three colors of native earth paint — red, white, and black.[*] These could be obtained only in certain places. When other colors were desired, the Indians mixed the juices of plants, but it was found that these mixed colors faded and it could ^Iways be told when the red was genuine — the red made of burned clay.

Four men told their personal dreams of animals and sang the songs which, they said, were received by them in these dreams. Brave Buffalo related his dreams of the buffalo, elk, and wolves; Charging Thunder, his dream of the wolves; and 6iya’ka, his dream of the crow and the owl. (Dreams of the thunderbirds by Ijone Man and Chargmg Thunder are contained in the preceding section on the Heyo’ka. The following group comprises, in addition to narratives by the dreamers, certain accounts of dreams and their songs which were given by men who had heard them related by others, and also a few dream songs whose history is unknown.

DREAMS CONCERNING THE BUFFALO

Brave Buffalo (pi. 25) gp.ve the following narrative concerning his firet droam, from which he received his name:

When I was 10 years old, I dreamed a dream, and in my dream a buffalo appeared to me. I dreamed tha^ I- was m the monnteinfl aad fell asleep iii.the ^hade of a tree.

[} See p. IIG, footnote, which includes blue, obtained from blue clay found in Minnesota. The above list evidently includes only those colors found in the country of the Teton Sioux.]
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etMnglhTOlSraJdwJcfit. It was a buffalo, who said, “Riae and follow me.’’ robeyed. He”took a path, and I followed. Tti’ft pgMi wug uHnn-^^ crP^irH, Wft did-aotrtoQcli tiro earth. The path led tipwatd nnd van nmooth liten omooth blarlr ^k. It was a narrow path, just wide enough for us to travel. We went upward a long distance and came to a tent made of buffalo hide, the door of which faced us. Two buffalo came out of the tent and escorted me in. I found the tent filled with buffalo and was placed in the midst of them.

The chief buffalo told me that I had been selected to represent them in life. He said the buffalo play a larger part in life than men* realize, and in order that I might jinderstand the buffalo better day by day they gave me a phiin stick (or cane) and told me that when I looked at it I should remember that I had been appointed to represent them. -^^gTame-waHgimilar to tlleoe”“^^^^ T nnwrnrr^r and have cairiod 4er^^^^Hy yeaisr- I wCtiid not part ^tfatfais cono fw a fortune. [See pi. 25, in which

. Brave Buffalo said that the following song was given him iii the lodge filled with buffalo, and that by it he received power to engage in the practice of medicine:

No. 44. “A Buffalo Said to Me’* (Catalogue No. 606) Sirng by Brave Buppalo

YoiOB J =69 BsuM J = 69

Drum-rhythm similar to ISo. 19.

Wa - hi - na -wa - piq kte waq - ma - yaq-ka yo

he yo wa -

bi - na - wa - pii) kte wai)

ma - yaq-ka yo

he

yo wa -

hi - na-wa - plq kte waq - ma-yai)-ka yo he yo ta - taij-ka waq

he-ma-ki-ya he yo wa - hi - na-wa-pii) kte wai)-mar-yai)-ka yo he yo

wahinawa’pii) kte I will appear

waQma^yaQka yo behold me

tataQ^a wai) a buffalo

hemaOdya said to me
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Analysis, — ^This song comprises five periods, four of which contain the rhythmic unit while one has a different rhythm. Observ- ing the melodic form, we note that the first period consists of three measures and is based on the minor triad, B flat, *D flat, F, the- tones occurring in descend^g ord€>r. In the fourth measiu’e the accidental B double flat leads downward to A flat, and for several measures the melody is based on the descending minor third A flat-F, This is followed by a return to the minor triad in the upper octave and a descent to A, and a recurrence of the accidental, the song closing with the descending minor third A flat-F. Five tones are foimd in the melody, which is distinctly major in tonality. The sequence of tones is such as to suggest D flat as a keynote, and the song is accordingly transcribed and analyzed in the kev of D flat with one accidental — the sixth lowered a semitone. It is interesting, however, to note the intervals in this song. With the number of their occurrences these are as follows: Minor sixth, 1; major third, 3; minor third, 9; major second, 7; and minor second, 9 — a total of 29. It will be noted that about 65 per cent of the intervals are minor. A predominance of minor intervals in songs of major tonality has been frequently observed. (See Bulletin 63, p. 263.) It will be recalled that the minor second is a somewhat infrequent interval in Sioux songs. (Cf. analysis of No. 40.) The pitch of the tones transcribed as B double flat and A flat was not always given with absolute exactness^ but in every rendition the tones were clearly differentiated. Three renditions were recorded, all being marked by the carefulness which characterizes the following song by the same singer. Drum and voice did notr coincide, though the metric unit of the two is the same.

Continuing his narrative. Brave Buffalo said :

The buffalo in my dream told me that I would live to be 102 years old. Then they said: “If you are to show people the great value of the buffalo one proof which you must give them is a demonstration of your endurance. After properly qualifying yourself you will be able to show that weapons can not harm you, and you may challenge anyone to shoot you with arrows or with a gun.

Brave Buffalo said that on waking from his dream, he went home and thought the matter over seriously. After qualifying himself for the ordeal, he requested his relatives to erect a very large tent of buffalo hide in which he would give his demonstration and challenge anyone to shoot him with arrows. He clothed himself in an entire buffalo hide with the head and the horns. The whole tribe came to see whether anyone could wound him. Many tried with arrows, but could not do so. The arrows did not penetrate his skin. Several years later the test was repeated with guns, and Brave Buffalo stated that thoy were not able to injure him.
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Brave Buffalo said that he sang the foUowmg song before being made a target for arrows and bullets. No words were sung, Brave Buffalo saying that * * the words were in his heart. ’^

J=60

Dbcm not recorded

No. 45. Weapon Song

Sung by Brave Buffalo

m^iW^^^

iigittfefe^

Analysis, — ^The tones comprised in this melody are those of the minor triad and fourth. The song was sung as transcribed, the repetition being without a break in the time. The singer then gave the calls or cries which are frequently interspersed with renditions of a song, following them with another double repetition of the melody. All repetitions were accurately given, and there was an evidence of carefulness in the manner of singing. Both time and intonation were good. The song is distinctly minor in tonality and is melodic in structure.

DREAMS GONCERNINQ THE ELK

A dream of the elk has a peculiar significance. The elk is a favorite animal among the-young men. Shooter explained this as follows:

The best part of a man’s life is between the ages of IS and 33 . Then he is at his best. He has the strength and ability to accomplish his aims. He is brave to defend himself and others and is free to do m|ich good. He is kind to all, especially to the poor and needy. The tribe looks to him as a defender, and he is expected to shield the women. His physical stren^h is at its best. He is light on his feet and can reduce long distances to short ones. He is taught true politeness and is very gallant. What animal has these traits more than any other? It is the elk, which is the emblem of beauty, gallantry, and protection. The elk lives in the forest and is in harmony with all his beautiful surroundings. He goes easily through the thickets, notwithstanding his broad branching horns. In observing the carcass of an elk it is found that two teeth remain after everything else has crumbled to dust. These teeth will last longer than the life of a man, and for that reason the elk tooth has become the emblem of long life. We desire long life for ourselves and our friends. When a child is bom its parents desire long life for it, and for this reason an elk tooth is given to a child if its parents can afford the gift.

Brave Buffalo gave the following narrative concerning his dream of the elk:

When I was about 25 years of age I was able to think for myself. I was not afraid to go into the woods, on a mountain, or in any dangerous place. At that time I was at my

OBirSMORR]

best in health and in worthinesB, for I had conducted myself rightly in my youth, complying with all that is required of a boy and young man and living in a manner wortliy of my parents and grandparents. I had a clean record when I dreamed of the elk.

The dream came to me when I was asleep in a tent. Some one came to the door of the tent. He said he had come for me, and I arose and followed him. It was a long and difficult journey, but at last he led me to a beautiful ledge. All the surround ings were beautiful. The lodge was painted yellow outside, and the door faced the southeast. On entering the lodge I saw drawings on the walls. At the right of the entrance was a drawing of a crane holding a pipe with the stem upward, and at the left was a drawing of a crow holding a pipe with the stem downward. I could see that the occupants of the lodge were living happily and luxuriously. I was escorted to the seat of honor opposite the entrance and reached it with difficulty, as the lodge was filled with brush, and I was not accustomed to making my way through thickets. [At this point the occupants of the lodge seem to have been recognized as elks.*] The elks in the lodge watched me with interest and encouraged me to go on, saying they had something they wished to tell me. At last I managed to reach the seat assigned me, and when I was seated the elks rose and said they had heard that I was a great friend of the buffalo, and that they w^ted me to be their friend also. They said they had tested me by requiring me to reach this difficult place, and as I had succeeded in doing so they were glad, to receive me. They then said that they were going to sing a song and wished me to learn it. They sang the following song, which has no words.

No. 46. Song of the Elks (Catalogue No. 609)

Sung by Brave Buffalo Drum j= 120

iia r^ .c ^

^

Analysis, — ^The descending fourths E flat-B flat, and B flat-F are prominent in the framework of this melody, though the interval is usually broken, the progressions being a major second followed by a minor third. The interval of a fourth in songs concerning animals has been frequently noted. (See Bulletin 53, p. 101.) One interval of a minor second occurs in the song, but was sung too large. It has been observed that the minor second is found less frequently than

P The identity of a dream object is frequently unreoo^nlzed until it tuni3 to depart. Qf, OuUetIn 53, p, 907; al3o p. 66 of the present w^k.]
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the major second, and seemingly is sung with difficulty. The melody contains all the tones of the octave except the sixth and seventh.

After teaching Brave Buffalo this song the elks gave him nimierous instructions. He noticed that every elk had a downy white eagle feather tied on its right horn to indicate that it could nm as fast as the eagle flies.. He was told to wear a similar feather on his head, and at the time of giving this narrative he had a downy eagle pliune fastened on the right side of his felt hat. (See p. 248.) The elks told him to paint his tipi in a manner similar to theirs, yellow outside with drawings of the crane and the crow on its inner walls, saying that these birds would protect him. This style of painting the tipi he has always carried out. The elks told him further that before he would be fully entitled to make a request for help from them he must go through a performance which he himself should devise, by which he would show the people that he was acting under their patronage.

On reaching home Brave Buffalo made a mask of elk hide, using for this. purpose the skin of the head with the horns. He then painted himself yellow and held in each hand a hoop wound with elk hide and decorated with an herb which is much liked by the elks.^ A specimen of this herb was secured and identified as Monarda moUw L,, commonly known as wild bergamot. This was used by the young men chiefly on accoimt of its fragrance. Another variety of the * ’ elk herb ” was used by Eagle Shield in his practice of medicine. (See p. 270.) Brave Buffalo made also a hoop (pi. 26, which he said was similiar to the one he carried when enacting his dream. As the flowers of the ’ ^ elk herb” were not then in season, he used flowers resembling them as nearly as possible, and also such fur as was available.

Brave Buffalo said that after arraying himself as described he went aroxmd the camp, passing close to the tents. Two virgins preceded him, carrying his pipe. As he was making this circuit and imitating the actions of the elk, a thought occurred to him: ’* Now I have done everything as I was directed to do it, and I wish I might show these people that I have the power of the elk. There is a spot of damp ground before me. I wish that when I step on this damp ground I may leave the footprints of an elk.”

A crowd of people followed him, and after he had passed over this spot they saw the footprints of an elk instead of those of a man.

He was not required to repeat this demonstration, but if another elk dreamer were giving a similar performance and asked him to join he would do so, wearing the same mask as on the first occasion. (See p. 166.) During a demonstration of an elk dream no woman is

1 TUs hoop is moatjoned \n, Song 105 and It^ symbolism described in connection therewith.

ETHNOLOQV BULLETIN G1 PLATE Zt
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BULLETIN SI PLATE 27

H4lfl ORNAMENT WORN BV ELK DREAMER

BULLETIN 61 PLATE 28

BENT STICK CARRIED BY WOLF DREAMER
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allowed on the windward side of the person giving the demonstration and no one is allowed to come near him.

Brave Buffalo stated that after this demonstration the elks gave him power to find medicinal herbs. At the’ present time if he is in doubt what herb to use in treating a sick person, he appieals to the elks and they tell him what to use and where to find it.

The emblem of the elk is a circle, exemplified by the hoop which an elk dreamer carries in his hand when “acting out his dream.” The young men wear a hair ornament consisting of a small hoop wound with porcupine quills and having a downy white eagle feather suspended in the center. Such an ornament is shown in plate 27; the eagle feather is suspended by a tiny loop of hide at the end of the quill. This ornament is fastened by a narrow strip of hide to a lock of hair on top and at the left side of a man’s head; The fastening is from the center of the hoop so that the ornament hangs lightly above the ear.

DREAMS CONCERNING THE WOLF

Brave Buffalo stated that about two years after his dream of the elk ho had a dream of a wolf. This dreajn came to him as he was hunting alone. He had been wandering for several days in search of game when he met a pack of wolves. They formed a circle aroimd hhn, and as they stood looking at him he noticed that their nostrils and paws were painted red. They came toward him, whereupon he grew dizzy. When they reached him, he was unconscious. They stood around him untU he regained his senses; then they moved on, telling him to foUow them. They led the way to a wolf den on top of a high hUl. While he was there, more wolves came out of the hole, painted like the others. The wolves have always been wanderers, not knowing where they would find food. They knew he had been hunting and had had much difficidty in finding game, and they wanted to help him. They said there was a certain herb which, if dried, would enable him to catch all kinds of snakes. lie was told to dry this herb, and put it on the ground where the snakes are woiit to come. He did so and caught a live rattlesnake. The wolves told him to carry this live snake when giving the demonstration of his wolf dream. Instead of the mask of elk hide which he wore in his former demonstration, he used a similar mask of wolf skin, wearing practically the entire hide * and carrying in his hand a bent stick somewhat resembling a bow, which was painted red. A duplicate of this stick made by Brave Buffalo for the writer is shown in plate 28. Brave Buffalo stated that he carried this and the snake in the same hand, the snake coiling itself around the bow. He held the snake close to its head during the demonstration and let it go after the demonstration was closed. The

I Cf. too wearlQi^ of % woU lil4^ by warriors, p. 388,
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wolves told him that when he was making this demonstration a live owl would alight on his back. Brave Buffalo said that this actually happened. After this dream and its demonstration he ” prayed to the wolves’’ when he wanted to locate gtune, and they always told him where to secure it.

The following song, which was taught Brave Buffalo in this dream, is one which he afterwards used in treating the sick. He said that it was his custom to sing this song every night.

VoiC» Jzr92

No. 47. “Owls Hooting’’

Sung by Brave Buffalo

Hi)]-hai) ho-tuq pe - lo hii) - haq ho - tui) pe

hii) -

rryrHt — f — f

fr

1 r

hai) ho - tui] pe - lo hii)- hai] ho - tui] pe

m^^^

hii) - haq ho - tuij

pe - lo hii)-hai) ho - tui) pe

haq-he-pi hi - ya - ye - 6in hiij -

E^^

I–

haq ho - tui) pe

hii) - hai) ho - tui) pe - lo hii)-hai) ho - tui)

1 r

ij.— J

m^^

t4

pe

hii) - hai) ho - tug pe - lo hii)-hai) ho - tui) pe

highaD^ owls

ho’tug * pelo^ (were) hooting

haijhe^pi hiyayeiij in the passing of the night

hiDhaq’ owls

ho’tui) pelo^ ’ (wore ) hooting


RIggSKlvoslhefollowlngdoflnitlonof the word ho: “thf micr either of a man or of any animal or thing; wwnd in general.” Its exact meaning is understooil from its use (cf. itny’tn^, ). 70). When ho is used conoemtng an animal, it is understood to refer to the peculiar call or cry of that animal. Thus in this memoir, in addition to the present song, it appears iis follows: With reference to wolvas in wng No. 4S, lo bulTulo in song No. 54, to owls and wolves in No. 160, to owls and crows in No. 50, to the bear in No. 84, and to the horse in Nos. 109, ill.



s The final syllable of this word was often omitted by the singer.
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Analysis. — ^This melody as a whole is of unusual interest. Three renditions were recorded on one cylinder; these show no variations. Three renditions recorded at a later time were f oxmd to be identical. The intonation is not so good as in other songs by the same singer, an uncertainty, or wavering of the tone, occurring at the same point in all the renditions. The customary “calls’’ or”cries’’ were given between the repetitions of the song. About one-fourth of the intervals are minor seconds which^ as already noted, are found less fre- quently than major seconds in both Chippewa and Sioux songs.

Some medicine-men consider the owl especially sacred among birds. Two reasons were given for this by an Indian, who said:

The owl moves at night when men are asleep. The medicine-man g^ts his power through dreams at night and beUeves that his dream is clear, like the owl ’s sight. So he promises that he will never harm an owl. If he did so, his power woidd leave him. For this reason some medidne-men wear owl feathers. The medicine-man also regards the owl as having very soft, gentle ways, and when he begins to treat sick persons he is supposed to treat them very gently. So in night wisdom and in the manner of carrying itself the owl is greatly respected by the medidne-men of the tribe.

Charging Thunder had three dreams of animals. The first was the dream of the thunderbirds, from which he received his name (see pp. 170, 171); the second was a dream of wolves, which is here described ; and the third was a dream of buffalo. This last dream occurred about a year after his dream of the wolves. He did not relate the dream of buffalo, but said that because of it he was often sent to look for buffalo, the leaders sending him alone instead of a searching party as described in the account of the hunt on page 439. Charging Thimder said that he had faithfully fulfilled all the obligations of his dreams, and believed that he had received great benefit thereby, but that none of his dreams required him to engage in the practice of medicine. They required other acts, which he had duly performed.

In describing his dream of the wolves. Charging Thunder said:

When I was about 22 years of age I dreamed that I came to a wolf den and found the Uttle wolves unprotected by either father or mother. They seemed to say, ’’We are left here helpless, but our parents will soon return. **[^] I learned their song, which was as follows:

(1 A dream similar to this is recorded by J. Owen Dorsey in Eleventh Rep. Bw. Etkn,, pp. 478-479.)
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No. 48. Song of the Young Wolres (Catalogue No. 570)

Sung by Charoino Thunder Voice J=:56 Drum not recorded

A - te to - ki-ya ho ku-we - lo i- na to - ki-ya ho ku - we

lo Cii] -

na - a-ka ku - T^-we he lo he e

e e he

e e

e

a e

ha

e ya he wa - kai) - yai) ho a ku - we - lo

ate^ father

to’kiya somewhere

ho * ku^welo comes home howling

ina’ mother

to^kiya somewhere

ho ku’welo comes home howling

dg(5a’ zi wag ’ a young calf

aku’ (father) is bringing

na and

ina’’ mother

to^kiya somewhere

ho ku’’welo comes home howling

wanalca now

kuVe she is returning

w^akaq’yai] in a sacred manner

ho ku’welo she is coming home

Analysis. — The final tone of this song is indistinct on the phonograph cyUnder, as it evidently was below the natural range of the singer^s voice. It is interesting to note the uncertainty of intonation on G. This tone is first approached by a descent of a minor third^ which is un interval frequently sung too small, and in its next occurrence it alternates with F, constituting a repeated major second. A repetition of small intervals appears to be difficult for Sioux or Chippewa. (See analysis of song No. 100, Bulletin 53.) The time

1 See p. 180, footnote.

I This word Is elided with the followliig and sung as ipaku.
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in this, as in many similar songs, was not rigidly maintained. Three

renditions were recorded, the repetitions being without a break in

the time.

Besuming the narrative of his dream, Charging Thunder said:

Soon I saw the old wolf returning and behind him came a buffalo calf. This old wolf told me how to make a pipe, telling me to smoke it when I was on the warpath and saying that the smell of the pipe would be so strobg that the enemy would not detect m/ approach and thus I would be able to steal their horses. The old wolf said that by the aid of this pipe I would be able to outwit the wisest and craftiest of my enemies. I made the pipe as he directed and carried it on the warpath and had good success. It did not look any different from an ordinary pipe, but it had been ’* made sacred ** by a medicine-man.[’] The following song was taught me by the old wolf:

No. 49. Sons of the Old Wolf (Catalogue No. 568)

Sung by Charoinq Thunder

Voic» J =72 Drum not recorded

Wa - kai)-yai) ml - 6a - ke - lo wa - kaij-yai) mi - 6a -

noQ-pa wai) to - ke-6a wa - kai]-yai] mi - 6a - ke - lo

kai) - yaij mi - i - i - 6a - ^e - lo ko - la wai)-ma - a - o-yai) - ka yo

wakaQ^yaQ in a sacred manner

mida’kelo he made for me

anoQpa wag to’ke^a a pipe that is different

wakaij’yai) in a sacred manner

mida’^kclo he made for me

na^i ksa’^pa wai) a wise spirit

maka^ewaye I met

wakaQ^yaQ in a sacred manner

miakelo he made (it) for me

kola^ friend

wai)ma^yai)ka yo behold me

p The ability to make objects “sacred,” thus giving them mysterious power, was said to belong only to men who had the ability to talk with such objects and to understand what they said. (Cf. section on Sacred Stones, pp. 218, 230, 231, 234, 236, 238, in which men talk with the stones and receive their messages.) When making a pipe “sacred” the medicine-man filled it, Incensed it with burning sweet gxass, and offand it to the sky and the cardinal points.]
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Analysis. — ^Three renditions of this song were recorded, with an interruption of the time between the repetitions. In this, as in many similar songs, the time was not strictly maintained. From the beginning of the song to the fifth measure before its close the melody is framed on the chord F sharp-A-C sharp-E, a minor triad with minor seventh added. Other tones occur, and the descending fourth C sharp-G sharp is noted, but this chord is felt as a framework. The song closes with a repetition of the descending minor third E-C sharp. The song is melodic in structure, and about twothirds of the intervals are descending progressions. .

DREAM OF THE CROW AND OWL

Siya’ka in his youth dreamed of a crow and an owl. His narrative as here given reveals the manner in which a dream was sought and also the importance attached to it:

AU clasaes of people know that when human power fails they must look to a higher power for the fulfillment of their desires. There are many ways in which the request for help from this higher power can he made. This depends on the person. Some like to be quiet, and others want to do everything in public. Some like to go alone, away from the crowd, to meditate upon many things. In order to secure a fulfiUifient of his desire a man must qualify himself to make his request. Lack of preparation would mean faQure to secure a response to his petition. Therefore when a man makes up his mind to ask a favor of Wakai)^tai)ka he makes due preparation. It is not fitting that a man should suddenly go out and make a request of WakaQ^taQka. When a man shuts his eyes, he sees a great deal. He then enters his own mind, atid things become clear to him, but objects passing before his eyes would distract him. For that reason a dreamer makes known his request through what he sees when his eyes are closed. It has long been his intention to make his request of WakaQ^taQka, and he resolves to seek seclusion on the top of a butte or other high place. When at lost he goes there he closes his eyes, and his mind is upon Wakai)^tai)ka and his work. The man who does this usually has in mind some animal which he would like for protection and help. No man can succeed in life alone, and he can not get the help he wants from men; therefore he seeks help through some bird or animal which Wakag’- tai)ka sends for his assistance. Many animals have ways from which a man can learn a great deal, even from the fact that horses arc restless before a storm.

When I was a young man I wanted a dream through which I could know what to depend upon for help. Having this desire, I went to a medicine-man [*] and told him about it. He instructed me what- to do, and I followed his instructions in everything. He told me to get four well-tanned robes, with one for my own use, also A decorated pipe and offerings of tobacco, and to appear before him on a certain day prepared to seek my vision. I prepared the articles as he directed and went to him on that day. He painted my face white, and before leaving him we went together into the sweat lodge, and while we were there he told me of hia own dream and gave me an idea of what a dream was like. I had already selected a hill on which to await my dream, and after leaving him I went to this hilltop to follow his instructions. [^]

p In a similar maimer Lone Man consulted a mcdiclno-man In his youth. (See p. 214.)) p Cf. Old Buffalo’s fasting vigil on a hilltop, pp. 274-275.]
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1 was not required to faflt before seeking the vision but of course took no food with me when I went to the hilltop. In the middle of this hilltop I dug a hollow about

2 feet deep and large enough so that I could crouch against its side when weary with standing. At each of the four points of the compass I placed one of the robes and some of the tobacco. These offerings were to show that I desired messages from the directions of the four winds and was waiting anxiously to hear the voice of some bird or animal speaking to me in a dream.

Having placed these offerings in position, and according to the advice of the medicine-man, I stood facing the west and watched the sun disappear. As soon bb the sun wafl out of sight I closed my eyes and turned my face toward the east, standing thus for awhile, then facing the north and the south. So I stood, wrapped in a buffalo robe. I was not exactly singing, but more nearly lamenting, like a child asking for something. [Cf . p. 96.] In the crying or lamenting of a young man seeking a vision two things are especially desired: First, that he may have long life, and second, that he may succeed in taking horses from the enemy.

Beside me, at the north, was placed a buffalo skull, the face of which was painted with blue stripes.[’] The openings of the skull were filled with fresh sage, and it was laid on a bed of sage. The skull wbb placed with its face toward the south. The reason for this was that when the buffalo come from the north, traveling toward the south, they bring news that WakaQ^tagka has provided food for the Indians and there will not be a famine. During part of the time I rested my pipe against the buffalo skull, with the stem pointing toward the north. Part of the time I held the pipe in my hands, with the stem away from me. The pipe was filled, but not to be lighted until I returned to the medidne-man after my dream. [Cf. sealed pipe in Sun dance, pp. 149, 150.]

As I still faced the west, after the sun had set and when it was almost dark, I heard a sound like the flying of a bird around my head, and I heard a voice saying, “Young man, you are recognized by WakaQ^taQka.’’ This was all the voice said.

All night I stood with my eyes closed. Just before daybreak I saw a bright light coming toward me from the east. It was a man. His head was tied up, and he held a tomahawk in his hand. He said, ’’Follow me,” and in an instant he chained into a crow. In my dream I followed the crow to a village. He entered the largest tent. When he entered the tent he changed to a man again. Opposite the entrance sat a young man, painted red, who welcomed me. When I wbb thus received I felt highly honored, for as thb was the largest tent I knew it must be the tent of the chief. The young man said he was pleased to see me there. He said, further, that all the animals and birds were his fiiends, and that he wished me to follow the way he had used to secure their friendship. He told me to lift my head. I did this and saw dragon flies, butterflies, and all kinds of small insects, while above them flew all kinds of birds. As soon as I cast down my eyes again and looked at the young man and at the man who had brought me thither, I saw that the young man had become transformed into an owl, and that my escort had changed again into a crow. The follow- ing is the song of this part of my dream.

• -” ■ - - – I ^IMM _

[1 It will be recalled that the stripes on the buffalo skull used In the Alo’waQpl ceremony and In the Sun duioe were red, and that In the HuQka ceremony the skull was laid facing the west and in the Sun dance facing the east. In both these instances the skiiil was laid on a bed of fresh sage. In a narrative concerning the “calling of the buffalo *’ by a medicine-man it is stated that a bufl^o skull was painted with both red and blue stripes. (See pp. 72, 127, 444.)]

No. 50. Song of the Crow and Owl (Catalogue No. 473) Sung by iya’ka

Voice Jrr69 Drum not recorded

^

%

%S

^

Hai)-ye-ta ma-wa

ni haq - ye - ta ma - wa - ni nui) -

we 6

hax)-ye

ta ma - wa-ni

ta - to he - ya

r

n^vii

ma - wa - ni nui)

we

haq-ye-tu ma-wa- ioa-ni hii) -

haq toa ho

tOQ-haij ma-wa - ni nuq

we he

{First rendition)

hagye’tu at night

mawa’ni nugwe’ may I roam

tato’ heya’ against the winds

mawa^ni nugwe^ may I roam

haijye’tu at night

mawa^ni (may) I roam

hiijhai)’ (when) the owl

ho^toQhai) (is) hooting (see p. 180, footnote)

mawa^ni nui)we^ may I roam ■

{Second rendition)

aQ^pad at dawn

mawa^ni nuQwe’ may I roam

tato’ heya’ against the winds

mawa^ni nugwe’ may I roam

aQ^paO at dawn

mawa’^ni (naay) I roam

kaggi’ (when) the crow

ho^toi)hai) (is) calling

mawa^ni nugwe’ may I roam

Analysis. — This melody contains only three intervals larger than a minor third, about half the intervals being major seconds. It is minor in tonality and lacks the sixth and second tones of the com-
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plete octave. In structure it is melodic, and the trend is steadily downward from the eleventh to the tonic. The subdominant is more prominent in this than in many of the songs under analysis.

Siya’ka continued:

The owl aid, “Always look toward the west when you make a petition, and you will have a long life. ’ ’ After this the owl commanded me to look at him. As soon as I did this he was changed to an elk, and at his feet were the elk medicine and a hoop. [See pp. 178, 295.] As soon as I saw him changing, I began to wonder what marvel would be next. Then I heard a song. I tried to learn the song, and before I realized what I was doing I was singing the song.

The following is the song taught me by the elk in my dream.

No. 61. “Where the Wind Is Blowing” (Catalogue No. 474)

Sung by iSita^ka

Yoxos J=54 I>BDM not recorded
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Emui)-yai] na - wa - fii)

ye

^^

wi - yo-^pe - ya - ta ta - te u - ye

’ J^ = 108

ta - te i - 6a-limui)-ya]) na-wa - tii]

ta-te to-kiu-ye

^^m

ta-te 1 - 6a - hmux)-yai) na - wa - £ii)

toOci ^ where

tate’’ the wind

uye^ 611} is blowing

tate^ the wind

i6i’hmui)yaq is roaring

nawa^f ig ye I stand

wiyo’Bpeyata westward

tite’ the wind

uye^ 6ii) is blowing

tate’ the wind

i^a’hmuQyai) is roaring

nawa^f ii) ye I stand
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Analysis. — ^Two renditions of this song were recorded, the principal difference between them being that in the second rendition the half note at the end of the third measure was simg a quarter note and the last note of the following measure a half note, thus comprising five counts in the two measures, but distributing them differently. The intonation ■ was wavering throughout the renditions, making the song especially difficult of transcription. This was undoubtedly due in part to the presence of the accidental. It was clearly the intention of the singer to differentiate the tones transcribed respectively as D sharp and D natural, but the interval between the two was not always an exact minor second. As already stated, the minor second is not of frequent occurrence. It is frequently simg too small, but not with sufficient imiformity to justify the belief that a definite interval smaller than a semitone is in the mind of the singer. The measure transcribed in 3-8 time was imiformly sung in all the rejiditions. The melody tones are those of the second five-toned scale with the fourth raised a semitone as an accidental. The song is melodic in structure and has a compass of 12 tones.

Siya’ka said further:

The hiUtop where I had my dream was quite a distance from the camp. My friends knew I had gone there, and in the early morning they sent a man with my horse. I came home, and the first thing I did was to take a sweat bath. In the lodge with the medicine-man I told him my dream.

I was a young man at that time and eager to go on the warpath and make a nathe for myself. After this dream, my stronghold was in the east, but the west was also a source from which I could get help. All the birds and insects which I had seen in my dream were things on which I knew I should keep my mind and leam their ways. When the season returns, the birds and insects return with the same colorings as the previous year. They are not all on the earth, but are above it. My mind must be the same. The elk is brave, always helping the women, and in that way the elk has saved a large proportion of his tribe/ In this I should follow the elk, remembering that the elk, the birds, and the insects are my helpers. I never killed an elk nor ate its flesh. The birds that continually fly in the air I would not kill. I may kill water birds and grass birds if suitable for food, but only these.

Siya’ka was deeply affected by the telling of this dream and the singmg of the songs. Shaking hands with the writer, he said that he had given her his most cherished possession.^

Two Shields related the following dream, which is a tradition in the tribe, and sang the song which is said to have been received in the dream:

Many years ago a war party were in their camp when they heard what they believed to be the song of a young man approaching them. They could hear the words of the song and supposed the singer was one of their party, but as he came nearer they saw that he was an old wolf, so old that he had no teeth, and there was no brush on his taU.

1 diya’ka’s namtlve was given in November, 1912; he died in March, 1913.
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He could scarcely move, and be lay down beside tbeir fire. They cut up their best buffalo meat and fed him. Afterward they learned his song, which was the beginning of all the wolf songs (war songs) . After this, too, the warriors began the custom of carrying a wolf-skin medicine bag.

The writer was told by Looking Elk and others that the wolf -akin medicine bag carried by warriors had been known to ’’come to life” and walk about the camp, and it had been heard to sing this, the first wolf song of the Sioux:

No. 62. ” I Made It Walk” (Catalogue No. 533)

SimgbyTwo Shields VoicH J^= 168
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wakag’yag ^ by my Bupematural power

ma’^ni waye’ 1 made it walk

6u5^ka oya^’te wag a wolf nation (see p. 162, footnote)

wakaQ’jrai) by my supernatural power

ma^ni waye^ I made it walk

Analysis. — The same pecidiarities of rhythm occur in all renditions of this song. The time is exactly maintained throughout. The melody tones are those of the major triad and second — an imusual tone material. The ascent of a sixth at the opening of the song is also unusual. The song has a compass of 13 tones. Two-thirds of the progressions are major seconds, and a majority of the other intervals are fourths.

Weasel Bear related the following incident, which he said took place when his father was a young man. His father, whose name was

Metal Knee (Hu’pahu-ma’za), was with a number of men on the warpath. On stoppmg beside a hill, they heard what they beUeved to be a man singing. They counted their party, but all were there. One of them climbed the hill and, looking over, saw a wolf sitting with his back to the hill. The wolf was looking away off and singing. The words of the four renditions suggest the change from enthusiasm to caution, and are interesting as being sung by an old wolf to the yoimg warriors. The warriors listened and learned the song, which

was as follows:

No. 68. Song of a Wolf (Catalogue No. 650)

Sung by Weasel Bear

A13 - pa - o 6aij - na o - ma - wa - ni

ye

ka - to - na -

^^

oi)k o - ma - wa - ni ye

{First rendition)

aQ’^pad ^aij’na at daybreak

oma^wani ye I roam

kato^’nafigk galloping

oma^wani ye I roam

(Second rendition)

aQ^pao aij’na at daybreak

omaVani ye I roam

ka6ai)^6ai) trotting

oma^wani ye I roam

( Third rendition)

ai)^paj5 ag’na at daybreak

oma’^wani ye I roam

napa^pa in a timid manner

oma Vani ye I roam

( Fourth rendition)

aQ^pad 6ai)’na at daybreak

oma^wani ye I roam

wakta^’kta watching cautiously

oma^wani ye - T mom
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Analysis, — ^An interesting peculiarity of this song is the difference in tempo of voice and drum, the latter being sUghtly the slower. The song showed no differences in the several renditions. The melody tones are those of the fourth five-toned scale. Of the intervals 52 per cent are major seconds and 35 per cent minor thirds; the remaining three intervals are upward progressions of a major third, a fourth, and a fifth. The character of the song is hvely and entirely unlike the earlier songs of this group.

The following song concerning a dream of a buffalo was simg by Old Buffalo. In this and the four succeeding numbers the song remains, but the story of the dream is lost.

VoicbJ=176 Drum not recorded


	



No. 54. “Toward Them I Walk” (Catalogue No. 639) Sung by Old Buffalo
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(First rendUion)

tataQ^ka a buffalo

^a it was

ho^ye a voice (see p. 180, footnote)

wa^yelo I sent forth

nuQwe’ be it so

wa^hpetaQka oya^te a Blackbird nation (see p. 162, footnote)

6i it was

itoye^ya toward them

mawa^niye I walk
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(Second rendUion)

tatag^a a buffalo

6& it was

hc/ye a voice

wa’yelo I sent forth

nugwe^ be it so

upi^fata oya’te a Swallow nation

6& it waa

itoye^ya toward them

mawa^niye I walk

«

Analysis, — ^The tones comprised in this song are those of the second five-toned scale, A being the keynote. The chord of A minor forms the framework of all the melody except the closing measures, which consists of the minor third E-G. Throughout the melody the minor third is prominent, comprising 41 per cent of the entire number of intervals. Two rhythmic units are found in the song. The time of the sustained tones was uniform in all the renditions. In this, as in a majority of such instances, the long-sustained tones contain an imeven number of counts.

In explanation of the words of the following song Siya’ka said :

The reference to the deer and the scarlet object is because venison is red and is the bait used to catch the eagle. The reference to blue is because when trying to catch an eagle we look at the sky so steadily that everything appears blue.
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No. 66. “An Eagle Nation is Coming” (Catalogue No. 472) Sung by Siya^’ka

VOICH J” 1S2

Drum not recorded
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li^;illi!Cj,

ta wai) 6 ya a - u we wa - yai] - ka yo

J= 132

{First rendition)

ta^6a ^ oya^te waQ a Deer nation (see p. 162, footnote)

afl^ welo’ is coming

walu^ta wag a scarlet object

ati’ we is coming

wayag^ka yo behold it

I According to Rlggs ta’Mda is a contxBctlon ol t’M^, meaning “the common deer, Cavttt capreolu*.
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{Second rendition)

waQbli^ oya^te wai) an Eagle nation

aii^ we is coming

maka^to wag a blue object

aft’ we is coming

wayaQ’^ka yo behold it

Analysis. — ^The compass of this song is 17 tones. Among the Chippewa no songs were recorded which had a compass oJ more than 14 tones, but three songs in the present series have a compass of 17; the others are Nos. 196 and 202. The final tone is faint, but discernible on the phonograph record. The rapid tempo and wide intervals cause more imcertainty of intonation than is usual in these songs. However, in this, as in No. 58, the exactness of the smaller intervals is of less importance than the fact that 27 of the intervals (37 per cent) are larger than a major third. An equal number of intervals are major seconds, and the remaining 15 intervals are minor thirds. Changes of time occur as indicated. (See song No. 50

No narrative was given with this song. Four dream songs concerning deer were recorded among the Chippewa — ^Nos. 95-98 in Bulletin 53.

See plot of this meJody on page 204.

Drum not recorded

No. 56. ’’A BlacktaU Deer”

Sung by Chabqinq Thunder

Wa- kai) mi - 6a - ge

wa- kax) mi - 6a - ^e

siq-te sape - la war) wa - kai) mi - 6a

(

6f

wa- kaq mi -6a - ^

W^l J^ . J ’Hji^j. L}

at

^m

he>na - ki - ya waij - la - ka - pi ]|^oi)

hi

yo
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wakai)^ sacred

ini’6age he made for me

wakai)^ sacred

mi’^age he made for me

BiQte^ sa^pela waQ a blacktail deer ’

wakai)’’ sacred

mi^dage he made for me

hena’^kiya those

waijla^kapl l^og you had seen

Analysis, — Tho interval of the minor third characterizes this melody and constitutes 41 per cent of the entire number of intervals. The trend of the melody is steadily downward, about two-thirds of the iiitervals being ’downward progressions. The compass of the melody is 14 tones, lacking only 1 tone of 2 octaves: Three renditions were recorded; these show no points of variation.

SOXGS CONCERNING THE BEAR

Two Shields said:

The bear is the only animal which is dreamed of as offering to give herbs for the healing of man. The bear is not afraid of either animals or men and it is considered ill- tempered, and yet it is the only animal which has shown us this kindness; therefore the medicines received from the bear are supposed to be especially effective.

In somewhat similar strain Siya’ka said:

The bear is quick-tempered and is fierce in many ways, and yet he pays attention to herbs which no other animal notices at all. The bear digs these for his own use. The bear is the only animal which eats roots from the earth and is also especially fond of acorns, June berries, and cherries. These three are frequently compounded with other herbs in making medicine, and if a person is fond of cherries we say he is like a bear. We consider the bear as chief of all animals in regard to herb medicine, and therefore it is understood that if a man dreams of a bear he will be expert in the use of herbs for curing illness. The bear is regarded as an animal well acquainted with herbs because no other animal- has such good claws for digging roots.

i This aaimal was mentioned by Lewis and Clark in the account of their Journey on the upper Missouri. In September, 1804, Clark wrote, “I walked on Shore Saw Goats, Elk, Buffalow, Black tail Deer Si the Common Deer.” (Original Journals of the Lewis and Clark Expedition, vol. 1, p. 155. ) A footnote on this passage in the Coues edition is as follows: ” Oariacus macrotla, also called mule deer. The toil is mostly white, but tipped with black.” (History of the Expedition under the Command of Lewis and Clark, edited by Elliott Coues, vol. 1, p. 122, footnote, 1803.) The oomm6n deer is mentioned in dlya’ka’s song, No. 55.

VoiOB J =88 Bbum not recorded


	



No. 67. ’’A Bear Said This”^ (Catalogue No. 581)

Sung by Shooter
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1 r

Pe - ii - hu-ta

n (4)

wai) ya^tin kte

ban - tu e

na - fii) -ye

mate he-ma - ki

ye a

pef i’liuta wan a medicine (root of herb)

yatin’ kte you will eat (to live) ’

kahan’’tu at that place

na’f iqye it stands

mato’ a bear

hema^kiye said this to me

Analysis, — Tho complex rhythmic form of this song, together with its clearness in repetition, suggests that it is an old song and was correctly sung. Four rhythmic phrases are found in the song. It will bo noted that the opening of the first and second are alike, and that the opening of the third and foiu*th also have a resemblance to each


Other dream songs of the bear (Nos. 87-89) are used by Eagle Shield in his practice of medicine. (SeealsoNo. 58.)




	This Is an expression used by medicine-men. When giving medicine to a sick person they said, ” You will eat this In order to live, or to reooTer.” (Cf. words of Song No. 83.)
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other, the remainder of each phrase being individual. The melody tones are those of the second five-toned scale. There are 52 progressions in the song, 37 (71 per cent) of which are major seconds. Many of the accented tones were given with a peculiar attack, much used by this singer, which consisted in sounding first a tone slightly above the principal tone and immediately sliding downward to that tone.

No narrative was given with this song.

No. 68. ’’He Comes to Attack”

Sung by Chaboino Thunder VoicB J -84 Dkum not recorded
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^^m
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to - ke - 6a Ae wa - u we he ye - lo yo yo yo

wazi’yatai) from the north

natai)’^ hina^pe lo he comes to attack

ekta’ in that direction

e’toqwig ye behold him

maka^ dust

we’^oQ I threw upon myself

na and

<ai)te (with) a heart

to’keda that is different *

wa^u we I came

he yelo’ he said

1 In the usase of the medicine-men this phrase indicates anger. ( See fcx>tnote, p. 120.)

W8

AncdyHs. — ^Two renditions of this song were recorded, in both of which the intonation, especially in the first part, was wavering. This was probably due in part to the difficulty of the progressions and in part to the fact that it was the first song recorded by Charging Thunder. The transcription of such a song should be regarded as approximate, so far as many of the smaller intervals are concerned. This, however, does not affect the broad lines of the melody. Thus in the present instance we note that 17 (46 per cent) of the intervals are larger than a major third. The fourth is especially prominent in this melody, though 15 (39 per cent) of the intervals are minor thirds. The change of tempo occurs in both renditions of the song. (See song No. 5.)

The analyses of two other groups of dream songs are on pp. 239, 278.

Old Songs ^ — {^ Songs Concerning Personal Dreams

Melodic Analysis

TONALITY

Number of songs.

B£a]or tonality . Mino» tonality.

Total.

Serial No6. of songs.

38, 39, 42, 43, 44, 48, 52, 53, 55 37,40,41,45,46,47,49,50,51,54,56,57,58

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Beginning on the—

Fourteenth

Twelfth

Eleventh

Tenth

Octave

Sixth

Fifth

Fourth

Total.

Serial Nos. of songs.

37,61,56

4d,50

38,39,43,48

41,45,55,58

42,44,49,52,53

47,67

LAST NOTE OF SONG-TTS RELATION TO KEYNOTE

Ending on the—

Fifth

Third

Key note

Number of songs.

Serial Nos. of songs.

39, 41, 42, 43, 44, 48, 49, 52, 53, 54

38,57

37, 40, 45, 46, 47, 50, 51, 55, 56, 58

Total.

1 A majority of these songs are believed tn hA an fco 150 years old.
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Old SoThgs — (2) Songs Concerning Personal Dreams — Continued

Melodic Analtsis:— Continued

LAST NOTE OF BONG— ITS RELATION TO COMPASS OF SONG


	



Namber of songs.

Serial Nos. of songs.

Songs in which final tone is lowest tone in son^

Songs containing a major third below the final tone

37, 38, 3tf, 40. 41, 42, 43, 44, 45, 46, 48, 49,

50,51,62,63,54,55,56,68

Total

NUMBER OF TONES COMPRISING COMPASS OF SONG

Compass of—

Seventeen tones …

Fourteen tones

Thirteen tones

Twelve tones

Eleven tones

Ten tones

Nine tones

Eight tones

Total /

Number of songs.

Serial Nos. of songs.

40,43,56

39, 48, 62

37,61

46,50

41,49

53, 54, 57

38, 42, 44, 45, 47, 68

TONE MATERIAL

Second five-toned scale

Fourth five-toned scale

Mi^or triad and second

Minor triad and fourth

Octave complete

Octave complete except seventh

Octave complete except sevmth and sixth . . Octave complete except seventh and second

Octave complete except sixth

Octave complete except sixth and second . . .

Octave complete except fourth

Octave complete except second

First, fourth, and fifth tones /. . .

Total

Number of songs.

Serial Nos. of songs.

51,54

38, 39, 43, 44, 63, 67

52,65

37.47

43,56
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Old Songs — {S) Songs Oonceming Personal Dreams — Continued

Melodic Anax.ysi8 — Continued

ACCIDENTALS

Songs ooDtatnlng— Noaooidantals.

Fourtli raised a semitone. . . Sixth lowered a semitone. . . Fourth lowered a semitone.

Total.

Number of songs.

Serial Nos. of songs.

87, 38. 39, 40, 41, 43, 43, 45, 46, 4S, 49, 50, 52,

53,54,65,50,57,58

STRUCTURE

Melodic.

Melodic with harmonic framework , Harmonic

Total.

Number of songs.

Serial Nos. of songs.


	



37, 38, 40, 41 , 42, 43, 44, 45, 46, 47, 48, 49, 50,

51,52,53,55,56,57 39,54

FIRST PR()(JRE8SION— DOWNWARD AND UPWARD

Downward.

Number of songs.

Serial Nos. of soogs.

37, 3S, 39, 40, 42, 43, 44. 45, 46, 47, 48, 50,51, 54,57,58

Upward…. Total.

6 I 41,49,52,53,55,56

TOTAL NUMBER OF PROGRESSIONS-DOWNWARD AND UPWARD

Downward

Unward

Total

INTERVALS IN DOWNWARD PROGRESSION

Interval of a— Minor sixth..

Fifth

Fourth

Major third… Minor third.. M^or second. Minor seoond.

ToliL..
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Old Songs — (2) Songs Concerning Personal Dreams — Continued

Melodic Analysis — Continued’

INTERVALS IN UPWARD PROGRESSION

Interval of a—

Tenth…

Ninth

Octave

Major sixth.. Minor sixth..

Fifth

Fourtli

Major third.. Minor third.. Major second. Minor second.

Total.

Nnmber of songs.

Serial Nos. of songs.

AVERAGE NUMBER OF SEMITONES IN EACH INTERVAL

Total nnmber of intervab

Total number of semitones

Average number of semitones In each interval.

KEY

Key of—

.  major

B flat major. . . B datmmor..

B major

B minor

C minor

D flat major…

D major

D minor

E major

F major

F minor

F sharp minor.

0 major

0 minor

G sharp minor

Total

Number of songs.

Serial Nos. of songs.

37.51.54

39.42

44,52

45,49

40,47

Old Songs — (S) Songs Concerning Personal Dreams — Continued

Rhythmic Analysis

PART OF MEASURE ON WHICH SONG BEGINS

BegintUxiK on imaooented part of measore.

Begiiining on accented part of measure. Total

Serial Nos. of songs.

3i, 39, 40, 43, 44, 46, 47, 48, 4J, 50. 52 53,

54,55 3S, 41. 42, 45, 51, 56, 57, 58

RHYTHM OF FIRST MEASURE

First measure In—

Total.

Number of songs.

Serial Nos. of songs.

37, 38, 33, 42. 44, 47, 48, 49, 50, 53, 56, 58 40,41,43,45,46,51,54,55,57

1 52

CHANGE OF TIME (MEASURE-LENGTHS)

Number of songs.

Serial Nos. of songs.

Somrs containing no change of time ..,.. r r ,..-.,. .

39,47

BOT*en COntafnlncr fk chanirii of titnA

37, 38, 40, 41, 42, 43, 44, 45, 46, 48, 49, 50

51,52,53,54,55,56,57,58

Total

RHYTHM OF DRUM

Number of songs.

Eighth notes accented In groups of two .

Eighth notes unaccented

Quarter notes unaccented

Drum not recorded

Total.

Serial Nee. of songs.

39,44,47,52.53

37, 38, 40. 42, 43, 4.5, 48, 49, 50, 51, 54, 55 56,57,58

RHYTHMIC UNIT OF SONG

Number of songs.

Songs containing—

No rhythmic unit

One rhythmic unit . . Two rhythmic units. Four rhy tlimic units .

Total

Serial Nos. of songs.

38,45.46,48,49,53,55

37, 40, 41, 42. 43, 44, 47, 50. 51, 52, 54, 56. 58

DRNRMORE]

Old Songs — (£) Songs Concerning Personal Dreams — Continued

Rhtthmic Analysis— Continued

METRIC UNIT OP VOICE (TEMPO)

Metronome — M

5S.

60… 83…


	



I V» • • • 4


	



OT.. 92..

Kn.


	

	

	

	



Total.

Number of songs.

Serial Nos. of songs.

45,46

44,50

39,49

40,43

56,58

42,47

38.53

METRIC UNIT OF DRUM (TEMPO)

Number of songs.

Serial Nos. Of songs.

Metrjnome—

Drum not recorded

37, 38, 40, 42, 43, 45. 48, 49, 50, 51, 54, 55, 56,

57,58

Total

COMPARISON OF METRIC UNIT OF VOICE AND DRUM (TEMPO)

Drum and yolce having the same metric unit

Drum (aster than voice

Drum sbwer than voice

Drum not recorded

Total

Number of songs.

Serial Nos. of songs.

44,47

39,46 41,52,53

37, 38, 40, 42, 43, 45, 48, 49, 50,51, 54, 55. 56,57,58
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PLOTS OF SONOS (dBEAMS ABOUT ANIHALS)

From among the plots of the preceding group of songs four are herewith presented. No 56 is an example of Class A (see fig. 19) and contains no ascending intervals. No. 49 resembles it but containa short intervals which frequently occur in songs concerning aiumals or suggesting motion, as shown in Class D. We note that the title of this song ia “Song of the old wolf,” but that no suggestion of motion is found in the words, Ko. 65 has the wide compass and “rambling” outline which characterize songs of Class D. The title

F:o. M. Plots. Oroup 2.

of this song is “An Eagle nation is coming.” No. 58, while said to have been received in a dream of an animal, is a sung used in the treatment of the sick, and in it may be observiMl the emphasis on the keynote, which characturizos Class C, as well as the divergence, which characterizes Class D.

The Sacred Stones (TuifKAij’)

Songs relating to the aacrod stones constitute the second group of songs received in dreams. To dream of a small stone was regarded by the Teton Sioux as a Mgn of great import, indicating that the
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dreamer, by fulfilling the requirements of his dream, would become possessed of supernatural power, in the exercise of which he would use the sacred stones. This power would be shown in an abiUty to cure sickness, to predict future events, and to tell the location of objects beyond the range of his natural vision. The stones were the native brown sandstone, usually spherical in shape, though oval stones and stones slightly flattened were also used, the principal requirements being that they should be regiilar in outline and untouched by a tool. The symbolism of the stones was given by Chased-by-Bears ^ as follows:

The outline of the stone is round, having no end and no beginning; like the power of the stone it is endless. The stone is perfect of its kind and is the work of nature, no artificial means being used in shaping it. Outwardly it is not beautiful, but its structure is solid, like a solid house in which one may safely dwell. It is not composed of many substances, but is of one substance, which is genuine and not an imitation of anything else. ’

The term used by the Sioux in speaking of these stones is iuykay’, said to be an abbreviation of tuyTca’Hla, ‘grandfather.’ The word tUTJkaiD’ is an example of the ‘’sacred language” mentioned on p. 120. Riggs (in the Dakota Dictionary) gives the meaning of this word as, “In the sacred language, a stone, and the moon J’ Thus is it seen, that the term”sacred stones/’ used in the*present work, is not a translation of tuyJcay’, but is a term expressing more nearly the idea in the mind of the Sioux. (Cf . footnote, p. 88.)

It is said that a medicine-man, in demonstrating his power to acquire information by means of the sacred stones, sends them long distances. After a time the stones return and give him the desired information. He is the only person who can understand what they say, and therefore he repeats their message to the man who requested him to make the inquiry. During a demonstration for the curing of the sick it is said that the stones, flying through the air in the darkened tent, sometimes strike those who have refused to believe in them. This power of the sacred stones to move through the air is connected in the mind of the Sioux with Ta^JciLika7)§Jcay  this term being composed of ta’kuj ‘something’, and &lcar)ilcar)’ (defined by Riggs as “v. red. of .^kai) ; to stir, move about, change placed). Several of the writer’s most reliable informants, after consultation, expressed the opinion that Ta’kukaqkai}’ could correctly be said to be one of the native Dakota gods. Pond regards this as one of the native gods, and writes:”The significance of the term ‘Taku8kai)^kai)’ is that which stirs. This god is too subtle in essence to be perceived


See Chased-by-Bean’ aooount of the meaning of the Sun dance, p. 95. Other symbolisms are noted on p. 77, footnote.




An emphasis on genuineness is found also on pp. 173, 330.
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by the human senses. . . . His symbol is the bowlder. . . . He lives, also in what is termed ‘the four winds.’ ” * Dorsey writes:

TakiuksLQai), the moving deity . . . ie the most powerful of their [the Dakota] gods; the one most to be feared and propitiated, since, more than all others, he influences human weal and woe. He is supposed to live in the four winds, and the four black spirits of night do his bidding.’

Miss Alice C. Fletcher uses the term “Something that moves,” and a connection between this mysterious power and the small stones appears in her article on “The religious ceremony of the Four Winds. ’* • Miss Fletcher says:

An intelligent Santee Indian said to me: . . . ‘’The Four Winds are sent by’ the Something that moves   There is a ’ Something that moves ’ at each of the ’ Four Directions or Quarters’. . . . Among the Santee (Sioux) Indians the Four Winds are symbolized by the raven and a small black stone, lees than a hen’s egg in size.

The desire for a dream of this small black stone and the manner of its treatment, as described by this author, are similar to those connected with the sacred stones which form the subject of the present discussion.

Distinct from these small stones, which wore carried on the person^ were the large! stones or rocks in the field which were ** objects of worship.^’ liiggs says, “Large bowlders were selected and adorned with red and green paint, whither the devout Dakota might go to pray and offer his sacrifice.”^ An interesting account of such a stone, known as Eyay Shah, “Red Rock,” is given by Hovey. This stone was situated near the site of St. Paul, Minn., and was last visited by the Sioux shortly before their outbreak in 1862.’ Many stones on the Dakota prairie are said to have been similarly regarded by the Sioux.

To talk of these stones is “sacred talk” to the Sioux, and the material comprised in this chapter was treated with the same reverence as that relating to the dream of the thunderbird or the ceremony of the Sun dance.

Songs and information concerning the sacred stones were secured from men who, in their relation to these objects, may be said to represent five different standpoints, as follows :


	Men who have dreamed of the sacred stones, possess one or more of them, and have used them successfully in treating the sick or in locating lost articles. Those of this class who furnished information were Brave Buffalo (Tatar) ‘ka-ohi’tika) and Goose (Mag^a’).


	Men who possess sacred stones, and beheve they have been helped in various ways by their presence. Chased-by-Bears (Mato’-




iPond, G. H., Dakota Superstitions, Colli. Minn. Hist. Sor.. for 1867, vol. 2, pt. 3, pp. 43-44, St. Paul, 1W7. * Doney, James Owen, A Study of Siouan Cults, in Eleventh Rep. Bur. Etkn., p. 445. s In Peabodif Mut. Rep., m, pp. 28^90, Cambridf^e, Miiss., 1887.

« Riggs, Stephen R., Theogony of the Sioux, Amer. A ntiq., n, No. iv, p. 2C8, Chicago, 1880. ft Hovey, H. C.,D. D., Eyay Shah: A Sacrificial Stone near St. Paul, ibid., ix, No. i, pp. 35-36, 18S7.

DBNSMORK] TETON SIOUX MUSIC 207

kuwa) had in his possession more than 40 years a sacred stone, which he acquired by purchase. He appealed to it when in danger and anxiety, but never attempted to secure through its use benefits for others than his immediate family. Lone Man (ISna’la-wi6aO possesses one stone, and beUeves he has been greatly helped by wearing it on his person.


	A man who possesses a stone but does not use it. Charging Thunder (Wakig’yaQ-wata’kpe) has had a sacred stone for many years, but has not been able to command it as the medicine-men do. He attributes this lack of efficiency to the fact that he ‘’does not place his faith wholly upon it, but beUeves in the help of many other agencies.’’ The stone was given him at a time when he was sick, in the behef that it would restore him to health and also act as a charm. His father was sldlled in the use of the stones, and Charging Thunder recorded songs which he said were composed by his father.


	A man who has not used the sacred stones, but who was one of the singers when White Shield (Waha’6ai)ka-ska) gave his wonderful demonstrations with them. It was customary for six or eight singers to sit at the drum and sing with the man who was giving the demonstration. Two Shields (Waha’6ui)ka-noi)’pa) recorded two songs of White Shields’s which had been used on such occasions. Two Shields is a close adherent of the the old behefs, the missionaries having made no impression on him (pi. 47).


	Men who have witnessed demonstrations with the sacred stones in the camp, on the hunt, and on the warpath and were f amiUar with songs used at such times. Songs were recorded by Gray Whirlwind (Wamni’yomni-ho’ta), Shooter (Oku’te), Teal Duck (Siya’ka), and Bear Eagle (MatoVai)bli). Additional information, as well as corroboration and personal reminiscence, was finnished by Buffalo Head (TataQ ’ka-pa) and Standing Soldier (Aki’6ita-na’iii)^).




Among the above-mentioned informants the man whose us9 of the sacred stones is most open at the present time is Brave Buffalo, a prominent medicine-man of the Standing Rock Reservation. He was bom near the present site of Pollock, N. Dak., and at the time of giving his information was about 73 years of age. His father (see p. 250) was a leading medicine-man of the tribe. In describing his dream of the sacred stone Brave Buffalo said:

When I wafl 10 years of age I looked at the land and the rivers, the sky above, and the animals around me and could not fail to realize that they were made by some great power. I was so anxious to understand this power that I questioned the trees and the bushes. It seemed as though the flowers were staring at me, and I wanted to ask them “Who made you?” I looked at the moss-covered stones; some of them seemed to have the features of a man, but they could not answer me. Then I had a

1 Died March, 1915.
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dream, and in my dream one of these small round stones appeared to me and told me that the maker of all was WakaQ^tagka, and that in order to honor him I must honor his works in nature. The stone sidd that by my search I had shown myself worthy of supernatural help. It said that if I were curing a sick person I might ask its assistance, and that all the forces of nature would help me work a cure.

Soon after this dream Brave Buffalo found on the top of a high butte his first sacred stone, which is still in his possession. About a month later he foimd several others, one of which is in the possession of the writer (pi. 29). This is almost a perfect sphere. On one side is a number of dots, the grouping of which suggests a tiny face, a charac. teristic pointed out by Brave Buffalo. The stone is dyed red with native dye. The color, which is a favorite color of Brave Buffalo, has no significance. The stone, surrounded by eagle down, is kept in a wrapping of red cotton doth. It was said that *’ there is something between the eagle down and the stone, because when sur- rounded by eagle down, it can not get away.” The stona can be sent on errands of observation by its owner, and when nolb in use is imprisoned by the downy eagle feathers.

Brave Buffalo said that he had cured many illnesses by means of this stone, which he said is “a brother of the first stone” he found. He said further that he ’’had no authority to secure its sisters, but that it was good to have several brothers of the original stone to cooperate with it.” He “can feel if he is near a relative of the original stone” and always secures it. These relatives he may give away if he so desires, but the original stone. has been seen by very few except the sick persons in whose treatment it has been used. (See p. 211.)

Concerning the nature of the sacred stones, Brave Buffalo said :

It is significant that these stones are not found biuied’ in the earth, but are on the top of high buttes. They are round, like the sun and moon, and we know that all things which are round are related to each other. Things which are alike in their nature grow to look like each other, and these stones have lain there a long time, looking at the sun. Many pebbles and stones have been shaped in the current of a stream, but these stones were found far from the water and have been exposed only to the sun and the wind. The earth contains many thousand such stones hidden beneath its surface. The thimderbird Is said to be related to these stones [see p. 158] and when a man or an animal is to be punished, the thunderbird strikes the person, and if it were possible to follow the course of the lightning, one of these stones would be found embedded in the earth. Some l:elieVe that these stones descend with the lightning, but I believe they are on the ground and are projected downward by the bolt. In all my life I have been faithful to the sacred stones. I have lived according to their requirements, and they have helped me in all my troubles. I have tried to qualify myself as well as possible to handle these sacred stones, yet I know that I am not worthy to speak to Wakai)^tai)ka. I make my request of the stones and they are my intercessors. (See p. 88, footnote.)

SACREO STONE OWNED BY BRAVE BUFFALO
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No. 69. “Htkj Tou Behold 9^ Stored Stone Nation’’ (Catalogue No. 602)

Sung by Bra VB Buffalo Yoioa J = 80 Drom-rhythm similar to Not 19
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kola^pila friends

lehagP now

kola’’ friend

waQla^a nuQ we^ may you behold

tugkaQ’’ le oya’^te waq a Sacred-stone nation (see p. 162, footnote).

kola^ friend

waijla^a nui)we^ may you behold

lena’ these

sito^mniyai) all (the stones)

lehai)!^ now

kola’’ friend

wagla’Tca nui)we^ may you behold

tuQkai)^ le^ oya^te waq a Sacred Stone nation

waQla^ka nuQwe’ may you behold
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Analysis. — This melody is minor in tonality and contains aU the tones of the octave except the seventh and second. In structure it is classified as melodic with harmonic framework, the E flat in the third and the eleventh measures being the only accented tones other than those of the tonic triad. The major second and major third constitute 80 per cent of the intervals, though the tonality of the song is distinctly minor. The drum-beat is so rapid as to be practically a tremolo. The form of the melody is regular, consisting of four periods. One rhythmic unit occurs in the first and third phrases and a second rhythmic unit in the second and foiirth phrases. These units show a similar division in the opening measure, followed by slightly different divisions. It is as though the second were an ’^ answering phrase,” the two combining to form a satisfactory whole.

Goose, a prominent medicine-man, also dreamed of the sacred stones- (See p. 251.) He said that he had two of these stones in his possession some time before he tested his power over them. One day a fur trader ridiculed the medicine-men in his hearing. This white man said that all the medicine-men did was by sleight of hand, and that he would have to see an instance of their power before he would believe it. Goose entered into conversation with the trader on the subject, who offered him 10 articles, including cloth and blankets, if he would call a buffalo to the spot where they were standing. Goose sent both the sacred stones to summon a buffalo. The trader brought his field glasses and looked across the prairie, saying in derision, ** Where is the buffalo you were to summon ?*’ Suddenly the trader saw a moving object, far away. It came nearer until they could see it without the aid of the glasses. It was a buffalo, and it came so near that they shot it from the spot where they stood.

At a subsequent time Goose found a rifle which had fallen into the water. This occurred near the present site of Pierre, S. Dak. Some horses were being taken, across the river on a ferry and others were compelled to swim. In the confusion a white man dropped his rifle into the river. The man regretted his loss, but made no effort to recover the rifle. After the man had gone. Goose decided to try to find it by the aid of the sacred stones. Accordingly he took the stones with him, and rowed on the river until the stones told him to dive. Doing so, he found the riflo on the bed of the river, a strange circumstance being that when he was in the water it appeared clear instead of cloudy as usual. Goose afterwards had an opportunity to restore the rifle to its owner, who rewarded him liberally.


	In addition to the stone purchased from Brave Buffalo another stone was transferred to the writer by Chased-by-Bears in July, 1912. This (pi. 30) is slightly larger than that of Brave Buffalo; the surface
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is smooth and not dyed. The stone was wrapped in a piece of deerskin and surrounded by the finely powdered root of an herb. Chased-by-Bears said that he \ised this herb as a ’’charm” and also took it internally. When parting with the stone he refused to give the writer any of this herb, but it was secured and identified later.

This stone had been in the possession of Chased-by-Bears 40 years, and during that time he had faithfully fulfilled its requirements of character and action. Throughout this period, moreover, he had not lost one of his children, illness was almost unknown in his family, and he had suffered no great misfortune from any cause. In time of anxiety, either through fear of sickness or disaster, he had carried the stone in his medicine bag. Chased-by-Bears was 64 years old when he gave this information and seemed to be in perfect health. He said that the stone formerly belonged to a very powerful medicine-man named White Shield, who then Uved at Standing &ock but had since moved to Poplar Creek, Mont. He warned the writer that the stone was still subject to a summons from White Shield and that at some time it might disappear from its wrappings, but that if such were the case she need feel no anxiety, as it would return. He said that White Shield had many such stones, one of which was for his personal use; this was always worn in a buckskin bag around his neck. The others were the “helpers*’ of this stone, and he could sell them, though he retained the right to recall them if he so desired. White Shield had dreamed of the sacred stones, had qualified himself to use them in treating the sick and in other ways, and had composed many songs concerning them.

White Shield’s stone came into the possession of Chased-by-Bears in the following manner: About 40 years previous to giving this information a daughter of Chased-by-Bears was ill, and he sent for White Shield to treat her. White Shield showed him the sacred stone, then it disappeared and the tent was darkened. After a time the light was restored, whereupon the stone was found on the person of the girl, who at once began to recover. Chased-by-Bears then asked for the stone which White Shield had used in performing the cure, and White Shield transferred it to him together with the song which he sang at the time and which he said should always be sung when any request was made of the stone. In exchange for these Chased-by-Bears gave a horse. The song, which follows, is beUeved to have been composed by White Shield.
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No. 60. “The Sftcred Stones Come to See You” (Catalogue No. 675)

Sung by Chased-bt-Beabs

Drux J =168

Dram-rhythm similar to No. 19
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tuQkag^ kiQ sito^mniyaQ all the sacred stones

wai)ni’’yai)k to see you *

aU’ we they come

Analysis. — This molody consists of 32 measures, which group themselves in 4 periods of 8 measures each. The first and third of these periods are hased on the triad of F minor, and the second and fourth periods on the minor third C-E flat. The song is transcribed and analyzed in the key of C minor, though the fifth of that key does not occur. The rhythm of the first and second halves of the song is alike except for slight changes in the part containing the words. The rhythmic unit is short and occurs frequently. Two renditions, on separate cylinders, show no material points of difference.

In parting with the sacrod stone and in singing its song, Chaaed-by- Bears seemed actuated by a sincere desire that his grandchildren
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should understand the native reUgious ideas wnich had governed his Ufe, and that the white man might hettor know the mind of the Sioux. But misfortune followed his action. After a few weeks the writer on returning to the reservation was informed that Chased-by-Bears had suffered a-stroke of paralysis,* which was attributed to his sale of the sacred stone and its song. Mr. Higheagle was requested to visit Chasod-by-Bears and ascertain whether the report were correct. It was found that Chased-by-Bears seemed to be in danger of death. Mr. Higheagle was then instructed to tell him that the stone would be returned to him as soon as it had been measured, weighed, and photographed. Every effort was made to aJlay the nervous tension under which the aged man was suffering. After a time Chased-by- Bears was well enough to come and camp near the agency. He walked heavily, leaning on his cane. Food was sent to his camp, and when he was able to come to the writer’s office she played for him the phonograph records of sacred-stone songs which others had sung, endeavor- ing to impress him with the idea that he had not transgressed more than they. At length the subject of the herb used with the stone was broached, and it was suggested that if the stone were to be returned perhaps he would be wilUng to loan a portion of the herb for identifioation, which, together with the stone, would subsequently be given him by Mr. Higheagle. After several conferences Chased-by-Bears brought the plant, which was identified at Washington as Aster sp. With this he had in his medicine bag a- root which, he said, he powdered and mixed with the root of the first plant. It was a pithy root, but as none of the upper part of the plant was available it could not be identified. Chased-by-Bears was encouraged to be present when other Indians were recording songs, and it, was observed that his health steadily improved. When the writer left the reservation a few weeks later he had almost regained his strength, and a year afterwards he appeared to be in his usual health.’ Both the stone land the herbs were returned at the earliest opportunity, but it is interesting to note that the man’s physical recovery began before these were actually restored to his possession. Chased-by-Bears’ misfortune did not seem to arouse any antagonism toward the writer or her work. In conversation with those who were considered authorities on the subject it was said that he “should have known better than to sell a stone when he had only (m€.” A medicine-man could sell the ” helpers ’• of his special stone, but even a medicine-man would not part with the stone which was the center of his power.

1 It is the belief of the Chippewa that those who offend the “manido’’ are punished by paralysis. Thus the writer saw at a remote Chippewa village on the northern shore of Lake Supwior a man who had suffered paralysis of one side of his face and body, and whose personal record was not good. It is said by the Chippewa that many offending members of the MldS’wlwIn become paralyzed.


	Chased-by-Bears died in February, 1915, more than two years after the paxalytic stroke.
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As an introduction to his narrative concerning the sacred stones, Lone Man said :

Ever since I have known the old Indians and their customs, I have seen that in any great undertaking it is not enough for a man to depend simply upon himself. Most people place their dependence on the medicine-men, who understand this life and all its surroundings and are able to predict what will come to pass. They have the right to make these predictions. If as we sit here we should hear a voice q>eakiiig from above, it would be because we had the right to hear what others could not hear, or we might see what others had not the right to see because they were not properly qualified. Such are some of the rights and privileges of the medicine-men, and those who desire to know mysterious things must seek their aid. If a man desires success in war or the hunt, GT if he wishes to make the greatest of all requests, which is the request for long life, he should make it through a medicine-man, who will give him a charm, probably a root of herb wrapped in buckskin, and he will wear this charm. [See p. 161.] It is not enough for a man to make known his request. There is a way which it has been found best to follow, and that is to make an offering with the request.

When I was a young man I went to a medicine-man for advice concerning my future. The medicine-man said: ‘* I have not much to tell you except to help you understand this earth on which you live. If a man is to succeed on the hunt or the warpath, he must not be governed by his inclination, but by an understanding of the ways of animals and of his natural surroundings, gained through close observation . [ *] The earth is large, and on it live many animals. This earth is under the protection of something which at times becomes visible to the eye. One would think this would be at the center of the earth [see p. 120], but its representations appear everywhere, in laige and small forms — they are the sacred stones. The presence of a acred stone will protect you from misfortune .’ p] He then gave me a sacred stone which he himself had worn . I kept i t with me wherever I went and was helped by it. He also told me where I might find one for myself. \Vakai)^tai)ka tells the sacred stones many things which may happen to people. The medicine-man told me to observe my natural surroundings, and after my talk with him I observed them closely. I watched the changes of the weather, the habits of animals, and all the things by which I might be guided in the future, and I stored this knowledge in my mind.

The medicine-man also told me th&t the sacred stone may appear in the form of a person who talks and sings many wonderful songs. Among these was the following song, in which the sacred stone says that all living creatures look to him for protection. This and the song next following were composed and used by Ite-okssQ-luta [Red-Streakedaround- the-Face], a man who dreamed of the rainbow and therefore painted his face with an arch of color. He used red for this arch, as red was his favorite among the colors of the rainbow.

( I In this connection it is interesting to note the following statement by Father De Smet, anativeofBelgium, who came to America in 1821 and (or many years labored as a Jesuit missionary among the Sioux, writing extensively of their conditions and needs. He says: ” Some writers have supposed that the Indians are guided by Instinct, and have even ventured to assert that their children would find their way through the forests as well as those further advanced in age. I have consulted some of the moat intelligent Indians on this subject, and they uniformly told me that they acquire this practical knowledge by long and close attention to the growth of plants and trees, and to the sim and stars. . . . Parents teach their children to remark such things, and these in their turn sometimes add new discoveries to those of their fathers.” (Life, Letters, and Travels of Father IMerre-Jean De Smet, S. J., edited by Hiram Martin Chittenden and Alfred Talbot Richanison. ra, p. 1016. New York, 1905. )1

( s The carrying of a sacred stone in order to secure a benefit from its presence Is. in the mind of the Sioux, on an entirely different plane from the wearing of a “charm” (tro’tahe). This is one of many instances in which the English language lacks a brief equivalent for the shades of meaning In an Indian language.]
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No. 61. ’’I Sln^ for the Animals” (Catalogue No. 489) Sung by Lone Man
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iy,wi^iLUt UJi\Ljrr,r^

Ma - ka tai) - hai) wa - ki -^ lo - wai) ye - lo he

yo maka taq-hai) wa - ki - lo-wai) ye - lo he fiuq - ka-wa-kaij o - ya -

gggr^

l«0’” !“•

te wa - ki - lo - waq lo he ma - ka taij-hai} wa - ki - lo-wai]

pfetix;

s

fe4^

ye - lo he yo ma - kafi - kai) wa - ki - lo - wai)

^^feg

ye - lo he fiuq


	wa - kai) o - ya - te wa - ki - lo -



^^i ’^j f Wi i

wai) Ip he

kafi-kaq wa - ki - lo-wai] ye - lo he

maka^ taQhai)^ out of the earth

wakilowai) yelo^ I sing for them

iSuQka^wakai) oya^te a Horse nation (see p. 162, footnote)

waki’lowai) yelo’ * I sing for them

maka’’ taqhai)^ , out of the earth

waki’lowai) yelo’ I sing for them

wama’kakai) ’ the animals

waki’lowai) yelo I sing for them

Analysis, — This melody comprises the tones of the fourth fivetoned scale, beginning on the dominant above the tonic and ending on the third m the lower octave, a somewhat unusual melodic out-

1 Tho first syllable of this word was omitted by the inger. s One or two syllables of this word were omitted by the sioger.
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line. The rhythmic unit occurs three times, and there are two other phrases in the melody which closely resemble it. One of these appears at the close of the song. Three renditions were recorded. Throughout these the time was less steadily maintained than in a majority of the songs iinder analysis.

After singing this song Lone Man bowed his head and reverently made the following prayer. It was not his expectation that this and the prayers which preceded two other songs (Nos. 53, 55) would be recorded, but as he was seated at the phonograph it was possible to secure the records without attracting his attention, and the records were afterwards translated. His prayer was as follows:

Maka^tai)hai) wida^ia waQ wi6c/hag waQ awa^yaya tka hena^ oq oQ^^iinala yo, tuwa^ wai)ka^taz)hai) in^itai)6ii) he^dina.

( Translation)

A man from the earth I am, I have sung concerning an event, for which have

compaasion on me, whoever from above, you [who are] the supreme ruler.

«

Continuing his narrative, Lone Man said:

Another instruction given me by the medicine-man was that aU herbs and roots are made for the benefit of animals or man. Some h*erbs and roots vary in color according to the season of the year, and others do not. AU are carefully tested, and if one is found to be a cure for a certain disease, it should be regarded as a gift from Wakai)’’- ta^ka, and intended especially as a remedy for that disease. It should be rever> enced, and this reverence should be closely observed, as without it the herb will have no effect. Because of the reverence due to these medicinal herbs certein songs are used expressing this feeling. This, like the preceding song, was used by the man who dreamed of a rainbow. It may> have been used when painting a hosse on the warpath. [See pp. 350, 353.]

No. 62. “Hj Hone’

Sung by Lome Man

Voica Jz-104 Drum J= 104 Brum-rhythm similar to No. 6

I’^Wi

Mi - ta - 6ui) - ke

kii) - yaq ye wa - ye - lo he

pe -

<u - ta wai) ko - yag wa - ki ye - lo kii) - yarj ye wa - ye

^^Mtfeg^^^as

h€

mi-ta-^ - k9 ku) • yv) ye wa-ye - lo he
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mita^^uQke my hone

kiQyaQ^ flying

ye along

wa^’yelo I have catued

pef u’^ta wag a medicine

koyag’ to wear

waki’ yelo’ I, caused my own

kigyai)’ flying

ye along

wa’ye I have caused

mita^^ugke my hone

kigyag^ flying

ye along

wa’yelo I have caused

Analysis. — Four renditions of this song were recorded. In the first and fourth renditions the word pe&u’ta was sung, as indicated in the transcription. This is an ahbreviation of peii’hvia, ’’a root of herb/^ but commonly used in the sense of “medicine/* the herb having either a curative or (as in this case) a mysterious power to benefit by its presence. In the second rendition this word was replaced by maka’gi,”brown earth,” and in the third by mdka’tOj “blue earth.” Both, these earths were used in the making of paint, which was used on horses as well as the bodies of men and on their possessions. (See p. 1 16.) This song begins with an upward progression of a fifth, which is somewhat unusual, yet only about one-fourth of the progressions in the song are upward. The song is minor in tonality and melodic in structure. The seventh and second tones of the octave are not found in the melody. A rhythmic quality is somewhat lacking in the song, which contains no rhythmic imit.

In closing. Lone Man said:

After the medicine-man had given me this advice and instruction and had taught me the songs, he told me how to act in various emergencies, after which I realized that I must depend on myself, and that if I failed I must seek help from other sources, as he did not expect that I would return to him.


	Four songs concerning the sacred stones were recorded by Charging Thunder, who does not use the stones himself, but who learned the songs from his father, Bear Necklace (Mato’napin), a prominent medicine-man. The first of these songs was received in a dream of the sacred stones.



Charging Thunder said that his father, while on a buffalo hunt, was thrown from his horse, falling on a pile of stones and injuring his head. He lay unconscious almost all day and was found in the evening. His woimd was dressed, and when he regained consciousness he said that all the rocks and stones ’ Vere people turned to stone.’’
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After this he found some stones (similar to those in pis. 29 and 30). He could talk to them and depended on them for help. Once a war party had been gone two months; no news of them had been receivedi and it was feared that all were killed. In their anxiety the people appealed to Bear Necklace, asking him to ascertain, by means of the sacred stones, what had become of the war party. Bear Necklace requested them to tie his arms behind him, then to tie his fingers and toes, interlacing them with twisted sinew. He was then wrapped in a buffalo robe and tied with ropes. His medicine drum, medicine bag, and a bell were hung high on the tent poles, and he was laid on the ground beneath them. The tent was darkened, he sang the following song and told his dreams. Then the tent began to tremble, the articles hanging from the pole dropped to the ground, his cords loosened, and he stood entirely free. As soon as the medicine articles fell to the ground there appeared a row of four or five small round stones ready to tell him what he wanted to know. Sitting Bull was present and made an offering of a buffalo robe to the sacred stones and asked that he might become famous.^ Bear Necklace wrapped one of the stones in buckskin and gave it to him. Sit- ting Bull wore it in a bag around his neck to the time of his death, and it was buried with him.

Bear Necklace then gave correct information concerning the absent war party. At that time he proved his power to give information by the help of the sacred stones, and afterwards the stones always told him the names of those who were killed in war, the names of the survivors, and the day on which they would return. This information was always correct.

The following song was composed by Bear Necklace at the time he was hurt, and was sung by him when demonstrating his power. The words refer to the passing of the stones through the air in the darkened tent while ah exhibition of his power was in progress. It is said that a person who did not beUeve in the power of the stones was frequently struck by them, or by other objects hurtling through the air in the spirit-filled darkness.

1 S«e aoooont of Sitting Bull, p. i58; also sonip Nos. 91, 92.
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Yoios J=69 Drum not recorded

No. 68. ^’Worthy of Reyerenee

Sung by Chaboing Thunder

»»

r LJlKr r liaJ. m

Wl-yo - &pe-ya-ta ta - tu ye

/iib f J

le mi -me me - ya kii}-yai] ki - yu

6ii)

na tui)-kai)

ze waq-yaq -

%iju

s

I

i

i

ki - ye

ThT

WORDS ^

(^tr«< rendition)

niyo^peyata in the direction of tho siinaet

tate^ * the wind

uye^^ig ia blowing

na and

tUQkaQ^ le these stones

mime’ one round

me’ya another round

kiQyai)^ flying

kiyu’ze continuing to fly

wagjrag^ye behold them

{Second rendition)

wazi’yata in the direction of the home of the giant

tate’ the wind

uye’dig is blowing

ta’ku something

wakai)’ worthy of reverence

kii)yai)’ (the stones) flying

aft’ we toward us

waijyaij’’kiye behold them

( Third rendition)

wiyo^gyaijpa’ta in the direction of the sunrise

tate’ the wind

uye’dii) is blowing

tUQkai)’ stones

mime’ one round

me’ya .^ another round

kii)yai)’ flying

ail’ we toward us

waQyagHciye behold them


Cf. song No. 24.



t The singer elided the ftnal r, substituting therefor the first letter of the folbwing word, singing littu.
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{Fovrih rendition’)

it(/kaj;ata in the direction before us

taOcu something

wakai)’’ worthy of reverence

o’ta , many (of the stones)

Idiiyai)^ flying

kiyu^’ze continuing to fly

waQyaQ^kiye behold them

Analysis. — ^This melody comprises the tones of the fourth fivetoned scale with the sharped second as an accidental. The descend- ing interval of an augmented second was clearly given. This interval occurs also in songs Nos. 106 and 225. Four renditions of this song were recorded, the repetitions beginning without a break in the time. About 75 per cent of the intervals are downward progressions.

The three songs following were also composed and used by Bear Necklace.

No. 64. ‘’A Sacred Stone Nation Is Speaking’’ (Catalogue No. 566)

Sung by CHAJiomo Thunder Voica ^ = 168 Drum J^ = 168 See drum-rhythm below

Tu-wa to


	ki - ya ta



ke - ye - lo

wa-zi • ya-tai) tuq-kai) o - ya - te waq i - & na

ya-hoq-pl

i9^

r=

t — H

ttr^

-±

i^m

kte

tu-wa to - ki - ya ta * ke - ye - lo

Dnim-rliythm

J=^ Fi Fi I
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ta^wa some one

to^ys somewhere

take^yelo is speaking

wazi^yatax) from the north

tuQkai)^ oya^’te wag a Sacred-stone nation

ift^ is speaking

naya^oQpi kte you will hear

tu’wa some one

to^ya somewhere

take^yelo is speaking

Analyns, — ^This melody is major in tonality, and contains all the tones of the octave except the seventh. One accidental occurs — the fourth raised a semitone. The 5-8 time is clearly given in all the renditions. This is the only song in the entire work which begins in 5-^8 time, but this measure-division is found also in Nos. 41, 68, 125, 169, and 223. Only 19 progressions are found in the song — an unusually small number in a song of this length. About two^thirds of the interval^ are downward progressions.

No. 66. ’’They Moye With a Purpose” (Catalogue No. 567)

Sung by Chaboino Thunder

Drum not recorded

Le - na . ke

wa - ku - wa-pi kte

le-na

ke

wa - ku - wa-pi kte-lo c yo tuq - kai) o - ya - te waq

wa-too-ku - wa-pl kte

le-na -ke wa-ku- wa-pi kte-lo he

yu

lenaOce all these

waku^wapi kte move with a purpose

’ lena’lce all these

waku^wapi ktelo’ move with a purpose

tuQkaQ^ oya^’te wag a Sacred-stone nation

waku^wapi kte moves with! a purpose

lena^e all these

waku^wapi ktelo^ move with a purpose

Arudysis. — ^This song, like the preceding, is major in tonality and contains all the tones of the octave except the seventh. The repetitions begin without a break in the time. In this, as in numerous other instances, the tone marked •) was similarly shortened in all the renditions. The song is melodic in structure, yet we note that the first six measures are based on the minor triad of F sharp; the melody then ascends to E, and the tonic chord appears in the downward progression. A prominence of the submediant triad (minor) at the opening of a song in a major key was observed in the Chippewa songs and is of frequent occurrence in the present series.

No. 66. ’’From Everywhere They Come” (Catalogue No. 565)

Sung by Charoino Thunder VoicR J^7« Drum J ::^ 76 Drum-rhythm 8imUar to No. 6 ^^

To- ki - ya - ta - a - ai) ke

ya a - u we kii] - yai)

wa-zi

ya - taij ta - tu


	ye



ma- ka -

I - 6as - na ya kii)

yaq

a - u we

f a - u

we

lo - ki - ya

I3tj-r

ta - a - ai)

^e - ya t a - u we hi

WrRl>S

to’kiyataq ^ojV ln>m evorjnirhere

ad’ we thoy i>>mo

kiq yai)’ tl\nn»:

wa£i’*ataq v^l>:u tht> north

tatu^v« tho wiiul i;? Mowing

maka^ta t^* «nirth

ki

I

&

I

fo

DBN8M0BK] TETON SIOUX MUSIC 223

iasna rattling

kiqyai)’ flying

afl’ we they come

B.iy we , . . . they come

to^yataQ ^eya’ from everywhere

atk^ we they come

Analysis. — ^Almost two-thirds of the intervals in this song are minor thirds. In the first part the descending minor third E flat-C forms the basis of the melody. In the eighth measure the descending minor third D flat-B flat is introduced and continues for several measures, followed by the minor third A flatr-F, the song ending with D flat— B flat, making a satisfactory close on the tonic. All the tones of the octave are present in this song and the feeling of a keynote is well established, yet it is noted that the tones are not grouped along the lines of triad chords, but of single intervals. This ’’interval formation *’ was given extended consideration in Bulletin 53, pages 7-8.


	In giving a complete demonstration of the sacred stones, it was customary for the man who was proving his power to tell his dreams and sing the songs of the dreams, these being in the nature of credentials. The two following songs were used in this manner by White Shield and recorded by Two Shields. The words are obscure, as in the majority of dream songs.



In songs Nos. 70, 71, and 72 the sacred stones address their owner as ’’father,” or “grandfather.”
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No. 67. “A Wolf Nation Called Me ‘Father’” (Catalogue No. 541)

Bung by Two Shikldb VoiciB J:^9d

Dbuk J=rl38

Drum-rhythm similar to No. Id

^ft

4^:

i

.> ?g I ^

i/Lj||,;r-cj]|

Tu-wa he - ma - ki ye - lo

tu-wa he - ma - ki yea - te e - ma - ki ye -

lo

tu-wa he - ma - ki ye - lo dui)-ka o - ya - te wai)

a - te e - ma - ki ye - lo

lJII rTr . n\m

tu-wa he - ma - ki yelaJ niitn

lo 6m)- ka o - y a - te wai) a - te e - ma - ki ye - lo

tu’wa some one

hema^ki yelo’ ’. told me

UQka oya’te wag (that) a Wolf nation (see p’. 162, f(X)tnote)

ate^ ema^ki yelo^ called me “father”

Analysis, — It is not unusual to note a song in a major key beginning with the submediant chord, which is minor. In this instance, however, a song in a minor key begins with the submediant triad, which is maijor. The eighth measure introduces the descending minor third A-F sharp, which forms the framework of the melody to the sixteenth measure. This is followed by a return to the submediant triad, the song closing with the descending minor third A-F sharp. If these tones (F sharp-A-C sharp-E) were used consecutively, it might be said that the melody is based on the minor triad with minor seventh added, but this chord relation is not suggested by the framework of the melody. This song is melodic in structure and lacks the sixth and second tones of the complete octave. The
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rhythmic unit is well defined, and Its repetitions comprise the entire song except the closing measures of each section.

Two Shields stated that he had frequently sung at the drum when White Shield used this song, the singers at the drum carrying the song with him. In the second rendition the words “Wolf nation’’ were used instead of those for ‘’Stone nation.’’ It was said that on more than one occasion when the words ’’Wolf nation” were used a wolfskin medicine bag became alive and walked aroimd.

No. 68. ’’I Hare Caused Them to Roam” (Catalogue No. 539)

Sung by Two Shields VoicB J^ = 160

Drum /^ = 138

Drum-rhythm similar to Ko. 10

m

a

rtjif Tiuf tffKftTi.^f

^^

^

Wfr-kai)-yar) ma-ni wa-ye wa - ka]]-yai] ma - ni wa - ye

-f -

£

i

tui)-ka]3 o - ya ’ te wai) wa

kaq - yaq

ma - ni wa -

1’^’ r ^ iiit^^^

r t n r : II

ye wa

kai) - yai)

ma-ni wa -ye wa

kag - yag

^

Hii-^^^

i

ma - ni wa - ye wa

kai) - yai)

ma - ni wa - ye

wakaQ^yai)

ma^ni waye^ tuQkai)^ oya^te waQ

wakaQ^yaQ . . ma^ni waye^.

in a sacred manner

I have caused a Sacred -stone nation to room

(see p. 162, footnote) in a sacred manner I have caused them to roam

Analysis. — This is one of the comparatively few songs containing 6-8 measures. (See song No. 64.) The frequent occurrence of the descending fourth recalls the observation among Chippewa songs that the interval of the fourth seems to characterize songs concerning animals, especially men and animals in motion. (See Bulletin 53, pp«

99-101.) This progression is especially noted in the descent C-G-D, in the seventh and eighth measures from the end. Two-thirds of the intervals in the song are major seconds. The metric unit of the drum is slightly slower than that of the voice and is steadily maintained.


	Gray Whirlwind also sang a song, which was used by White Shield in his demonstrations.



No. 69. ‘’These Are My Spies’’

Sung by Gray Whirlwind

Drum J” 132

Dnim-rhythm similar to No. 19

He-na mi- ta toi} - we - ya i ya i yo kii)-yai) a - ku we he -

na mi-ta toi)-we-ya ya ya kii)-yai] a-ku we tui) -

RSkJ] o - ya - te kii) a-ku he - na mi-ta toi)- we • ya kii) - yaq

he^na these (are)

mita^ my

toqwe’ya epiefl

kigyai)’’ flying

a^ku we returning

tuQkai)^ oya^te Hi) the Sacred-atone nation (see p. 162, footnote)

d’ku returning

he^na these (are)

mita^ my

toqwe’ya spies

kigyai)^ flying

Analysis. — This song contains only three tones — those of the tonic triad — ^and therefore is necessarily harmonic in structure. Only four Chippewa songs (1 per cent) in a series of 340 contained this tone material; and it is found in only about 1 per cent of the present series. Only two upward progressions are found in the song. Throe renditions were recorded. Between the renditions the singer gave
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prolonged cries or calls. In one of these instances the drum was continued, and in the other it was silent. The usual custom is for the drumbeat to be continued during these cries or calls.

In the following song the stone addresses its owner as “grandfather”:

No. 70. “I Am B«quired to Roam” (Catalogue No. 668)

Sung by Gray Whirlwind VOIOB J- 69

Drum J ^132

^^^^^:,V.#^

Tui)-ka-fii-la ma-ko - 6e kin i-ye-ki-ya ma - nima-^ ye

tuQka^dila grandfather

mako^^e kiij the world

iye^kiya observing

ma^nl roaming

ma/§i ye (this) I am required (to do)

Analysis, — This is one of the songs in which a single change in the time seems to give a certain ‘* swing’’ to the entire rhythm of the song. This rhythmic peculiarity was frequently observed among the Chippewa songs. Thus, in two of three renditions of this song the foiuth measure was sung as transcribed, while in the other rendition an additional measure was inserted, the first two coimts of the fourth measure forming a measure in double time, followed by B flat (final count of the fourth measure) prolonged into a triple measure. An additional measure does not seem to trouble an Indian singer, as the form of a song as a whole seems to be less definite among Indians than among musicians of the white race.

This melody is major in tonality and harmonic in structure. The tonic triad forms the framework of the first four measures, after which the descending minor third B-G sharp appears, the song closing with a descent to the third of the key. This melodic outline is unusual and interesting. The opening of the song has force and definiteness, and the prominence of the fourth in the latter portion

K,

«

ill ii-’

IS -

sip.

’• • •• . ,»^ -in

. ..r- niui. V ■ ^u
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♦)

:-)

A

:>..
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ate’ father

msiki^lowaQ yo edng to me

wana’ now

hibu’’ we I come

he in this

ta’ku thing

aiye’^ii) *. . . be reasonable

Analysis, — ^This song is minor in tonality and lacks the seventh and fourth tones of the complete octave. (See song No. 26.) The rhythmic unit is lengthy and continuously repeated, giving little opportunity for taking breath. Between the renditions of the song were given the high calls which frequently interrupt Indian singing, but in these calls, or cries, the tempo of the song was maintained, so there was no break in the time during the entire performance. This song begins on the twelfth and progresses steadily downward to the tonic at the close.

When iSiya’ka was on the warpath the sacred stones were invoked by HeKa’ka-na’ii^ (Standing Elk), who sent them on their customary search, and then said to the warriors:

In the early morning you will meet one man and kill him. You will meet a wolf coming from the north before you see this enemy. Let each man pray to the wolf, calling him “grandfather ’^ and asking that he may get a count. ^ You will also meet a large crow flying toward you from the north. Let each man make the same prayer to the crow. After seeing the crow you will see one enemy coming also from the north.

Everything came to pass as the stone had predicted. They met the woK and the crow; then they saw one man and kille^ him. The man was a scout, but the Sioux did not know this. The war party of the enemy, following the scout, made a charge on the Sioux. There were 19 in the enemy’s party and 4 brave Sioux stood against them and drove them back. The enemies were Arikaree and Mandan. After peace was established the Sioux talked with them about this battle and learned that the name of the scout was One Feather. 6iya’ka was one of the four men who drove them back and won a count at that time. He said that the following song was used by Standing Elk in making his request of the stones. No drum was used with this song.

1 The right to wear a war-honor feather in the hair.
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Dbum not recorded

No. 74. ‘’A Spirit Has Come’’ (Catalogue No. 461)

Sung by 6iya^ka.

Ta - te i-6a-ge - ya na - j;i hi ye-lo ta

te i-6a-j;eya na - gi hi ye - lo lie - ta - ku a - 1 - wa - ye - <5ii) ta -

1 r

ijf r:/ cj II jX^iS

3=!

te i-(^ge - ya na - gi hi ye-lo ta

te i-^-ge • ya

T r

J nnnnui

na -^ hi ye-lo ta

te i-^Br ge • ya na - ^ hi ye - lo

tate’ ida’^ya with the wind

naji a spirit

hi yelo’ has come

hetaOcu , something

al’waye’diij I foretold

Analysis. — ^Three renditions of this song were recorded; these were not continuous, but were separated by cries and short spoken sentences. Repetitions of the rhythmic unit comprise the entire song except two measures, iu the second of which the time was retarded to permit a clear enunciation of the words. It wUl be noted that the rhythmic unit occurs five times, and divides the song into five periods. This irregularity in the number of periods is of frequent occur- rence in Sioux and Chippewa songs. This melody begins on the twelfth and ends on the tonic, two-thirds of the progressions being dpwnward.

At another time Siya’ka was with a war party, the leader of which was Wai)bli’-wica’i§a (Eagle Man), who was also a modicino-man. Eagle Man had an assistant named He-lu’ta (Rod Horn). They started out and had gone some distance when Eagle Man said he would ask the sacred stones for news of the enemy. He told his followers to prepare a spot of groimd and to bring him a small pebble. Having painted
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the pebble red, he laid it on the red hlanket which had been spread over the prepared earth. He then sang the following song:

No. 75. ’’From Whence the Winds Blow” (Catalogue No. 463)

Sung by iyaka YoioB J =100

Dbum not recorded

1 1 I

mff^‘^^’ ^f ^\w niiji’ i-£j

To-pa - ki - ya i - na- fir) ma-ye to-pa - ki - ya i - na - 2ii] ma-

I’^^bJ

ye ta - te o - u - ye to - pa - ki - ya he -na wag-yai)kya he -

%K^t rr liar— ^ IIS! r r ni^’ r ^

na wai)-yai)k ya to - pa - ki - ya

i . na - 2ix) maye ta-te o-u-yeto-pa-ki-ya

he - na wai)-yai)k

ya he-na waq-yai)k ya to-pa - ki-ya 1 - na-2ii)ma-ye

to^pakiya at the four placet)

ins/ib} to stand

maye’ I was required »

tate^ ott’ye the places from which the winds blow (see p.

120, footnote)

to’pakiya at the four places

he^na wagyagk^ ya behold

typakiya at the four places

ina/ii^ to stand

maye’ I was required

late’ ofl’ye the places from which the winds blow

to’pakiya at the four places

hc/na wagyaqk’’ ya behold

to^pakiya at the four places

ina^f ii) to Htand

maye^ I was required

Analysis, — This song is unusual in that it contains only two upward progressions. The melody descends from the dominant above the
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tonic to the dominant below the tonic, which is the final tone. In every instance the entire rhythmic unit is sung on one tone.

Red Horn then offered the pipe to the little red stone and asked it to go before them as a scout. Eagle Man sang his song again, and the stone disappeared. The war party went on and made a camp for the night. Toward morning Eagle Man said that the stone had returned, and that, on being questioned concerning the enemy, the stone had stated that they would meet the enemy the next day, but did not name the hour, adding that there would not be more than 10 men in the enemy’s party. The stone was left on the red blanket where it appeared after its quest.

That morning the war party went on again, and iSiya’ka and another man were chosen to act as scouts. They found six men drinking at a water hole, whereupon they immediately returned and reported this to the war party. They tried to surroimd the men but failed, and the six escaped. However, they met one man — an Omaha — coming to join this party and killed him. Red Horn shot him, thus securing the ‘first’^count”, and iSiya’ka secured the fourth coimt.

Eagle Man sang the following song during this demonstration by the sacred stones:

VOIOB J= 100

Drum not recorded

No. 76. “Something I Foretold”

Sung by ^iya’ka

^^^jUlirif LJ^

He tu - wa wa-koq - za ti - ya - ta

hi - na- 2ig wa -ye

^^’rw3m¥-?-!=i=i

he tu-wa wa- koij - za ti - ya

ta

hi - na - f ii) wa - ye

hu noi)-pa wa-koi) - za ti - ya - ta

hi - na - iiq wa - ye

r-T

m^

f-

•)

^ ft i^

he tu - wa wa - koij- za ti - ya

U

-* — i^ i^ — s — #-

hi - ua - til) wa - ye
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he tu^wa one whom

wakoQ’^za I pretend to be

tiya^ta hina^fii) waye’ stands at the place where I have caused him (to

stand)

hu nog’pa * a man

wakoQ^za I pretend to be

tiya^ta hina^£ii) waye’ (he who) stand? at the place where I have caused

him (to stand)

he tu’wa one whom

wakoQ^za I pretend to be

tiya^ta hina^^iQ waye^ stands at the place where I have caused him (to

stand)

Analysis, — ^The rhythmic unit of this song consists of five measures, and, as in the preceding song, its repetitions comprise the entire melody. The first note in the second measure of the unit was invariably shortened, as indicated. Four renditions were recorded, sepa- rated by calls or short spoken sentences. In tonality the song is minor, the melody tones being those of the minor triad and fourth.

A remarkable demonstration of the sacred stones by White Shield was related by iSiya’ka. Three of White Shield’s sacred-stone songs have already been given. (See Nos. 67, 68, 69.) Siya’ka said that on one occasion he had lost two horses and asked White Shield to locate them. Before being bound with sinews (see p. 218) White Shield asked, ^‘YThat sign shall the stone bring to show whether your horses are by a creek or on the prairie?^’ &ya’ka replied: *‘If they are by a creek, let the stone bring a little turtle and a piece of clamshell, and if they are. on the prairie let the stone bring a meadow lark.’’

White Shield then sent the stone on its quest. While the stone was absent the people prepared a square of finely pulverized earth as already described. It was evening when the stone returned. The tepee was dark, as the fire had been smothered, but there was dry grass ready to put on it when White Shield ordered light. At last the stone appeared on the place prepared for it, and beside it was a little turtle with a small piece of clamshell in one of its claws. Thereupon White Shield said to Siya’ka: *’ Your horses are 15 miles west of the Porcupine Hills at a fork of the Porcupine Creek, If you do not want to go for them there is a traveler coining that way who wiU get them and bring them in for you.” This proved true. A neighbor of &ya’ka’s had been out looMng for wild fruit and on his way home he saw the horses at the fork of the Porcupine Creek; recognizing them as iSiya’ka’s, he brought them back.

I The full form of this expression Ls wahu* no^jM , ” two-legged object * ’, used by the medicine-men to designate a num. (See p. 120, footnote.) The full form occurs in song No. 78.
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Mato’-wagbli’ (Bear Eagle) said that he was once leader of a war party against the Crows. One member of the party was Pai)ke’- ska-napin’ (Shell Necklace), who could inquire of the sacred stones. One night in the camp Eagle Man asked Shell Necklace to secure news of the enemy. A place on the ground was prepared and covered with a red blanket. When the stone returned Shell Necklace covered himself with a buffalo robe, head and all, and asked what news it brought. When the usual pipe was offered to the sacred stone a wolf was heard howling in the distance. Shell Necklace said the stone reported that the next day they would meet two men on horseback and see a large camp of the enemy. The stone told the men to be ready, and they would kill the enemy, who would fall on “prepared’’ or soft ground. Then the stones said that they wanted a buffalo as a reward in the morning, that the men would kill the buffalo with an arrow, and that it would fall with its head toward the south. The next morning the men killed a buffalo as the stone had predicted and put fresh sage in the wound. Beside the prepared ground where the stone had lain was a painted gift-stick with tobacco tied at the top. (See pi. 15.) They laid this stick at the head of the buffalo they had killed, leaving it on the prairie as an offering. That day they met two enemies and killed them both.

The two following songs were said to have been sung by Shell Necklace while giving this demonstration. The first concerns himself, setting forth his qualifications to ask favors of the sacred stones. The second concerns his power as a medicine-man, which enables him to control persons at a distance.

No. 77. ’’In a Sacred Manner I Lire” (Catalogue No. 632)

Sung by Bear Eagle Voioa J= 100 Dbum not recorded

Wa - kai) - kaq yai) wa - oq we wa - kaq - kaq yaq wa

E±3a

-I r


	 we     ma-Iipl-ya        ta    wa-ki  -  ta




.1 _ .

3^Bi

ye

wa - kai) -

S^^^EB-: I

^n– ^^.

kaij yaijwtt-oi) we ml - ta - fiuij-ke o-ta ye - lo he
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wakaQ^aQ yai) in a sacred maimer

wa6g’ I live

mahpi^ya ta to the heaveiiH

wa^ita ye I gazed

wakag^ai) yaij in a sacred manner

wa6g’ I live

mita^^uqke my horses

o’ta yelo’ are many

Analysis. — ^The structure of this song is interesting. With one exception all the accented tones are those of the minor triad B flat- D flat-F, and the song is accordingly analyzed as being in the key of B flat minor, yet the progressions in the last foiur measures are such as to suggest the relative major chord. Sixteen intervals occur in the song, t)nly five of which are upward progressions.

VoxcB J =92 Dbum not recorded

^^m

No. 78. “A Vo!e« I Sent” Sung .by Bear Eaolb

:4:

Ai)-pe - tu kii) mi

ta - wa- ye

ai) -pe - ta kii) mi

ta”- wa-ye wa-hu noij - pa wai} ho - ye

wa-ki-ye ftoi) a

m

fea:

i

F=r

:6J I ’ -^-

ma - ya - ku we - lo

aij-pe -,tu le mi - ta-wa - ye wahu noi)-pa waq ho - ye wa - ki-ye 6li) wa - na hi ye - lo

aijpe^tu kiq to-day

mitaVaye is mine CI claimed)

wahu’ noi)’’pa wag (to) a man

ho^ye a voice

waki’^ye I sent

^’oo maya^lju welo^ you grant me

aqpe^tu le tliis day .

mitaVuyo is mine (I claimed)
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wahu’’ noQ^pa wag (to) a man

. h</ye a voice

waki^ye ^ig I sent

wana^ now

hi here

yelo^ {he) is

Analysis, — This song begins on the dominant above the tonic and ends on the dominant below the tonic, two-thirds of the progressions being downward. All the tones of the octave except the seventh are present in the melody. One accidental appears — the fourth raised a semitone.

The following account of a performance by White Shield differs from preceding narratives in that it took place in a house, and the stone was held in White Shield’s hand instead of being laid on the ground. The narrative was given by Bull Head, who witnessed the performance. He said it occurred when the Government first issued harness and wagons to the Indians. At that time the old people “kept close track” of everything whidj was issued to them by the Government and prized it very highly.^ One old man’ lost part of a harness. Knowing that White Shield often recovered lost articles by the aid of the sacred stones, he appealed to him, asking him to find the missing part of his harness and also a handsome tobacco bag and pipe. White Shield came, and in giving the performance held the stone in the palm of his hand, saying, “This will disappear.” Bull Head said that though he watched it very closely, it suddenly vanished from before his eyes. The length of time that a stone is absent depends on the distance it must travel in finding the lost object. In this instance the stone was gone a long time. At last a rattle was heard at the door. White Shield stopped the singing, and said, “The stone has returned; be ready to receive it.” He then opened the door, and the stone was found on the doorstep. White Shield brought it in and heard the message. The stone said that the missing articles had been taken by a certain man who, for fear of detection, had thrown them into the river. The stone said further that the articles would be brought back that night and left where they had been last seen. The next morning all the missing articles were found in the place where they had been last seen. Their appearance indicated that they had been under the water for several days.

The following is the second analysis group of dream songs, comprising those concerning the sacred stones (Nos. 59-78, inclusive). The aid of the sacred stones was invoked to locate the camp of an enemy (p. 348); also in finding a missincr man (p. 496). Other analyses of dream songs are on pages 198 and 278.
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Old Simgs — (S) Songs Concerning the Sobered Stones

Melodic Analysis

TONALITY

Major tonality . Minor tonality.

Total.

NomlMr of songs.

Serial Nos. of songs.

61, 63, 64, 66, 68, 70, 71, 78

59, 60, 62, 66, 67, P9, 72, 73, 74, 76, 76, 77

FIHST NOTE OF SONG— ITS RELATION TO KEYNOTE

Beginning on thi

Twelfth

Eleventh

Tenth

Octave

Sixth

Fifth

Total

Number of songs.

Serial Nos. of songs.

63, 67, 60, 73, 74, 70

64,65

60, 62, 71

61, 6«, 70, 72, 75, 77, 78

LAST NOTE OF SONG— ITS RELATION TO KEYNOTE

Ending on the

Fifth

Third

Keynote.

Total,

Number of songs.

Serial Nos. of songs.

68, 71, 75, 77, 78

61,70

59, 60, 62, 63, 64, 65, 66, 67, 69, 72, 73. 74,76

LAST NOTE OF SONG— ITS RELATION TO COMPASS OF SONG

Songs in which final tone is- Lowest tone In song ….

Immediately preceded by semitone below

Song containing a minor third below the final tone.

Total

Number of songs.

Serial Nos. of songs.

59, 60, 61, 62, 63, 61, 66, 67, 68, 60,70,71,

72, 73, 74, 76, 76, 77
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Old Songs — (S) Songs Concerning the Sdcred Stones — Continued

Melodic Analysis — Continued

NUMBER OF TONES COMPRISING COMPASS QF SONG

Number of songs.

Serial Nos. of songs.

Compass of—

Fourteen tones

Thirte^m Xm\m …

59,65,68

Twelve tones

62, 63. 66. 69. 71. 73. 74. 76

Ten tones


	
	
	
	72












Eight tones

75, 77, 78

Tntftl -

TONE MATERIAL

Number of songs.

Serial Nos. of songs.

Fourth five>toned scale

61, 63, 72

Minor triad

Minor triad and seventh

Minor triad and fourth

74, 76, 76

Octave complete

Octave complete except seventh

64,65,78

Octave complete except seventh, sixth, and fourth

Octave complete except seventh and fourth

Octave complete except seventh and second

50,62

Octave complete except sixth and second

Octave oomnlete except fifth and second

Octave complete except fourth

70,71

Total

•

ACCIDENTALS

Songs containing— No accidentals.

Fourth raised a semitone. Second raised a semitone.

Total

Number of songs.

Serial Nos. of songs.

59, 60, 61, 62, 66, 67, 68, 69, 70, 71, 72, 73,

74, 75, 76, 77 64,65.78

STRUCTURE

Numl)er of songs.

Serial Nos. of songG

Melodic.

Melodic with harmonic framework . Harmonic

Total.

61, 62, 64, 65, 66, 67, 6.S 71, 73, 74, 75, 76,

59, 60. 63, 77 69, 70, 72

OBNaHOREj

Old Songs — (S) Songs Concerning the Sacred Stones — Continued

Melodic Analysis — Continued

FIRST PROGRESSION— DOWNWARD AND UPWARD

Number of songs.

Downward.

Upward

Total.

ao

Serial Nos. of songs.

59, 60, 61, 63, 64, 65, 66, 60, 70, 73, 74, 76,

76,78 62, 67, 68, 71, 72, 77

TOTAL NUMBER OP PROGRESSIONS— DOWNWARD AND UPWARD

Downward. Upward

Total.

INTERVALS IN DOWNWARD PROGRESSION

Intervals of a—

Fifth

Fourth..

)Ca]or third

Minor third

Augmented second.

Major second

Minor second

Total.

INTERVALS IN UPWARD PROGRESSION

Intervals of a—

Tenth

Octave

Major sixth.. Minor sixth..

Fifth

Fourth

Major third.. Minor third.. Major second. Minor second.

Total

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval .
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Old Songs — (S) Songs Oonceming the Sacred Stones — Continued

Melodic Analysis — Continued

KEY

Key of —

Ama]or

B flat major

B flat minor

B major

B minor

CmsOor

C minor

D flat major

E flat ma\0T

Fm^or

F minor /.

O flat major

F sharp minor

G major

O minor

Total

Number of songs.

Serial Nos. of songs.

09, 73, 77

59,66

t ■*

67, 75, 76

■ _ .

Rhtthmig Analysis

PART OF MEASURE ON WHICH SONG BEGINS

Number of songs.

Serial Nos. of songs.

Beeinnins on unaccented part of measure

59, 61, 63, 64, 65. 66, 67. 68. 69. 70. 71. 72.

BMrfnninir on accented ■part of measure

73, 74, 75, 78 60, 62, 76, 77

Total

RHYTHM OF FIRST MEASURE

First measure In—

Z-4time

4^ time

5-«tlme

Total

Number of songs.

Swial Nos. of songs.

59, 60, 63, 66, 69, 70, 71, 73, 74, 75, 76, 77

61, 62, 65, 67, 72, 78

DENCIMOHE]
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Old Songs — (5) Songs Concerning the Sacred Stones — Continued

Bhythmic Analysis — Continued

CHANGE or TIME (MEASURE LENGTHS)

Songs oontainlng no change of time. Songs containing a change of time. .

Total.

Number of songs.

Serial Nos. of songs.

None.

ao

59, 60, 61, 62, 63, 64, 65, 66, 67, 68, 69, 70, 71, 72, 73, 74, 75, 76, 77, 78

RHYTHM OF DRUM

•

Number of songs.

Serial Nos. of songs.

Sixteenth notes unaccented

Eishth notes unaccented

59, 60, 67, 68, 69, 70, 71, 72

Quarter notwi unwyjented

61,62

Each beat preceded by an unaccented beat corresponding to third count of a triplet. Drum not recorded . . . , r . , .

63, 65, 73, 74, 75, 76, 77, 78

Total

Songs containing— No rhythmic unit. . One rhythmic unit.

Total.

RHYTHMIC UNIT OF SONG

Number of songs.

Serial Nos. of songs.

60, 62, 63, 65, 66, 69, 71, 72, 78

59, 61, 64, 67, 68, 70, 73, 74, 75, 76, 77

METRIC UNIT OF VOICE (TEMPO)

«

Number olsongs.

erial Nos. of songs.

•

Metronome—

63, 70, 71

61,65

67,78

74, 75, 76, 77

160 •

Total

BUBEAU OP AMERICAN ETHNOLOGY

[BULL. O.

Old Songs — (S) Songs Concerning the Sacred Stones — Continued

Rhythmic Analysis — Continued

METRIC UNIT OF DRUM (TEMPO)

Metronome—

Drum not recorded

Total

Serial Nos. of songs.

69,70

67,68

59,71

60,64

63; e5, 73, 74, 75, 76, 77, 78

COMPARISON OF METRIC UNIT (TEMPO) OF VOICE AND DRUM

Number of songs.

Serial Nos. of songs.

Drum and voice bavins the same metric unit

62.64.66

Drum Jiaster than vole*”

59, 60, 61, 67, 60, 70, 71, 72

Dnim »iowf>r thm vn*ce

Drum not recorded

63, 65, 73, 74, 75, 76, 77, 78

•

Total

PLOTS OF SONGS (THE SACRED STONES)

The songs concerning the sacred stones contain no examples of a song without ascending progressions. (Class A, fig. 19.) Song No. 59 is the nearest to this type and contains one ascending interval. No. 71 has a strongly descending trend but contains three ascending intervals. No 68 is an example of Class B, and Nos. 76 and 74 have the same general outline. No. 70 suggests Class D, though having the descending trend which characterizes Class A. The title of this song is **I am required to roam.” It will be recalled that songs of Class D concern animals or contain the idea of motion.

Treatment of the Sick

This is the third of the groups of songs received in dreams. All treatment of the sick was in accordance with dreams. No one attempted to treat the sick unless ho had received a dream telUng him to do so, and no one ever disregarded the obligations of such a dream. Each man treated only the diseases for which his dream had given him the remedies. Thus Shooter said:

In the old days the Indians had few disoiU’^es. and so there was not a demand for a lai^e variety of medicines. A medicine-man usually treated one special disease and
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treated it Butcenfully. He did this in accordance with his dre&m. A medicine-man would sot try to dream of alt herbs and treat all diseases, for then he could not expect to succeed in all nor to fulfill properly the dream of any one herb or animal. He would depend on too many and fail in all. That is one reaaon why our medicine-men lost their power when so many diseases came among us with the advent of the white man.

Three methods of treating the sick were used by the Sioux — by means of the sacred stones, “conjuring,” and the ^ving of herbs. The first kind of treatment might be pven by a vxika^’hay. This term was applied to the highest type of medicine-men — those qualified to command the sacred stones, to bring fair weather, or to fill

Fio. as. Plots, Group 3.

such important ceremonial positions as that of Intercessor in the Sun dance. A man who “conjured” the sick was called wapi’ya, “one who repairs,” and a man who treated the sick by means of herbs was called pe^u’ta vnca’ku, “one who places his confidence in roots of herbs,” It was not unusual for the same man to use more than one of these methods, but he was best known by the one which he employed the most.

Treatment of the sick by means of the sacred stones and by conjuring has been forbidden by the Government in recent years, but certain of the old men arc allowed to continue treating the sick by administering herbs. Four such men described the method they 4640°— Bull. 61—18 18
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were using at the time of giving the information; one (Used-asa-Shield) gave an account of ’’conjuring” from the standpoint of the patient; another (Old Buffalo) narrated his fasting prayer for a sick relative; and additional information was received from otKer informants.

When a man skillful in the use of the sacred stones was called to attend a sick person he was expected to give a demonstration of his supernatural power. Many were invited to witness this exhibition, and it is said that harm would come to those who did not “believe in the sacred stones.’’ The sick person filled a pipe, which he gave to the medicine-man. After smoking it the man was tightly boimd with thongs, even his fingers and toes being interlaced with sinews Uke those of which bowstrings are made, after which he was firmly tied in a hide. The tent was dark, and the medicine-man sang songs addressed to the sacred stones; he sang also his own dream songs. Strange sounds were heard in the darkness, and objects were felt to be flying through the air. Voices of animals were speaking. One said, ’My grandchild, you are very sick, but I will cure you.” Frequently a buffalo came, and those who did not beUeve in the sacred stones were kicked by the buffalo or struck by a flying stone or bimdle of clothing. At last the medicine-man called, ’^ Hasten, make a light!” Dry grass, which was ready, was placed on the fire. In its light the man was seen wedged between the poles near the top of the tipi, with all the restraining cords cast from him.

Brave Buffalo said that in treating a person by means of the sacred stones he rolled a stone on the person’s body **to locate the ailment,” and that if the sick person wished to hold the stone in his mouth he was allowed to do so, as this produced an internal effect.

In many instances of treating the sick by *’ conjuring” no medicines were given, the conjuror claiming that he removed the disease from the person’s body by sucking it out. A performance of this kind was described to the writer by Mrs. James McLaughlin, who witnessed it on the Devils Lake Reservation, in North Dakota. Mrs. McLaughlin said, concerning this Santee demonstration:

I saw a conjuror named Sip^to (Beads) give a performance in an attempt to cure a boy who was suffering from hemorrhages of the lungs. Sip’to was an old man. He wore nothing but his breechcloth, his whole body was painted red, his face also was painted red, and his hair was short and loose. The boy lay in a tipi. If a conjuring performance were held in a log hou’3C it was necessary to take up a portion of the floor, as the conjuring must be done on bare ground. I have seen a house in which a laige portion of the floor had been cut away for this purpose.

Wlien I entered the tipi the conjuror was in the place of honor, opposite the door. This place was clean of turf, and the bare ground had been made very smooth. The boy lay with his head near the conjuror. In the middle of the lodge was a Are with many red coals. A young girl brought water and placed it beside the conjuror. WTien

1 Similar demoii.stratiDn5 wore made by the medicine-men of other tribes. A description of the custom among the Chippewa is given in Bulictin 45, pp. 123-25. (C(. also p. 218 of this work.)
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this had been done, the conjuror rinsed his mouth, put a piece of root in his mouth, and chewed it. Removing a coal from the fire with a stick, he took it up in his hands and put it in his mouth. He then dropped on all fours and began to tear up the ground with his fingers and toes, as though they were claws. He made a cry like an animal and approached the boy as though he were a wild beast. With the coal still in his mouth he stooped over the boy’s chest and sucked so violently that the blood came to the surface. Then he gave a whistling, puffing sound [see p. 254] and spit into a dish which was partly filled with water. When this performance was completed he sat down in a dripping perspiration and immediately the boy had a hemorrhage from the lungs.

The same performance was enacted four times and after each time the boy had a hemorrhage. Then the boy complained that the treatment was Tnalcing him worse, and the boy’s father asked the conjiuror not to work over the boy any longer. The boy’s father gave the conjuror a horse, as it is the belief of the Santee that sickness will return if the “doctor” is not paid.

The following is an account of a somewhat similar treatment, which included the administering of medicine. This accoimt was given by Used-as-a-Shield, a reliable informant, who sang a number of songs in the present work and took part in several discussions of serious topics by the old men. He described his own experience in receiving treatment by a conjurer, saying:

The first thing done in summoning a medicine-man to treat a sick person was to put black paint on the stem of a pipe. Charcoal was ordinarily used in making this paint, which was smeared on the stem of the pipe, an eagle feather being tied next the mouthpiece. A messenger took this painted pipe to the medicine-man’s lodge, carrying it with the bowl next him. If the medicine-man were at home, the messenger entered the lodge, turning toward the left. Without speaking he handed the pipe to the medicine-man, who smoked it in token of his assent. A request to visit a sick person was never refused imless the medicine-man were physically unable to go. If the man were not at home the messenger left the pipe in the place of honor, with the bowl toward the door.[^] The relatives of the medicine-man then made an effort to find him soon as possible.

It was in this manner that many yearb ago, I sent for a medicine-man to treat me. When he entered my lodge he seated himself back of the fire. After a time he came and sat by my head, looking me over. He then took up a lock of hair on my forehead and tied a wisp of grass around it, letting the rest of my hair hang loose. Then he had me placed so that I lay facing the east and he began his preparations for the treatment. Opening a bundle, he took from it a whistle [H^yotayka], a small drum [6a7/6ega]y and a rattle [wagmu^ha] which he used in beating the drum. He also took out a black cloth, which he tied over his eyes. Then he dropped on one knee, facing me, holding the drum in his right hand and the rattle in his left hand. Beating the drum rapidly with the rattle, he said: “Young man, try to remember what I tell you. You shall see the power from which I have the right to cure sicknesses, and this power shall be used on you this day .’’ Then he told the dream by which he received his power as a medicine-man. When he rose to his feet I noticed that a horse’s tail hung at his side, being fastened to his belt. Standing, he offered his drum to the cardinal points, then beat it as hard as he could, sometimes louder, sometimes softer. A wooden bowl which he carried was placed next my head. Then he came toward me, still beating his drum. As he came near me his breath was so forcible it seemed as if it would blow me before it. Just before he reached me, and while blowing his breath so strongly, he struck his body on the right side and on the left side. He was still telling his dream

i [Cf. position of the pipe, pp. 72, 127, 185.]
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and smging, but when he paused for an instant I could hear the sound of a red hawk; some who were there eve& said they could see the head of a red hawk coming out of hia mouth. He bent over me and I expected that he would suck the poison from my body with his mouth, but instead I felt the beak of a bird over the place where the pain was. It penetrated so far that I could feel the feathers of the bird. The medicine-man kept perfectly still for a time; then he got up with a jerk to signify that he had gotten out the trouble. Still it was the beak of a bird which I felt. A boy stood near, holding a filled pipe. It was soon apparent that the medicine-man had swallowed the poison . He took four whiffs of the pipe . Then he must get rid of the poison. This part of the performance was marked by great activity and pounding of the drum. At times he kicked the bare ground in his effort to get rid of the poison; he paced back and forth, stamped his feet, and iised both rattle and drum. Finally he ejected the poison into the wooden bowl. Then he told the people that he had sucked out aU the poison, that none remained in my body, and that I would recover.

Opening his medicine bag, he took out some herbs and placed them in a cup of cold water. He stirred it up and told me to drink it and to repeat the dose next morning,

and that in less than ten days I would he well. I did as he told me, and in about 10 days I was entirely well.

Brave Buffalo is considered one of the most powerful medicine-men on the Standing Rock Reservation, and was actively engaged in the practice of native medicine when he held his conferences with the writer. In describing his treatment of the sick he said:

Fia. 20. Drawing on mirror used In treatment of „ , , • •■ xi. ^

the sick. Some people have an idea that we

medicine-men, who get our power from

different sourcesj are the worst of human beings; they even say that we get our power

from the evil one, but no one could disregard such dreams as I have had, and no one could

&dl to admire the sacred stones. WakaQ’^taqka is all-powerful, and if we reverence

his work he will surely let us prove to all men that thes^ things are indeed his doing.

It is a very strict requirement that a medicine-man shall act out his dream [see p. 157],

and that he maintain absolute integrity of character. If he fails to do this he will

be punished and will not live long. I am not required to fast, only to smoke, showing

that I am at peace with all men. Dreams come to me now in a natural way. Often

during the day when I am alone on a journey, and my mind is on many things, I stop

to rest awhile. I observe what is aroimd me, and then I become drowsy and dream.

Often I see the sacred stones in my dreams.

Brave Buffalo’s conference with the writer was interrupted by a call to visit a sick person many miles away. On his return, several days later, he said that he left his patient recovering. He had with him a bag containing articles which he had used in treating this sick person, and on his hat he wore a bono about 5 inches long instead of a feather which had been fastened to liis hatband on his previous visit. In describing liis treatment he said that ho “sucked out the disease’* through the bone, and ejected it from his mouth into a bowl of water. Opening his bag, he took from it a small mirror inclosed in a flat frame

dbkrmore]

of unpainted wood, the whole being about 4 by 6 inches. On the mirror was a drawing of a new moon and a star. This design was copied by Brave Buffalo and is shown in figure 26. He said: ^‘I hold this mirror in front of the sick person and see his disease reflected in it; then I can cure the disease.^’

Concerning the drawing on the glass Brave Buffalo said: ^‘The new moon is my sign. I am strongest when the moon is full; I grow weaker as the moon wanes, and when the moon dies my strength is all gone until the moon comes back again.’’

One of the songs used by Brave Buffalo in treating the sick was recorded. Before singing this he said: ^^Some diseases are affected by the day and others by the night. I use this song in the cases which are worse at night. I composed it myself and always sing it at night, whether I am treating a sick person or not. I offer smoke to the four wmds and sing this song.’’ This song was received by ’ Brave Buffalo in his dream of a wolf. (See Song No. 47.)

The following song also was used by Brave Buffalo, but the occa^ sion of its use was not designated.

No. 79. “The Sunrise”

Sung by Brave Buffalo Dnim-rhythm similar to No. 19

:jt£4#-4

Wi hi-na-^pe waij-la -kanui)-we wi hi - ha - pe wai)-la-ka

nui) - we

lo

wi

hi - na - pe waq-la - ka nuq - we

g>4’~’:^^’r=: ^^ Wi-^^thsdm

lo wi lii - na - pe wan-la - ka nuij - we o he

wi hina’’pe sunrise

waQla^ka nuijwe’ lo. . . may you behold

Analysis, — This is one of the few songs in which a rest occurs. Other songs of the present series containing rests are Nos. 117, 123, 144, 159, 188, 203, 208, 206, 207, 230. The lack of a rest, or seeming breathing place, is noted in Chippewa as well as Sioux songs, this feature occurring in only 13 of the 340 recorded from the Chippewa. In the song under analysis the rest is short, but clearly defined. Two
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Analysis. — ^Three renditions of this song were recorded, and show no points of difference. Between the renditions the singer gave glissando ’ calls’ or *’ cries/’ but the repetition began on the the same tone as the original rendition. No change of time occurs in the song — an unusual feature — and the rhythmic unit is more I continuously repeated than in a majority of the songs. The first tone of the rhythmic unit was strongly accented. The only tones are those of the minor triad and fourth, and the structure of the song is melodic with harmonic framework, the accented G precluding its classification as harmonic in structure. Two-thirds of the progressions are downward, the melody descending steadily from the tenth to the tonic.

Goose (pi. 31), a widely-known medicine-man, is what might be termed a specialist in the treatment of consumption and is said to have had no small degree of success in his work. Information concerning the Sun dance and the sacred stones was also given by him. (See pp. 90, 210.) Goose narrated the dream by which he felt himself authorized to undertake the treatment of the sick. It was impossible to record the songs when the story of the dream was given, and imfortunately another opportunity did not occur. In describing the dream Goose said:

When I was a young man I was an excellent marksman with bow and arrows. After coming in contact with the Army I was given a rifle and cartridges and never missed my aim. One morning I arose before daybreak to go on a hunting trip. As I went around a butte I saw an antelope, which came toward me and stood still a short distance away from me. The antelope looked at me and then began to graze. I took my rifle and flred several shots with no effect. I fired 16 cartridges and wondered what could be the matter. I put in four more cartridges and fired again, but with no effect whatever. Then the animal stopped grazing and began to move slowly away. Then I heard a voice speaking tlu-ee times, then a fourth time, and the voice said it was going to sing something, and I must listen. The voice was above me and commanded me to look at the sun. I looked and saw that the rising sun had the face of a man and was commanding all the animals and trees and everything in nature to look up. In the air, in front of the sun, was a booth made of boughs. In front of the booth was a very bright object and between this and the booth was a man, painted and wearing an eagle-down feather, while around him flew all kinds of birds. The bright object was a sacred stone, and it was heated red hot. After seeing this I heard another voice telling me to look and receive what would be given me. Something in the form of a bird came down, and where it touched the ground an herb sprang up. This occurred three times. The voice above me said that I was to use these three herbs in the cure of the sick. The fourth time the descending object started in the form of a bird, but a human skeleton came to the ground. Then the voice above me told me to observe the structure of the human body. I then saw blood run into the skeleton, and a buffalo horn appeared on the back, between the shoulders, and drew the blood out of the skeleton. The voice above me said this was a sign tliat I would have power more than any other to cure diseases of the blood. The voice came from the sacred stone and said I must use the buffalo horn in curing diseases of the blood, a practice which I have followed ever since. I do not consider that I dreamed this as one dreams in sleep; it appeared to me when I was early on the chase.
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One of the greatest things it taught me is that the first thing a sick person should do is to take a sweat bath, to take out all the impurities, so that the body will respond to remedies. The booth showed how the sweat lodge must be (ronstructed, and the hot stone showed the use of heated stones in the lodge. The hot stone is taken into the lodge, and water is sprinkled upon it. The oftener this bath is taken, the htolthier a person will be. In case of illness, the sick person must take this bath the first thing, and as often afterward as the medicine-man directs. I always prescribe the sweat bath the first thing. I also claim that a sick person can not recover unless the diet is changed. Certain kinds of food and of wild fruit are bad in certain illnesses, and certain kinds of game or venison are injurious to a sick person. The food must be lighter than usual, and the person must avoid unnecessary exertion. My requirements are the sweat bath, light diet, and rest. I have treated consumption, and if th^ disease is not too far advanced the person usually recovers. The treatment depends on the seriousness of the case. All three herbs which I saw in my dream were prepared in a certain way and were intended for use in consumption, which is caused by improper circulation of the blood. I do not want the patient to make any undue exertion, but I try especially to keep up his circulation. The sweat bath makes the circulation better. In the old days a person did not take cold after a sweat bath. The flick person did not jump immediately into cold water, as is sometimes stated, but was covered with furs and allowed to cool off gradually.

Many years ago there lived among the Sioux a medicine-man named Ceha’kii) (Carry-the-Kettle), who was said to have wdkay’ power in a remarkable degree. A gourd rattle * (pi. 32) used by him in treating the sick became the possession of the writer.

Such a rattle is called by the Sioux vxigmu’Tia.’* This is, however, not the only type of rattle used among the Sioux in treating the sick, the form of rattle depending on the choice of the medicine-man.

Every medicine-man had a bag or case in which he kept his supply of herbs and the articles used by him in treating the sick. In some instances the outer case was of decorated rawhide. A man^s medicine bag was hung on a pole outside the lodge and usually brought in at night ; it was often ” incensed *^ with burning sweet grass. It was believed that the presence of ^‘the wrong kind of person’’ in the lodge would affect the efficacy of the medicine, and that if it were exposed to such influence for any considerable time its power would be entirely destroyed. The writer secured three of those medicine bags. One (pi. 33) belonged to a medicine-man named Wai)bh’iyo’take (Sitting Eagle), who lived many years ago. The bag is made of four antelope ears. When Sitting Eagle died the medicine bag and its contents passed into the possession of his niece, who emptied most of the small bags contained in the pouch, but kept the pouch and two of the

1 This specimen is described as follows by Mr. E. H. Hawley, curator of musical instruments, U. 8. National Museum: “Total length, 10 Inches: body length, 6 inches; diameter, h’^.i to 6 inches. An Irregular gourd shell with a short neck . A wooden handle enters the neck and comes out at the blossom end. Threesixteenth-inch holes are made tn the neck and a strip of leather sewed to the neck through these holes; this leather Is brought down over the handle and bound to It by a strip of bright cloth. This gives a firm attachment between the gourd and handle. Near the outer end of the handle a groove is put; in it Is tied a sfxlp of twisted cloth so it can be worn on the arm or himg up. The gourd incloses pebbles.”

■ A rattle similar to this Is pictured by Skinner as part of a charm used by the Menomini to call the buffalo. (8kiniiDr,Alanson, Social Life and Ceremonial Bundles of theMeDomini Indians, Amtr. Mua. Nat. Hist., Anthr Papers, xm, pt 1, p. 157, New York, 1913.)
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remedies. The nieco’s name was Maka’-po^u’tawii) (Eartli-medicine Woman). One of her song8 {No. 146} is contained in this work. In the pouch were seven empty medicine bags, the entire foot of an eagle, and a small piec« of bone of an elk. On the inner edge of each medicine bag waa a small mark by which the contents could be identified. Earth-medicine Woman said that her uncle used the eagle claw in treating scrofulous sores, especially on the neck. For this purpose _ he scraped the surface of the claw, mixed a small quantity of the scrapings with hot water, and applied the mixture to the skin. The elk bone was said to be an eflFectivo remedy for broken bones. It was prepared in the same way as the eagle claw, but the mixture was taken internally.

A medicine pouch made of badger’s paws is shown in plate 34; this was secured among the Teton Sioux, l>ut its history is unknown.

Eagle Shield said that he received his knowledge of herbs from the bear and the badger, the former giving him instructions concerning most of the remedies which ho used for adults, and the latter telling him of remedies for children. As already noted, those who dreamed of the bear were supposed to have particularly effective remedies. (See p. 195.) Like others who gave valuable information, Eagle Shield at first hesitated, but afterwards l>ecame interested, expressing a desire to make his part of the work as complete as possible.’ For this reason he sold his medicine-bag and fom small bags containing herbs which he always took with him when visiting the sick. He also secured ^o-‘^’ ^’[’** J fresh specimens of many medicinal herbs which he used in his practice. These were sent to Washington for identification, with a view to ascertaining whether any of them are used in the medical practice of the whit’ race. Further, Eagle Shield permitted the photographing of a bear claw which he said had been in his possession 48 years and was constantly used by him in treating the sick. (Fig. 27.)

Eagle Shield’s mechcine-bag (pi. 36) was made of the entire skin of an animal called by the Sioux i’husana, ‘white chin.’’ He said that he killed this animal 44 years ago, on the present site of Fort Keogh, Mont. He was hunting large game in the autumn, after the leaves had fallen, and had two antelope on his horse when he killed this httle creature near the water. Ever since that time he had used the hide as a medicine pouch. Tlie matted fur around the neck shows the manner in wliich it was carried. In this pouch were placed

1 The material (umlshed by Eagle Shield and White-paw Bear in this section was Interpretwl by Mrs. Junes McLauchltn,


	On examination of this tpecEmen at tlie (-’- S. National Museum the animal vas identified as a mink, fubspeoles ilaiUla ciion laciutrii.
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small buckskin packets of herbs, the large supply being in a bundle which was placed outside his lodge during the day and brought inside every night, being treated with great respect. The number of small packets in a medicine-pouch varied according to the man who used them. Thus the medicine-pouch belonging to Sitting Eagle contained seven small packets, which were said to be only part of the remedies used by him. Eagle Shield had four principal remedies, the most important of which, was contained in a beaded case. This herb is described in connection with song No. 81. His four medicine -packets, together with a small spoon of white bone used in giving medicine to children, are shown in plate 36.

As already stated, an Indian doctor in the old days did not pretend to have a remedy for every disease. Thus Eagle vShield said that if an Indian were suffering from a malady he would go to a doctor and say, “Have you a remedy for such and such an ailment?’’ The doctor had no hesitation in saying he lacked the remedy if such were the case, as he was not expected to have any remedies except such as various animals had revealed to him, unless he may have acquired a few from other medicine-men.

The herb kept by Eagle Shield in the decorated bag (pi. 36) was called tdo’pi pehi^ta, herb for the wounded.’ Many remarkable cures are said to have been wrought by Eagle Shield through the use of this remedy. A fresh specimen of the herb was secured and identified as Achillea lantUosa Nutt. (yarrow). It was said to ’*grow on hills and in the Bad Lands. ” The entire plant was dried, and instead of being prepared as a tea the patient was required to chew it. Eagle Shield said that he had treated men shot through the body and they had recovered. One man thus treated was personally known to the writer. The man had attempted suicide by shooting himself in the left side, the bullet passing through the body and breaking the edge of the shoulder blade. As a result of the wound his arm was paralyzed, and two doctors of the white race said that it must be amputated. Eagle Shield undertook the treatment of the case and did his work so effectually that the man appears to have as free use of one arm as of the other. For this treatment Eagle Shield received a fee of $100, a new white tent, a revolver, and a steer.

Eagle Shield said that he sang the following song when treating wounded persons with this herb. Between the renditions of all these songs he gave deep groans, like those of a man in extreme distress, frequently interspersing these with a hissing exhalation of the breath. (See Bulletin 53, p. 264; also p. 247 of this work.)
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No. 81. ’’Behold All These Things” (Gatalog:ue No. 511)

Sung by Eaols Shield

Dkum not recorded
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ta - ku wai) he

ha - ka • fie

waq - la - ke (!ii)

on ya - ni pi ’ kte - lo

(First rendition)

ih& lens/ waQyag’ka yo behold all these things

ta’ku wag something

haha^ase elklike

wagla^e din you behold

yani’ pi ktelo’ you will live

(Second rendition)

ihy lena’’ wagyag^a yo behold all these things

ta’ku wag something

tatag^ase buffalolike

waglake 6ig you behold

yani’ pi ktelo’ you will Uve

Analysis. — ^More than 60 per cent of the intervals in this song are larger than a minor third. This is an unusual proportion of large intervals. Fifteen of these intervals are fourths, nine are fifths, and one is an octave. Two renditions were recorded; these show no points of difference. The melody is minor in toneUty and contains all the tones of the octave except the sixth and seventh.

The following song was used with the same herb as the preceding and was sung when the patient began to improve.

Bbum not recorded

No. 82. <<I Am Sitting”

Sung by Eagle Shield

E^:
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Wa-kaq-yaq ma - ke

lo

wa - kaij-yai] ma - ke

lo

ma- to ti - pi

6a

wa - kai) - yai) ma - ke lo

haq-ya-ke

o -

ma - ni -

yai] he - ma - ki -

ye

yo

wakaQ’^yai) in a sacred manner

makc^ lo I am sitting

mato’’ ti’’pi 6a at bear lodge *

wakaQ^yai) in a sacred manner

make^ lo I am sitting

haQya^’ke at nisfht

oma^niyai) roaming about

hema’Tciye yo is said to me

Analysis. — This song contains only one interval larger than a minor third and is an interesting contrast to the song next preceding, in which more than half the intervals were larger than a minor third.

1 This probably refers to Bear Butte In the Black Hills. The Teton speak of two buttes by this name, one in South Dakota, and one in Montana wliich is higher and is probably the one mentioned by Red Fox In connection with his war expedition. (Sec p. 370.) Concerning the one which seems to }ye referred to In thissongy Rev. J. Owen Dorsey says ( Eleventh Rep. Bur. Ethn., p. 418): ” h:ight miles from Fort Meade, S. Dakota, is Mato tipi, Grizzly Bear Lodge, known to the white people as Bear Butte. It can ]>e seen from a distance of a hundred miles. Of this landmark Bushottor writes thus: * The Teton used to camp at a flat> topped mountain, and pray to it. This mountain had many large rocks on it, and a pine forest at the sommit. The children prayed to the rocks as if to tlieir guardian spirits. * ”
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The first half of this song is based on the triad O-E flat-G. This part includes the repetitions of the rhythmic unit. The latter part contains only the tones of the minor third G~B flat, and the song is con- sidered to be in the key of G minor though the fifth of that key does not appear. The rhythmic unit of this song is longer than that of many of the songs and is interesting. The rhythm of the latter part of the song is somewhat similar but does not dupUcate any of the count-divisions of the unit. The song begins and ends on the same tone, a peculiarity occurring in only 11 Chippewa songs (see Bull. 53, p. 222). The following other songs in the present series have this structure: Nos. 97, 99, 207, 212, 220, 221, 234, 238. Five renditions of this song were recorded. There was no break between the first and second rendition, but a short pause was made between the others. A remedy used by Eagle Shield for those suflFering from loss of appetite was called loie’pi 6ni peH’huta. The plant was said to grow ’ ‘near cteeks and in gravel.’’ The root only was used. This herb was identified as Astragalus carolinianus L. (loco weed). The following song was sung in connection with its use. In a short speech before singing the song Eagle Shield said that it was the song of a bear.
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Dkum not recorded

No. 88. ’’We Win Bat”

Sung by Eaole Shield

m
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He tu - wa hi- yu - ye e - ma - ki - ya 6e

he tu - wa hi - yu -
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ye ya e - ya 6e

yo he tu - wa hi - yu

ki - ya Ae ya 6e ho - du - pa wai] ux) - yu -tii] - tka o vsa

ye he tu - wa hi - yu

ye

he tu’’wa some one

hiyu’ye “come here” Ca command)

emaOciya 6e said to me

pef i^uta medicine (herbs)

ugyu^tig kta ^ we will eat (together)

he tuVa some one

hiyu’ye * ’come here ”

eya’ deyo’ has said

he tu’wa some one

hiyu’ye **come here”

emaOciya de said to me’

hodu^pa wag fish intestines

ugyu^tii) tka we will eat

he tu’wa some one

hiyu^ye “come here”

eya’ 6ey</ has said
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Ancdyais. — ^This song is characterized by the interval of the fourth, which constitutes 18 per cent of the entire number of intervaJs. It appears in the first part of the song as the descending progression E~B, and later as A-E; the ascent of an octave gives a return of the interval E-B, followed again by A-E, descending to the tonic. The melody tones are only those of the minor triad and fourth, and the song is harmonic in structure. The rhythmic unit is short and is a phrase which is not xmusual in these songs.

For those suffering from headache Eagle Shield had a special remedy — an herb called nasu’la yazay’pi ipi’ya, ‘no appetite medicine,’ which grew on the prairie. The root, dried and powdered, was sprinkled on hot coals, the patient inhaling the fumes. This plan was identified as AHemisiafrigida Willd. (Colorado sage).

Before recording the song Eagle Shield spoke the following sentences:

Pefu^ta 6i6\i^ ktelc/ tka wa6te^ da yani’ ktelc/ lena^e wate ke’yape. (Translation) Herbs I shall give you, but (they are) good, so you shall recover, all these (are) good, they say.*

The^following song was sung during the treatment.

VoiCB J^80 Drum not recorded

No. 84. ’’These Are Good”

Sung by Eagus Shield

Le-na-kewaS - te ke-ya - pe - lo ho-yem^

ya na-^ii)

lena^ke all these

waite^ (are) good

ke’yapelo they say

ho’yeya * with a noise

na/iiT) (they) stand erect

1 Chippewa doctors also use strong afflrmations when treating the sick (BuUetin 45, p. 02). t This refers to the sounds made by a bear standing erect, preparatory to makbig an attack. (See p. 180, footnote.)
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Analysis. — Few songs of the present series have the upward and downward intervals so nearly equal as this song, in which 27 progressions are upward and 32 are downward. The major second occurs 11 times in upward and 11 times in downward progression, and the minor second is loimd 10 times in upward and 10 times in downward progression, yet the melody is not monotonous, and the intonation on these smfdl intervals was better than in a majority of such instances. The song begins on the octave and ends on the tonic. All the tones of the octave are present except the sixth. It is interesting to observe that the interval between the seventh and eighth is in some instances a semitone and in others a whole tone. The transcription is from the first rendition, which gives the entire song, the second and third renditions omitting the first four measures. This is in accordance with a custom which has been noted among both Chippewa and Sioux, that the first phrase of a song seems in many instances to serve as an introduction to the performance.

An herb called cante’ yazay’pi icu’vxi was prepared as a tea and used for those suffering from ’* heart trouble or pain in the stomach. *’ This plant was identified as Astragalus &p. (loco weed).

Before singing Eagle Shield said:

Te^an mawa^ni kte 6ni eanni eya^ tc/k&i eana maya^’ni ketU/. ( Translation) A long time before I can walk you may think, but (in) only a short time you shall be able to walk.* •

The following song was sung as the herb was administered.

No. 86. “You WUl Walk” (Catalogue No. 514)

Sung by Eaolk Shield

VoiCB J— 72 Drum not recorded

Ta - ku wa - kaij ya - tin kte - lo ka - hai] - tu - ke
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ma-ui ye - lo

ta^u wakai)’’ something sacred

ya’tin ktelo’ you will oat

kahaq^tuke now ^

ma^ni yelo you will walk


Compare words of sonp No. 47, Iinll«»t In 4.’>: ’« You will re<y)ver, you will walk apiin. It is I who say It. My power is great. Tlirougli our white shell I will enable you to walk again.”
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Analysis. — ^The interval of a fourth is prominent in the first part of this melody. It appears, in the opening measures, as the descending interval E flat-B flat; the tone A also occurs, and the descent from B flat to A flat introduces the tonic chord. The fourth then appears as the descending interval A flat-E flat. The subdominant of the key occurs twice and m both instances was sung a trifle sharp, as indicated in the transcription. The song is major in tonality and con- tains all the tones of the octave except the sixth and seventh. Four renditions were recorded, which are uniform in every respect.

Eagle Shield might be called a specialist in the treatment of broken bones. In this treatment he used an herb identified as AUionia nydaginea Michx., and called by the Sioux h/u’huweJiarJian peiu’ta,^ which was said to grow in the woods. The dried leaves and root of this plant were mixed with soft grease. When treating a fracture Eagle Shield covered his hands with this mixture and after holding them over the coals until they were warm, he rubbed the flesh above the broken bone. He said the patient often was so relieved by this treatment that he fell asleep. The treatment was repeated three times a day and continued ‘’until the fracture was healed.’’ He ^aid that when an arm or leg was first broken he “pulled it until the bone slipped into place,” then covered it with a parfleche c^se, laced together with thongs. This case was removed for the treatment described above, but he emphasized the need of keeping the case firmly laced, and of tightening it whenever the thongs seemed to be loosening. He said the purpose of the rubbing was to keep the muscles from becoming stiff. He added that he had treated four cases in which the large bone of the leg was broken, and that in each instance the patient was able to walk in a month. One was a fracture near the hip. It had been put in iron braces by a white doctor, but the patient, not being able to stand the treatment, came to him.

Eagle Shield made a small “splint^’ of parfleche, 8 inches in length, saying this was the size he would use for a broken wrist. In it, with Indian accuracy, he put a piece of old, soft flannel, saying that was what he”would put next the person’s arm.” He sold to the writer a matted portion of soft hair, which he said was the shed hair of the deer; this was thick with grease. Eagle Shield said he had used this in treating fractures for more than forty years, holding it in his hand as he rubbed the flesh. (See pi. 37.)

The song used by Eagle Shield in treating fractures was sung four times “while getting ready to apply the medicine.”


	A specimen of the same herb was given by Bear-wlth-Wliite-Paw, who said it was “good to reduce swellixig.” (See p. 270.)



No. 86. Song Preceding Treatment of Fractures (Catalogue No. 516)

Sung by Eaole Shield Voica J =88 Drum not recorded

Ko - la wa - na hi - yu - ye ma - to o - ma ki - ya - ke

rjTiriiijtj-fe.

ko - la hi - yu - ye

^feHf^

le-na wa-yaqk hi -yu - ye

wa-yaqk hl-yu

ye

ma - to o-ma - ki - ya - ke

kola’ friend

wana’ now

hljru’ye come

maty bear(who)

oma^yake told me this ^ (said)

kola’ friend

hiyu’ye come

lena’ wajragk’ behold all these

hiyu’ye come

mato’ bear

omaldyake told me this

Analysis. — ^Threo renditions of this song were recorded, which are uniform in every respect. The melody progressions are somewhat peculiar, but their exact repetition shows that they were clear in the mind of the singer. There was a slight lowering of pitch in the sustained tone which occurs in the sixth and seventh measures. The song is melodic in structure and contains all the tones of the octave except the sixth. One accidental occurs — the seventh lowered a semitone.

Another remedy imparted to Eagle Shield by the bear was a remedy for diseases of the kidneys. This plant, which grew on the prairie, was called by the Sioux azuy’ika yazay’pi on ’piyapi^ and was identified as Lactuca pulchella DC. (wild lettuce). It was dried and prepared in the form of a decoction. Eagle Shield said that not more than three doses should be prepared at a time, as it must not be allowed

1 lieferrlng to the manner in which the patient was being treated.
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to stand overnight. This decoction was to be taken three times a day, and the eflFect was said to be better if it were taken with food. Eagle Shield said: ’’No matter how much a person is suffering, as soon as this medicine reaches the spot it reUeves the pain. This is usually done by the time six doses have been taken.*’

A song was sung four timed during treatment with this remedy. In the words of the song the bear is addressed as “father.”

Dbum not recorded

No. 87. An Appeal to the Bear (Catalo^e No. 517) Sung by Eagle Shdsld

^m

Utf\r iriPrTt^p

A- te ho-ye - ya

a-te ho-ye - ya l-yo-tl- ye wa-klg^t

s

\m.U-LJ r_r 11^^

ye

a-te ho-ye •’- ya i-yo - tl - ye wa-ki - ye yo

ate’ father

ho’yeya send a voice

ate’ father

ho’yeya send a voice

iyo’tiye a hard task

wa’kiye I am having

ate’ father

ho’yeya send a voice

iyo’tiye a hard task

wa’kiye yo I am having

Analysis. — ^This is a pleasing melody, with no striking characteristics. Three-fourths of the intervals are ’major seconds, the remainder comprising a fifth, a fourth, and a minor third; the song is minor in tonality and melodic in structure, containing all the tones of the octave except the seventh and second. Three renditions were recorded, interspersed with the groans as given with songs for the sick. The renditions were uniform in all respects.

The following song is that of the bear, which digs roots with its claws. The herb used in connection with this song was identified OS Olycyrrhiza lepidota Nutt. (wild licorice). The song and herb were used in the treatment of the sick. Eagle Shield said that when administering the herb the song was sung only three times.

Drum not recorded


	



No. 88. Song of the Bear

Sung by Eagle Shikld
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(First renditian)

mina^pe kii) wakai)^ yelo’ my paw is sacred

pefi^uta o^ta yelo’ herbs are plentiful

(Second rendition)

miiia^pe kiq wakaQ^ yelo^ my paw is sa<*red

ta^ku iyu’ha o’’ta yelo^ all things are sacred

Analysis, — The fourth constitutos 31 per cent of the intervals in this song. The only interval larger than this is the ascending eleventh, which appears with the introduction of the words. This interval occurs in no other song of this series and is found only three times in 340 Chippewa songs. The interval was correctly sung in the three renditions of the song. The change of time was the same in all renditions. (See song No. 5.) This melody contains two rhythmic units, both of which are found in the first part of the song. The rhythm of the latter part, containing the words, has no resemblance to the rhythm of the unit.

A remedy to check hemorrhages, arising either from wounds or from some internal cause, was suppUed by an herb called by the Sioux
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wir)a’wazi huikar^, ’root of the bur/ and identified as Ratihida columnaris (Sims) Don. (cone flower) . This was found in damp places, along

creeks. For pain in the side a tea was made of the stalk and leaves

of this plant, and for earache a decoction was made of the root and

a drop put into the ear. The foDowing song accompanied the use

of this herb.

No. 89. “Bear Told Me” (Catalogue No. 519)

Sung by Eagle Shield (or J^rrieo) Drum not recorded
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ta wai] ma-to o - ma-ki - ya - ka

kan^tuhuwa lu’ta wag a scarlet buckbrush

mato’ bear

oma^yaka told me about

ta^u fiito’mniyai) all things

kola’ friend

oma’Tdyaka • told me about

kan’tuhuwa lu’ta wai) a scarlet buckbrush

mato’ ^ bear

oma^yaka told me about
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Analysis. — ^Three renditions of this song were recorded, and in them all the changes of measure-lengths occur as in the transcription, the time being unusually well maintained. It is impossible to indicate an eighth note as the metric unit of the first and similar measures, as 6-8 time implies a group of two triplets, while the three counts in these measures are clearly defined. The rhythmic unit is interesting, and parts of it are found in parts of the song which do not contain the complete unit. The song is minor in tonality and lacks the seventh and fourth tones of the complete octave. (See song No. 26.)

The fourth constitutes 37 per cent of the entire number of intervals in this song, a proportion even larger than that in the preceding song. In the descending fourth D-G the lowest tone was invariably sung a trifle sharp in this song, offering a contrast to the preceding song, in which the fourth was sung with good intonation.

Eagle Shield gave the following narrative concerning his dream of the badger, from which he secured his remedies for children. The remedies for adults, as already stated, were received from the bear.

Eagle Shield said :

A man appeared to me in a dream, showed me a plant, and said, ’’My Mend, remember this plant well. Be sure to get the right one, as this is good.” It was a badger, who appeared to me in the form of a man and said this. It was the first time that the badger came to me, but afterward he brought me other herbs. There were no songs with any of the herbs which the badger brought me. In return for the kindness of the badger I took tobacco, cut it up fine, and dug a hole in the ground. I buried the tobacco and said, “Badger, I give you this in return for what you have told me.” When the badger is alive he eats this herb. Whatever herb the badger introduces is especially good. Some consider his medicine stronger than that of the bear, as he digb deeper and farther into the ground.

Eagle Shield said that he buried a little tobacco as an offering to the badger whenever he dug any of these roots. He said also that before giving these remedies to a child he always made a supplication similar to the following: “Wakai)’tai)ka, you have made these herbs. We are going to give them to this child. We hope you will make the child well, and we hope nothing will come to prevent the usefulness of these herbs.”

The first remedy imparted to Eagle Shield by. the badger was a plant identified as LeptUon canadense (L.) Britton (horseweed). This was used as a remedy for pain in the bowels and for diarrhea. As it is a mild remedy and the size of the plant varies, it was difficult to describe the amount to be used as a dose. Eagle Shield said that if a plant were small it would be necessary to use all the root and a few inches of the stalk, but that if the plant were large it would be sufficient to use half the root for a dose. A decoction was made, and he said it was “well to smell the tea to judge its strength, as it should smell of the root to be right.” He said it ’’should be taken before meals, the morning
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dose being the largest. If a person should take this after a meal it would cause distress, but when taken before a meal it prepares the stomach to receive and digest the food/’ A small spoon made of white bone was used in giving medicine to children. (See pi. 36.)

The second of Eagle Shield’s remedies for children was identified as (Thenopodium album L, (lamb’s-quarters). A decoction of the entire plant was used in cases of bloody dysentery. It could be given from the time a child was old enough to drink water, the dose being increased according to the age of the child.

The third remedy was for diarrhea, and was seemingly stronger than ’the others, as the dose was about a teaspoonful and only two or three doses were usually given. The herb was not boiled, but hot water was poured over it to make a tea. This was identified as AquUegia canadensis L. (wild columbine).

The fourth remedy was for fever and headache. In this instance the herb was to be steeped. Some was given internally ^ and the child’s entire body was rubbed with it. This herb was identified as Rumex sp. (dock).

Mato ‘-nape’-ska (Bear-with- White-Paw) (pi. 38) was a man who showed much seriousness in describing his practice of medicine. He said that when treating the sick he wore one side of his hair unbraided, as shown in the illustration. (See p. 64.) The drum which he holds is that which he used when singing his medicine songs. The term tay’cega is appUed by the Sioux to all drums, the large dance drums as well as the hand drum. The specimen here shown (pi. 39) has a single head of rawhide and is held by means of two iron wires at the backy which are passed through a short section of iron tubing, thus forming a handle. Thongs or strips of stout cloth are also used for holds on these drums, which are common to many tribes of Indians. (See Bulletin 53, p. 62.) Drums of this type appear in the hands of members of the Kai)^’yuha in a native drawing by Eagle Shield (pi. 40). The drumstick used by Bear-with-White-Paw is elaborately decorated with porcupine quills and could be used with a large dance drum as well as with a hand drum. Such a stick might be carried to a gathering by a man who expected to sing at the drum.

A ’’necklace” which Bear-with-White-Paw said that he had worn for many years when attending the sick is shown in plate 41. He said that when summoned to visit a sick person it was his custom to put on this “necklace,’’ consisting of a strip of hide to which are attached two small bags of”medicine” and a bear’s claw. He said further that he pressed this claw into the flesh of the patient in order that the medicine might enter more easily and be more effectual. Eagle Shield also used a bear’s claw in treating the sick (p. 253).

Like Eagle Shield, Bear-with-White-Paw received his knowledge of healing herbs from the bear. He said, *’The bear is very truthful. He has a soul like ours, and his soid talks to mine in my sleep and tells me what to do.”

Six herbs were described to the writer by Bear-with-Wliite-Paw, and fresh specimens were furnished for identification.

Before beginning his account of the herbs and their uses he made

the following supplication to the bear, a supplication which he said

he would use when treating the sick:

Ho mita^kola oq mai’ke taQyai)^ anamaptai) yo. Qpetu kii) lehai)!^ taOcu wai)ii’ awa^daq mi he odi’‘diyakii) ktelo’. Teixi^tB, lena’‘ke slolye’ mayaki^yiq n^ ta^u e6oTi^ maya’^i na wo’yazaq wag^‘f igf i api^’ye mayai na hena’ iyo’kihe kta ke^‘he Vog wana^ lehai)K iya^’hpe wa’yii) kta tka he^6e iyu^’ha owa^kihi kta. Wc/yazag hena’ heyab’ iya’yii) kte.

Translated as follows by Mr. Higheagle: i

My friend, I am poor and needy. Listen well to me. This day I have something in my mind, and I wish to tell you. All these medicines you have made known to me, and you have commanded me to perform certain things in order to attend to certain sicknesses, and you have told me that these medicines have certain powers in them. Now I wish to use them with effect. These sicknesses, I want them to go away.

Bear-with- White-Paw said that he had only one song, which he

sang in connection with the use of all these herbs. This song is as

follows:

No. 90. Song of Healing (Catalogue No. 674)

Sung by BBAR-wrrn- White-Paw

VoiOB J =66

Dbum not recorded
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ate’ father

hiyu’^ye yo come forth

hu noQ’^pa a two4eggod object (seefpotnote, p. 120)

maka^ta yugka’ 6a lying in the earth ^


	piyaVaka^^ I have renewed



ate’ father

hiyu’ye yo come forth

ina’ mother

hiyu’ye yo come forth

hu nog’pa a two-legged object

maka’ta yuqka’ 6a lying in the earth

piya’wakage’ I have renewed

ina’ mother

hiyu^ye yo come forth

Analysis. — This is the only song recorded by this singer. It is an interesting melody and was sung twice. There is no difference between the renditions, and the singer’s performance was characterized by a marked degree of carefulness, like that of Brave Buffalo when singing similar songs. The tonic chord (D minor) is in evidence throughout this song which, however, is classified as melodic with harmonic framework because of the accented G, which appears four times. The last tone of the rhythmic unit was slightly shortened in every instance, as indicated in the transcription. The song contains 32 intervals, only, two of which are larger than a minor third.

The herbs furnished by Bear-with- White-Paw, with the directions for their use, are as follows:


	Identified as Cheirinia aspera (DC.) Britton ’(western wallflower). This was said to be a very rare plant among the Sioux, though it can occasionally be found on level ground or along a river. It was used as a remedy for cramps in the stomach or bowels. The plant has long slender seed pods, somewhat resembling pine needles. In preparing the medicine these seed pods are opened and the seeds removed and crushed. Warm (not hot) water is poured over them, whereupon the water becomes yellow. This mixture is taken internally and also applied externally. It is a very strong medicine, and if the person has been sick only one day a single dose of the remedy is usually sufficient.


	Identified as Heuchera Tiispida Pursh (alum root). This plant was said to grow on high ground. The root only was used; this is so strong that a fragment of a small root about half an inch long was a sufficient dose for a child. It is a powerful astringent and was used as a remedy for chronic diarrhea. Only two or three doses were usually given.


	Identified as LitTiospermum linearifolium Goldie (puccoon). This was used as a remedy for hemorrhages from the lungs. The
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plant grows on the hills and has fragrant white flowers. Bear-with- White-Paw said, * ’The odor of these flowers goes to every plant that brings cure to men. It makes them sweeter and strengthens them as they grow in the field.” He said also that the medicine-men keep this or some other fragrant herb in the bundle with their roots during the winter. (Compare p. 79.)


	Identified as Echinacea angvMifolia DC. (“nigger head”). A specimen of this herb was also brought by Jaw (pL 59), who, like Bear-with- White-Paw, said that he used it as a remedy for toothache. Bear-with- White-Paw gave other uses for it, saying that he used it also for pain in the bowels; that it would cure tonsilitis, and was frequently employed in combination with other herbs. Only ’ the root of this plant was used.


	Identified as Monarda fistvlosa L. (horsemint). This was said to be an ’*elk herb” but is not the same variety of plant as that called the ** elk herb” in the description of Brave Buffalo’s dream, which was identified as Monarda scahra Beck. (See p. 178.) This remedy was used to reduce fever, and was also said to be *’good for a hard cold.” The blossoms only were used, and Bear-with- White-Paw said they were so strong that **only a little” should be used in making the tea.


	Thisherb, identified ssAUionianycta^gineaMichx. (umbrellawort), is the same as that a specimen of which was furnished by Eagle Shield and used externally by him in the treatment of broken bones. Bearwith- White-Paw gave the following directions for its use: ** Grate the root, moisten it, and rub it on the skin wherever there is a swelling.” He said it grew close to the water and was adapted only for external use.




The narrative concerning these medicines was given at intervals through a period of several weeks, as considerable time was required for finding suitable specimens of the herbs. Bear-with-White-Paw imderstood the purpose of the analysis, and the plants he brought were especially large and typical. When the work was completed he assured the writer of the sincerity with which he had done his part, saying again, ** These are the medicines which I use for the purposes I have told you, and the song which I sing when I use them.”

In addition to the herbs secured from Eagle Shield and Bear-with- White-Paw, two plants were procured from Jaw, one mentioned above and another which was said to be an unfailing cure for rheumatism; this was identified as Parmelia sp. (a Uchen). No songs were recorded by Jaw in connection with the use of these herbs.

In order to ascertain whether the herbs used by Eagle Shield, Bearwith-White-Paw, and Jaw have a known medicinal value the speci- mens of plants were submitted to the United States Department of
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.Agriculture, from which the following report was received.* The species marked (*), or, in some cases, other species of the same genus, were reported by th^ late Mrs. Stevenson as being used medicinally among the ZufLi.’ Those marked (t ) have been noted among the Tewa.»

t Achillea lanulosa Nutt Not known as poaseaBing medicinal value (p. 254).

*AstragaluB carolinianus L None (p. 257).

t Artemisia frigida Willd Known aa Colorado sage; has considerable reputa*

tion as a medicinal herb among miners and others in the Rocky Mountain r^ion in the treatment of their mountain fevers (p. 259).


	Astragalus sp Species of Astragalus in this country are best known



for their poisonous action upon animals (p. 260).

Lactuca pulchella DC None (p. 262) .

fAllionia nyctaginea Michx None (pp. 261, 270).

Glycyrrhiza lepidota Nutt ^ Has the taste of the true licorice root, but is not used

medicinally (p. 263).

*Ratibidacoiumnaris (Sims) Don None (p. 265).

*Leptilon canadense (L.) Britton Herb used for hemorrhages of various kinds; also employed in diarrhea and dropsy. Volatile oil, known as oil of erigeron, obtained by distillation of the fresh flowering herb (p. 266).

*Chenoi)odium album L Leaves said to have sedative and diuretic properties

(p. 267).

Aquilegia canadensis L Plant said to have diuretic, emmenagogue, sudorific,

and tonic properties (p. 267).

*Rumex sp iThe roots of Rumex eriapus and R. obttutfolitu are

employed medicinally for their astringent and tonic properties. Rumex hymenosepalus of the Southwestern States is used for tanning purposes ’ (p. 267).

Cheirinia aspera (DC) Britton. . None (pp. 269, 389).

Heuchera hispida Pursh Root said to be employed by hunters and prospectors of the Northwest as an astringent to check diarrhea (p. 269).

*Lithospermum linearifolium None (p. 269). Goldie.

Ekrhinacea angustifolia DC Root used for its alterative properties (pp. 270,

389).

fMonarda fistulosa L Leaves and tops sometimes used as a substitute for


	punctata^ and employed as a stimulant, carminative, sudorific, diuretic, and anti-emetic. Fur- nishes a sharp and pungent oil (p. 270).



•Eirigeron pumilus Nutt None (p. 389).

fLacinxiria punctata (Hook.) None (p. 389). Kuntze.

Parmelia sp None (p. 270).


The writer gratefully acknowledges the assistance of Mr. Paul C. Standley, assistant coTBtor, Divisloa of Plants, U. S. National Huseum, who identified these specimens; also that of Miss Alice Henlcel, assistant In eoonomlo and systematic botany, Bureau of Plant Industry, U. S. Department of Agriculture, who reported on their medicinal properties, as here given.



1 Ethnobotany of the Zufii Indians, in ThirUdh Rep. Bw, Amer. Ethn., pp. 101-102.

• Bobbins, Harrington, and Freire-Marreoo, Ethnobotany of the Tewa Indians, BuU. 66, Bur. Amer. Attn., pp. 121-133.
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The two following songs are said to have been used by Sitting Bull in treating the sick and were sung by his nephew Tataij’kawaijii’la (One Buffalo), literally One Buffalo Bull. (PL 57.) A brief account of the life of Sitting Bull followed by two of his songs is given on page 458 and an incident in his early life is related in connection with a demonstration of the sacred stones on page 218.

No. 91. Sitting BuU’s Medicine Song (a) (Catalogue No. 654)

Sung by One Buppalo VoxcB J =63 Drum not recorded

WORDS (not transcribed)

WakaQ’^taQka Wakag’taka

ta^u wa^yelo to him I am related

Wakag-‘tagka wa^te’ Wakag’tagka (ia) good

ta^u wa’yelo to him I am related

waijkag^taijhag from above

oya’te wag a tribe

kola’ wa’yelo is my friend

wai)kai)’tai)hai) from above ,

heha^a wag an elk

kola’ wa’yelo is my friend

wagkag’taghaQ from above

wi6s/6sk wag a man

kola’ wa’yelo is my friend

Analysis. — ^This melody is simple in form and without striking characteristics. It contains all the tones of the octave except the seventh, and is major in tonahty and melodic in structure. The first interval is an ascending progression of a major sixth, which is the only interval in the song larger than a minor third.
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No. 92. Sitting BuU’8 Medkslne Song (b) (Catalogue No. 655) Sung by One Buffalo

VOIGB J =96

Drum not recorded

To - pa ki - ya ko - la ni - wa - kaq nuij - we
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to^pa ki^ya in four places

. kola^ friend

niVakaQ nuQwe^ may you be sacred

tuwe^ni wakai)^ ^1 yelo^ no one is sacred

ehe^^^UQ yousaid

to^pa ki’^ya in four places

kola^ friend

ni^wakai) nugwe’ fiiay you be sacred

Analysis, — ^This melody contains 23 measures, but only 11 progressions, 6 of which are downward and 5 upward. It has a compass of only 6 tones. Among 340 Chippewa songs 7 per cent have a compass of 6 or fewer tones, and in the present series 5 per cent have this range. The rhythmic unit is long and interesting, having a completeness which is frequently lacking in these units. The melody tones are those of the fourth five-toned scale. The tonic chord is clearly felt throughout the melody, which would be classified as harmonic in structure except for the accented C, occurring once in the song.
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NARRATIVE OF A VIGIL AND PRAYER FOR THE SIOK By Tataijk^-ehaij’ni (Old Buffalo)

. It was with no little hesitation that Old Buffalo told this story and depicted the event in a drawing (pi. 42) It is an account of a prayer vigU which he kept for a niece who was very ill and who, he believed, recovered because of this action on his part. Such a vigil is called by the Sioux hayhle’dapij ‘prayers offered standing.’* This narrative is given in the present tense, as it was related, and the words of the interpreter (Mrs. James McLaughlin) are followed as closely as possible. Old Buffalo said:

I have a sister older than myself. We are children of one father and one mother. As my sister’s child is growing up to be a young girl, she is taken sick, and is so thin that there is no flesh on her bones. She can not rise from her bed. I ait beside her. She asks me to bring her a drink of water. My heart is very sad. As I see her my thought is, ’’I will call on Wakaq^taqka for help.” I had heard that when men came to helplessness in sickness they did this. I coiild not bear the thought of going many miles barefoot, but I wanted the girl to recover.

I go on a high hill and make a vow, saying, “Wakaq^taQka, I call upon you. Have pity on me. My niece is on her deathbed. Have pity on her, so she can live on earth and see you. Give me strength to do what is right and honest. I will give you four sacrifices. I will smoke a fine pipe. It is a Chief pipe, so you can bless it. I will do this in your honor if you will spare her life.”

The girl gets better. She drinks water and eats a little food.

Now I am going to fulfill my vow to WakaQ^taQka. It is July, and the weather is very hot. They make a lodge for me at some distance from the village. It is a lodge of branches. Several men take the big-leaf sage and spread it on the ground in the lodge, then they bring hot stones and pour water on them. As I sit in the lodge it is filled with steam. When I am wet with perspiration the men rub me with sage. They take a buffalo robe, put it around me with the fur outaide, and tie it across my chest. The discomfort of wearing this heavy robe is part of my sacrifice, as well aa the diqgraoe of being dressed like a woman. No moccasins are on my feet. So I start for the distant hill where I am to offer my prayer. I carry a pipe decorated with ribbons and mallard-duck feathers, holding the stem upward in front of me as I walk. The sun has not long risen as I leave the village, and I reach the hill before noon. There I find a buffalo skull, which a man has brought from the village. It is a large skull with horns on it. My friends have also prepared a soft place on the ground for me and covered it with sage leaves, that I may rest when I am too weary from standing. That afternoon I hold the pipe and follow the sun with it. At night I lie face down on the sage.

Now the sun has risen. I stand up again, facing the east and holding the pipe. All day I follow the sun with the stem of the pipe. The second night I stand up all night, until the daylight appears. Then I put my pipe against the buffalo skull and lie down with my head near it. When the sun is fully riaen I stand up again and cry, saying **Give me strength for long life, and stren^h to be right and honest in all I do.” On the third day I put a piece of rt»d cloth [waoi/yapi] at eac»h of the four directions.

Just as the sun is glutting low on this day they come for me. I leave the buffalo skull, the pipe, and the four offerings of red cloth on the hill. Now I am going back

iC(. vigil by giya’ka (pp. 184-188)
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FASTINQ VIGIL (DRAWINQ BY OLD BUPPALO)

OLD BUFFALO
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with my friends, still walking with bare feet. They have made a new sweat lodge near the old one, and I am the first to enter it. Again they bring hot stones and pour water on them, and again they rub me with the sage leaves. After this I put on moccasins and leggings, and go away.

This is the means by which we prolonged our lives in the old days. My niece recovered.

The writer then asked some question about the care given the girl by the medicine-man (or doctor) and Old Buffalo replied indignantly: “It was Wakai)’tai)ka who saved her life; not the doctor. She lived in answer to my prayer.”

This song is commonly used by medicine-men of the tribe:

No. 98. “A Wind from the North” (Catalogue No. 536)

Sung by Two Shields VoicbJ:=132

Drum J ^160
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6a]] - te ma -to - ke - 6a - 6a waq-ma-yaq-ke

VOICB Jr;104
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6ar)te’ my beart

mat(/ke6a6a is different (aee footnote, p. 120)

waQma^yaQka yo behold me

6ai)te^ my heart

matoHceaa is different

heiya^ye waye’ I have shown it

wazi^yata from the north

tate’ a wind

hiyy ma aU^ we comes to get me (cf , words of Nos. 41, 105;

also footnote, p. 120).

Analysis. — ^This song contains the tones of the fourth five-toned scale. In structure it is melodic with harmonic framework, the tonic chord being strongly in evidence throughout the melody. Concerning the change of tempo see song No. 5. In this instance the phrase indicated as the rhythmic unit of the song is long and not accurately repeated. Three reasons seem to justify this : (1 ) the phrase forms the rhythmic divisions of the entire song; (2) the phrase in every instance opens with the same measure-divisions; (3) the note values of the phrase are in some instances necessarily changed to conform to the words. Two-thirds of the progressions are downward, and the song contains only three intervals larger than a minor third. See plot of this melody on page 283.

In this song we meet a strange phase of the life of a medicine-man. Two Shields, who recorded the song, said that ** White Shield used to sing this song when he was worried or disappointed.” Strangely human is this little melody. Two Shields said also that when singing the song he would mention the direction on which the wind was blowing that day, as *’ every man who performs ceremonies respects the various winds.”

DINSMOBS]

Drum J:^132 Drum-rhythm similar to Ko. 19

No. 94. <<May This be the Day’’

SimgbyTwo Shiblds

mh/^r'^f’n’\n”M^

Ai)-pe - tu mi - ta-wa ^oi) le

tu Dui)-we

ai)- pe - tu

^

)i. f • I r r r

t

42 r^

mi - ta-wa kox) le

tu nui) - we

wa - zi - ya - ta

ttJt^^ ^ iii^-Mia ’ r r ifir r i^

ta - te u - ye 6iq ai) - pe - tu mi - ta - wa ^og le

^S

p:

ir=t

I P !^ ||fl|

^^

ya.

tu nuq - we

aq - pe - tu mi - ta - wa koi) le -

tu nui) -we

ai)-pe-tu mi - ta-wa koi) le

tu nui)-

gg^B

I I I |-1

i

«=ai«

75K-

-«^

4 ^ <

-^ — -a^

we

aq-pe-tu mi - ta-wa ^oi) le - tu nui)- we

a;)pe^tu mitaVa I^oq le^tu may this be the day which I considered

nuQwe^ mine

wazi’yata from the north

tate’ uye^ 6ir) the wind is blowing

aQpe^tu mitaVa ]^oi) . le^tu may this be the day which I considered

nugwe^ mine

Analysis. — In this song voice and drum are entirely independent in tempo, the drum boating unaccented eighths in a tempo J = 132, while the tempo of the voice is J = 176. Both are steadily maintained. The song is distinguished by the number of major seconds it contains, this interval forming 16 per cent of the progressions. The melody has a compass of 10 tones and is on the fourth five-toned scale. The rhythmic unit is interesting and is continuously repeated. Three

renditions were recorded, the repetitions being separated by shrill cries during which the drumbeat was steadily continued.

This is the third analysis group of dream songs and comprises those used in treating the sick. In this, as in the songs analyzed on pages 198 and 239, a large majority of the songs were recorded by those who themselves received them in dreams. The numbers of these songs are 79 to 94, inclusive.

Old Songs — (4) Songs Used in Treatment of the Sick

Melodic Analysis

TONALITY

Number of songs.

Serial Nos. of sonrs.

I

ICaJor tonality . Minor tonality .

6 85, 86, 91, 92, 93, 94 10 ’ 79, 80, 81, 82, 83, 84, 87, 88, 89, 90

Total.

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Namber of songs.

Serial Nos. of songs.

Beginning on tho -

Tentli

Ninth

Octave

Fifth.

Third

Keynote

Total.

79, 80, 86, 94

83, 84, 87, 90

85, 89, 91, 93

82,88

LAST NOTE OF SONG— ITS RELATION TO KEYNOTE

Number of songs.

Serial No*^. of sonc^.

I

Ending on th<

Fifth

Third…. Kevnote .

3 85, 88, 89 2 91.93 11 79, SO, 81, 82, S3, 84, 86, 87, 90, 92, 94

Total.

LAST NOTE OF SONG— ITS RELATION TO COMPASS OF SONG

Shrill Na>. of soiv*.

I NTim>>er I of songs.

Songs in which fiiul t«»ue is - Lowest lone in > “n :

I

Immedlatoly preceded by whole tone below. Songs containing a fourth below the final tone..

H 7y, >0, M. s2. s.?, M, M”., S7. ss, sr. «A  91,


	94 1 85 1 92



Total.
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Old Songs— r{4) Songs Used in Treatment of the Sici— Continued

Melodic Analysis — Continued

NiniBER OP TONES COMPRISINO COMPASS OP 80N0

Compass o|— Twelve tones

Ten tones

Nine tones… Eight tones.. Six tones

Total

Number of songs.

Serial Nos. of songs.

79, 80, 84, 86, 03, 94

81,85

83, 87, 89, 90, 91

82,93

TONE MATERIAL

Fourth five-toned scale

Minor triad and fourth

Octave complete except seventh

Octave complete except seventh and sixth

Octave complete except seventh, fifth, and second

Octave complete except seventh and fourth

Octave complete except seventh and second

Octave complete except sixth

Total

Number of songs.

Serial Nos. of songs.

92,93,94

80,83,00

81,85

79,84,80,88

ACCIDENTALS

Songs containing— ,

No accidentals

Seventh raised a semitone

Fourth and seventh raised a semitone Seventh lowered a semitone

Total

Number of songs.

Serial Nos. of songs.

79, 80, 81, 82, 83, 85, 87, 89, 90, 91, 92, 93,94

STRUCTURE

Melodic

Melodic with harmonic framework Harmonic

Total

Number of songs.

Serial Nos. of songs.

79, 86, 87, 91, 94

80, 81, 82, 85, 88, 90, 92, 93 83, 84, 89
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Old Songs — U) Songs Used in Treatment of the Sick — Continued

Melodic Analysis — Continued

FIRST PROGRESSION— DOWNWARD AND UPWAHD

Numbw of songs.

Downwsnl. Upwaid…

Total.

Serial Nos. of songs.

79, 80, 81, S, 85, 86, 87, 89, tt, n, 93, 94 83, 84, 88, 91

TOTAL NUICBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Downward. Upward…’

TMal.

I 292 I

186 i

INTERVALS IN DOWNWARD PROGRESSION

Interval of fr—

Fifth.

Foarth

ICa^ third.. IChwr third.. ICaJor second. Minor second.

Total.

INTERVALS IN UPWARD PROGRESSION

Interval of a—

Eleventh

. Tenth.

Octave…’ —

ICaJor sixth..

IChwr sixth..

Fifth.

Foarth

ICaJor third..

Hhiorthinl..

ICajor second.

ICincM’ second.

Total.

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of inttfvals

Total number of semitones

Avtfage number of semitones In an interval

1.461

3.05
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Old Songs — (4) Songs Used in Treatmeni of the Sick — Continued

Melodic Analysis — Continued

KEY

Number of songs.

Key of—

A major

B flat major.

BmQ)or

D minor

E flat minor

E minor

O minor

A flat major.

Total

Serial Nos. of songs.

91,92

80,94

79, 80, 84, 90 ,

87,88

81,83

82,89

Rhythmic Analysis

PART OF MEASURE ON WHICH SONQ BEGINS

Beginning on unaccented part of measure Beginning on accented part of measure. . .

Total

Number of songs.

Serial Nos. of songs.

79, 81, 82, 83, 84. 88, 91, 92

80, 85, 86, 87, 80, 90, 98, 94

RHYTHM OF FIRST MEASURE

First measure in~

^-8 time

Total

Number of songs.

Serial Nos. of songs.

79, 80, 81, 83, 84, 86, 87, 88, 90, 91

86, 89, 92, 93, 94

CIIANQE OF TnCE (MEASURE-LENGTHS)

Songs containing no change of time Songs containing a change of time. .

Total

Number of songs.

Serial Nos. of songs.

79, 91, 82, 83, 84. 85, 86, 87, 88, 89, 90, 91, 92,93,94
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Old Songs — (4) Songs Used in Treatment of the Sick — Continued

Rhtthmic Analysis — Continued

RHYTHM OF DRUM

Eighth notes unaccented. Quarter notes unaccented . Drum not recorded

Total.

Number of songs.

Serial Nos. of songs.

79, 93, 04

81.82,83,84.85,86,87,88,89,90,91,92

RHYTHBnC UNIT OF SONG

Number of songs.

Songs oontainlng— No rhythmic onit. . One rhythmic unit . . Two rhythmic units.

Total.

Serial Nos. of songs.

1 . 86

13 ; 79.80.81.82,83,84,85,87,89,90,92.93,94

2 8S, 91

I

METRIC UNIT OF VOICE (TEMPO)

Number of songs..

Serial Xos. of songs.
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Old Songs — (4) Songs Used in Treatment of the Sick — Coatintied Rhythmic AxAtYsia — Continued

COMI-ARiaON OF METRIC UNIT OF VOICE AND DRUM (TEMPO)

Niinib.r

Serial yos.olsont.^.

Dnim and voles bsvinE lb* san

trie unit

i

79, «

si,8a,e3,w,ss,ea,87,gg,BB,«


	



PLOTS OF 80SQS US^D IS TBEIATMEXT OF THE SICK

Among the plots selected from those of the preceding group may be noted three which resemble Class A (see fig. 19) but contain ascending progressions; these are Nos. 79, 86, and 91. Kxamples

TtlNi’fiT^fof Class C are shown in Nos. 80 and 81, the recmrenco and dwelling on the keynote suggesting the confidence wiiich the medicine-man felt in his own power and which he wished to impress on tlie mind of hb patient. The outline of song No. 93 suggests Class C in its repeated tones but bears also a resemblance to Class D. The title of this song is “A wind from the north.”

SOCIETIES (OKO’IAKICIYE)

Two classes of societies existed among the Sioux — dream societies and military societies. Both classes are mentioned by Hayden, one of the earliest writ: on the Indians of the upper plains. Hayden enumerates the Sioux societies as the “Bull Head, Elk, and Bear” (the first being properly translated “buffalo” and all being dream societies); also the “Scalp, Strong Heart, Fox, Big Owl, and Soldier.” * In^every instance the Sioux equivalent is given, identifying the societies with organizations of comparatively recent times.

Societies based on dreams (known as ’’dream societies”) were composed of men who, in their fasting visions, had seen the same animal. The common experience of the vision bound the men together and societies were thus formed. These societies had their meetings, to which were admitted only those who had dreamed of the animal for which the society was named. Concerning these societies Miss Fletcher writes:

Among the Slouan family of Indians there are societies, religious in character,

which are distinguished by the name of some animal Membership in these

societies is not confined to any particular gens, or grouping of gens, but depends upon supernatural indications over which the individual has no control. The animal which appears to a man in a vision during his religious fasting determines to which society he must belong.’

Among the Teton Sioux there are some societies which belong unmistakably to one of these groups and others which, according to the writer’s informants, probably had their origin in a dream of the name-animal, but are now open to men who have distinguished themselves in war. Thus the Elk and the Buffalo are distinctly dream societies, and the Strong Heart, Miwa’tani, and White Horse Riders are distinctly military in character, while the great military society of the Kag^‘yuha is said to have originated in a dream of an owl. The writer secured an account of a dream of a wolf, but the terms “Wolf society” and’‘Fox society” seem to some extent interchangeable at the present time. Mention was made of a Horse society, but no dream of a horse was recorded; it was, however, a dream society, and is included by Wissler in his hst of’’ dream cults”

I Hayden, F. V., fethnography and Philology of the Indian Tribes of the Missouri Valley, p. 281, Philadelphia, 1982.

« Fletcher, Alice C, The Elk Mystery or Festival. Ogallala Sioux, in Kept. PeabodyMweum, m, pp. 276^ 277 Cambridge; 1887. Cf. also Wissler, Clark, Societies and Ceremonial Associations of the Teton-Dakota, Anthr. PapertjAmer. Mm. Nat. Hitt., d, pt. 1. pp. 81-98, New York, 1912.
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BUFFALO-DANCE SHIELD
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•

among the Oglala.* Mention of ’’horse songs” is made also by Dorsey.*

It is probable that these societies held no regular meetings, and that no new members of the military organizations had been elected dming a period of about 30 years prior to the collecting of this material. It is impossible, therefore, to secure much reliable information on the history of these Societies among the Teton Sioux*

Dream Societies

BUFFALO SOCIETT

Concerning the Buffalo society Dr. Lowie writes:

Among the Santee the men performing the Buffalo dance [Tata^k watcipi] had had visions of the buffalo, though apparently the sons of such men were also entitled to join. One man might dream that he … had been shot by an arrow so that he CQuld barely get home. . . . Such a man painted himself vermilion to represent the trickling down of the blood. Another man dreamed of being shot with a gun. Such a one would act out his dream during a Buffalo dance.’

Catlin mentions the Buffalo dance in one of his letters/ stating that he witnessed it at Fort Snelling, Minn. The writer’ saw a Buffalo danoe at Bull Head, S. Dak.^ on the Fourth of July, 1913. In this dance it is customary for the dancers to wear headdresses adorned with buffalo horns, and to imitate the actions of buffalo. A shield carried in the buffalo dance is shown in plate 43.

The following songs were said to have been sung in the Buffalo society. Some of these songs were said to have been received,, or composed, in a dream of buffalo, but the story of the dream had been forgotten, only the songs remaining as a tradition in the tribe.

1 Ibid., p. 05.

sin Eleventh Rep. Bur. Ethn., p. 479.

• Lowie, Robert H., Dance Associations of the Eastern Dakota, Anthr. Papert, Amer. Mu». Nut, Hitt,, ZI, pt. 2, p. 119, New York, 1913.


	CatUn, George, The Manners, Customs, and Conditions of the Nortli American Indian, vol. 2, p. 35, London, IMl.



No. 95. ’’Northward They Are Walking” (Catalogue No .663) Sung by Wakaij’-cika’na (Little Conjuror)

Drum J = d6

f^^^

Wa - zi - ya-ta ki

ya ma - m - pi wa-zi - ya -

ff-f

ta kl - ya ma - ni - pi tuq - kaq 1 - 6a - htag i ya ma - ni -

Eyi^jr Ld’iia

Pl

wazi^yata ki^ya northward

ma^nipi they are walking

tugkai)’ d sacred etone

ida’Titag ya they touch

ma^nipi they are walking

Analysis, — This song and the two following songs were recorded at Siai3eton among Sioux who belong to the Santee division of the tribe. (See p. 512.) These three songs are characterized by the ascending interval of a major third in the closing measures. In two instances this is an ascent to the final tone, which is usually the lowest tone in the song. Two of these songs are minor and one is major, but this interval occurs in all. The song under analysis is characterized by the interval of the fourth, which forms about 28 per cent of the whole number of intervals. Six renditions were recorded, which show no differences. Between the repetitions of the song the drumbeat changed to a tremolo, instead of being steadily maintained, as usual, in the rhythm which accompanied the song.
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No. 96. “My Goal”

Sung by Little Conjuror

(Catalogue No. 664}

^m

“^^^M

f\f ^,f f

^

Ma - ka o •


	wi- haq - ke ta -



ho 0

• i - na - 2ii] mi - 6a -ge

-O:,!?!,!,’ ’ “T

|tj” tlf 1

r”“^

K W^ 1

F^^>’(.Vi!i La* ^ y ^

maka’’ owi^hai)ke ta toward the end of the earth

he o’i^nafii) my goal

mi^ae he has made

Analysis, — Six renditions of this song were recorded, and in each the time of the second and third measures before the close was a little slower than in the rest of the song, the original tempo being resimied with the last measure, and the repetition following without a pause. The song has a compass of only seven tones, and yet twothirds of the progressions are downward. The first part of the song is based upon the minor triad B flat-D flat-F but the progressions in the latter part suggest G flat as a keynote, and the song is accordingly transcribed and analyzed in that key.
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No. 97. <‘In the North’’ (Catalogue No. 660)

Sung by Ma6fi^ta-70 (Blue Cloud)

VoicB J=13a

Drom-rhythm similar to No. 6

rr|fff||,;f|ff|fff|fr|r|rrpn

^m

5S

^

V i

i

U:

m

£

Wa

zi-ya-tata - te n-ya

I

ma -ni-pi wa-sa i-bo-a- bdu - ya ma - ni - pi

^–.^y ' ’ men

t;

Mt

ni!^rrriiiirT|f,j||

wazi^yata ki^ya in the north

tate’ the wind

uya^ blows

ma^nipi they are walking

WSBU^ the hail

ibo^bduya beats

ma^nlpi they are walking

Analysis. — ^The words of this song are in the Santee dialect, as this song, like the two next preceding, was recorded at Sisseton. This melody begins and ends on the same tone. (See song No. 82.) Although this song is minor in tonality, it contains only two minor thirds, nine of the intervals (31 per cent) being major thirds. Three renditions were recorded, the transcription being from the second rendition. The last two measures containing words were sung slightly slower, but without enough change of time to be indicated by a metronome mark. The repetitions of this song were less accurate than in a large majority of instances, seemingly because of the personality of the singer. The rhythm was more exactly repeated than the melody, though the changes in the latter were unimportant. For instance, in the first measure containing words the progression B flat-F was sbmetimes substituted for F-B flat, and in the last measure of the words the tone B flat was sometimes sung instead of D. It will be
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readily observed that these changes did not affect the harmonic framework of the measures, but seemed inserted by way of variety. Some indifference as to the form of ending is shown by the fact that in the first rendition the entire section from the tenth to the fourth measure from the end was omitted, while in the third rendition the last three measures were not sung. As stated, the transcription was from the second rendition, which was the clearest in form. The rhythmic unit, which is interesting, occurs three times.

No. 98. ’’Their Voices Could Be Heard” (Catalogue No. 555)

Sung by Gray Hawk (6etag^ota) * VoioB J =116 Dbux j=II6

^m

£


	i’I^LJ-t f



o

ya - te wai) ho tai) - iq - yaq ma

nl - pi

o - ya-te waq ho taq-iq-yai) ma - ni

pi 6 - yai)-pa - ha

ho tai) - ii)-yai) ma - ni - pi

^m

oya’te wag a tribe

ho their voices

taQiQ^yaQ could be heard

ma^nipi (as) they walk

e^yaQpaha the heralds (leaders of the herd)

ho their voices

taqig^’yai) could be heard

ma^nipi (as) they walk

Analysis, — ^This song contains only the tones of the minor triad and fourth, beginning on the dominant above the tonic and ending on the dominant below the tonic. Three renditions were recorded;

1 Bee pi. 71.
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these show no points of difference. The rhythmic unit is long, but its divisions were clearly given. In the second occurrence of the unit an accent was placed on the final tone, this accent being unmistakable though the corresponding tone in the first occurrence of the unit is unaccented. The interval of the fourth is prominent, constituting 38 per cent of the entire number of intervals. As in many other songs used in dancing, the intonation was wavering. In the first part of the song the drum precedes the voice, but in the closing measures the drum and voice coincide.

No. 99. «<A«raliist the Wind”

^ucgby Gray Hawk

VoicB J- 100 Drum J= 100

fz f:- fr±^

I • te a

i - te ta - te

1 - ya - pa wa - ye

wa - hu - ke - za o - waq

6a wa

ye

ite’ tate’ iya^’pe waye^ I caused the fape to strike against the wind

wahu^keza owaq^da waye^ a lance I sent forth’to cover all

Arudx/sis, — A free translation of the words of this song would be, ’*I drove the tribe against the wind, which struck their faces like a lance.’’ Four renditions were recorded, the time being interrupted between the repetitions. In each rendition the drum was with the voice in the last measure, though it had slightly preceded the voice in the earlier part of the song. Concerning the beginning and ending of a song on the same tone, see song No. 82. The tonic chord is felt throughout the melody, which, nevertheless, ia melodic, not harmonic, in structure. The melody tones are those of the first five-toned scale, which lacks the third and seventh of the complete octave. (See p. 7.) See plot of this melody on page 419.
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The following song is undoubtedly that of a man who dreamed of a buffalo, but the origin of the song was not given:

VoiCK J =92 Dbdm J~96

No. 100. “I Come”

Sung by Gbat Hawk

i

tj* i^” a

Ta*tar)-ka-o - hi - ti-ka mi -ye wa-hi - ye

g^^

TataQka-oMtika Brave Buffalo (a man’s name) *

miye’ lam

wahi^ye I come

Analysis. — ^Three renditions of this song were recorded, the time being interrupted between the renditions. The song is xmusual in that it contains no interval smaller than a minor third. It is characterized by the interval of a fourth, 58 per cent of the intervals being fourths. The melody contains only the tones of the minor triad, a tone material found in only three other songs of this series. Eight tones comprise the compass of the song, which is harmonic in structure. In every instance the two rhythmic units were sung as transcribed, the last count of the second imit being different from •that of the first. The tempo of the drum was slightly faster than that of the voice. See plot of this melody on page 419.

1 This does not refer to the medicine-man mentioned in previous chapters of this work.
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No. 101. Buffalo Society Song (a) (Catalogue No. 549) Sung by Gbay Hawk

Dbux J = 92 Drum-rhythm eimilar to No. 6

Analysis,— Three renditions of this song were recorded, the time being interrupted between the repetitions. This is a pleasing and simple minor melody containing all the tones of the octave except the second. It is harmonic in structm-e, following first the triad of C minor and then the triad of G minor. Two-thirds of the progressions are downward and comprise only the minor third and major second. In the first part of the song the drum precedes and seems to hurry the voice, but at the close the drum and voice coincide. The same peculiarity has been noted in some other songs by this singer. See plot of this melody on page 419.

No. 102. Buffalo Society Song (b) (Catalogue No. 550)

Sung by Gray Hawk Dbcm J =120

’ ?

■•-w -^

Analysis, — ^This song is characterized by an unusual prominence of the interval of a fifth, about 16 per cent of the entire niunber of intervals being ascending fifths ; yet the song has a compass of only seven tones. More than half the intervals are major seconds, and on these the intonation was wavering. The rapid tempo and small countdivisions would make a correct intonation difficult. Tlie drum was
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persistently slower than the voice. This song contains a rhythmic unit which, though short, is interesting. Two renditions were recorded.

No. 108. Buffalo Society Song (c) (Catalogue No. 577)

Sung by Shooter VOICB J=ll«

iHTi”*^^

I r

a

I

’¥^

W^

• »

Analysis, — ^This song is on the second five-toned scale and is melodic in structure. Its compass is small, being only six tones. Two- thirds of the progressions are downward, and two intervals occur which are larger than a minor third. Several renditions were recorded, all being uniform. The rhythmic form of the song is interesting. There are two occurrences of the rhythmic unit, then a pause of one count, after which the unit again appears twice, the remainder of the song resembling the unit but not repeating it. Such definitcncss of form su^ests that the song is clear in the mind of the singer and is being correctly sung. The interval between B and A sharp was not always an exact semitone, but the A natural in the third from the last measure was in every instance given as a much larger interval, showing it was the intention of the singer to sing another tone than that which had been given in the preceding measures

ELK SOCIETY

The men who had dreamed of the elk (see p. 176 et seq.) banded themselves together and called themselves the Elk society. Two Shields was one of the singers and drummers in this society, the last meeting of which was held about 30 yeara ago. He sang the following song, which was used in this society, and which he said had been handed down for many generations. He stated that the song is still sung at dances and must always be paid for by the man who asks that it be sung. Such a man is usually an elk dreamer.
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No. 104. Song of the Elk Society (Catalogue No. 538) Sung by Two Shields

Tu-wa

wafi - te - i - 6i - la

waq

ma

yai) - ka 6ai)-iia

6ai}-te wa-ni-6e

tuwa^ whoever

waSteila consider themselves beautiful (in character

and appearance^

waQma^yaQka cag^na after seeing me

^aQte’ wani^de has no heart

Analysis. — Three renditions of this song were recorded, and in every instance the tones transcribed, respectively, as D flat and D natural were distinguished clearly, though the intonation on them was not exact. The intonation of these tones was best in the opening measures. The renditions were uniform, but the song was especially difficult of transcription, as the tone was vibrato and the time not absolutely regular. On analyzing the melody, we find that 55 per cent of the intervals are seconds, either major or minor. The tones comprised in the melody are those of the fourth five-toned scale, with the sixth flatted as an accidental. Though the tonality is major, we note that almost 18 per cent of the intervals are minor thirds. The final count of the rhythmic unit differs somewhat in its repetitions. Throughout the song the metric unit of the drum was slightly slower than that of the voice.

DBN8M0RE]
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The hoop caaried hy an elk dreamer is mentioned in the following song as “a rainbow.” The following was given as an explanation of the use of this term: ’’Part of the rainbow is visible in the clouds, and part disappears in the ground. What we see is in the shape of a hoop. This word is employed by medicine-men and especially by dreamers of the elements of the air and the earth.” (For songs of a man who dreamed of a rainbow, see Nos. 61 and 62.) The hoop of an elk dreamer was considered sacred, and the dreamer took great pride in it. When carrying it he sometimes put it around his neck or thrust one arm through it and carried it on his shoulder. Such a hoop is shown in plate 26 and is described in connection with Brave Buffalo’s dream of the elk.

No. 105. ’’Something Sacrod I Wear” (Catalogue No. 471) Sung by Siya-’ka »

Dbcx J =76

mj ^- f |f t^l

XL

%^^

Re ta - ku wa-kaj) ko-mai) - ya ke - lo si - to - mni-yai) wai)-

ma - yai)k

a - u

we

he

0 ta - ku wa - kaq

l’>4’^^’ ^


	



ko-mai) - ya ke - lo si - to - mni-yai) waq - ma - ya^jk a - u

we si - to - mni - ya^j war) • ma - yai)k a - u we he

5^^

-<>=^

o 6ai)-gle-6ka waij ko-mai}-ya ke-lo si - to - mni-yai) war) - ma-yax)k a - u

we si - to - mni-yaq waq - ma-yaqk a-u we a he a he

(Part 1)

tafku something

wakai)^ sacred

komftQ^ya ke(/ wears me (cf . words of No6. 41, 93)

sito^mniyai) , all

waoma^’yaQk behold me

afl’’ we coining

(Part 2)

Qgleflca wai) a hoop (rainbow)

komao’^ya kelo’ wears me

sito^mniyai) all

wai)ma^yai)k behold me

a(l^ we coming

Analysis. — -This song contains 40 intervals, all but 3 of which are mmor thirds and major seconds. The intonation was particularly good considering the smaUness of the intervals. The rhythmic imit, which is interesting, appears four times, one of the tones invariably being shortened. Parts of the rhythmic unit occm*, as well as its complete repetitions. Two renditions were recorded, separated by shrill cries while the drum was beaten tremolo. Drum and voice have the same metric imit, but coincidences are met with only in the closing measures. (See song No. 101.) The song contains only the tones of the minor triad and fourth and is melodic in structure.

VoiCB J - 69 Drum not recorded

No. 106. <<My Life Is Such

Simg by Shooter’

^1

Mi - o - 01] - Ca - ge le - 6e -6a -ye mi - o -oi) -6a - ^e wai) - yag -

-#.

ka yo e-ye-lo mi-oq-Ca-ge le - 6e - 6a-ye waq-yaq-kayoyo

WORDfl

miSq^^ajVp my life

If^eaye is such

mi6i)6ae my life

waQyaQ^a y<> ])ohold me

eye^o it is said

mioQ’da my life

le’<5e6aye ia such

waoyaQ^a yo behold me

DRN8UORB]

Analysis, — The first four measures of this song are based on the

tonic chord. Among both Chippewa and Sioux it is unusual for the

tonic chord to be given out at the opening of a song. In the present

instance these measures serve as an introduction to the performance

of the song, being sung only once while the repeated part was sung

six times without a break in the tempo. The high tones in this song,

especially the accented tones, were given with a sharp attack, which

began slightly above the tone and immediately descended to it.

This was a mannerism of the singer impossible to indicate in notation.

An augmented second is found in the song and this, as well as the

minor second, was given with particularly good intonation. An

augmented second occurs also in songs Nos. 63 and 225. This song

contains the tones of the fourth five-toned scale and is melodic in

structure. Only two intervals lai^er than a minor third appear in

the song

No. 107. “An Elk Am I” (Catalogue No. 622)

Sung by Wi’yaka-waij i^la (Onb Feather) Drum not recorded
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‘mU^’ “wi’^^f t^^
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tZl-r) I fr

J iJ iJ ^iist*“


	



He - Ka • ka waq


	



1 r

[:sig;L_u uy r K r i:; r ^^

mi - ye ye - (2) (2)

helia’’ka waq an elk

miye^ yelo^ am I

nake’noTila (a) short life

waoi)^ w<‘lo’’ I am living
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Analysis. — ^The fourth constitutes 55 per cent of the intervals in this song, a peculiarity frequently noted in songs concerning animals. Many other intervals in this song are seconds, which form part of the descent of a fourth. An ascent of an eleventh is accomplished in two intervals, with the introduction of the words. This represents the entire compass of the song, which contains the tones of the fourth five-toned scale and is melodic in structure. Two rhythmic imits occur, entirely diflferent from each other. It is frequently noted that two rhythmic imits in a song have one or more measure divisions aUke.

HORSE SOCIETY

No dream of a horse was related to the writer, but there is among the Teton Sioux an organization called the Horse society. It was said that some of the songs in the following group were used in this society, and were used also on the warpath to make a horse swift and sure. The estimation in which the horse is held by the Sioux is shown by a speech by Brave Buffalo. This speech was made before the smging of his firet song, and was recorded by the phonograph. Freely translated it is as follows:

Of all the animals the horse is the best friend of the Indian, for without it he could not go on long journeys. A horse is the Indian’s most valuable piece of property. If an Indian wishes to gain something, he promises his horse that if the horse will help him he will paint it with native dye, that all may see that help has come to him through the aid of his horse.

Siya^ka said that on one occasion when he was hard pressed on the warpath, he dismounted, and standing in front of his horse, spoke to him, saying —

We are in danger. Obey me promptly that we may conquer. If you have to run for your life and mine, do your best, and if we reach home I will give you the best eagle feather I can get and the neaisina^ lu’ia^ and you shall be painted with the •best paint. ^

1 The eagle feather was tied to the horse’s tail, and the tina’ lu’ta was a strip of red cloth fsMtened around the horse’s neck. (See p. 388.)
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No; 108* ’’My Horse Files Uke a Bird” (Catalogue No. 573) Sung by Brave Buppalo

VoiCK J = 84 Dhum not recorded

r r r

m

^

Ko - la mi - ta - 6ai} • ke kii)-yai)

±

yaq iij - yai) - ke

^a-r

m

lo

-«^

I

kola’ friend

mita’’^ui)ke. my horse

kigyax)’ yaQ flies like a bird

iQ-’yaQke lo as it runs

Analysis. — This is one of the instances in which the signature indicates the pitch of the tones as sung by the singer but does not imply a “key” in the musical sense of the term. The song is classified as *’ irregular. ” (See table on p. 305.) It will be noted that the progressions of the first 12 measures are based on the major triad B-D sharp-F sharp, yet the presence of E sharp makes it impossible to consider that part of the song in the key of B. The remainder of the song suggests the key of B minor. In the first part of the song Brave Buflfalo sang E sharp and D sharp, and in the latter part he sang E natural and D natural, these tones being given clearly and unmistakably. A comparison of the tone C, registered at the beginning of the cylinder; with C on the piano, shows that the phonograph was properly adjusted when the record was made, so that the change of pitch is not due to any slackening of speed in the recording machine, which might have been the case if the machine had been partially run down. Two renditions were recorded, with a pause and some conversation between them, and the pecuUarities of the first rendition were repeated exactly in the second. The personality of the singer should be taken into account in considering a song of marked peculiarity, and Brave Buffalo, who made this record, was not a man given to
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seeking effects, as some of the young men occasionally do. He recorded nine songs, and his maimer of singing was marked by more than usual carefulness. This was the first song he recorded and he did it quite reluctantly. The transcription has been compared with the phonograph record many times, at long intervals, in order that the test of the ear might be renewed. It is, therefore, the opinion of the writer that the transcription indicates as nearly as possible the song as it was sung by Brave Buflfalo. It is a peculiar melody, but the purpose of the present work is to ascertain what the singer sang, not to adapt his song to a white musician’s standard, either of time or of key.

Of the intervals in the song 60 per cent are major seconds, and the song contains only two intervals larger than a minor third. It has been noted frequently that an Indian has great difficulty in keeping the adjustment of a melody in which a majority of the progressions are small intervals.

No. 109. “When a Horse Neighs”

Sung by Brave Buffalo

Ai)-pa - o

^^

hi - na - pe t\i  • hai} o 6ui)-ka - kaq waij ho-tot) - we

RQ^pad daybreak

hina^pe np P<*5^ra

^iijhai)’ when

UQkaag * wag a horse

hotoQ’we neighs < soe p. ISO, footnote i

» This b a >horten«Hl form of the wonl ^uQka’xtxikarj.
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Analysis. — It is interesting to compare this with other songs concerning the horse, not only in this group, hut in the songs of war (Nos. 138, 139, 140, 145). The tempo is slower, and the rhythm is not the galloping rhythm of some of the other songs. There is in it a httle of the dignity and solemnity which seems always present in the mind of the Sioux when he sings of the dawn. The drum is a rapid tremolo. Two renditions were recorded, which are identical in all respects. The song contains only the tones of the minor triad and fourth. Of the intervals 65 per cent are major seconds, and the trend of the melody is downward from the twelfth to the tonic.

Voice

I —

No. 110. “Horses Are Coming

Sung by Brave Buffalo

Drum J- 132

^^^ infj Tt%

f f f

Ta-te o - u - ye to • pa

kii)

fiuij-ka- wa-kai) wai)-2ig - 2i

^^^   / r :?

a - u we-lo

a - u a we - lo

tate’ ott’ye to^pa kiij the four winds are blowing

Qkawakai) wai)£ig^ii some horses

aii’’ welo’ are coming

Analysis, — Two renditions of this song were recorded; these are alike except that the second is dightly lower in pitch. It has been noted that some singers will pause after the first rendition of a song, and then begin a second rendition on exactly the same pitch as the first, while others will begin slightly higher or lower. This song contains no rhythmic imit, but the song as a whole has a rhythmic com- pleteness, which is interesting. The first and last phrases resemble each other in some of the count-divisions, notably in the first triple measure.
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No. 111. “Prancing They Come” (Catalogue No. 537) Sung by Two Shields

VOTCB J =104 Drum J ^104


	

	



He - na wa - 61

(0

a - u we

he - na wa - 61

a - u we

m^^

SJ—L-d.

^ ] f9 ^^

X

he - na wa - 61

a - u we ho - toi) a - u we - lo he

« ^^ ’ \r-

6ui)-ka-wa-kaq


	



he - na wa - 6i

a - u we ho - toq a - u we - lo A«

he^na see them

wa^i’ prancing

aQ’ we they come

hotoQ’ neighing (sec p. 180, footnote)

au’ welo’ thev come

suq’kawakai) oya’te waq a Horse nation y^i«ee p. 16*2. f(K>tnote)

he^na ^«e them

wadi’ prancing

au’ we ihey come

hotoi)’ neighing

au’ welo’ they come

Analy^s, — This is a peculiarly rhythmic melody, which was sung four times. Dnuu and voice have the same metric unit, but the drumbeat follows the voice. The song is strongly hanuonic in feeling, but the accented E classifies the structure of the song as melodic with hannonic framework. The compass of the song is an octave, and the trend of the melody is steadily downward. Tlie melody is very bright and lively, yet more than half the intervals are minor thirds. See iJot of this melody on page 419.
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VOICB J ^116

Drum J ^116

DnuD-rhythm similar to No. 6

No. 112. ’’Chftstng, They Walked

Sung by itaka

»f

I If .^

f tfiif’f’if r:M^^^W.

Wa - ku - wa ma-ni - pi wa - ku - wa ma- til - pi 1e

I

^^

64:

^r:ir \I’ r^

fiui) - ka - wa - kaq o - ya - te

Ic

wa - ku*- wa

1 r

r ri^i

s

:^

I

ma - ni - pi wa - ku - wa ma - ni - pi yo hi

yo

waku^wa chasing

ma^nipi they walked

le this

(SuQ^cawakai) oya^te Horse nation (see p. 162, footnote) •

waku^wa chasing

ma’^nipi they walked

Analysis. — ^The words of this song refer to the free, almost playful, action of a herd of horses. This melody is especially rhythmic. Three double renditions were recorded^ which show no differences except a slight lowering of pitch. All but three of the intervals are major seconds. Difficulty in keeping the adjustment of a melody containing small intervals has been frequently noted. The song has a range of 10 tones and is based on the fourth fi^e-toned scale. Before beginning to sing, Two Shields beat the drum in a rapid tremolo, the indicated time of the drum not being fully established until the first few measures of the song had been sung, after which it was steadily maintained.
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Dbdm not recorded (I)

No. 118. ’’A Root of Herb*’

Sung by Siya^ka


	



^1

O

I

Pe-£u - ta wa-kaq

6a wa - wa

ku- wa ye

pe-£u -

^


	



^

“IIS^ II

ta wa-kai)

6a wa - wa - ku- wa ye hu noi)

pa .0 - ya -

1^ f ^ f^^

te yui)-kaq hel i - to - he (1)

ya wa - wa - ku- wa ye


	



ri>k« K ^ ^ #*!#■ ^ ; nor i ’’P^” i li i! i

pe-2u - ta wa-kai) 6a tci

wa - wa - ku- wa ye hu-noi) -

^

m

^

SE

J5i^

I

rzzpc

^^

pa o -ya

te yui)-kai} hel i - to - he (1)

ya

^ — ]

IT’-^fi^^Nj

ku- wa ye

hel i - to- he-ya

6a wa - wa - ku- wa ye

pef u’ta (contraction of peii^huta) . a root of herb

wakar)’ 8acre<l

^a it is

wawa’kuwa ye ( that which’) I have used

hu noo’pa oya’te the tribe of men

yuqkai)’ therefore

hel ito’heva toward them

<^a it is

wawa’^kuwa ye I have uaed it

Analysis. — This song contains two rhytlunic units, the opening measures of the two being alike, but the first having four complete meas-
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ures and the second six measures. The repetitions of these units comprise every note in the song. In tonahty the melody is distinctly minor, but only one interval of a minor third is found in it; a descent from E flat to C occurs several times, but always with D as a passing tone. The song contains only the tones of the minor triad and second — a somewhat unusual tone material. The interval of a second is especially prominent in the melody. Two renditions were recorded; these are alike in every respect.

This group comprises the songs of such societies as are composed of men having similar dreams, the name of the society indicating the animal which appeared in the dream (songs Nos. 95-113). Undoubtedly many of the songs in this group are songs which were *’ received in dreams,” but the names of the original owners are forgotten and the songs are now the common songs of the societies.

Old Songs — (5) Songs of Dream Societies

Melodic Analysis

TONALITY

Major tonality. Minor tonality

Irr^ular

Total

Number ofsongs.

Serial Nos. oX songs.

96, 99, 102, 104, 106, 107, 112

95, 97, 98, 100, 101, 103, 105, 109, 110, 111,

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

B^inning on the—

Twelfth

Eleventh

Tenth

Ninth

Octave

Seventh :.

Filth

Third

Second

Keynote

Irregular

Total

Number ofsongs.

Serial Nos. ofsongs.

101, 110

98, 99, 100, 103, 106, 107, HI

96,112

Old Songs — (5) Songs of Dream Societies — Continued

Melodic Analysis — Continued

LAST NOTE OF SONG— ITS RELATION TO KEYNOTE

Serial Nos. of songs.

Ending on the—

Fifth.

Third

Keynote

Iiregalar

Total.

95, 98, 99, 100, 104, 107, 110, 111

96, 97, 101, 102, 103, VXi, 109, 112, 113

LAST NOTE OF BONO— ITS RELATION TO COMPASS OF BONG

Bongs In which final tone Is— Lowest tone In song

Immediately preceded by semitone below

Songs containing a major third below the final tone . , Irregular

Total.

Serial Nos. of songs.

96, 98, 99, 100, 101, 102, 104, 105, 106, 107,

109, 110, 111, 112, 113 95,97

NUMBER OF TONES COMPRISING COMPASS OF BONO

Compass of— Twelve tones..

Ten tones

Nine tones

Eight tones… Seven tones… Six tones

Total.

Number of songs.

Serial Nos. of songs.

104,105,108,109

106, 110, n^, 113

97, 98, 99, 100, 101, 111

96, 102, 111
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Old So7^8 — (5) Songs of Dream Societies- -Continued

Melodic Analysis — Continued

TONE MATERIAL

Serial Nos. of songs.

Second flve>toned scale

Fourth flve-toned scale.

Minor triad

Minor triad and fourth

Octave complete

Octave complete except seventh

Octave complete except seventh and sixth Octave complete except seventh and third

Octave complete except fourth

Octave complete except fourth and second

Octave complete except second

Other combinations of tones

Total

ACCIDENTALS

Songs containing— No accidentals.

Number

of songs. ’

Serial Nos. of songs.

95, 96, 97, 98, 99, 100, 101, 102, 105, 107, 109, 110, 111, 112, 113

Seventh raised a semitone.

Second raised a semitone. .

Sixth lowered a semitone. .

Irregular

1 I lOS

I

Total.

lOR

STRUrTURE

Number of songs.

Serial No». of songs.

Melodic

Melodic with harmonic framework .

Harmonic

Irregular

Total

I

95, 96, 97, 98, 99, 102, lOS, 104, 105, 106,

107, 109, 110, 112, 113 HI

100, 101

Old Songs — (5) Songs of Dream Societies — Continued

Melodic Analysis — Continued

FIRST PROGRESSION— DOWNWARD AND UPWARD

S^SlS’i Serial No«. of songs.

Downward

95, 98, 100, 101, 102, 103, 104, 106, 106, 109,

111, 112, 113 96. 97, 99, 105. 107, 110

Upward - - -

Total

TOTAL

NUMBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Downward

Upward -

Total

INTERVALS IN DOWNW

^ARD PROGRESSION

interval of a—

Fifth

Fourth

’

Major third

Wfnnr third

Ausmontod seoonri

Major second…

Minor second

u

•

Total

INTERVALS IN UPWARD PROGRESSION

Interval of a—

Tenth

Octave

«

Minor sixth

Fifth

Fourth

’

Major third

Minor third -

Major second…

•

Minor second.. .

Total

1G9

.vveu.(;e xrMBEu of skmitones

IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval

4<M

1,436

3.09
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Old Songs — (5) Songs of Dream Societies — Continued

Melodic Analysis — Continued

KEY

Key of—

A minor….. B flat major. B flat minor.

B major

B minor

C major

C F«f»mT

E flat major. E flat minor.

E minor

F major

O flat major.

Q major

O minor

Irregular

Number of wmgs.

Total.

Serial Nos. of songs.

07,98

103, 106, 111

J

104,107

n

Rhythmic Analysis

PART OF MEASURE ON WHICH SONG BEGINS

Number of songs.

•

Serial Nos. of songs.

BeeinninK on unaccented part of measure


	
	
	113









Beginning on accented part of measure

97, 98, 99, 100, 101, 102, 103, 104, 105, 106,

106, 109, 110, 111, 112

Total

RHYTHM OF FIRST MEASURE

First measure in- »^time

Total.,

Number of songs.

Serial Nos. of songs.

96, 97, 99, 101, 102, 103, 105, 106, 108, 110,

112, 113 95, 98, 100, 104, 107, 109, 111

CHANGE OF TIME, MEASURE (LENGTHS)

Number of songs.

Serial Nos. of songs.

Songs containing no change of time None.

Songs containing a change of time 19

Total.

95, 96, 97, 98, 99, 100, 101, 102, 103, 104, 105, 106, 107, 108, 109, 110, 111, 112, 113
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Old Songs — (j5) Songs of Dream Societies — Continued

Rhythmic Analysis — Continued

RHYTHM OF DRUM

1 Nuxnber ■ of songs.

Serial Nos. of songs.

Kighth notMunaomnitiKl


	
	104






Qnaitur not«infuiO(WQt«4


	
	
	
	
	
	
	
	112






















	
	110






Total

RHYTHMIC UNIT OF SONG

Bongs containing— No rhythmic unit. . . One rhjrthmic unit.. Two rhythmic units .

Total.

Number of songs.

Serial Nos. of songs.

96, 96, 99, 108, 109, 110

97,98, 101, 102, 103, 104, 105, 106, 112, 113

100, 107, 111

METRIC UNIT OF VOICE (TEMPO)

Metronome—

72…

76…

80…

84..

92..

96… 100… 104… 112… 116… 126… 132… 138…

Number of songs.

Serial Nos. of songs.

96,110

105,109

99,101

98, 112

102, 107

Total.
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Old Songs — (5) Songs of Dream Societies — Continued

Rhythmic Analysis — Continued

METRIC UNIT OF DRUM (TEMPO)

Nnmber of songs.

Serial Nos. of songs.

Metronome—

96,104

86,100

99,101

98,112

Drum not recorded


	
	
	113









■

Total

COMPARISON or METRIC UNIT OF VOICE AND DRUM (TEMPO)

Drum and yoioe having same metric unit

Drum lieMter than voice

Drum slower than Toi?e

Drum not recorded

Total

Number of songs.

Serial Nos. of songs.

95, 96, 99, 101, 105

96, 100, 104, 109, 110, 111, 112

97, 103, 103

106, 107, 108, 113

MiLiTARy Societies

Organizations of warriors existed among all the Plains tribes. The term “wolf” was applied to the warriors of several tribes, while among others the term ’’dog soldiers” was used.. A condensed accomit of the military organizations of the Plains Indians is given by Clark,* who places the number of societies in the Siouan peoples at 11. Writers concerning individual tribes have described the customs of such tribes, the following being representative citations.

Among the Kiowa:

The Kiowa have an elaborate military organization, now fast becoming obsolete, known as YSfp^, ‘’Warriors.’’ A similar organization is found among most of the prairie tribes, and is commonly known to the whites as the Dog-soldier society, from an imperfect rendering of the name of one of-the principal bands. The Kiowa organization consists of six orders, each having its own dance, songs, insignia, and dudes.’


Clark W. P., The Indian Sign Language, p. 355, Philadelphia, 18S5.



’ICooney, James, Calendar History of the Kiowa, SeoenUenth Rep. Bur, Ethn., pt. 1, p. 220, Washington, 1898.
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Among the Arapaho:

Among the Arapaho the oi:ganizatioii was called BUnirUna “Warriors/’ and consisted of eight degrees or orders, including nearly all the men of the tribe above the age of about 17. ^

Among the Cheyenne:

These warriors he [the Great Prophet] grouped into five societies, who, with the chief, were responsible for the conduct of the tribe. The societies were called the Red-Shield, Hoof-Rattle, Coyote, Dog-Men *8, and Inverted or Bow-String.”

Among the Omaha:

There were two classes of societies among the Omaha — social and secret. Membership in the social class was open to those able to perform the acts required for eligi- bility. To this claas belong the warrior societies, as well as those for social purposes only. [This is followed by an extended consideration of the war societies.]’

Among the Blackfeet:

[The] association of the All Comrades consisted of a dozen or more secret societies, graded according to age, the whole constituting an association which was in part benevolent and helpful and in part military, but whose main function was to punish offenses against society at large .^

This association appears to resemble that of the Aki’6ita among several other tribes. (See pp. 313, 314.)

Lewis and Clark made what is probably the first recorded mention of societies among the men of the Sioux tribe. Under date of August 30, 1804, their Journal contains the following section written by aark:»

I will here remark a SOCIETY which I had never before this day heard was in any nation of Indians, four of which is at this time present and all who remain of this Band. Those who become Members of this Society must be brave active young men who take a Vow never to give back let the danger be what it may, in War Parties they always go forward without screening themselves behind trees or anything else to this Vow they Strictly adhicr dureing their Lives, an instance which happened not long sence, on a party in Crossing the R Missourie on the ice, a whole was in the ice imediately in their Course which might easily have been avoided by going around, the foremost man went on and was lost the others wer draged around by the party, in a battle with the Crow (Kite) Indians who inhabit the Cout iVbtr or Black Mountain out of 22 of this Society 18 was killed, the remaining four was draged off by their Party. Those men are likely fellows the[y] Set together Camp & Dance together. This Society is an imitation of the Societies of the de Curbo or Crow (De Corbeau, Kite) Indians, whom they imitate.

This evidently refers to one of the military societies of the tribe, and the action described is that of the Aki’cita. An old man on the Standing Rock Reservation said to the writer, ’^Many military soci-

1 Mooney, James, The Qhost Dance Religion, FouHeenth Rep. Bur. Ethn., pt. 2, p. 986, Washington, 18M.


	Dotsejt George A., The Cheyenne, Field Oolumd. Mua. Pub. 99, Anthr. S«r.,ix, No. 1, p. 15, Chicago, 1905.


	Fletcher, Alice C, and La Flesche, Francis, The Omaha Tribe, Ttoenty^everUh Rep. Bur. Ethn,, pp. 459-486, Washington, 1911.


	Orinnell, George Bird, Black foot Lodge Tales, p. 220, New York, 1892.




ftOrigfaial Journals of the Lewis and Clark Expedition, 1804-1606, edited by Reuben Gold Thwaltes, I, p. 130, New York, 1904.
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eties had their origin in a dream, but the organization of these societies and their meetings were more public than those of the regular ‘dream societies.’ ”

In his study among the Oglala Sioux Dr. Wissler has divided the societies for men into Aki^6ita societies, Headmen’s societies, and War societies.* Six Aki^cita societies are enumerated by him as existing at the time of his observation, among the Oglala on the Pine Ridge and Rosebud Reservations, in South Dakota, these being theToka’la (Kit Fox), Kai)^‘yuha (Crow Owners), Cai)te’-tii)2a (Strong Heart), IHo’ka (Badgers), Sotka’yuha (Bare-lance Owners), and Wi’6iska (White-marked). Only the first four of these societies were found by the writer among the Teton Sioux on the Standing Rock Reservation.

Another society mentioned by the writer’s informants was said to be known by two names, the Silent Eaters (A’inila wo’ta) and Strong Heart at Night (Ahe’pi 6ai)te’tii)za). This was a secret society, entirely distinct from the Strong Heart society, described in this section. No songs and no further information concerning this society were obtained.

Before proceeding to a consideration of these societies and their songs it may be well to consider briefly the meaning of the term ciki^&Ua.

The word aJci’6ita is commonly translated “soldier,” but its meaning is akin to ’’guard” or “police,” the proper word for “warrior” being iJd’Hze. Thus the Aki^6ita societies were those whose members could be required to act as guards or marshals when the tribe was moving, or as “police” in the village. The aki’6ita were primarily associated with the buffalo hunt, in which they saw that no one disregarded the laws of the chase (see p. 442) ; they also preserved order in the camp and punished all offenders. They were primarily civil officers, though aki^6ita might also be appointed to act in connection with a large war party. Hennepin notes an instance of punishment by aki’cita among the San tee, or eastern Sioux. In 1680 Hennepin and his party were descending the Mississippi River and were “in the Islands of the River,” not far below the Falls of St. Anthony (probably near the site of St. Paul, Minn.). The Indians set food before them, but while they were eating, there came other Indians, who took the food from them and plundered the tipi. Hennepin says:

We knew not what theee Savages were at first; but it appear ’d they were some of those that we had left above at the Fall of St. Anthony. One of them, who caird himself my Uncle, told me, that those who had given us Victuals, had done basely to go and forestall the others in the Oliase; and that according to the Laws and Customs of their Country, ’twas lawful for them to plunder them, since they had been

1 Wissler, Clark, Societies and Ceremonial Associations in the Oglala Division of the Teton-Dakota, Anthr, Pa-pert, Amer. Mm. Nat. Hut., xi, pt. 1, p. 5, New York, 1912.
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the cause that the Bulls w^^ all run away, before the Nation could get together, which was a great Injuury to the Publick.^

Lewis and Clark refer to these men as follows:

Those people have Some brave men which they make use of as Soldiers those men attend to the police of the Village Correct all enx)rB I saw one of them today whip 2 Square, who appeared to have fallen out, when he approach^*, all about appeared to flee with great turrow [terror], at night they keep two 3, 4, 5 men at different Distances walking around Camp Singing the accurrunces of the night ’

The aki’cita are mentioned also by many writers on the tribes of the Plains. Rev. J. Owen Dorsey states that ‘* The Akitcita^ soldiers or guards (policemen), form an important body among the Asiniboin as they do among other Siouan tribes/’’

Wissler states that the manner of selecting aki’6ita was as follows: The chiefs chose the four ‘’head aki’6ita’^ from one society, who in turn chose their assistants from the society to which they themselves belonged. Thus the choice of the four head aki’6ita was practi- cally the choice of a certain society for this duty. The selection was usually made at the beginning of the sununer hunt, and service continued to the close of the season. It seems to have been customary, but not obligatory, for the chiefs to choose from the societies in rotation.*

Concerning the organizations of these societies, Wissler states:^

We find a surprising degree of uniformity in detaib. All were liable to be called into aki^dita service, while other societies never rendered such service. . . . The scheme | of officers is practically the same. All have from four to six lance bearers, who are the |

most conspicuous, if not the most important personages in the society. They are I

usually grouped in pairs, as in fact are nearly all the other officers; . . . Next in rank i

to the two leaders stands another pair, among the cante tinza and the wiciska they are known as bonnet bearers, and among the others as pipe bearers, but their functions are much the same. These two ranking pairs are sometimes spoken of as the four chiefs in chai^ of the oiganization. There are two whip bearers in all [the societies] except the kaQgi^yuha. … As to food passers, drummers, and singers, there is general uniformity throughout. It b thus clear that whatever may have been the origin of these societies, they were all brought to an approximation of the one type.

POX SOCIETY

In his account of the Toka’la, or Kit-fox society, Wissler saj^:’

The Society is so named because its members are supposed to be as active and wily on the warpath as this little animal is known to be in his native state. . . . The members wear a kit-fox skin around the neck, the head before, the tail behind. To

1 HomepiA, Father Louis, A New Discovery of a Vast Country in America (reprinted from the second London issue of 1608), Reuben Gold Thwaltes ed., i, p. 280, Chicago, 1903. t Original Journals of the Lewis and Clark Expedition, op. cit., i, p. 168.


	Dorsey, James Owen, Siouan Sociology, FifteerUh Rep. Bur. £/An.,p. 224, Washington, 1804.


	Wissler, Clark, Societies and Ceremonial Associations In the Oglala Division of the Teton- Dakota, op. cit., XI, pt. 1, p. 10.


	Ibid., p. 63. •Ibid., pp. 1^23.
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the nose part some small bags of medicine are attached . [See p. 389. ] The edges, feet, and ears may be worked in porcupine quills and hung with bells according to the tastes of the individual owners. They take the jawbones of the toka’la, paint them red or blue (the old native colors), fasten them on a strip of otterskin or some similar material, and wear the bones on the forehead. On the back of the head is fastened a bunch of crow tail feathers sidewise, and sticking up are two eagle feathers. . . . When participating in a dance, the officers paint their bodies yellow.

The* teachings of the society inculcated ’’bravery, generosity, chivalry, morality, and fraternity for fellow members.” Men who joined the society were required to promise obedience to these teachings, and the whip bearers had whips of a peculiar kind with which they scourged those who disregarded their vows. On6 of the officers of the society was the custodian of the drum.

The “kit-fox dance’ as held by the Santee Sioux is described by Dr. Lowie,^ his account differing but slightly from that already quoted. MaximiUan notes a society of Hhe foxes” among the Ankara about the year 1833.’ The ’ Kit-fox society” is included by Dr. Lowie in his Ust of the Hidatsa’ and also of the Mandan societies.* The same authority states that, among the Crows, “the Foxes and Lumpwoods had become the most important military societies in the decades immediately preceding the breakdown of the old tribal life.”* Some of the songs of this society are still sung at Fort Berthold, N. Dak., and have been recorded by the writer.

Miss Fletcher mentions the Toka’lo (Toka’la) among the Omaha as one of two “social societies that were borrowed or introduced from the Dakota. … There are no words to the songs — a fact which makes it probable that the music was adopted from another tribe, the foreign words being dropped.” •

In the writer’s study among the Teton on the Standing Rock Reservation it was said that “fox songs and coyote songs are the same.” It was also decided that certain songs called wolf songs or “Wolf society songs” should be included in this section. In this connection it is interesting to note that Dr. Lowie found the kitfox dance called the coyote dance by the Santee at Fort Totten, N. Dak.,^ and that among the Crows of Montana he was told that “all the societies were originated by the mythical Old Man Coyote.”* A similar correspondence in the terms “fox” and “coyote” is found in the names of the societies of the Cheyenne, Mooney giving one

1 Lowie, Robert H., Dance Associations of the Eastern Dakota, Anthr. Papen, Amer. Mtu. Nat. Hist,, XI, pt. 2, p. 105, New York, 1913.

s MaximiUan, Prince of Wied, Travels in the Interior of North America (translated from the Oerman by H. Evans Lloyd), p. 407, London, 1943.

I Lowie, Robert H. , Societies of the Crow, Hidatsa and Mandan Indians, op. clt. , pt. 3, p. 253.

« Ibid., p. 296.

•Ibid., p. 155.

• Fletcher, Alice C, and La Flesche, Francis, The Omaha Tribe, op. cit., p. 486. T Lowie, Robert H., Dance Associations of the Eastern Dakota, op clt., p. 106.


	Lowie, Robert H., Societies of the Crow, Hidatsa and Mandan Indians, op. clt., p. 156, footnote.
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of the Cheyenne societies as the ^‘foxmen (specifically, the. kit^ or swift, fox) ;” ^ while George A. Dorsey mentions the Coyote as one of the original Cheyenne societies.’

Two songs of the Fox society are given herewith, and a third (No. 17S) appears in the personal war narrative of Old Buffalo, who was a member of the society. Song No. 147 was composed in honor of a member of the society who was killed on the warpath.

The following song of the Fox society was sung by Bear Soldier (Mato’-aki’6ita) a nephew of Rain-in-the-Face:

No. 114. Song of the Fox Society (a) (Catalogue No. 677) Sung by Bear Soldibr

Drom-rbythm similar to No. 6
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^ Mooney, James, The Cheyenne Indians, Afem. Amer. Anthr. Auoe., i, pt. 6, p. 412, Lancaster, Pa., 1907.


	Dorsey, George A., The Cheyenne, Field Cotumbian J/m. Pub. 99, Anthr. ser., ix. No. 1, pp. 15, 19, Chloaco, 1905.
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Toka^a Idij the Fox (society)

ta^ku yaka’^pi <^aq’iia whenever you propose to do anything

iyo^tao* mi6i’la I consider m3rBelf foremost

^05 but (now)

iyo^tiye a hard time

waki^ yelo’ I am having

Analysis. — ^This is the only song recorded by this singer, but its rhythmic form shows that it was clear in his mind. Two renditions were recorded; these show no points of difference. Three accidentals occur — the second and third lowered a semitone, and the fourth raised a semitone. In the first part of the song C sharp and D sharp were sung slightly below pitch, but these appear in a series of the small intervals which seem difficult for an Indian to sing correctly. All the tones of the octave are present in the song, and almost 56 per cent of the intervals are major seconds. A change of tempo occurs in the song. (See song No. 5.)

Ne. 116. Song of the Fox Society (b) (Catalogue No. 580)

Sung by Shooter
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ta-moi)-ka &ai ye - lo

’ -# if ^ -#• “if”if -#

I

kola^ friends

ta’^ku yaka’pi ki^ whatever you council about

tamoi)’’ka ini yeW I consider a difficult undertaking

Analysis. — This melody is minor in tonality and lacks the seventh and fourth tones of the complete octave. (See analysis of song No. 26.) The minor third is not found in the song; instead we find that the major third constitutes about one fourth of the intervals.

I In one instance the final syllable of this word was omitted by the singer.
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The song has a compass of an octave, beginning on the dominant above and ending on the dominant below the tonic. Three renditions were recorded, which show no points of difference.

kaijgi’tuha (crow-owners)*

This society, like other military and social organizations, was widespread among the tribes of the Plains. Miss Fletcher states that, among the Omaha, “the wolf and the crow were not only connected with carnage but they had a mythical relation to the ofl&ce of ‘soldiers,’ the designation given to certain men on the annual tribal hunt who acted as marshals/’ ’ A full description of” the crow ” worn by the Omaha, with an account of its symbolism, is given by Miss Fletcher.’ Among the northern tribes the crow and the raven appear to be connected exclusively with success in war, the skin of the bird being worn around the neck or attached to the spear which was carried in war. A “Crow or Raven society’’ was noted among the Mandan and was mentioned by Maximilian.^

The Crow-owners society of the Teton Sioux and the Ravenbearers society of the Mandan, as studied by the present writer, appear to be similar in essential features. Lowie, however, uses the term Crow society in his list of Mandan organizations.’ A Crowowners society is noted by the same authority, among the Crow Indians.^ The Raven-owners society is mentioned by Lowie in his observations among the eastern Dakota,^ and the Raven-bearers by Wissler, among the Blackfoot Indians.*

The full organization of the Crow-owners society is given as follows by Wissler: •

The KaQ^i’ yuha (they that have the crow) was an organization Bimilar to the Toka’^la, the scheme being as follows:

2 leaders 4 lance bearers

2 rattle bearers x lay members

2 pipe keepers 4 drum bearers and singers, two of whom

2 short-lance bearers carry rattles and sit about the drum

2 crow-skin bearers 1 herald

1 The writer’s informant oonoemJng the Kai^ffi’yuhA was Eagle Shield (WaQbli’-waha’duijIn), who was a member of the society. In pi. 43 he is shown wearing the “crow<«ldn necklace,” {kap^i’wan&’pi), which was the Insignia of the society.

s Fletcher and La Flesche, op. cit., p. 442.

• Ibid., p. 441.

• Raise in das Innere Nord-America in den Jahren 1832 bis 1834, von Maximilian Prlns su Wied, n, p. 140, Coblenz, 1841. “Die sweite Classe oder Bande slnd die * * * Krfihen- oder Rabenbande (La. bande du oorbeaa), Jonge Leute, von 20 bis 25 Jahren.”

» Lowie, Robert H., Societies of the Crow, Hidatsa and Mandan Indians, op. cit. , p. 309.

• Ibid., p. 199.

7 Lowie, Robert II., Dance Associations of the Eastern Dakota, op. cit., p. 109.

I Wissler, Clark, Societies and Danoe Assoclatkms of the Blackfoot Indians, Anthr. PapirSf Anur. Mtu, Nat. Hist., XI, pt 4, p. 392, New York, 1913.

• Wissler, Clark, Societies and Ceremonial Associations in the Oglala Division of the Teton-Dakota, op. cit., p. 23.
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CROW-BKIN NECKLACE AND CASE
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When asked why the crow was honored by the society, Eagle Shield said :

We want our airows to fly as swift and straight as the crow. The crow is always the first to arrive at the gathering of the animals in the Black Hills. The reason why the Black Hills were so long unknown to the white man was that WakaQtaka created them as a meeting place for the animals. The Indians had always known this and regarded the law of WakaQ^taQka concerning it. By this law they Were forbidden to kill any of the animals during their great gatherings. In the Black Hills there is a ridge of land around which is a smooth, grassy place called the * ’ race course. ’ ’ ^ This is where the animals have the races, during their gatherings. Even small animals like the turtle are there. The crow is always first to arrive, and the otl^er birds come before the animals, while insects and creatures like the frog travel slowly and arrive last. Sometimes it takes 10 years for all the animals to arrive, as they come from long distances and camp wherever winter overtakes them.

Eagle Shield said further that among the Teton of Standing Rock the Crow-owners society had originally but 10 members, but that later it became a large organization to which only successful warriors could belong. Such men of distinction could be admitted by making the request of the leader and giving a feast to the members of the society.

A special tent in the village was used by this society as its meeting place. Eagle Shield said, ^Hhe village was full of noise, with children shouting at their games and women singing and dancing, and the members of the EaQgi’yuha Uked to spend the evenings in their lodge, singing and enjoying themselves.’’ Over the door of this lodge was hung the *’Crow lance” in its wrappings. According to Eagle Shield, this lance was decorated with a crow skin next to the lance head. Before a fight the lance was unwrapped and passed over the smoke of bxuning sweet grass. When stuck in the ground dimng a fight it marked a place from which the members of the society could not retreat unless they took the lance with them.^

When going to war each man carried his crow-skin ** necklace” in a rawhide case (pi. 44), and before putting it around his neck he passed it over the smoke of burning sweet grass. Feathers for head

1 This is undoubtedly the mound referred to by Clark in the Original Journals of the Lewis and Clark Expedition, vol. 1, pp. 121-123. Clark writes, under date of August 25, 1804, as follows: “Capt. Lewis and MjrselfoonclQded to go and See the Mound . . . which the Indians Call ICountaln of little people or Spirits, . . . The Surrounding Plains is open Void of Timber and leavel to a great extent , hence the wind from whatever quarter it may blow, drives with unuslal force over the naked Plains and against this hill; the insects of various kinds are thus involuntary ly driven to the Mound by the force of the wind, or fly to its Leeward Side for Shelter; the Small Birds whoes food they are, Consequently resort in great numbers to this place in Surch of them; Pertioularly the Small brown Martin of which wesaw avastnumber hovering on the Leeward Side of the hill, when we approached it in the act of catching those insects; they were so gentle that they did not quit the place untill we had arriv<* within a flew feet of them.

One evidence whl6h the Ind* give for believeing this place to be the residence of Some unnaial Spacits Is that they frequently discover a large assemblage of Birds about this Mound [this] is in my opinion a SufBclant proof to produce in the Savage Mind a Confident belief of all the projMrties which they ascribe (to) it.


	Cf. Wissler (op. oit., p. 24): ‘’When attacking the enemy they were required to thrust the lances into the ground and not leave the spot unless released by some of their party pulling up the lances. . . . The lances are short and covered with otterskin; at the top there is an eagle feather and at the otherend,a8pear. Near fhe spear is (sfe) fastened the neck and liead of a crow.’’
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(fig. 29). A similar custom was noted at White Earth, Mimi., among the Chippewa. In plate 16, Bulletin 53, is shown a Chippewa woman, the daughter of a chief, carrying such a banner, which belonged to her father.

The distinctive rattle of the Strong Heart society is shown in plate 45. This consists of a rawhide receptacle on which are traced the lines of a turtle. It contains a few small stones or shot. This rattle was used by the dancers.

One of the customs of this society seems to have been designed to increase the self-control of its members. An informant said:

In the old days there were four lodges of the Strong Hearts in the center of the village. Every morning the Strong Heart men met in one of these lodges and sang their songs. Then two young men with rattles and two with bows and arrows went around the village and killed dogs which were to be eaten in their lodge. Some Indians are short tempered, and ’the Strong Hearts did not kill their dogs. They killed the dogs of prominent families and when the dog was shot they shouted and shook their rattles. It strengthened a man’s heart to have his dog killed and not show anger. The women singed the dogs, cooked them, and took them to one of the Strong Heart lodges. There they all sang and danced, and the dogs were part of the feast.

No. 116. Song of the Strong Heart Society (a) (Catalogue No. 509)

Sung by Eagle Shield

Drum not recorded
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o^pa kte im. ye shall not be admitted
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STRONQ HEART SOCIETY RATTLE
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Analysis, — ^This melody has a compass of 12 tones. This range is not so unusual as is the frequency with which large intervals are spanned. Thus an ascent of 12 tones is accomplished in two progressions at the introduction of the words, and in two instances a descent of a seventh is made in two progressions. Of the intervals 22 per cent are fourths. The song contains all the tones of the octave except the fourth and in structure is classified as melodic with harmonic framework.

No. 117. Song of the Strong Heart Society (b) (Catalogue No. 544)

Sung by Gray Hawk VoxCB J =88

DhUM Jr=:88

Analysis, — ^This song is minor in tonality and progresses largely by intervals of a major second, this constituting about 64 per cent of the entire nimiber of intervals. Four renditions were recorded, uniform in all respects. The final tone was sung slightly flat, but the repeated part and the repetitions of the melody always began on F sharp. The song contains one rest. (See analysis of song No. 79.) The triplet divisions of the count were given clearly. In structure the song is melodic, containing all the tones of the octave.

This and the four songs next following were recorded by Gray Hawk (Cetag’-hota) (see pi. 71); a well-known member of the tribe, who also contributed interesting material concerning the buffalo hunt (p. 436).

No. 118. Song of the Strong Heart Society ^ (c) (Catalogue No. 548)

Sung by Gray Hawk Voica J ~ 104 DauM J -104 Drom-rhythm similar to No. 8
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Analysis. — ^The rhythmic form of this melody is clear and interesting. Two rhythmic units are present, the first count in each having a triplet division. The melody tones are those of the minor triad and fourth. About 31 per cent of the intervals are minor thirds, and one-half are major seconds. The song is harmonic in structure and has a compass of 12 tones.

No. 119. Song of the Strong Heart Society (d) (Catalogue No. 557)

Sung by Gray Hawk VoicB J -88
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Analysis. — This is a simple melody and three uniform renditions show that it was clear in the mind of the singer. The tone A in the first triple measure was sometimes sung below pitch, but the intona-

1 An additional song of this society is No. 231.
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tion of the remainder of the song was excellent. The melody tones are those of the minor triad and fourth, yet about one-tlurd of the progressions are major thirds. The drum was slightly faster than the voice and was beaten steadily while the shrill cries were given between the renditions of the song.

BAPOEB SOCIETT

The fourth Aki’cita society, according to Wissler, was the Badger society. This is noted by him among the Oglala Sioux,^ also by Lowie among the eastern Dakota’ and the Mandan.’ It is said to have become extinct about 20 years ago. Two songs of this society were recorded at Standing Kock.

No. 120. Song of the Badger Society (a)

Sung by Gray Hawk

\r\i’

Anaiysis, — ^This song is minor in tonality and contains the tones of the second five-toned scale. The tones transcribed as C natural and C sharp are clearly distinguished in the three renditions, the semitone at the banning of the second measure being sung with particularly good intonation. The minor third is of frequent occurrence, constituting 40 per cent of the intervals. The rhythmic form of the song is good and the rhythmic imit, though short, is interesting. The drum was slightly behind the voice in all the renditions.

—^- — ’■^— ^— ^^— ~^^— -■^— ^■— ^^^^— »

1 Wissler, Clark, Societies of the Teton-Dakota, op. dt., p. 81.

s Lowie, Robert H., Dance Aasodations of the Eastern Dakota, op. dt., p. 109.


	Lowie, Robert H., Societies of the Crow, Hldatsa, and Mandan, op. dt., p. 322.
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No. 121. Song of the Badger Society (b) (Catalogue No. 554}

Sung by Gray Hawk

Drum j=104 Drum-rbytbm similar to No. 19

Arwlysis. — ^This song is distinctly major in tonality, yet one-third of the intervals are minor thirds. Five renditions were recorded, the song being smig three times without a break in the time, then a short pause being made, after which it was sung twice. These repetitions are uniform throughout. The tonic triad forms the basis of the melody, but the accented A makes it necessary to classify the song as melodic with harmonic framework. The triplets of eighth notes were clearly enimciated. This count-division is frequently found in dancing songs. About two-thirds of the progressions are downward. The drum slightly preceded the voice, though the metric unit of the two is the same.

miwa’tani

The Miwa’tani was an important military society among the Teton Sioux, the members of which were exempt from aki’cita duty. Charging Thimder said that he belonged to this society, that it was originated- long ago by a man who dreamed of an owl, and that the society was sometimes erroneously called the Owl society. The word miwa’tani is not fully explainable, as it is not foimd in the common speech of the Sioux. Two informants said it is not a Sioux word, and that they thought it meant ‘’owl feathers.^’ Wissler says:*

According to one informant, this society, which by the way, is regarded as a very ancient one, was so named because an owl-being in conferring the ritual said, “My name is Miwa’’tani.” . . . Our informants are all agreed that the term is associated with no concept other than that of a particular society. It is also their name for Mandan, the tradition being that the latter were named because of some resemblance to the Miwa’tani society.

The Omaha word for Mandan is Mawa’dani,* and a ‘’Mandan dancing society” among the Omaha is mentioned and one of its feasts described by Rev. J. Owen Dorsey.’

1 Societies and Ceremonial Associations in the Oglala Division of the Teton- Dakota, op. dt., p. 42.


Fletcher and La Fleeche, The Omaha Tribe, op. cit., p. 102.



« Omaha Sodology, Third Rep, Bur. Sthn,, p. 273. See also Dorsey, EUvetUh Rep, Bur. Sthn,, p. 468.

DizfSMOBn] T£TON SIOUX MUSIC 327

Wissler^ states that the organization of the Miwa’tani consisted of:

2 leaders x lay membera

2 sash bearers, or bonnet men 1 drum bearer

2 whip bearers 8 singen

1 food passer I herald

Charging Thunder said the Miwa’tani society, besides being one of the most difficult to enter, was one of the most exacting in its requirements. Each member pledged himself to sacrifice his own life in defense of a woimded member, if such sacrifice became necessary on the warpath. When anything was needed by the society the principal officer appointed some one to collect what was required, and the demand was never refused. The collecting was usually done at a public meeting of the society and formed one of the tests by which the leaders of the tribe determined which men were qualified to be useful to the tribe.

If an officer of this society saw in the camp a supply of provisions which should have been donated to the society, he could take it, either for the use of the medicine-men who conducted the ceremonies or for the use of the organization as a whole. He had the right to do this, and it was even expected that he would do so if donations were wilfully withheld.

According to Charging Thunder the purpose of this society was to promote friendliness and helpfulness among its members. The more important of its meetings were for the initiation of new members. Any member of the tribe could apply for membership, and if his application was accepted he was notified by the crier.

Before a meeting for initiation the candidates as well as members of the society were required to fast partiaUy for four days. They assembled in their lodge, and once each day the leader brought in a pail of water, and after dipping into this a bunch of sweet grass, handed the latter to each member, with a very small piece of buffalo meat. This was all the nourishment they were allowed, hence the end of the four days found them greatly weakened.

Two old men, after consultation, described the initiation to the writer. On the day of the ceremony the officers of the society, wearing headdresses of owl feathers Qii’ghaT)’ 6u7) wapa’ha), took their posi- tion in the place of honor, opposite the entrance of the lodge. In their hands they held the owl-feather headdresses which the new members were to receive. All the members of the tribe were gathered to witness the installation of the new members. It was required that the newly elected men should show that they were qualified for the honor which had been conferred on them. Back of the fire was a


SodetJes and Ceremonial Associations in the Oglala Division of the Yeton-Pakota, op. cit., p. 42.
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’^mellowed-earth space” (see p. 122^ footnote) , and the men were required to carry live coals in their hands and put them on the earth. Each maU; rising from his seat, took coals in the palm of his hand, and turning to the left, walked slowly around, the lodge. After the first roimd of the lodge, pausing at the mellowed-earth space, he pretended that he would place the coals upon it. This was done three times, and after the fourth round of the lodge, slowly lowering his hand, he gently rolled the coals to the softened earth. (See p. 74.) If he could do this without being burned he was considered qualified to be a member of the society.

As already stated, a headdress of owl feathers had been prepared for each of the new members. These headdresses were long, like war bonnets, but were made of owl feathers instead of eagle feathers. Quite a heap of coeds lay on the mellowed earth after all the men had made the circuit of the lodge. Sweet grass was placed on this heap, and the headdresses were held in the fragrant smoke, after which they were placed on the heads of the newly installed members.

The following ceremonial song was simg as the headdresses were placed upon the heads of the men, who were understood then to be fully received into the society.

No. 122. Ceremonial Song of the Mlwa^tanl (Catalogue No. 572)

YoicB J =66 Dbum not recorded

Sung by CHARoiNa Thunder

^^m.

Tu - wa wa - kaq koq le ml a

6a - ^e

tu’wa wakai)^ ^oi) the one who is holy

le mi’6age has made this for me

Analysis. — ^This melody contains the tones of the second fivetoned scale, with G sharp as a keynote. The accidental (F double sharp) was clearly given in all the renditions. The song is harmonic in structure and has a compass of 12 tones. Three-fourths of the progressions are downward, the trend of the melody being steadily downward from the twelfth to the tonic. The time in the first two measures is peculiar and was maintained less steadily than in the latter part of the song.
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After a man was admitted to this society he (donated his best horse to the society, no matter what its value might be. He also hired a man to make hia paraphernalia, usually giving a horae as compensation for this service. One of the articles with which he provided himself was a whistle made of the wing hone of an eagle; this whistle was closely decorated with beads (fig. 30), and himg around hia neck. Each member had also a rattle fastened to a wand (jd. 46) which he carried during the dances of the society. This rattle was made by boiling the hoof of the deer and cutting the hard, outer part into pieces of the desired shape and size. All the feathers used in adornment by members of this society were owl feathera, tipped with red down. The feathers of the owl were used abo on their arrows.

Two of the dancing songs of this society (Nos. 156, 165) occur in connection with the per- sonal war narratives of Eagle Shield and One Feather.

A rattle of dew claws (pi. 46) was used in many Sioux dances.

wnrrE House sidbbs

(SmjK’SKA-AKAlj’YAq^KA)

The White Horse Riders were not considered a tribal society, like those already described, but were an old organization which, in the opinion of some „

, , ’ . , . , Fia. 30. Ulwa’tanlaocirtr wblsUe.

miormants, was local m character. The term “white horse riders” is not an exact translation of the Sioux designation, the first word of which means “white horse,”
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while the second is a compound word indicating age and experience. One informant said:

The TVliite Horse Riders were principally the old warriors. Those older people had a special liking for painting their horses on paiades or on the warpath, as hy that means they could show that the horse’s owner had done some brave deed. They rode white horses for two reasons. They liked the white color, because it was regarded as a genuine color [see pp. 173, 205], and also because a white horse was the only one on which the paint would show well. The usual decoration was a horse’s hoofprint and a hand, the hand being understood to represent the hand of the enemy. To people with an understanding the arrangement of these designs told the story of the man’s brave deeds. (See p. 77, footnote.)

The parade of the White Horse Riders was greatly admired in the camp. It is said that if the White Horse Kiders came to the tent of a man who had been wounded in war, they fired their guns into, the air, whereupon the women of the family cooked a quantity of food and placed it in the middle of the camp’circle. The custom was that ’Hhose who had no one to cook for them went and ate this food.”

The songs of the White Horse Riders were favorites among the Sioux, and the words of these songs were often changed. Thus No. 225 is a song of this society in which the name Ptesai)’-noi)’pawii) has been substituted for another name.

No. 128. Song of the White Horse Riders (a) (Catalogue No. 534)

Sung by Two Shields

VoxcB J =66 Dritic J = 66

f^

^-

Ira Ui -4^

MN8M01R1
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Artalysis. — ^This song contains an unusual number of progressions. There are 52 intervals in the song. It has been stated that the average number of progressions in comparatively modem songs is 31.3. Thirty (58 per cent) of these intervals are thirds, 18 being major and 12 being minor thirds. It is interesting to note the large niunber of minor thirds in a song which is distinctly major in tonality; these intervals, however, are usually part of the tonic triad, which forms the framework of the melody. Two rests are foxmd in the song. (See No. 79.) The two renditions show no points of difference, the small count-divisions being clearly given. Dinim and voice have the same metric unit and wore coincident.

No. 124. Song of the White Horse Riders (b) (Catalogue No. 535)

Sung by Two Shields

Dhum J -63 Drom-rhythm similar to No. 0
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Afholyais. — Two renditions of this song were recorded, in both of which renditions G in the upper octave was sung G flat, and in
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the lower octave G natural. This was probably because the higher tone was above the compass of the singer’s voice. Two rhythmic units are present, their repetitions comprising most of the song. The melody tones are those of the major triad and second, a tone material found in only 3 of 340 Chippewa songs, and in 8 songs of the present series. About 38 per cent of the intervals are fourths. The average interval is not large, but a compass of 13 tones is accomphshed in three measures, about midway through the song. The tempo of the drum is slightly slower than that of the voice.

WAR SONGS (oZU’yE OLO’WAlj) CONBEOUnVE SONQS OF A TYPICAL WaR EXPEDITION

•

War expeditions were of two kinds — tribal and individual. In the former the tribe acted as a unit, as they did on the buffalo hunt. Thus, if the tribe as a whole needed horses, the only way to secure them was by stealing them from the enemy. The matter was discussed either in the tribal coimcil or in the council of the chiefs. Scouts were selected by the council, or each military society could choose some of its members to act in that capacity, the procedure of selecting and sending the searching party being similar to that which preceded the search for the pole to be used in the Sun dance or a buffalo hunt. (See pp. 109, 439.) The scouts started at night, having been given instructions where to go, and also what to do if they saw the enemy. When the scouts had returned and made their report, the tribe took up its joiUTiey. The organization was similar to that of the buffalo hunt, the men being restrained by the aki’cita from any individual action until the time came for the tribe to act as a unit.

An individual war party could be organized at any time when the tribe was not on a general expedition. A man desiring to organize an individual war party called on his relatives and friends at night, explained his purpose, and asked them to join him. If they were willing to do so they smoked a pipe in token of their acceptance. Such an invitation could scarcely be refused, and the man who gave it became leader of the party. Everything concerning the expedition was carefully discussed before starting. The country through which they would pass and the enemies they would meet were somewhat famiUar to the warriors, so that the leader could explain verbally the route which he proposed they should take. It was not imcommon, however, for a map to be sketched on the bare ground, and quite customary for a war party to leave behind a “map” on buckskin, showing the hills and streams they expected to pass, so that other parties could find them if desirable.
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It was not considered a great honor to be asked to join a war party, and no demonstration was made when they left the village. As an old warrior said, ’’the honor was in coming home victorious, and the demonstration was reserved to see whether it would be needed when we returned.”

The following section presents in consecutive order certain songs which might be simg on a war expedition. Many details of description are omitted, as they are comprised in the personal narratives which follow this section.

The next 10 songs are common war songs, or ‘’wolf songs,’^ which were sung in the societies or other gatherings before the departiure of a war party. Many of them mention the wolf, as the life of a warrior was supposed to be like that of the wolf. Two Shields (pi. 47), who recorded several of these songs, is a leading singer at every tribal gathering.
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No. 126. ^’Those Are Not My Interest”

Sung by Two Shields

VoiCB J =96 (or J^ = 192)

Dbum J= 96 ( See dram-rhythm below )
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kola^pila. . .* friends

epe’6D5 * I have said

. ti i^6eya in common life

wido^liai) kig the customs

o’ta yelo’ are many

kola’ friend

he^na those

e 6ni are not (do not interest me)

yelo’ epe’lo I have said

Analysis. — ^This song was recorded by the same singer on two occasions. The duplication was accidental, and a comparison of the result is, therefore, the more interesting. Both renditions were transcribed and are herewith presented. It will readily be seen that the points of difference are slight and unimportant. This is usually the case when a song is repeated by the same singer or sung by two equally good singers. The rhythm, which is peculiar, was exactly repeated. It has been frequently noted that the rhythm of a song is more accurately repeated than the melody progressions. The foregoing transcription was from the second ‘^recording,” in which the song was sung three times, while in the first reoording it was sung only once, with” a repetition of the first part. The transcription which follows this analysis is from the first recording of the song, in which the pitch was slightly lower, and the tempo slower, than in the second. Probably it was because of this low pitch that the singer closed both parts of the song on the third instead of on the tonic. The drumbeat was alike in both recordings, but was specially clear in the second, as is shown in the foregoing transcription. It is not customary to vary the rhythm of the drum as in this instance, but Two Shields is a particularly efficient singer at the drum when large gatherings are held, and such’’leading drummers” frequently elaborate their part, especially in songs of this kind. It is probably unnecessary to state that the writing of the drum part on a staff does not imply pitch. Drum and voice coincided throughout the performance. Between the three renditions recorded at this time the drumbeat was continuous. The pause in the voice was about equal to two measures, but was not exact; in one instance it was interrupted by shrill cries. The time in the five-eight and threeeight measures was absolutely exact, and the triplet and couplet groups are indicated according to the rhythm in which the passage was sung. The melody contains the tones of the second five-toned scale. About one-fourth of the intervals are minor thirds, but the melody progresses principally by whole tones, the major second forming 49 per cent of the entire number of intervals.

1 Cantractioa of epe’H jco^.
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The words of the following are identical with those of No. 126

Duplication of No. 125

Sung by Two Sbisldb

VoiCB J=88 (or J^ =176)

Dbum J = 88

U:j u-r\s(^
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Ko • la - pi - la e - pe - Ci koq he

a hi ye ti 1 - k6e-ya

wi-Co-haq kiq o-ta ye-lo

ko - la he -na e ftii ye - lo e - pe - lo he

yo

An Indian warrior wanders like a wolf^ and his life is expressed in the following song.

No. 126. “Like a Wolf I Roam” (Catalogue No. 666) Sung by One Buffalo (Tata^ka-waizi^la)

Drum not recorded

j§ui]-ka i-fina-la mi-ye - lo 6a ma-ka o - ka wii)-hya o-ma-wani t^oi)

he - 61- ya ta-moi)-ka fini ye - lo
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Qka ia lone wolf

miye’lo da I am

maka’^ o^ka wig^ya v in diJfferent places

omaVani I roam

ioi) but

he<5Kya there

tamoQ^ka sni yelo^ I am tired out

Analysis, — Considering F sharp as the keynote of this song, we find

the melody tones to be those of the second five-toned scale. The

basis of the melody is the minor triad with minor seventh added.

(See analjrsia of song No. 49.) Nearly half of the intervals are minor

thirds. The song is melodic in structure and has a compass of

10 tones.

No. 127. ’’Watch Tour Horses” (Catalogue No. 532)

Sung by Two Shields

Voic»J=9a

hv.^a i r F ii/ ^^ II I ^ ^ II I ’^ ^ • II Tf=n
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Kai)-gi wi - 6a- te kii) dui]k a - wai^gla - ka po

ya

Buq - ka wa - ma - noi) sa

m

ml -ye ye - lo r

^at

s

^

jm

m

Kag^* wi6a& Crow Indian

kii) suQk awaQ’^glaka po you must watch your horses

suQ’lca wama^noQ a horse thief

sa often

miye^ yelo’’ , am I

i Kap^’ is the Sioax equivalent for Crow. Conoeming the name of thla tribe the Handbook of American Indians (pt. 1, p. 367) states: ‘’trans., through French gens dea eorbeaux, of their own name Abtaroke, crow, sparrowhawk, or bird people.” The following forms oocur In the words of these songs: Kx^pflf wlda’sa (Crow people), Nos. 127, 140, 179; KaQ^l’ to’ka (Crow enemies), Nos. 100,174; Fsalifta (comxptlon of AbsK’oka, Teton dlaleet)i Nos. 167, 168; Foa’dtika (Sontee dlatoct). No. 102.
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Arwlysia, — ^About half of the intervals in this song are minor thirds, though the interval of a fourth is also prominent. All the tones of the octave except the seventh and second appear in the song, which is melodic in structure and has a compass of an octave. Several renditions were recorded ; these show no points of difference.

No. 128. ’’Friends, Go On”

Sung by Two Shields

Voice J=:92

ya - pi ye

ya

8UI) - ka - ku koi) zu - ya

WrT^

u ye - lo

kola^pila friends

iya’yapi ye you go on

suQkaOm ^OQ even that younger brother

zuya^ u yelo’ is coming on the warpath

Andlysia, — The framework of this melody is one which is familiar in these songs. The submediant chord forms the basis of the opening measures, followed by a descent from the dominant to the mediant, a descent of a minor third: after this the melodv returns to the submediant chord, and the song closes on the mediant. Comparison with the preceding song will show the same outline in that melody. About half of the intervals in this song are minor thirds. The intonation is good, and the melody contains all the tones of the octave except the seventh. The rhythm of the drum is one found frequently in the Chippewa songs, but is much less common among the Sioux.
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No. 129. “A Wolf I Considered Myself” (Catalogue No. 547)

Sung by Gray Hawk Drum J=104
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na-fii] wa-ka - pii) ye - lo
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(^r»t rendition)

UQka a wolf

mi^^a I considered myself

yugOtag but

ta^u wa^te 6m I have eaten nothing

yug’Tcai) therefore

na^fig from standing

wakapig’’ yelo’’ I am tired out

(Second rendition)

•

iSug’^ka a wolf

mii I considered myself

yug^ag but

highag’ the owls

hotog’pi are hooting (see p. 180, footnote)

yug^ag and

hagko^waki pelo^ the night I fear

Analysis, — The interval of a fourth is prominent in this melody, constituting about 25 per cent of the intervals, while the major second constitutes 53 per cent of the number. In many instances the major second is a passing tone iii a descent of a fourth. This song has a compass of 13 tones and is melodic in structure. The
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rhythm is of special interest, as the song contains three rhythmic units, every tone in the melody being comprised in these units.

No. 180. “Adyentures I Seek”

Sung by Two Shields Dbuh J=96

si - to-mni-yaq wi

6o-hai] o-wa-le lie e a e e

yo - ti - ye - ki - ya

ma-wa-ni hi

a

Ma-ka

e i -

maka^ aiU/mniyai) in all lands

wi^o’hai) adventures

owa^e I seek

he hence

iyo^tiyekiya onu/wani amid hardships I have walked

Analysis. — ^This is a particularly interesting example of a song which is harmonic in stnicture and based on the fourth five-toned scale. At the opening of the song the tonic chord appears in the upper octave and there is a descent through the submediant to the tonic chord in the lower octave. An ascent of 12 tones is accomplished in two progressions, and the melody, with the introduction of the words, returns to the tonic chord in the upper octave, descending, as before, through G to the tonic chord in the lower octave, ending on the tonic. Though the song is so regular in melodic form
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and so distiactly major in tonality, 40 per cent of the intervals are minor thirds. The song contains 60 progressions, 37 of which are downward and 23 upward. It will be recalled that the average number of progressions in comparatively modem songs is 31.3.

No. 181. ‘’His Horses He Granted Me’’ (Catalogue No. 543) Sung by Two Shields

VoiCF. J =58 Drcm not recorded

rr r V

rr:,

Wa - kai) - taq - ka fie- wa - ki - ya a - wa - ku we

htf-rj-tl^

ta-duij-ke ko ma-ku we - lo he

Wakaq^taQka Wakao’tagka

dewa’Tciya I pray to

awaHcu we bringing home

taSuq^e his horses

ko also

ma’^ku welo^ (he) granted me

Analysis, — In determining- the keynote of a song the tost hy the car seems permissible, and by this test the song under analysis is transcribed as being in the key of A, although the seventh and third tones of that key do not appear in the melody. The omission of these tones places the song in the first five-toned scale, according to the system of pentatonic scales given by Helmholtz. (See p. 7.) One instance of a song on the first five-toned scale is found in the analyzed Chippewa songs. (See song No. 116, Bulletin 53.) A descending fourth characterizes this melody. It appears as E-B in the first two measures, followed by D-A and A-E, these progressions being repeated in the latter part of the song, which contains the words. The tonahty of the song is major, though more than half the intervals are minor thirds.
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No. 182. ’’Those HUls I Trod Upon” (Catalogue No. 670) Sung by Many Wounds

VOICB J— 92 Dbum J = 92
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ha - aq o - ma (8)

wa - ni koi) a - ke mi


	



ye e 69k ya

hi - bu we-lo

wazi’yata in the north

paha^ yai)ke^6e lo (to) those hills

he^na iya’haij I climbed

oma^wani \oi) roaming

ake’ again

miye’ da I myself

hibu’ welo’ come

Analysis. — This is a favorito soug of the Sioux, a fart which explains why it was recorded l)y three singers on widely separated parts of the reservatioa. Tlie words of the first two singers are practically the same, while the third singer mentions the streams, instead of the hills of the north country; the differences in the melody are slight. The rendition by Many Wounds is the one used in the tabulated analyses. The song is based on the fourth five-toned scale and contains a large percentage of minor thirds. It is melodic in structure and has a compass of an octave.
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Duplication of No. 132

Sung by One Feather

Dkum J =96
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6a a hi - bu we - lo

itir^f-H

As already stated; this is a duplication, the song being sung on different occasions by three singers. This transcription is given for purposes of comparison. The words of this are the same as No. 132 except that the word iya’han (I climbed) is omitted. Other duplications transcribed are Nos. 125 and 133.

This and the following duplication of No. 132 begin and end on the same tone. Other songs of this series showing the same peculiarity are Nos. 99, 127, 203, 205, 212, 220, 221, 228, 234, 238. (See Bull. 53, page 222.)
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Duplication of No. 132

Sung by Two Shields

VoicB J_z96 Brum J = 96
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yug -ke-<5in

na o - yuqk -

ya. ya o - ma - wa ni ye

a - ke mi - ye 6a ya hi - bu

we-lo

wazi’‘yata iii the north’ ,

wakpa’ (by) Htreams

yiiijke’^in that are

hena’’ there

oynqk’ya my bed ia

oma^wani ye I have roamed

akc’’ again

miye’ ca I myself

hibu’’ welo , come

In this instance the words are sUghtly different from those sung by One Feather with the same melody.
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No. 188. Wolf Song

Sung by Two Shields Dbum j=i96

(rataloguo No. 524)

tUjR- linrni

u r^’ I rvj f r7^~~l

J=69^ -^

£ - 6a doq-ka mi-6i - la yug-kai)
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ta - ku wa-te 6ni yai)-kai) na-zii) wa-ka - pii) ye

n m sn
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e^6a well

6uq^ka a wolf

miila I considered myself

yuQ^kai) and yet

ta’^ku wa^’te ^ni I have eaten nothing

yuQ^kai) and

na^f ii) waka^pii) ye I can scarcely stand

Analysis. — The words of this song are the same as those of the first rendition of No. 129, embodying an idea which was commonly expressed in connection with the warpath — that the life of a warrior was hke that of a wolf. On examining the phonograph records it was found. that the same melody had been recorded by Siya’ka, different words being used. It is probable that the words used by Siya’ka are also very old. Both transcriptions are given for the purpose of comparison. It will be readily seen that the differences are about the same as in other duphcations; the actual comparison, however, can be made only by means of structural analyses. On com- paring these, it is found that both renditions contain only the tones .of the second five-toned scale, have a range of 12 tones, and are harmonic in structure. The rhythmic unit is the same in each, also

BUBEAU OF AMEBICAN ETHNOLOGY

the rhythm of the drum. The tempo is slightly different and. the key is higher, which suggests a difference in the adjustment of the phonograph. It is found that the rendition by Two Shields contains 53 progressions and that by Siya^ka 59; the former contains 18 and the latter 20 minor thirds; the former 25 and the latter 29 major seconds; the former 5 and the latter 6 asoending major thirds. The differences are therefore shown to be slight and unimportant. A change of tempo occurs in the rendition by Two Shields.

Duplication of No. 188

Sung by Siya^ka Voice J r^ 108 Dhum J ^108

Drum-rhytUm similar to No. 19
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ff- ,f f f

3^-tz

f ptj*- -L;

E - 6a wi o - blu - spa yuq - kaij fiuq-ka - warkaq

ni-6a

t

e - ma - ki - ya ca ma - ka si - to - mnl

o-ma-wa-ni ye

WOKDS

e’da well

wi oblu^jspa yugOcai) wben I was courting

^UQkaVakai) ni nia ” horses you have none

emaki’a to me was said

^•a therefore

maka’’ sito^’mni over all the land

oma Van! ye I roam

T>
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This is not entirely similar to the preceding songs, as it is a personal rather than a society song, but is placed here as it may be supposed to have been sung prior to the departure of a war party. In some respects the words of this song resemble those of Red Fox’s war song (No. 155), yet the idea is exactly the opposite, for in this song a reluctant boy is being urged to bravery by his older brothers.

No. 184. «’It Is Difficult”

Sung by Used-as-a-Shield

YOICB J;=:80

Dbdm not recorded

r

“^f- f-

Zu-ya

wa - u kta yuq - kaq 6i - ye he - ya - pe - lo

B=s^

A -#-”

-I F— 1 — -m

J 0.

ta - ka wai) - la - ke 6ii)

a - pe - wa - 6ii)

yo

6i

ye he-ya - pi tka ta-xnoi) -ka &ii ye - lo

zuya’ on the warpath

waQ’’ kta I waa coming

yug^ai) when

^iye’ : brothers

heya’ pelo said

ta’Ttu anything (see p. 349, footnote 2)

waQla’Ice dig you see

ape’waig yo try to strike it (see p. 359)

^iye’ brothers

heya^pi said this

tka hence

tamoQ^ka 6ni yelo^ I realize difficulties

Analysis. — In structure as well as in idea this song closely resembles No. 155; indeed it was said by some Indians to be the same

348 BUREAU OF AMERICAN ETHNOLOGY [BrLL. ei

song. On comparison of the two transcriptions it is noted that 63 instead of 75 per cent of the . intervals are thirds, the major and minor thirds being equal in nmnber. The rhythmic miit is shorter but has the same division of the first count. The compass is the same, but No. 134 contains all the tones of the octave except the seventh and second, while song No. 155 contains only the major triad.

The warriors carried extra moccasins, and each man took his own cup or cooking utensil, these features of the preparation being indicated in the personal war narratives which follow. The war party took also a supply of medicines for the treatment of the wounded.

The leader usually carried the skin of a wolf with the head pointing in the direction they were going. When the party camped he laid the wolfskin on the groimd with its head toward the enemy’s coimtry, and when they resumed their jomney the head still pointed the way. No drum or rattle was used, the men walking silently. If there chanced to be a man in the party who had dieamed of a wolf, he was asked to perform certain ceremonies. For instance, as the warriors approached the camp of the enemy they desired bad weather, especially a drizzling rain, to cover their attack. Then the medicine- man would sprinkle water on the wolf hide, sing his personal song, and oflFer a prayer, saying that the warriors wished for a storm in which to attack theii* enemies. It is said • that a storm usually followed this procedure on the part of a medicine-man. If they had difficulty in locating the enemy because the latter’s camp had been moved, they again called on a medicine-man to search for the enemy by means of his power. If he were able to command the sacred stones, he would use them for that purpose.

From an old warrior the writer secured a decorated shield which, he said, he had carried in wars against the Crows (pis. 48, 49). The shield is made of rawhide stretched over a hoop and laced with a strip of hide. The greatest diameter is 16 inches. The decoration on the shield was said to refer to a dream of a bear. The eight segments were painted alternately red and yellow, the painting on the yellow segments, in black, representing bears’ paws, while the space below the paws was white. The warrior said that the decoration commemorated a fight with the Crows, and that certain features of the painting showed that the fight, though in the Black Hills, took place in a level, open place. He said that he was “in the middle of the shield and the enemies were all around him, but the claws of the bear were on every side to protect him/’ hence he was not hurt in the battle.

A typical Sioux war bonnet is shown in plate 50. These headdresses were made of the tail feathers of the eagle, and many of them were tipped with horsehair or white down.

«1 PLATE 4S

WAR SHIELD (REVERSE)
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Men on tho warpath sought the highest points from which to spy the enemy and estimate distances; they often piled up stones to shield €hem from the sight of the enemy. Many of these heaps of stones are still seen in the Sioux country. Some of them are said to have been erected as landmarks to guide the members of a war party back to their rendezvous. This statement, however, is erroneous. The place and time of meeting were understood before an attack was made on the enemy, but the men were obliged to find their way to it as best they could.

Sui)‘kar-wai)bU’^ (Dog Eagle) said that when he went on the warpath this song was sung at night in the camp to ’’strengthen their hearts.” They sang very low, and sometimes imitated an owl.

No. 185. Song of the Camp

Sung by Dog Eaolr Dram-rhythm similar to Ko. 6

£%^^^

Ta-ku

le - 6e - 6a he

££^

-^ fij^4. -=-W4. -^^^MIS 4- ^ Il4

to-ki i- huq - ni a ka e - ha - hai) pe - lo fiai)-ka - wa-kai) he hi-yo

wa - u we - lo

WOBDS

tancu^ something (referring to a person)

le^ea he like this

tyki ihuq’ni ka is not likely to reach anywhere

eha’^haij pelo’ you are saying

ug’kawakai) horses

hiyO’ wali^ welo’ I am coming after”

1 The word tur/ka may be translated either “wolf” or “dog,” but In proper names the latter meaning b commonly used.


The woid taku when used In this manner Is an expression of contempt. A free translation of the words is as follows: ’’You are saying that such a person as I will never arrive at anything, but I am coming after hones.” Cf. Uiku In songs Nos. 134, 156.
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Analysis. — ^This song contains only the tones of the minor triad and fourth. The melody progresses largely by whole tones, as 56 per cent of the intervals are major seconds. The interval of the fourth also is prominent, comprising 20 per cent of the progressions. Several renditions were recorded; these are uniform in every respect. The rhythm of the song is such as to suggest the presence of a rhythmic imit, but^it will be noted that no rhythmic phrase is repeated in the melody.


	



When the warriors were acting as scouts or wished for any reason to be unobserved, each wore a white cloth arranged like a blanket and frequently having eagle feathers fastened at the shoulders. Sometimes a separate cloth covered the head, as shown in the drawing by Jaw (pi. 59), but the hands were always covered. It was said that on seeing an enemy in the distance the warrior strung his bow, making ready to shoot. As he came nearer the enemy he took an arrow from his quiver, and putting the quiver close under his armpit, held the bow below it with the arrow in position, so that in a moment he could throw open his blanket and send the arrow on its way. Plate 51 shows two Sioux in this costume, enacting the part of scouts. This was a feature of a celebration of the Fourth of July, 1913, at Bull Head, S. Dak.

If an open fight was expected* the warriors put on their gayest regalia. Feather ornaments had been carried in a rawhide case and these, with the dcKJorated war shirts, wore donned by the warriors. Sometimes the men wore little clothing and rubbed “war medicine” on their bodies. It was said that they mixed earth which a mole had “worked up,’’ with a powdered herb, rubbing it on their own bodies and on those of their horses. A specimen of this herb was secured, which was identified as Gutierrezia sofothrae (Pursh) B. & R. This specimen grew close to one of the old buffalo wallows on the prairie.

Some warriors preferred to be painted by the medicine-men.

Little Buffalo (Tatai)’ka-cika’la) was a man who “made medicine” for the warriors. Using blue clay mixed with “medicine,” he painted a band across the man’s forehead with a branching end on each cheok bone, the painting being done only in war. In addition to this the “medicine” was rubbed on the body and” limbs of the warrior.

Bear Eagle (Mato’-war)bli’), who had been painted in this manner by Little Buffalo, recorded the two following songs. He said that the first one was sung by Little Buffalo alone as he painted them, and the second by the warriors after the painting was finished. He said further that they did not sing in a loud voice, but that, having mounted their horses, they sang this song of the man who had painted them.
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No. 186. “Clear the Way, I Gome” (Catalogue No. 634) Sung by Bear Eagle

YoioB J=112 Drum not recorded

’ f:a’ u 111 r iii^ F^^

Hai) - ta yo

wa-ka^-yaq hi - bu we • lo

o haq-ta

yo wa-kaq-yaq hi > bu we - lo e

ma - ka

kii] mi-ta-wa 6a wa-kaij-yai) hi - bu we - lo e

ha]]-ta

O’jlf J -Ti

^m

a yo 0 wa - kaij-yai] hi - bu we - lo e yo

haQ^’ta yo clear the way

wakag’ya^ in a sacred manner

hibu^ welo^ I come

maka’^ kii) the earth

mita^ wa (is) mine

<5a hence

waka5’’yag in a sacTed manner

hibu^ welo^ I come

haQ’^ta yo clear the way

wakag’yai) in a sacred manner

hibu’ welo^ I come

Analysis. — This melody is based on the minor triad A-C-E, though D and G frequently appear as accented tones. The song has a compass of 12 tones, beginning on the twelfth and descending steadily to the tonic along the tones of the second five-toned scale. It is minor in tonaUty, and about one-third of the intervals are minor thirds. The intonation was particularly good in this and the following song by the same singer. Three renditions were recorded, which are uniform throughout.

See plot of this melody on p. 419.
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^o. 187. ’’At the Wind (^enter I Stand** (Catalogiie No. 635)

VOICB JrrSO

Dbum not recorded

Sung by Bkar Kaqlb

m

Villi {• \iUUL^’\rj r WlQn

Ma - ka klq to-ka-ya na*war2ii)-ye wai)-ma-yar)-ka

yo

ta - te - yo to

ka-yana-wa-2ii)-ye wai)-ma-ya^-ka yo 6 pe -

iLjr i7i”^

±i - hu-ta 6a na - wa-£ii)-ye ta - te- yo na - wa-ziij-yo

WORDH

maka’^ kii) oka’ya at the center of the earth

nawa^figye I stand

waQma^yaQka yo behold me

tate^yo okaya at the wind center (where the winds blow toward me from every side (see p. 1 20, footnote)

nawa’f iQye I stand

wai)ma’’yai)ka yo behold me

pefi’’ huta a root of herb (medicine)

da therefore

nawa’’£igye I stand

tate’yo at the wind center

nawa’f ii)ye I stand

Analysis. — Two renditions of this song were recorded, both containing the change of tempo indicated in the transcription. This change is sudden and definite, but the second tempo is not sustained to the end of the song, the first rendition closing in almost the original tempo. (See song No. 5.) Throughout the renditions there are variations in time too sUght to be indicated, but the rfiythmlc unit is cleariy given, showing that the song had a rhythmic clearness in the mind of the singer. The intonation was good. The song is analyzed in the
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key of C major; the minor triad A-C-E, however, is prominent in the melody, and about 52 per cent of the intervals are minor thirds.

A somewhat similar description of war painting was given by iSiya’ka, who said that he and four others were in a war party and that their horses were painted by a man named Holy Horse (Ta^ug’kawakar)’). He painted the horses with white clay, drawing zigzag lines from the mouth down the front legs, branching at the hoofs, and the same on the hind legs; there was also a band across the forehead and spots on the chest. All the horses were painted aUke.

The four men had their faces painted brown with a white line across the forehead extending down the cheeks and forked at the end. Their hair was tied in a bunch on the forehead and in it was tied some of the same ‘’medicine’’ which had been put on their bodies.

When the men were ready to start they mounted their horses with their faces toward the east and walked single file in a great circle, Holy Horse following close behind them. The three following songs were said to have been sung by Holy Horse and the men whom he had thus painted. It seems probable that, as in the preceding narrative, the first song was sung by Holy Horse alone, as he painted the men and their horses, and the others by the warriors after the painting was finished.

No. 188. Song Concerning War Paint (Catalogue No. 465) Sung by Siya’ka

VOICB Jrr 69

Drum not recorded
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we
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I

le this

maka^ earth

we’di^og kiq I had uaed as paint

05 causes

oya^te * the tribe (of the enemy)

ini’^hai) waye^lo much excitement

Analysis. — The repetitions of the rhythmic unit constitute the whole of this song, these repetitions differing only in. the lengths of the last two tones. One-third of the intervals are minor seconds, this being an unusual proportion of this interval. The major seconds are almost as many in number, and the remaining intervals comprbe four minor thirds, four fourths, and an ascending fifth. The song is minor in tonality, melodic in structure, and contains all the tones of the octave.

The two following songs were sung after a horse had been painted for the warpath:

No. 189. ’’Tremble, O- Tribe of the Enemy

Sung by J^iya’ka

Voics J =144 DKim not recorded
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Wa-oa-km ho hi-ju-tra > ye su - UMDni-yai|

ni4ii]}-6i-ya yo o


na>ka b«^ hi > Tii>ira>5« si - lo-mii>yB;g



ni - hb) - fi - ya jo ht

<v -ra

le m-ayas


	s-ift . nmi-yiiij ijj4«;. - S’ > y y^^yo
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wana^ka now at this time

ho a voice

hiyu’waye Iflentforth

sito’^inniyai) all

nihig’diya yo tremble

oya’’te O tribe (of the enemy)

wakaQ^yai) in a sacred manner

yagke^’dii) sitting

sito^nmiyai) all

nihii)’’diya yo tremble

Analysis. — ^This song is divided into three rhythmic periods, the third of which differs slightly from the others in the division of the opening measure. The tempo was slightly slower on the word sUo’mniyaT), but not sufficiently so to bo indicated. Three renditions were recorded, which are alike in every respect. The melody tones are those of the minor triad and fourth, and the song has a compass of 12 tones. Only five intervals occur which are larger than a minor third, yet the melody is interesting and not lacking in vigor.

No. 140. ’’Behold My Horse”

Sung by ^iya’ka

Drum not recorded

Le - na wai) - la - ka nuij - we le - na wai)-la - ka nuij*we ml - ta -

g

ytg

4?i

m

^

3»»^

I

T^S-f-^

s

^ — •-

Suq - ke wa - kiq -yai)

i - ye - 6e - 6a waq - la - ka nui) -

’::nMrjz

I

2^

i9-

we yu le - na waq - la - ka nui}-we yo he yo

le^na these (the painted horse and the herbs)

wagla^ ka nugwe’ may you behold

mita^ 6ui)ke my horse

wakii)’’yai) iye<5ea like the thunderbird

waQla^a nuT)we’ may you behold

I
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Arudysia. — In every rendition of this song the tempo was hastened in the latter part. (See song No. 5.) The song is minor in tonality and contains all the tones of the octave except the sixth. In structure it is harmonic, the accented tones descending along the intervals of the chord of B flat minor. One-third of the progressions are minor thirds.

Before entering the camp of the enemy a warrior might strike another member of the party as a sign that he was willing to die in that man’s place if such a sacrifice became necessary.

No. 141. ” See My Desire ”

Sung by Used-as-a-Shibld

VOICB ^’r=48

Drum not recorded

Ta - ku wo - wl-taq o - ya - le pi - 1 - fta ko - la - pi - la m& - e-ya wai)-

^

yai] - ke wa-6ai) - mi wa-na ti-ya -ta tea 6a - 2e ma-ya-ta pe-lo

ta^ku wowi^tai) some honor

oya’le pi^V you seek

kola’^pila • friends

mi^eya •. I, myself

wagyaQ^e see

wadaQ^mi my desire

wana^ now

tiya’ta at homo

H>W maya^ta pelo^ (it) is mentioned

Analysis, — This song contains only two intervals larger than a minor third, these benig an ascending fourth and a descendhig major third. Half of the intervals are minor thirds, with the result that the melody has a wailing effect. Four renditions were recorded, the first and second being without a break in the time, as indicated in the transcription. The song contains all the tones of the octave except the second, and in structure is melodic with harmonic framework.

The following song was simg during or after a fight:
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No. 142. <<The Earth Only Endures” (Catalogue No. 617) Sung by Used-as-a-Shield

Dbum J = 63

1— _^

i^tir|[ijf T |-f-f^-

^T CJ’ir r-jj}. flr^^i-iii JT^^^I

Wi-6a-h6a-la kii) he - ya

5

-r t-j t

J J J- ji

pe

lo ma- ka kiq le - 6e - la te - hai] yui]-ke- lo e - ha

»-j-t^j-

i^ J lj H

pe • lo

e - hai)- ke - 6oi) wi - 6a - ya - ka pe - lo

wi<5a’h(5ala kii) the old men

heya^ pelo^ say

maka^ kii) the earth

lede^a only

tehai)^ yuQke^o endures

eha’ pelo^ you spoke

ehag’Tce^^oi) truly

wi6a^ yaka pelo’ you are right

Analysis. — ^This song contains the tones of the minor triad and fourth, and the effect of minor tonality is very strong, yet the major and minor thirds are almost equal in number, there being 16 major and 15 minor thirds in the melody. The song is harmonic in structure, the accented tones following the intervals of the tonic chord.

Not all who went on the warpath were impelled by love of war. It is said that a young man once went because some one told him that the girl he expected to marry was untrue to him. The report
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was false, but he went with the warriors. Before a fight he asked his comrades to tell the girl, when they returned, that he hoped he would be killed. This was lus song.

m

No. 148. “TeU Her”

Sung by Used-as-a-Shield

Dbux J = 76

Dram-rhythm similar to No. 6
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Ii]-6ii) ya-ki ki-na
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he 0-ki-6iya - ka yo e-hai)-na-R6i e-na wa-ki ye- lo

U !»j ^ “^ J=ff
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iQdii)^ yaki^ ki’nahai) when you reach home

he oki^diyaka yo tell her

ehaij^nahd long before then

ena’ waki’ yelo’ I will have finished

Analysis. — This song contains two sections, the latter parts of which are aUke. Words are found in the second but not in the first. There are in the song 65 progressions, almost 62 per cent of which are minor thirds and major seconds. Two renditions were recorded, which are alike in every respect. The song has a compass of 12 tones, and contains all the tones of the octave except the second. A phrase consisting of two eighth notes followed by a quarter note appears frequently, but is not marked as a rhythmic imit because it characterizes the song less than the dotted eighth and sixteenth coimt-division, which occurs in various combinations
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The latter, however, is so short a phrase, and is used so diversely, that it can not be said to constitute a unit of rhythm. A triple measure followed by a double measure is an interesting peculiarity of this song.

The piu^ose of a man in going to war was to gain honor and to capture horses. The honor could come to him either from loyalty to his comrades or from conquering the enemy. If a man carried either a woimded friend or a captive on his back, on his return he could place a certain decoration on his tobacco bag or on his blanket. (Fig. 31.) By this sign everyone knew of his act. If two relatives were together on a war party, and one was woimded and deserted by his kinsman, a stranger who saved him was accorded special honor. Thenceforth he was called Wawo’Jciyapi, ‘Helper of the helpless.’ To desert a wounded friend on the warpath was considered the greatest perfidy. (See song No. 167.)

The custom of wearing feathers and painting the face, as well as that of *’ counting coup,” probably differs among various tribes or bands. The following was given by the writer’s informants as the custom of the Teton Sioux on that reservation. It was said that if a party of warriors attacked the enemy and killed several men, the first warrior who killed an enemy had the right to wear the “black face paint”; thus many of the war songs contain the words “the black face paint I seek.” (See songs dtnoliDgb”^^ Nos. 8, 11, 27, 171.) This paint was worn by the man in the dances which followed his return from war. Usually it covered only the face, although a man might paint his entire body if he so desired. The second warrior to kill an enemy might “strike the enemy,” for doing which he might, on his return, let his hair hang loose, but not paint his face. The time for continuing this practice varied according to the individual, but was usually about a month. If a war party defeated the enemy without loss to themselves, it was permitted to the first four who killed enemies, and also to their women relatives, to use the black face paint. In such an event special songs woidd be sung, and at any large gathering these four men woidd appear, the tribe considering them all to be equally entitled to the honor of using the black paint.

If a man had killed an enemy without injury to himself he was entitled to wear a feather erect at the back of his head. If he killed two or more he could wear a corresponding number of feathers, but the enemies must all have been killed in the same battle. If he succeeded in striking an enemy he could wear a feather horizontally at the back of his head. Four men could “coimt coup” by striking the same enemy. (See an instance of striking an enemy, p. 376.)
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At the final camp a returning war party prepared the scalps which they had taken for use in the victory dance. Eagle Shield said:

They selected a man who had dreamed of a camivorotu animal which attacks human beings, if such a man were in the party. This man scraped the flesh from the inside of the scalp, and having mixed the fat frOm it with gunpowder, rubbed it on his face and hands. He did this because of his dream of an animal that devours hmnan beings. Then, making a little hoop, he sewed the scalp inside it and fastened it at the end of a pole.^

Plate 52 shows a scalp captured by a Sioux warrior. This seems not to have been placed in a hoop, but dried by stretching with two short sticks, the mark of one being clearly discernible. The texture of the skin made it possible for this specimen to be fully identified at the United States National Museum as a human scalp. A dance ornament made of human hair (pi. 52) was obtained among the Sioux, but does not represent a custom of that tribe. This ornament is said to have been worn by the Crows in dancing. It was later used by the Mandan and Hidatsa, with whom the Sioux were frequently at war and from whom this article was imdoubtedly taken. When among the Mandan at Fort Berthold the writer was told that ornaments of this sort were frequently seen in the old days, and that they were m^ de, not from scalps of an enemy, but from hair which had been cut or had fallen out and been kept for the making of the ornament. The strands of hair were secured at intervals with spruce or other gum, and the ornament was fastened t6 the wearer^s head, the hair hanging down his back.

A victorious war party approached the village on its return, bearing the scalps aloft on poles. Dog Eagle said that he sang this song when he came in sight of the camp on his retimi from war. It was used also in the dances which followed.

1 Conoeming the usage of the Chfppewa in preparing a scaip see Bull. 63, p. 118; of the Menomlnl, see Skinner, Alanson , War Customs of the Menomlni Indians, A mer. A nthr., zm. No. 2, p. 309, Lancaster, Pa., 1011; and of the Osage, see Moftnth Rep. Bur. Sthn., p. 630b
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No. 144. ‘’She Stands There SmlUng’’ (Catalogue No. 658)

Sung by Doo Eaolb

Voica J = 69 Dbum not recorded

■1 ■ Tt—






^

M

Ko- la-pi -la

na- tai) a - gli ya- ka kte - lo ko - la e - ha - pi

6ai)-xia ko-la

wii)-yai) ^01) i - ha-iia - iin ye

kola’pila friends

natai)^ ^ agli^ ya^ku ktelo^ the attacking party will return

kola^ friend

ehapi 6aQ^na whenever you said this

kola’ friend

wigyai)’ kog that woman

iha^nafii) ye. stands there smiling

Aruilysis. — ^This song is rhythmic and lively, yet very simple. The only tones are those of Uie major triad and second, the tonic triad forming the framework of the melody. The song has a compass of an octave, and the intonation was wavering in all the rendi- tions. Nearly two-thirds of the progressions are downward.

As the warriors approached the village the women came to meet them. War was for the defense of the home and of the helpless, and a man usually gave to the women of his inunediate family the scalps which he had taken. (Cf . Bulletin 53, pp. 1 18-126.) The return of the war party was followed by preparations for the victory dances. Songs in honor of victorious warriors were sung in these dances, and the scalps on the poles were carried by the women. When the celebration was finished it was the custom to take the scalps to the top of the highest butte, where the poles were set upright in the groimd and food was placed beside them. Neither the food nor the scalps was ever molested.

^ This word, tranBlated “attacking,” refers to the maimer in which a retmning war party approached the village, coming with a rush as though attacking an enemy. *
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At subsequent gatherings of the tribe a woman was allowed to carry evidences of her husband’s success in war. Such a privilege as this was greatly prized by the women. Plate 53 shows a gathering at Bull Heady S. Dak. In the foreground appears a woman seated, holding a pole on which are the trophies of her husband’s success in war, the wisp of horsehair representing a scalp. (See also fig. 29.)

If a young man had been successful on his first war party, it was expected that at the first large gathering after his return he would give ^ay many horses and receive his manhood name, suggestive of his deed of valor. After that he discarded his childhood or boyhood names. If he went on the warpath again and excelled his first achievement, on his return he could be given still another name to correspond with his second victory.

A man who captxired horses usually gave some of them to the women of his family. This custom is expressed in the following song:

No. 145. ’’Horses I Am Bringing”

Sung by Two Shields

VoiOB J = 84 Drum not recorded
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taq - ke hi - na -
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6ui] - ka - wa - kai) a

wa - ku - we

gfeSij^ r -* t J- i

^LS ^
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tai)-ke hi - na-pii) na waq-f i o-yus-pa yo

taijke’ older siflter

hina^pa yo come outcdde

Qkawakao horses

awa^kuwe I am bringing back
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tai) ke^ older sister

hina^pig * come outside

na and

.wai)f i’’ oyiis’payo you may catch one of them

Analysis. — This is a particularly lively melody, and is unique in th^t all the downward progressions are minor thirds and major seconds. These descending intervals comprise more than 76 per cent of the intervals. Concerning the change of tempo, see song No. 5. The song is melodic in structure and contains all the tones of the octave except the second. See plot of this melody on page 419.

The songs of the victory, or scalp, dance were many. These were known as iwa’Jeidi’pi ‘scalp dance,’ the equivalent for “songs” being imexpressed, according to Sioux custom. This term, however, is applied to a large number of songs the words of which do not concern the killing of an enemy, and in this connection the term is translated “praise song.” The words of many of the praise songs deal with a man’s generosity, and the adaptation of the term ivxi’hidi’pi is evident, the man being praised in the scalp dance for his valor, and the song being used later as a means of securing gifts from him; after he had proven his liberality as well as his valor, another set of words expressing that fact could be composed. In this manner the term ivxi’Jeidi’pi became applied to a wide range of songs. ’

The following song, in both words and melody, is a typical iwa’Jci6i’pi in the original meaning of the word.

Maka’-peiu’tawii) (Earth-medicine Woman) sang this concerning her cousin, Peiu’ta-wakai)’ (Holy Medicine).* She said that when she was 13 years of age he went in the middle of the winter to “look for Crow horses.” Thirty Crows met them, of whom he killed one, bringing home the scalp.*


ThJa is leas imperative than yo, which appears in other parts of the song.



s As already stated (p. 217) the full form of “Pecu’ta” is Pezl’huta, meaning literally ** a root or herb” but commonly translated medicine, it being understood to refer only to preparatioDs of roots and herbk a Conceming the manner of removing a scalp, see Bull. 53, p. 86.

S64

BUREAU OF AMERICAN ETHNOLOOY

»9»

Drum not recorded

No. 146. ‘<He Is Returning’

Sung by Eabth-Medicine Woman
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kai) o - wa - ki- ya-ka yui)-kai) ke wa • na wai}-2i - kte na ku-we
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he

< Pe - 2u -wa-kai) ^i ye

he

a he

oX^yokipi pleasant times

wa(5ii)’ Iwish

na and

Pef u^ta-wakaQ Holy Medicine

owa’kiyaka I told

yug^kag he hence

wana^. now

wai)f i^kte he haa killed one

na and

kuwe’ is returning

Peuwakai) (contraction of above name)

Analysis, — This song progresses largely by whole tones, about half the intervals being major seconds. Six minor seconds also occur, forming more than 13 per cent of the intervals. The general character of the melody is’ similar to that sung by Silent Woman (song No. 149). Like that song, it is minor in tonaUty, but the latter song has a compass of 13 tones, while this has a range of only 9 tones. See plot of this melody on page 419.

The grief of those whose relatives were killed on the warpath was intense. Many of the women cut gashes in the flesh of the entire body and limbs, and cropped the hair close to their heads. Many
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of the men thrust skewers through the flesh on the outside of their legs. It was the custom for them to go aroimd the village circle displaying these signs of mourning, and as they went they sang a song in which they inserted the name of their dead relative^ or they might compose an entirely new song in his honor.

The following song was sung by Mrs. Hat tie Lawrence (pi. 54),

whose Sioux name is Uai)ku’lawii) (Road). Mrs. Lawrence has been a

student at Carlisle, but retains an imusually dear knowledge of old

war customs. She assisted the writer at McLaughlin, S. Dak., by

acting as interpreter for part of the material furnished by Jaw, Old

Buffalo, and Swift Dog. Mrs. Lawrence said that when she was 10

years of age her cousin, named Eami’mila-^ka* (White Butterfly),

was killed by the Crows, and that she remembered hearing her aunt

sing this song when the war party returned with the news of his

death.

No. 147. Song Concemliig White Butterfly (Catalogue No. 686)

Sung by Mrs. Lawrknctb

Drum not recorded
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Toka - la to - ka- he koq wa - na ku dni ye e - ha - pi

i^

yiii) - kai) Kl - mUmi - la - Rka ^oi) he ya- ka

pi i - 6in-ke-ya4

be - 6a o - le-ya - 6a he-6ui) we

Toka’la toka^he ^oi) , that Fox leader

wana^ now

ku ^ni ye did not return

eha’pi yui)^ai) you said ,

Kimi^mila-eka White Butterfly

l^og he yaka^pi is whom you mean

idiq^keyaid but then

he^6a ole^ya6a he^6uD we he went looking for this and it has come to

pass

Analysis. — ^This is a strange melody. The tonality of the song as a whole is minor, the tone most satisfactory to the ear as a keynote, being C sharp, yet the major third occurs six times and the minor third only twice, A wailing effect is given by the prominence of the minor second, which appears 18 times, comprising 46 per cent of the intervals. It will be recalled that this interval is entirely absent from a large majority of these songs. All the tones of the octave except the fourth are found in the melody, the seventh being sharped as an accidental. Two renditions were recorded. In both the accidental was clearly given, but the intonation as a whole was soniewhat wavering, owing doubtless in part to the large proportion of semitone progressions.

Mrs. Lawrence said that her aimt lost another son in addition to White Butterfly, and that she sang this song as she went around the viUage, mourning his death:

Voioa J = 66 Drum not recorded

No. 148. “He Lies Over There”

Sung by Mrs. Lawrbncb
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ha - pi ye-lo

e - 6i - ya - na yuq-ka ke - ya - pi yo

Huq’kpapaya hoki boys of the Hunkpapa band

ta^u kuwa’pi caQ^na whenever you pursue anything

TataQa-haiiska Long Buffalo
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he iy(/tai) in foremost

wadig’ eha^pi yelo’ you said

edi’yana yug’ka ke’yapi he lies over there

I

Analysis. — In many respects this song is like No. 149. It is in the same key and has the same compass and tone-material. Like song No. 149, it begins with an ascending fifth and contains no rhythmic miit. This song, however, contains fewer progressions, and the singer gave the lowest tone with less distinctness. The minor second occurs with about the same frequency as in the latter, but the proportion of minor thirds is larger in this melody. Both are characteristic of the songs which are sung by women.

The following song was sung by Ini’laog’wii) (Silent Woman) concerning her younger brother, who was killed by the Crows. ThLi singer is shown in plate 54 in a pose often assumed by the women singers when they wish to *’ throw’’ the voice. Placing the hand beside the mouth, they are able to make the sound carry a long distance. In this picture she is shown wearing the decorated dress (pi. 65), the use of which was permitted only to those whose relatives had been killed in battle. This dress is a type of costume worn in the old days, but the history of the exploits pictured on the garment is lost. It was in a collection of Sioux articles owned by Mrs. James McLaughlin and was photographed with her permission.
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No. 149. ’’Learn the Songs of Victory”

Sung by Silent Woman

[boll, ti

VoicB J=116 Drum not recorded
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ke lo - wai) - pi kii) oi) - spe i • f i • 61 • ya - yo

Mato^-05fi5’’6a Bobtail Bear (man’s name)

he heyiq’ said this

na and

iya’ye went away, never to retum-

Kaq^’ wida’&i “[the] Crow Indians
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owa^e ktelc/. heyiij^

na.

iya-’ye he . . .

tagke^

lowaQ^pi kiQ

oijepe^ i^’diya yo.

IwiUseek”

he said

and

went away, never to return —

“older siflter

the songs [in honor of warriors who return

victorious] you must learn ”

Analysis. — ^This song has a compass of 13 tones, both the highest and lowest tones being clearly given. like song No. 147, this melody abounds in semitone progressions, which give a peculiar, wailing effect. About 13 per cent of the progressions are semitones, an interval which is entirely absent from a lai^e majority of these songs. The minor third constitutes about 24 per cent of the intervals. An ascent of 13 tones is accomplished in three measures with the introduction of the words. The intonation was good throughout the song.

The following song was sung in honor of one of the prominent warriors of the tribe:

No. 150. Song In Honor of OnlOiaxi (Catalogue No. 460)

Sung by 6iya’ka Drum not recorded
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Oni^Q Oni^ag (man’s name, meaning ’’excited “)

iki^dze ^05 that warrior

wana^ now

hena^e6i ye is no more
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Analysis. — This is a rather simple melody on the second five-toned scale with the minor third as one-third of the intervals. The rhythmic imit is brief but forms the basis of the rhythm of the entire song. The compass of 11 tones is accomplished in two progressions with the introduction of the words of the song.

The four following songs might be called ‘’love songs connected with war.’’ ^ It was said that in the old days all the love songs were associated with a man’s qualification to wed, this being determined by his success in war or in the buffalo hunt. (See duplication of song No. 133.) No narratives concerning these songs were secured.

Two renditiojis of the following song were recorded, one by Two Shields and the other by Siya’ka. This duplication, which was unintentional, gives an opportunity for comparison, as Two Shields and i§iya’ka were equally good singers, and neither knew that the other sang the song. (See song No. 133.) The words are slightly different but express the same idea. It is not unusual for the words of a song to differ in this manner when the song is sung by another singer. Both records are transcribed, and it will be seen that the melody progressions are the same in both.

No. 151. ‘’Tou May Go on the Warpath’’ (Catalogue No. 531)

Sung by Two Shields VoicB’ J=9S Drum J— 92 Dram-rhythm similar to No. 6 -^__-.^_^^_«..^^

Ho - we zu - ya ya

ye ho - we zu - ya ya

ye

^

tL_r t^ t-j

ho - we zu - ya ya

ye to - k^ 6a - 2e na - 6! -

%” ” I -n^

hoT) kii)-haT) hiT)-gna 6i-yii)kte a

h(/ we you may

zuya’ ya’ye go on the warpath

t(/k6& when

1 For oomparatlvely modem love songs, see Nos. 23^234.
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6aJtie^ your name

nadi^oQ I hear [annotinced among the victora]

kii)hai)^ then

hiQgna^ <5iyii>’ kte I will many you

Analysis. — This melody contains the tones of the fourth five-toned scale and has a compass of an octave, extending from the dominant above the tonic to the dominant below the tonic. Of the progressions 61 per cent are major seconds, and about one-fourth are major thirds. The wider intervals comprise two intervals of a fourth and one ascending fifth. In structure the song is melodic. It is a lively melody and particularly rhythmic, though the rhythmic unit is found only twice.

Duplication of No. 151. ’’When Tou Eeturn”

Sung by Siya’ka Drum j = lOO
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Ho - we zu - ya - ya

ye

ho - we zu-ya - ya-ye

ho we zu-ya -ya-ye ii) - cii) ya-gli ki - ii) - hai) hii) - gna

61 yii) kte

ho we you may

zuya’ yaye go on the warpath

ii)cu)’ when

yagli’ IduQhai)^ you return

hiijgna’ 6iyu)’ kte I will marry you

Analysis. — ^A comparison of the rhythm of this and the rendition of the same song by Two Shields (No. 151) is of special interest. It will be seen that the same rhythmic unit occurs in both renditions, though not ajiways on the same phrase of the song.
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The words of the following song tell its story. Doubtless it is a song which was often heard in the old days, when many who went forth with the war parties did not return.

No. 152. “I Look for Him In Tain” (Catalogue No. 530 Sung by Two Shields

VOICB J:=:9S

Drum not recorded
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a - ke i - ya- ya bu;)-^ ta-ku 6an- sse-ma -ye

koka laka kii) ahi^yaya 6aQ^na. as the young men go by

awa^tonwaQ belo^ I was looking for him

to^baQni . ake’ it surprises me anew

iya’ya bugfe’ that be has gone

ta^ku (it is) something

^aQze’maye to which I can not be reconciled

Analysis. — ^The intonation throughout the renditions of this song was wavering, yet the rapid tones in the sixth measure were clear and different from a vibrato. The song is melodic in. form and begins with an ascending fifth; this is somewhat unusual. The tones are those of the second five-toned scale, and about two-thirds of the progressions are downward. No rhythmic unit appears, but the song as a whole is especially rhythmic in character.
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Like the preceding song, this seems to require no explanation other than that contained in the words of the song. It represents the hfe of the camp; the everyday hfe of Indian women.

No. 158. ’’He Is Again Gone on the Warpath

Sung by Swift Dog Toica J =84

Drum not recorded
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he-ya - he lo

he the one

hiQgna^ wayii)^ kte 6ui) I was going to marry

he is

ake^

again

iya’yelo’ gone (on the warpath)

he miye^ maklQ^na he’^yahe lo.. it was I whom she meant by saying this

Analysis, — This song is based on the fourth five-toned scale, has a range of nine tones, and is melodic in structure. Twenty-eight progressions are downward and 21 are upward, these numbers being more nearly equal than in most of the songs under analysis. The tones- transcribed as A natural and A sharp were clearly distinguished, the tone transcribed as A sharp being even sung a trifle above the proper pitch. The song contains a change of tempo. (See song No. 5.)
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No. 154. <<Tou Should Glre Up the Warpath” (Catalogue No. 576)

Sung by Shootbb
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zuya^pi Ioq he going on the warpath

ayuiS^tai) you should give up

na and

owaQ^iila (to) settle

yag^e down

wa^’ you should desire

na and

ataQ^aela stop

he^eK yaQ^a na for good

Analysis. — ^This song is minor in tonality, 35 per cent of the intervals being minor thirds. The compass is 13 tones, and aU the tones of the octave except the seventh are found in the melody. The rhythm is interesting, but contains no repeated phrase. The song was recorded on two occasions, several renditions being recorded each time. The differences are only in the number of repetitions of the final tone, or occasionally in the length of unimportant tones.
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Personal Narrative by Red Fox

Red Fox (Tokala-lu’ta), plate 56, gave the following narrative, telling how he entered on the career of a warrior:

My mother was a good and beautiful woman. She wore her hair in long braids, and I remember how she looked as she said, “If my son ever goes on the warpath I shall take a lariat and hang myself.’’ I was a very little boy, and it made a great impression on me, as my mother intended it should do. Of course, she did not really mean it, but she did not want me to run away and go with a war party. Yet that is exactly what I did.

One day when I was about 12 years old I took my bow and arrows and went to ^oot birds. The arrows were the blunt arrows that children used. I noticed there were a number of men going away from the village, gaily dressed, and followed by little boys carrying packs. I said to another little boy, “Where are they going?” He replied, “They are going north on the warpath.” This was the first time I ever aaw a war party. The other little boy said, “They are our friends who are carrying those packs; let us go, too.” So we followed the war party. We did not go home nor take any extra moccasins; we had only the little calfskin robes we wore and the blunt arnjWB with which we were going to kill birds, but we overtook the war party and went with them. Of course the boys who had started with the warriors were well supplied with clothing and provisions.

In every war expedition there is an advance party, which precedes the main body of men. My father was one of the warriors in this company, and I afterward learned that my cousin Hairy Chin was in the advance party. We had gone a long distance before any of the older members of the party saw me. Then one of them called to my father and said, “here is your boy.” My father told me to sit down beside him and questioned me, saying, “Did you have permission from your mother?” I said, “No; we were hunting birds and we just came along to join you.” He said, “You had better camp with the advance party when we overtake them; you will have better food and bed than if you stay with us.” I learned that the advance party always has a good camp, while the others sleep as best they can. The day we left home the rear party killed a buffalo, and they shared the meat with the advance party who were waiting for them on a butte.

When my cousin saw me he came over and said, “Why did you come, brother-inlaw?” [*] I replied, “We were hunting birds.” He said, “Come with me.” So he took me to his camp. When we entered all the men said, “What a little .boy to go on the warpath!” I leaned over my dish and began to cut and eat my meat. While I was eating I heard the men say, “There is some one coming on horseback, singing.” The man came nearer and we could hear him saying, “The news is flung about the camp that a little boy ran away with the war party, and that his mother took a lariat and hung herself.” Then I began to cry, and I said, “That must be my mother; she said that she would do that if I ever ran away with a war party. ’ ’

One man said: “They are doing that to make your heart strong. They are only fooling you . You will be fooled many times while you are on the warpath . ’ ’ But thi^ did not make any difference. I thought of my mother, and I kept on crying.

After 10 days’ journey we came on a previous war party of six Sioux, all of whom had been killed by the Crows. I remember the names of only four; they were Mato^- ina^pa (Bear Appears), Kai)gi-ui)ka’ (Crow Dog), Ma^za-ska (White Metal), and E’gna-i5’’yai)ke (Runs Amidst). When I saw the dead bodies lying there with the heads scalped, I asked, “What are these?” The reply was, “These are our friends who went on the warpath.” I said, “By whom were they killed?” The reply was,

n A term used in tamfliar speech without necessarily implying relationship.]
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‘’By our enemies.” I asked, “What wiH you do with these bodies?” The men replied,’’We will wrap them up and take them home with us.” Then I exclaimed, /’When I grow up I will have my revenge, and I will slay the Indians who killed my people.” So I became a warrior.

Our expedition was absent from the village 20 days. My mother did not say a word when I came back. She did not reprove me nor teU me how anxious she had been. While the men were away on the warpath the women made moccasins. While I was gone my mother went on making moccasins. When I returned she gave me the moccasins, and I wore them, but I could scarcely move, I was so closely watched. For a long time, whenever I left the lodge she asked me where I was going.

Continuing his narrative, Red Fox said:

I went on 45 war parties. I even followed the west branch of the Missouri River to the place where the snow never melts on the mountains. I will tell you of the war party on which I first killed an enemy. On this expedition I rode a beautiful white horse with brown ears. Just before we started there was a Sun dance in the village, and the leaders said, ‘If anyone wants to be successful in war let him come and join the Sun dance. ’  There were a hundred men standing abreast in the circle. We were asked’‘What offer will you make to the great sun shining over your head? Will you give him tobacco? Will you give him your flesh and blood?” When the Intercessor came to me and asked these questions, I said in reply,’’I will give my flesh and blood that I may conquer my enemies.” I fulfilled this vow at a Sun dance when I returned victorious from war. My arms were cut 7 times below the elbow and 2 times above the elbow, making 18 wounds in all. [Compare description on p. 91.]

After making my Sun-dance vow, I started on the warpath. We had traveled five days and had reached the end of the Missouri River, when the scouts said, ’’The Crow Indians are having a great buffalo hunt.” We went where they directed and saw three Crows: one had a gun, one had a bow and arrows, and the third had a revolver. The first two pointed their weapons at us, and the third flourished his revolver, but we were able to go up to them and strike each of them with a coup stick while they were alive. We killed those three and also two more. Then we went farther and saw another Crow party, but they did not see us. They went into the timber, made a fire , and cooked some meat. After a time one of them came out and pointed his gun all around. I rode up and hit him with a club. My Sun-dance vow made me fearless. This was the fourth coup I counted on that expedition. We watched for the man and afterward killed him. From there we went on until we came to a village of the Blackfeet. The borders of the river were heavily timbered, and the Blackfeet were camped there. This was beyond the country of the Crows. When in sight of the Blackfoot village I put on my war bonnet, mounted my white horse, and ran toward the village. I charged them and got about 50 horses from the center of their herd. They shot and shot at me, but did not hit me.

On the second night of our homeward journey we cami)ed at a place called Bear Butte. [*] Some of our horses were tired out and when the rest of the war party went on their way, I stayed behind, having two young men with me. We traveled more slowly than the rest, and as we were going along the side of a foothill, I saw four Crow warriors coming toward us. I said to the young men: “Come near and stand by me. Four warriors are coming.” The young men said, “Let us run and hide.” I said: ” Wakai)^tax)ka haa but one path. No matter how or where you die you must go by that path. Let us stand together and fight.”

[1 There were said to be two or mora places called Bear Butte. One of these, situated in Montana, and probably referred to in this song, was said to be hi^er than the one in South Dakota, probably referred to in song No. 82, p. 256.]
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I had a gun and two revolvers, one of the young men had a quiver of arrows, and the other had a double-barreled gun. I sang my death song [’ ] for I felt sure that I was soon to die. I sang as I pointed my gun. I said to my companions, ’ ’ I will see which of the four has a gun, and I will fire at him, then our numbers will be even. ’ ’ They all said, ho. There was an immense rock in front of us, and in a crack of the rock grew a cherry tree. It was through this crack that I watched the warriors. One had his hair combed high and carried a gun; the others had bows and arrows, and as they came nearer I saw that one of them was only a boy. I said to my companions: ’ ’ Now work and be brave. We have only three to fight, as one of them is a boy.” When they came opposite the crack in the rock I fired , but my gun snapped and did not go off. A branch of the cherry tree interfered with it. The man with the gun saw me and aimed at me, but I grabbed his arm so he could not fire. My companions chased the others, and I fought hand to hand with the man for an hour. Then I called my companions; they succeeded in taking the gun from the man, and I had the satisfaction of killing him.

The boy ran away, but my companions brought back the two Crows, whom they had taken captive. One of them said: ’’We are Crow Indians. We want to live. We give you our bodies, and we give you the right to wear the feathers, only let us go. ” So we gave them back their lives. Because of that act I was appointed a chief, for it Was considered a brave deed to spare the lives of two enemies.

Red Fox then recorded the song which he said that he sang when he fired at the Crow. The words are those of a boy who wishes to go on the warpath, but is opposed by older brothers. He is divided between obedience and ambition, and, while he shows no sign of yielding, he finds his difficulties increased by this opposition. This recalls the story of Red Fox’s first war expedition, when he was a boy.

(1 A soDgsung under these circumstanoes indicated that the man realiied the probability of death and was ready to meet It. Red Fox’s song is given as No. 155.]
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Drum not recorded

No. 155. Song of the Warpath (Catalogue No. 676) Sung by Rbd Fox

Zu-ya wa-u kte 6oi) he-hai)

fii - ye he ye - lo a - wl - 6a - u - pi kte kawii)fi-wa-ii) yo

g^,y£:yi

6i - ye he - ya tka o ta-moq -ka doi-ye-lo he

zuya’ on the warpath

watt’ kte 6oT} I was coming

hehai)’ then

dye’ older brothers

’ he yelo’ said

awi’^ttpi kte if they chase you

kawii)h’wa<5iQ yo try to turn back

diye’ older brothers

heya’ said

tka hence

tamoQ’ka ^ni yeiy .’ I realize difficulties

Analysis. — This song contains only the tones of the major triad, a tone material which is found in only 5 Chippewa songs in a series of 340. This is its only occurrence in this series. Throe-fourths of the intervals are thirds, one-half being minor thirds, and a fourth major thirds. The song has a compass of an octave, extending from the dominant above to the dominant below the tonic. In the latter part of the song the division of the final count in the rhythmic imit is changed to conform to the words. The song contains no change of time. Compare analysis of Song No. 134.
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Personal Nabrative by Eagle Shield

An individual war expedition was described by Eagle Shield, Mrs. Jas. McLaughlin acting as interpreter. Eagle Shield said:

Many years ago, in the middle of the winter, I wanted to get up a war party, bo I cooked food and invited some men to a feast. While they were eating I said, * * X want to go somewhere; that is why I invited you here.” They asked where I wished to go, and I replied, “On the warpath.*’ “Why do you go on the warpath?” they asked; and I answered: “It is winter. The Crows do not tie their horses so near the tipis as in summer, so we can get them more easily. We will ask the women to make moccasins for us all day tomorrow, and we will start in the evening.”

The next day, toward evening, 3 men came to my lodge, then more came imtil there were 16 men, though I had asked only 10. W^e sat in a circle and smoked in my lodge until the village was asleep. Then we started away. The snow was deep, and walking was slow and difficult. At our first camp we cut low plum trees and made a bed of branches in the snow. As we journeyed we sometimes saw a herd of buffalo. Then we killed one for food, cooking the meat on pointed sticks. We used the hide for a bed, but left it when we went on our way.

After camping the tenth night I said, “Two of us will go ahead and see if we can see the enemy’s village.” A third man asked to go with us, and early the next mom ing we started. We had traveled some distance when my companion said, “Let us climb that butte and look over.” We climbed the butte, and looking over the top, we saw a very large Crow settlement, and beyond the tipis was a herd of horses like a cloud. My companion said, “Let us take two horses and go back.^’ But I replied:”No. The Crows will follow us, and as we will be the only ones on horseback the others will be killed.”

We at once tiumed back toward our camp, traveling a little way at a dogtrot, then stopping to rest, and then taking up the dogtrot again. It was just daybreak when we approached the camp. I gave the wolf howl by which a war party announces its retiim, and I heard our friends cry: “The scouts are coming back. The scouts are coming back. Come and meet them.”

The people stood in a line to receive us. In front of them a stick was pla^ced upright in the groimd, and I knocked down this stick as a guaranty that I would tell the truth. [See p. 441.] My companions joined me in the long-drawn wolf howl. After I had knocked down the stick the people all sat down. Then a man filled a pipe, offered it to the cardinal points, to the sky, and to the earth, and gave it to me and my companion. He did this four times, and then we smoked awhile together.

At length the man who had offered the pipe asked: “What have you done? Have you looked across the prairie or climbed a butte? Bid you see a four-legged animal [meaning a wolf]? Do not deceive me, but tell the truth.”

I said: “I went on a butte, looked over and saw nothing. Then I went farther, and what did I see but buffalo coming toward me. I looked again, and it was a Crow village which I saw. There were many horses. I beg that you give us something to eat, for we must start at once and travel far. We must reach there at night and take the horses in the dark.”

They hastened and brought us food. We kept our blankets tied down as we ate and only waited to put on dry moccasins. As we journeyed toward the Crow village we hung food in trees, so that we would find it on our return. We could see our tracks in the snow when we started, and we came in sight of the Crow village at daybreak. All that day we stayed on the butte. W^e had no food that day. When night came we went in and out of a creek, and so reached a second butte, from which we had a full view of the Crow camp. The smoke was thick above the tipis. We put on fresh
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moccaains and tied them very firmly. We fastened our belts tight and arranged our buffalo-hair lariats so they could be let out most freely. As we started for the Crow camp I said: “Don’t take too many horses, or they will make a wide track in the snow and we shall be followed . Whoever first reaches the trees where the food is stored must wait for the others. ’ *

Although the snow was deep we secured 21 horses. I had 6 horses and no colts, so I could travel rapidly. The man with me rode 1 horse and led 4. I heard a sound, and looking back, I saw a mule following us. The mule came up and joined ua, as he had probably been raised with the horses. Mules were highly valued by the Sioux, and I claimed this mule as mine.

A few of our men reached the meeting place before I and my companion arrived. We waited for the rest, but two men did not come. We fastened our moccasins and were about to go back for them when they came in sight. “Hurryl” they cried; there is excitement in the Crow camp. They have seen us and are jumping on their horses. ** Some of us were eating when the alarm came, but we made ready to start at once. Four went ahead so the horses would follow, and the rest of us drove the herd. The cold was intense. We traveled all that night, and I often went back to see if we were being pursued . The next morning we made a fire and put on dry moccasins. We were afraid that if we traveled slowly we would be caught and killed, so we hastened. That day we let the horses trot awhile and then walk awhile, but we did not dare stop to rest. The second night a man who had been on the lookout said, “The Crows are after us; they are right on our trail.”

I said: “We are not cowards. We must stand our ground and not run away.” My companions cried, “What shall we do?*’ I said, “We will go to that little rough ravine and take the horses down there.” It was a “draw” in the prairie, and at the end of it there were some great rocks. It was a moonlight night, and bright as day. We got the horses into the ravine and could hear the voices of the Crows. Evidently there were many of them. I made up my mind that we had a hard time before us, but we had good guns and plenty of bullets. I said: “We will crawl up on top of the ridge of land and lie flat in a line, far apart. We can see them on the prairie, and as soon as they are in range we will fire.” We threw off our blankets and were clad only in our calf-skin shirts. So we lay in a row watching for the Crows. I said, “Be ready with your guns. ’ ’

There was a great crowd of the Crows. They were following the horses’ tracks, and when they came near us we sprang up, yelled, and fired at random. The Crows turned and ran, leaving one man dead whose horse had run away, and one horse whose rider was going on foot. We all got together and ran a little way after them, firing as fast as we could reload our guns. We shot from above their heads so they could not tell where to shoot at us, and only once in awhile they shot in our direction. I said to my companions: “The Crows are too many for us. If we go out on the prairie to run away they will see how few of us there are. We will keep on shooting and stay out of sight. Then they will think there are a great many of us. ’ ’

We could see the Crows. They were still there, like a big biu’ned spot on the prairie. Once in awhile one of our men went toward them and shouted: ‘’Come and fight. It is good to fight.’ * [Cf . song No. 157. ] This continued all day, and the Crows thought there were a great many of us because we called them to come back and fight. At last our scouts reported that the Crows had given up and gone away. I said , * * Hurry; let us start for home. ” We rode our fastest horses, drove the herd before us, and went as fast as we could across the prairie. We camped three nights before we reached home with our horses.

The Sioux occasionally sent a man ahead of a returning war party, who gave a false report to the village. Thus when an old man came forward to receive his report, the man might say, * ‘AH were killed except me.’ ’ Then would follow great wailing on the
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part of those who were easily deceived, but most of the people understood the trick. The war party came immediately after, so the people were not left long in uncertainty.

On the expedition of which I have told you my brother-in-law was the one to make the report, and he said, ” Eagle Shield was the very first one killed/’

I suspected that he would do this, so I said to my companions, ‘’Hurry, before my friends harm themselves with grief/’ So we fired guns, whipped up oiur horses, and came dashing into the village with not even one man wounded, and driving before us a fine herd of captured horses.

Eagle Shield said that on one of his war expeditions he and his companions were five days without food, except a few roots which they gathered. He said, further, ^‘We were all so very sleepy J’ When they secured food they ate only a little at a time, and even that caused Xhejn great distress.

The singer of the following group of songs is Wi’yaka-wai)4i’la (One Feather), plate 67, well known as one of the old warriors of the Standing Rock Reservation. He was 57 years old when giving these songs in 1913. On the warpath in the old days he wore on his head the skin of a wolf (pi. 58). Attention is called to the upright feathers on the head of the wolf, which were said to resemble the ears of the animal. A man lying in the grass on a rise of ground could lift his head to spy the enemy, and the feathers would look like the ears of a prowling wolf. The quiUs are very light, and the feathers tremble with every motion of the wearer.

The narrative concerning the first song of the group is as follows: When One Feather was 18 years of age he went with a war party against the Crows. It was winter, and they traveled as far as the Rocky Mountains. There were 22 Sioux in the party, three of whom were sent in advance as scouts. He was one of these scouts, and when coming near the C!Jrow coimtry, he saw a Crow butchering a buffalo. Pursuing the man, he killed him close to the Crow camp. One Feather said that he sang the foUowing song as he ran back to his comrades after kilUng the Crow. It was said to be a dancing song of the Miwa’tani society. (See p. 326.)
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Deum not recorded

No. 156. ’’May I Be There”

Sung by One Fbatheb
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kola^pila frienda

ta^ku yakuVapi kii)haQ^ whenever you pursue anything (see p. 349,

footnote 2)

kola^ friend

hema^tu nui)we^ may I be there

Analysis. — ^This melody has a compass of an octave and contains all the tones of the octave except the sixth and seventh. The progression is principally by whole tones, about 60 per cent of the inter- vals being major seconds. A change of time occurs with the introduction of the words. (See song No. 5.) The song is rhythmic throughout, but the rhythmic unit is found only in the first part of the melody.

The following song refers to the fire which a war party sometimes kindled on the prairie as a sigtial of defiance to the enemy:
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No. 167. “A Prairie Fire” Sung by Onb Feather

Voice Jz=7S Dkuic not recorded
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na wa - je 6ii] - bai] wi - 1 - fia - kta fii- £a wai] -la-ka so e - 6a

he mi-ye he-6a-moi) we

ona’ a piairie fire

wa’ye I started

6ii)hai)^ when

wi^ihakta 6i6a^ you were intent on women and hindered by

them

waQla^ka ao did you see it?

%6s/ he well

miye’ it was I

he^damoQ we who did it

Analysis, — This melody is an example of interval formation rather than of key relationship of tones. All the tones of the octave are present in the song, which is transcribed and analyzed in the key of D major, though D is not entirely satisfactory as a keynote. The progressions are chiefly by small intervals, about 54 per cent of the intervals being minor thirds and 36 per cent major seconds. The other intervals are an ascending ninth and four fourths. The triad of A major is prominent in the melody. It is interesting to compare this with songs Nos. 108 and 166, in which the final interval is also a descending fourth. These songs are classified as ’’ irregular.’’

The death of a brave man is commemorated in the next song. His name was Sitting Crow (Kai)^’ iyo’take), a cousin of One Feather, who was in the war party. Many Crows were killed in the fight, but even that fact did not make the Sioux happy. They all were sad because they had to leave Sitting Crow where he fell. A lament for
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a warrior of this name occurs in the chapter on the Sun dance (see song No. 23). It is possible that both songs refer to the same man« This melody is a praise song of the EaQ^yuha society, as Sitting Crow was a member of that organization.

No. 158. Song Concerning Sitting Crow . (Catalogue No. 625)


	Sung by Onb Feather



Drum not recorded
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Ko - la Kaq-gi - I - yo- ta-ke ko - la kn - toi

ye - lo

kola’ friends

KaQ^iMyo’take Sitting Crow

kola^ friends

ku’foi yelo’ returned not

Analysis, — Three renditions of this song were recorded, in all of which the intonation was wavering. The song has a compass of 12 tones, is melodic in structure, and contains the tones of the second five-toned scale. Only four intervals larger than a minor third are found in the melody, a fact which may account in part for the uncertainty of intonation, the Indian usually finding it difficult to sing a long succession of smaU intervals with correctness. The total number of minor thirds and major seconds in this song is 32.

One Feather said the following song was simg in connection with a fight with the Assiniboin, in which he took part. The ‘’spotted horses,” strongly mottled with black and white, were greatly prized by the Sioux, and a few of these are seen among them at the present time.’
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No. 159. ‘’A Spotted Horse’’

Sung by 0ns Feather

Drum not recorded
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kola^pila friends

hiya’yapiye yo come with me

iSuogle’ka a spotted horse

6a itis

hiyo’ watt’ we I am coming after

Analysis. — ^This is a pleasing rhythmic melody on the fourth fivetoned scale. The song is based on the tonic triad, but the second is twice accented, classifying the song as melodic with harmonic framework. The eighth rest in the third measure from the close was clearly given in the three renditions. The intonation was good on all except the highest tones. As frequently occurs in songs on the fourth five-toned scale, the minor third is prominent, in this instance forming one-third of the number of intervals. An ascending minor sixth is found in the early part of the melody. It is interesting to note that the minor sixth appears much oftener than the major sixth in the Sioux songs under analysis. (See Tables 11, 12, pp. 16, 17.)


The first part of this aong is addressed to friends, the remainder to the enemy.
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No. 160. ’’Owls Hoot At Me” Sung by Onb Feathbr
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(First rendition)

highai)^ owla

ama^ hotoq^ po hoot at me (seep. 180, footiiote)

hiqbai)’’ owla

ama^ hotog’ po hoot at me

he’da that is what

naboQ^ wadQ^ welo I hear in my life

(Second rendition)

tog^lu wolves

ama^ hopiye howl at me

^Qla wolves

ama’’ hopiye howl at me .

he’^a that is what

naboQ^ wadg’ welo I hear in my life

Analysis. — This melody progresses chiefly by whole tones, 62 per cent of the intervals being major seconds. The minor third is also prominent, constituting about 22 per cent of the intervab. The song

1 The idea of the song is, “owls may boot and walv«s bowl at me. To tbeee I am accustomed In all my lite.”
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contains all the tones of the octave except the second and has a compass of an octave* The second count of the rhythmic miit is divided in three different ways, giving variety to the rhythm of the song as a whole. Three renditions were recorded, which are identical.

Songs Accompanied by Native Drawings

Four men contributed their drawings to this section of the work. Their names are Jaw, Eagle Shield, Swift Dog (Suq’ka-lu’zahai)), and Old Buffalo. The work of eiEich man has dertain characteristics apart from the peculiar outlines of his sketches of men or horses. Thus in the drawings of Jaw, most of the incidents concern the capture of horses and the numbers of the enemy are not shown, while in those of Eagle Shield the latter feature is clearly indicated, the work including more detail than the drawings of any other native artist except perhaps Old Buffalo. Several rescues are shown in Eagle Shield’s work and none in that of any others. The coup stick appears frequently in Swift Dog’s drawings, but in none of the others.

There is a difference in the part of the sheet on which the drawing ’^begins.” This is determined by the narrative, as an observer would not know which sketch the artist regarded as the opening of the series.

The manner of delineating the Crows and the Assiniboin is similar in all the drawings, they being distinguished by the upright hair on top of the head.

The man who gave the material in the next succeeding pages is commonly known as Jaw (Cehu’pa), plate 59, a name which he received from a white brother-in-law. His childhood name was Ma’za-ho’wafite (Loud-sounding Metal), and at the age of 17 he was given the name of Oki’6ize-ta’wa (His Battle), which is his true name at the present time. He was given this name after taking part in a fight for the first time. He had been out with a war party once before and had stolen horses, but this was his first experience in actual warfare. On being asked his connection in the tribe, he replied: ’*I am of two bands. My mother was a Gi’gila^‘ka, a division of the Hunkpa’pa band, and my father was a Sans Arc, of the Te’toi)wai).” He said that he was 63 years of age at that time (1913), and when asked the year of his birth, he said that he was bom in the year known as Kewoyu’spatawani’yeiu, ’winter that Turtle Catcher died.’ On consulting the picture calendar (see p. 69) this year was foimd to be 1850.

As a further test of his memory Jaw was asked to name several succeeding years of the picture calendar of the Standing Rock Sioux. He did this with accuracy except for a- different naming of one year. On reaching the name of his seventh year he added.
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’Hhat was the year I killed the bud.’’ In explanation of this he said that the people were moving camp and he was with his grandmother, who had taken care of him since his infancy, when his mother died. He said, ’I killed the bird and took it to my grandmother.” (See pi. 60, J5.) ” If I killed many she would carry them all, and when we camped at night she would eat my hunting, and I would eat some too.” He said that his father first called him Ma’za-ho’waiSte when he killed the bird. His name before that time is not recorded.

In his young manhood Jaw was known especially for his success in stealing horses from the enemy. In addition to his narratives of expeditions for this purpose he gave general information concerning war customs. Among other things he recalled that in the old days each warrior carried his own wooden bowl (pi. 61), hung by a cord from his belt. It is said that ^^A man on the warpath always ate and drank from his own dish. When he returned home the dish was put away with other articles which he used on the warpath and sweet grass was put with it.” *

Jaw’s manner of painting himself and his horse when going on the warpath was as follows: He painted a red crescent over his mouth, the points of the crescent extending upward halfway to his cheekbones. His hands were painted red from the wrists and his feet from the ankles. A large crescent like that on his face was painted on his horse^s chest, and a smaller one on the animal’s left hip, while the entire end of the horse’s nose was painted yellow. If a horse succeeded in some difficult undertaking it was his custom to reward the animal by putting a feather in its mane or tail, or a band of red listcloth around its neck. (See p. 298.)

Jaw had two medicine bags containing the same ‘medicine,’ one for his horse and one for himself. The horse’s medicine bag was tied to the bit of its bridle. He said that if his horse ’*had a headache” he chewed a certain herb and put it into the horse’s mouth, whereupon the trouble was relieved at once. This was probably the herb numbered 4 in the component parts of his war / medicine.’ Jaw said that when going to steal horses he often went to windward of them and chewed this herb, at which the horses at once “pricked up their ears,” being attracted by it.

When on the warpath. Jaw carried a leather pouch containing vermilion paint mixed with grease, for applying to his face and body. This pouch is shown in plate 61, together with Jaw’s war whistle and a warrior’s bowl. On his shoulder ho wore a wolf skin, to the nose of which was tied his war whistle ^ and to this whistle was

1 R«gu]atJoDS for protecting the health of a Chippewa war party are given in Bull. 53, p. 85.


The dimensions and description of this whistle are the same as those of the imdecorated Sun-dance whistle Illustrated on p. 08 except that the sound hole in this whistle bears the marks of having heen cut with asaw. Mr. E. H. Hawley of the U.S. National Museum states this to be the first instance of such cutting which has come under his observation.
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fastened the medicine bag, which he tied to his horse’s bridle when on the warpath. According to Jaw, these medicine bags contained a mixture of four herbs, dried and powdered. It was said that they could be used singly, as indicated, or in combination, as in his war medicine, which had power as a charm in addition to its efficacy as a curative agency. He secured fresh specimens of the herbs, which were identified as follows:


	Echinacea angv^tifolia DC. (nigger head). Jaw said: ‘’The root of this plant when dried is good for toothache. The person should chew it. The top also is good, but not so strong.’’


	Cheirinia aspera (DC.) Britton (western wall flower). This was said to be ’’bitter and good for stomach trouble. The whole plant is dried and chewed, or a tea may be made if preferred.”


	Erigeron pumilus Nutt. (daisy). A decoction of this was used for rheumatism and lameness, and it was used also for disorders of the stomach.


	Ladniaria punctaia (Hook.) Kuntze (blazing star). A decoction of this was given to persons with pain in the heart, the entire plant being used for this purpose. The root was also dried and powdered. This medicine, either in a dry powder or in the form of a decoction, was given also to horses.




An herb used by Jaw in the treatment of rheumatism is included in the Ust of medicinal herbs on page 270.

A successful war expedition by Jaw is shown in a drawing by himself (pi. 62), the same drawing appearing in the backgroimd of his portrait (pi. 59). Jaw said that before any important undertaking he smoked a certain pipe in a ceremonial manner and “offered prayers to Wakag’tagka.” Instead of attempting to describe this, he enacted it for the writer as follows:


	With the bowl of the pipe in his left hand and the stem in his right hand he held the pipe upright in front of and close to his body, saying rapidly in a low tone: “Wakai)’tai)ka, behold this pipe, behold it. I ask you to smoke it. I do not want to kill anybody, I want only to get good horses. I ask you to help me. ’That is why I speak to you with this pipe.” (See p. 66.)


	Changing the position of his hands, placing his left hand on the stem of the pipe and holding the bowl in his right hand, he pointed the stem toward his left shoulder, saying: “Now, wolf, behold this pipe. Smoke it and bring me many horses.”


	He then placed his right hand once more on the stem of the pipe and his left hand on the bowl, and pointing the stem upward and forward holding the pipe level with his face, he said: “Wakag’- tagka, behold this pipe. I ask you to smoke it, I am holding it for you. Look also at me.”




4a40*»— Bull. 61—18 ^27
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	After placing the stem of the unlighted pipe in his mouth (still heading the bowl in his left hand) again he said, ‘’Wakaq’- tai)ka, I will now smoke this pipe in your honor. I ask that no bullet may harm me when I am in battle. I ask that I may get many horses.”


	Having elevated the pipe as in section 3, he lighted and smoked it, holding it firmly in both hands. Then ho said (referring to his participation in the Sun dance) :^ ‘’Wakai)’tai)ka, behold this pipe and behold me. I have let my breast be pierced. I have shed much blood. I ask you to protect me from shedding more blood and to give me long life.’*




When this ceremonial act was completed Jaw filled another pipe, which was one that he commonly used, and smoked it. He said: ’’It is the office of a certain pipe that it be snioked in making a request of Wakai)’tai)^a. I always did what I have now enacted for you, and my blood was never shed after I took part in the Sun dance. This was because I asked Wakai)’tai)ka to give me success.”

«At that time the following song was sung:

No. 161. ’<! Wish to Boam”

Sung by Jaw
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1 Jaw bore scars on his chest and back, also small scars the entire length of his arms, showingthat he fulfilled his Sun-danoe vow.
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kola’ friend

wayVktepi kii)’na be alert

tokeF any way

wai’ka f I wish

omaVani ktelo^ to roam about

UQkawakai) : horses

owa’le kteiy I will seek

Arudysis. — ^Tbe character of this melody would seem to indicate that it is an old song and is correctly sung. The rhythmic unit is weU defined and has an evident influence on the rhythm of the song as a whole. More than half the intervals are minor thirds, and only four intervals larger than a minor third appear in the song. The ascent of a seventh is somewhat unusual. This ascending interval is found only 9 times in the 2,864 intervals of Chippewa songs and 13 times in the present series. This song is melodic in structure, has a range of nine tones, and contains all tones of the complete octave.

When the war party came near the camp of the enemy they waited for night in order to make their attack under cover of darkness. At that time the following song is said to have been simg:

No. 162. “A Night Is Different”

Sung by Jaw

Dbum J =^88 Pnun-rhythm similar to No. 19

alrfrrii^^P

^^^^

1^

f 0 ft f ^_#

IIS! U CJ
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Kg - la haq- he - pi wai)

to - ke- 6a 6a mi - ta • ivLi} - ke

^m

w^^

0-ta yanuqwe

kola’’ friend

haghe^pi wag a night

toke’6a is different (from the day)

6a so

mita^dugke o^ta nugwe^ may my horses be many
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Analysis. — ^The second part of this song, containing the words, is an exact repetition of the first part, a somewhat tmnsnal condition. The form of the song is simple. It has a compass of an octave and ends on the tonic. The melody tones are those of the minor triad and fourth, but only the tones of the tonic triad are accented. The size of interval varies more than in many of the songs, one-third of the intervals being larger than a minor third. The song contains no rhythmic unit, but the rhythm of the song as a whole is interesting and distinctive.

When night came the object of the expedition was carried out. Under cover of darkness Jaw succeeded in capturing on this occasion 70 horses. (See pi. 62.) In referring to this exploit he said: “I did not waken nor kill any of the Crows; I just took their horses. No Sioux ever took more horses than that in one night.’’

As Jaw and his party approached their village they gave the long wolf howl, at which the people came out to meet them. The following song celebrated the victory, the women singing with the men:

No. 168. “I Am Bringing Horaes”

Sung by Jaw

VOICH J—W DacM not recorded
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Suj)-ka-wa-kai) o-wa-a -

le tk

i-?ra - ka we

6ui)ka’wakaq horeefl

owale.. I seek

6i 80

awa^ku we ^ I *ni bringing them

It
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V
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Analysis, — Four renditions of this song were recorded. In all the renditions the accidental G flat appears, though the pitch of the tone varies slightly, the interval between G flat and F being usually sung too small. The ^ong is based on the fourth five-toned scale and is melodic in structure. Though the song is major in tonality, 44 per cent of the intervals are minor thirds.

Events similar to those of the preceding narrative are depicted in plate 63, but no songs were recorded concerning them.

The following pages contain narratives of personal experiences on the warpath by Eagle Shield, illustrated by his own drawings. With few exceptions a song is associated with each drawing. Plate 64, A, depicts his first fight, which took place when he was 14 years of age. As he was so yoimg he had no song to sing in this fight, neither did he commemorate it in a song, as he might have done had it occurred in his later life. His second drawing (pi. 64, B) represents the members of the KaQ‘yuha society (see p. 318 et seq.). The customs of this society among the Teton Sioux are described by Wissler, Thus Eagle Shield said,’I am leader of the dancers, and when I rise to dance the singers begin to beat their drums,” while Wissler states that “the two rattle-bearers gave the signal for the dancing,” and, further, that *’the four drummers each carry, a small hand-drum.” (See pi. 64.)

The following was said to be a characteristic song of the Kai)gi’yuha. The words express reproof.

No. 164..’<STeii the Eagle Dies”

Sung by Eagle Shield

[boll. «]

Deum not reecrded

^mptpTty irrrfr/^-

’’’^^^

I . .=^,ii,i pp., it^lf ff^IlfS’^

[r>d||ii*) tiiiZT fr fr ? ||.JX

A - ki - 6i - ta na - ya - pa

pi kii)

wai) - bU ka-yed

te ye-lo

akl^^ta soldiers

naya^papi you fled ♦

ku| wagbll’ kaye^ te yelo’ even the eagle dies

Analysis, — ^The upward and downward progressions are more nearly equal in this than in many songs, as it contains 25 ascending and 28 descending int6rvals. The principal progressions are major seconds (48 per cent), and fourths (22 per cent). The intonation was somewhat wavering throughout the renditions, but the tones transcribed as C sharp and C natural were clearly distinguished. This was the first song recorded by Eagle Shield, and his voice grew steadier when he became accustomed to singing into the phonograph. This song is melodic in structure and contains all the tones of the octave except the seventh. Shrill war cries were given during the rest which precedes the words of the song.

Plate 65, -A, depicts an incident in a Sioux expedition against the Crows which took place in midsunmier. The Sioux were away from their village only 16 days, yet they returned with 100 Crow scalps. Approaching the Crow village, the Sioux sent forward a few men, who went around the camp and captured some horses. The Crows, supposing this to be the entire Sioux force, came out of the camp
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And pursued them. Immediately the Crows were surrounded and most of them were killed.

Eagle Shield said that he sang the following song when he killed one of the Crows, and that it is a song of the Miwa’tani society:

No. 166. ’’I Took Courage”

Sung by Eaglb Shield

VoicB J-9J DmuM not recorded
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Kai)-j;i wi - 6a - te kii) na- ^ ^ (2)

tai) hi - yu - ki - na

Mi - wa - ta - ni kiq - hag bli

he - mi - 6i ye - lo

« Q

KaQ^’ wi6a/6a, kig the Crow Indiloa:

natai)^ hiyu’kina rushing to fig^i

Miwa’^tani kihag la Miwa^tani.

blihe’mi6i yelo’ took courage

^ •-T

V’A j,k

j;7-xr//

t:^

Analysis. — ^The rhythmic structure c^lt sc^^^l The two rhythmic units are almost alikepyot tnotr difference gives variety to the rhythm of the song as a whole. With the exception of the ascent of an octave with the entrance of the words Inhere are only three intervals in the song — the fourth, ffi^. p^^^ J^^ and the major second, the last-named forming 60 per. cen,t. of ;[Uv8i/pntire number of intervals. The song is major in tonality, yet 28pe^ cent of the intervals are minor thirds. The only tones in th’ife’lSietotly are those of the major triad and second. Thi;iTV;!14i(ittgg^! that the
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BODg might be harmonic in form, but the second is frequently accented, causing the song to be classified as melodic with harmonic framework. The melody has a range of eight tones, extending from the dominant above the tonic to the dominant below the tonic.

In the time of ripe cherries * a party of Sioux were in the country of the Assiniboin. There they foxmd a Uttle group of cherry pickers and attacked them. This act was seen by the Assiniboin in the camp, who charged the Sioux in a vain attempt to save the cherry pickers. All the men were killed, but the women escaped with the exception of one whom Eagle Shield captured, carrying her away on his horse, as shown in plate 65, B, Eagle Shield took the captiured woman to the Sioux camp, but the next autumn she ran away and returned to her own people.

The following song celebrateF this victory:

No. 166. ’’GaptlTes I Am Bringing” (Catalogue No. 510) Sung by Eaglb Shield

Dkum not recorded

^i

d^ tr- iTffif^ tr-i r,^

r ir T;v

J=113

ijtn it tj-iiTtfe

Ko-la

na - ya - hoq - pi J^96

hu - wo

- NH 1 F-i ! — hwa-ya

ka ko ail - wa

ku-we

^/iviii *)-)iivr’>iiil» ‘\i’u\T A’/ , }

fioi.Uj’)‘)/’) of(J illiV/ .mIoiI// words

, kolav , r fnend

^‘^’’’ lmHio^{‘mv6’[[.:[[[V!::… doyouhear?

*iii.)ii’^iyyki’A jL’J’rA ‘Mk’I . 1’/! Xi Ui . . captives

jxi’»’> teKf. i<i: .t’jv. , v-Uii}JHjJ . iui. iu . also

)-U{ v<W4’feWW(-f-i- f-!- -M-’M-.- vliMi- - - I am bringing home

*)iiy ‘U:iU Tte’iaiiiiArof Wrf’fe<^lfett bj” the Sloax 6mpB’ sa’pa wl, ‘black-cherry moon.’
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IN THE LIFE OF EAQLE SHIELD (□RiwiNaa » hiuself) EAGLE SHIELD CAPTURES HORSES

EAGLE SHIELD Rescues « wouNDeo friend
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Analysis. — ^In regard to a keynote, this melody is classified as irregular. (See analysis of No. 108.) For this reason the signature should be understood as indicating only the pitch of the tones. Of the intervals, 45 per cent are minor thirds, and the minor second appears six times. The descending fourth at the close of each part of the song is peculiar and was clearly given in every rendition of the song. The song contains a change of tempo. (See No. 5.)

A memorable incident is depicted in plate 66, A. The Sioux attacked a Crow camp, capturing 80 horses. This was not the entire number of horpes owned by the Crows, but the expedition was considered a successful one. The Sioux killed three Crows. On their way home they sang this song, the melody being the same as that of the preceding song,

kola^. friend

naya^honpi huwc/ do you hear?

tauijke their (the enemy’s) hones

ko also

awa^kuwe I am bringing home

The narrative of the exploit illustrated by plate 66, B^ runs thus: Eagle Shield said that the advance section of the war party deserted their leader, who was wounded in the knee, leaving him to the mercy of the enemy. Eagle Shield was a member of the second section of the war party. When he saw the leader’s plight he went to him and succeeded in carrying him to a place of safety. In connection with the event he sang the following song, the words of which express derision for warriors who would desert their wounded leader.

BUREAU OP AMEBICAN ETHNOLOGY

Tbull. ei

No. 167. “They Deserted Their Leader” (Catalogue No. 520)

Sung by Eagle Shield

<” 0)

^S

m

PBa- lo - ka kiq na - Uq a-W-ye-lo bio - taij-huij-ka uq-yai, n («)

I

UJIJLd^VQtf-tf-H

na-pa-pi ye - lo

Paa’loka” kii) the Ciow Indiana

nata^’ came

a^i’yelo.. attacking,

blotag^ugka their leader

U9^yag napa’pi yelo^ .was left behind

AruUysis.—SeverBl renditions of this song were recorded, in every one of which E flat was sung. This suggests the key of B flat, but the melody progressions are along the lines of the minor triad on D, and the song is accordingly analyzed as being in the key of D minor. The song has a compass of nine tones and lacks the sixth and seventh tones of the complete oct&ve. Two rhythmic units are found in the song, the division of the last count being the same in each.

Eight of Eagle Shield’s companions made a litter of poles and placed the wounded man upon it. They were 50 miles from home and were obliged to cross the Missouri River with their bm*den. After traveling about 25 miles they made a camp and also killed a buffalo. Food for a war party was obtained from the country through which it passed. Mention is frequently made of the killing of buffalo, the flesh being used foi food and the hide for robes or for making

1 See p. 337, footnote.

-L.C
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moccasins. The use of the clamshell as aa implement for skinning buffalo may have had its origin in some emergency. Plate 67 shows a clamshell which was said to have been used for that purpose, with tiie case in which it was carried. The size of the shell indicates that it was found at some distance from tiie territory of the Sioux, while the slits at the top of the case show that it was attached to the belt of the owner. This specimen was purchased from the mother of Eagle

Fia. 33. Apparatus tot cooking hmM without a iettlt.

Shield, who was a very old woman. Plate 67 shows also a skinning knife made of the shoulder blade of a buffalo, the handle being woimd with buffalo hide. The wounded man wanted soup, but the party carried no utensil large enough for boiling meat. Eagle Shield, remembering, however, that his grandfather told him how the warriors of his day cooked meat in the stomach casing of the slain animal, resolved to try the experiment. The casing, suspended on a tripod, wasfilled with water in which heated stones were placed. (See %. 32.)
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When the water was boiling the meat was put into it^ and the process of cooking Was accomplished without difficulty.^

The wounded man was refreshed by the broth, and after making him comfortable and cooking a quantity of meat, the war party left him in chaise of a young man. Eight days later another war party passing that way found the wounded man able to travel. He and his companion joined this war party and reached home in safety.

As Eagle Shield, who gave this narrative, is a medicine-man who makes a specialty of treating wounds and fractures, his accoimt of the man’s injury was somewhat professional. He said the injury was so severe that at first the bones protruded and buckshot came from the wound for some time, after which the flesh began to heal, and that in one moon and the first quarter of the next moon the leg was entirely well.

Eagle Shield said that on one occasion he was pursued by Crow Indians as he was carrying with him a friend whose horse had been shot. This incident is depicted in plate 68, A.

The following song was said to have been sung at this time, but the meaning of the words in this connection is not clear:

No. 168. ’’One of Them WUl Be KlUed” (CatalG>gue No. 521}

Sung by Eagle Shield Voice J- 104 Drum not recorded
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vilj^jjm4

lo ki - ti yaq-ka yo ki - (2)

6i yai)-ka-yo ki - 6i yaij-ka - yo waij-il kte-pi kte-lo he

yo

1 The writer saw a cooking outfit of this kind prepared and used in a Sioux camp at Btdl Head , 8. Dak/, an July 5, 1913. The stones were heated in a fire near the tripod, each stone being lifted on a forked stick and placed In the water. A blunt stick was used in pushing the heated stones on the forked sticks, and a short stick was used for stirring the boiling meat. All these articles (shown in fig. 32) are ncvw In the U. S. National Museum, at Washington.
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Psaloka kii) the Crow IndianB

natai) ^^yelo come attacking

ki6i’ yai)ka^ yo ait you with them

wai)i one of them

kte’pi ktelo’ will be killed

Analysis, — ^The rhythmic form of this song is interesting. Two rhythmic units appear, which in the middle of the song are used alternately. In the second complete measure containing words the rhythmic unit begins on the second count of the measure, the first count being clearly accented by the singer. The progressions of the melody are chiefly by whole tones, 60 per cent of the intervals being major seconds. The other intervals are varied and range from a minor third to a tenth. The sang is based on the second five-toned scale and has a compass of 12 tones. In structure the song is melodic, with harmonic framework.

On one accasion when Eagle Shield led a war party against the Crows they found that the latter had picketed their horses within the circle of tents. Eagle Shield and a companion, having entered the village as scouts, saw these horses. (PI. 68, B.) Eagle Shield said to his companion, “Let us go and get some of the horses.” His companion replied, “No; if we do that the rest of the party will be angry.” Eagle Shield then said, “Let us each take one horse.” His companion replied, ” You do it.” Thereupon Eagle Shield, creeping into the circle of tents, took two horses, a black and a brown, and escaped without detection. Each mounting a horse, he and his companion reached their camp about daybreak.

The loss of the horses was soon discovered by the Crows, who increased their watchfulness, so that the other members of the Sioux war party were unable to secure any horses. So it happened that Eagle Shield and his companion were the only ones who returned on horseback, the rest being obliged to walk.
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Eagle Shield said that he sang the following song when he went to steal the Crow horses:

So. 169. ‘’I Intend to Take His Horses’’ (Catalogue No. 522)

Sung by Eagle Shield

VoiCB J «80 (or J^ «160) Drum not recorded

i^=»«r ^^^iii

’J”niii!j.jijii’iii

Kax)-^i to-ka kli]

waq - bla-ke 61 - na - hai] ta - «ai)-ke kiq-haq - 6u wa - Caq -mi

ye lie - 6a- mox) kii]-hai) o - ma - tli] ^ ii) kte

WORDS ^

KaQi to^ka kig the Crow enemy

wu)b]a^ke 61^nahai) if I see him

taiSui)^ke kighag^ i6uf wadaij’^mi

ye it is my intention to take his horses

he’($amoi) kii)hai)’’.« if I do this

oma^taQii) kt^ it will be widely known

Analysis. — The tempo of this song is slightly hastened in the first measure containing words, but the change is not steadily maintained. The 5-8 measures, however, are clearly given and are accu- rate in time. (See song No. 64.) The triad of D major is strongly suggested by the melody progressions; but F, the third of that chord, does not appear. The song, however, is analyzed as in the key of D major. The third is absent from 12 songs in the series of 340 Chippewa songs, this pecuharity being considered in the analysis of song No. 53 in Bulletin 53 (p. 140). In the present work the third is absent from only five songs. (See p. 135.) The interval of the fourth is remarkably prominent in this song, constituting more than half the entire number of intervals.

Swift Dog (Sug’ka-lu’zahai)) was one of the oldest informants among the Sioux, being 68 years of age in 1913, when giving his information. Before beginning his narrative Swift Dog (pi. 69) said: ’’I am the son of an Himkpati chief and it is from him that I
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get my fame. My father’s name was Rmming Fearlessly (Ka^i’- fini-ii)‘yai}ka). When he went to Washington, long ago, he was given one of the first medals that ever were made. It is now in my possession. I belonged to Sitting Bull’s band, known as the Band of the Bad Bow. In his portrait Swift Dog is shown wearing a headdress known as a’‘four-homed bonnet.’’ He said that the Sioux once killed an enemy who wore a headdress similar to this and imitated the design for their own use. This incident occurred in the year 1852, designated in the Sioux picture calendar Heto’pa uv’wav kte’piy ‘winter of the killing of the four-homed enemy.’

Several of Swift Dog’s war exploits are shown in his own drawing (pi. 70), and the songs accompanying these exploits are given herewith. * In this drawing {A) Swift Dog has shown the first encoimter in which he killed a man. He was then 24 years of age and had been to war several times. This expedition was to the coimtry of the Assiniboin, and the man whom he killed was a member of that tribe. In describing the event he said that •the enemy was on foot, while he was on horseback, on higher groimd. On this expedition he sang the following song:

No. 170. ” It to I, Myself” (Catalogue No. 583)

Voica J =80 Drum not recorded
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mmiftriru^

te mi -ye o-ma-wa-ni ye

kola^pila friends

tu^wa no one’s

duDte’ heart (cf. song No. 177)

kada^ it is

midaQ^te my own heart

miye^ I, myself

oma^wani ye I am wondering

Analysis. — ^Progressions of a semitone characterize this melody, 55 per cent of the intervals being minor seconds. Strange to say^ the major third is next in point of frequency, constituting one-fourth of the intervals, though the song is minor in tonality, and the minor triad on F forms the framework of the melody. The trend of the melody is such that F is considered to be thie keynote, and the song is analyzed as in the key of F minor, though E and B are always sung natural instead of fiat. This is one of many instances in which the term “key’’ is used for convenience, not as indicating a system of tones, all of which have an established relation to a keynote. In every rendition of this song the tempo began as indicated and after 10 or 12 measures began to retard, the words being simg in the indicated time. A dotted eighth and sixteenth note division of the count characterizes the rhythm of the song, and forms part of both rhythmic imits. The upward and downward progressions are more nearly equal than usual, the ascending progressions being 20 and the descending intervals being 25. A change of tempo occurs in the song. (See No. 5.)

While Swift Dog was chasing the Assiniboin they ran and hid in a white man’s house. Those who came near the window of the house were fired at by the Sioux. Meantime he stole one of the Assiniboin horses and rode away. He took a white horse with a saddle on it. (See pi. 70, B.) He said that he had a bow and arrows and shot as fast as he could, but did not know whether he hit anyone. At that time he sang the following song:

No. 171. ’’Horses I Seek”

Sung by Swot Dog

VoiGB J = 84 Dbum not recorded

^■‘j>.^^^^’ gir
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Siii)-ka - wa-kar) o-wa -

le 6ai3-nahe-6a - moq we
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^^wakai) hones

owa^e I seek

<5ai)^na whenever

he^^amoQ we I do this

Analysis. — ^Thia melody contains little that is of special interest. It is based on the second five-toned scale and has only one interval larger than a major third. Two rhythmic units appear, each having the same division of the first two counts. A slight increase of tempo was made as indicated, with a return to the original tempo at the close of the song. This was uniform in the two renditions of the melody. (See No. 5.)

Swift Dog said that he once struck a woman with a coup stick. (See p. 359.) Later he struck a young man ynth the coup stick and took away his quiver. (See pi. 70, C) He was a handsome young man. Afterward two others struck the young man, and he was kijled by the last man who struck him.

The melody of this song is the same as that of the song next preceding, hence only the words are given.

ite’ ifla^ye black face paint (see p. 359.)

aO^pazai) (and a) feather

owa^e I aeek

da 80

he^damoi) ye I have done this

Concerning D of this drawing Swift Dog said: “I once struck an Assiniboin with a sword given me by a soldier. The man’s name was Short Bull. He is still ahve though I gave him a terrible wound on his temple.”
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The following song is said to have been sung at this time:

No. 172. “When I Came You Cried” (Catalogue No. 585)

Sung by Swift Dog

VoioB j=84 Drum not recorded
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Ta - ku o- we

hi- lu-hu- wo

hel i- to

he - ya ho hi- bu we ya - (Se

ye - lo

taku^ owe’’ why

hilu^uwo do you come

hel ito^eya.. toward here?

he , when

hibu’’ we I came

ya^e’ yelo you cried (cf . words of song No. 12)

Analysis. — The minor third and major second comprise all except four of the intervals in this melody. The final tone is low but audible in the phonograph record. As in many of these songs, the rhythmic unit appears in the first and last parts, but not in the middle part, which contains the words. This shows a rhythmic form, which is interesting. This song contains all the tones of the octave except the second, has a compass of 10 tones, and is melodic in form.

In explanation of Ey Swift Dog said that he chased a number of Crow Indians, but they escaped. This song relates to the expedition:
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Voics J = 60 DRII3I not recorded

No. 178. “I Struek the Enemy

Sung by Swnr Doo

£ -hai)-na he-6a - mor)

0’JLl> I

[^ C IIS [ ’’ l-fUB

ho na- ya - &oi) - pi hu - wo .

ehaQ^zia a long time ago

he^^amoQ kte ^uq I would have done this

nom^ala ked : . . only twice again

awa^pelo I struck (the enemy)

ho now

naya^oQpi huwo’ do you hear it?

Analysis. — ^This song was recorded twice, the duplication being accidental. Both records were transcribed and are given herewith. The first was by Swift Dog, the second by Kills-at-Night (Haqhe’pikte) and his wife Wita’hu (Woman’s Neck), women being accustomed to join in these songs. The melody tones m both instances JEire the major triad and sixth, but it will be seen that the note values differ sUghtly with the difference in the words, and that in the second rendition the words are so placed as to repeat the rhythmic phrase of the previous measures. This seems to indicate a feeling for a rhythmic imit. The first rendition is by an old singer, the second by a comparatively young man, who usually **sits at the drum” at tribal gatherings of the present time. His wife is considered one of the best among the younger singers. The fiirst rendition is the more complete, as it gives a considerable part of the song before the introduction of the words. In both renditions about 28 per cent of the intervals are minor thirds. The song has a range of 12 tones and is melodic in form.
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VoiOB J =60 Drum not recorded

DupUcatioii of preceding

Sung by Kills-at-Nxoht

E - hai)-na he-da-moi) mo kta 6a e - ^eP tax) ii)-7&i) yui)-ke lo

wa-na na

ya-Iio]} pe-lo

ehaQ’^na he^^amoQ a long time ago

kta <5a I would have done this

e6eV well

tag ig’yag yuqke’ lo it is widely known

wana’’ now

naya’Hoi) pelo^ you have heard it

Analysis. — ^This is a duplication of the preceding, and its structure is considered in the analysis of that song. The renditions by . Balls-at-Night and his wife wore recorded on two cylinders, each containing four renditions of the song. In every instance her voice was silent during the opening measures, the point of entrance varying one or two measures. The transcription shows the earliest point of entrance. The words, of course, are the same in both parts.

The reason for twice recording this song by Kills-at-Night and his wife was that in the first performance there was a suggestion of * ‘part singing,’’ the wife holding a tone during the length of several tones in his part and then singing the delayed words rapidly in order to overtake him. The writer questioned the singers concerning this and asked whether they could repeat it. The woman said it was imintentional on her part, as she had a ’’catch in her throat,” and the seven other renditions showed no trace of it. Much concerted singing has been heard by the writer. In this the women invariably sing an octave above the men, the note values being identical.

btSKd^tOkK]
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F of plate 70 was said to represent animals killed Iby Swift Dog on the hunt. Depicting war exploits is resumed in 0, concerning which Swift Dog said:

It was almoet winter when we went to the Crow country. It was very cold, but the river had not yet frozen. We made a corral near the river; then we jumped into the water and swam across to the side where the Crows were camped. The splash of the water was like that of great falls when we swam across. We drove all the Crow horses into the river and made them swim over. Then we put them into the corral until we were ready to start for home.

No. 174. “I Come After Tour Horses” (Catalogue No. 687)

Sung by Swrrr Doo

VoicH J =58 Drum not recorded

£

! hal I

” r

f-ri^-r>.

Kai)-^l to - ka ni -

^^ p 4. »

f±=^=f±

ta

Sui) < ke hi -yo wa - u we - lo blu-ha - kta 6a hi -

j75 J I J J II

yo wa - u we - lo

Kangi^ to^ka Crow enemies

nita’^luQke. . ; your horses

hiyo’ waU^ welo’ I come after

bluha^kta I want to own them

^a so

hiyo’ waO^ welo^ I come after them

ATialy8i8, — In this melody will be noted what is often referred to as **the influence of the rhythmic unit on parts of the song in which it does not occur in entirety.” Thus in the measure following the third occurrence of the rhythmic unit we have one quarter note followed by a group of four sixteenth notes, a reversal of coimt divisions appearing in the unit. The time quickens with the introduction of the words, a pecuharity often found in Sioux war songs, but not noted among the Chippewa. The song is major in tonality and progresses largely by whole tones, the major second constituting 46 per cent of the entire number of intervals. With the
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exception of three ascending fourths all the remaining intervals are major and minor thirds. The melody tones are those of the fourth five-toned scale, but the tonic is not prominent, the song beginning and ending on the third. The melody is harmonic- in structure. Three renditions were recorded; these show no points of difference. Concerning a change in tempo see song No. 5.

No narrative was given regarding H of this drawing (pi. 70), Swift Dog simply stating that he and his brother-in-law went after horses and each secured three, the following song being sung:

No. 176. “Two War Parties”

Sung by Swift Doq

Drum not recorded

^ ?

Zu

ya nom-la - la

o -

o=» r r f r-f-,H^

£

ma - wa - ni ye - lo mi

ye 6ur)-kl - 6\ wa-6ii)-fi£l og^F—g

ma-wa-nl ye-lo

zuya’ nom’lala two war parties

oma^wani yelo’ I roam with

miye^ I, mjrself

6ur}W6}i to capture horses

WB/6iii^6i was my desire

oma^wani yeiy in roaming about

Anah/sis. — ^The proportion of minor thirds in this major song is larger than usual, the minor third forming about 60 per cent of the entire number of intervals. The major second is the only other interval used in descending progression. The song is based on the

DSNq&fORE]

fourth five-toned scale, has a compass of 10 tones, and is melodic in structure. No rhythmic unit appears in the melody, and the time was not strictly maintained.

The incident depicted in 7 is connected with the song which appears below. Swift Dog said: **When the railroad first passed through the Black Hills we went on the warpath as far as tiie end of the road. We went through Shell River. I do not remember what tribe we went after, but I think it was the Omaha.” Swift Dog captured a horse which he gave to his sister with the following song:

No. 176. ’’Sister, I Bring You a Horse”

Sung by Swift Dog

Voic» J =80 Drum not recorded

Tar) - ke hi-na - pa

yo fiuq-ka-wa^kai] a-wa - ku-we

j,4MU’mrT^

ho hl-na - pa yo wai)-ii lu-ha kte

tanke^ older sister

hina^pa yo come out

fSuQ^awakai) horses *

awa’^kuwe ho I bring

hina^pa yo coine out

war)ii’ one (of them)

luha’’ kte you may have (cf . words of No. 145)

Analysis. — Three renditions of this song were recorded, in each of which a short pause was made after the third and sixth measures, and also after the fourth measure containing the words. These pauses were not such as are indicated by rests, but appeared to be merely breathing spaces. Such pauses are unusual in the singing of Indians and were probably due to the fact that Swift Dog recorded his songs during a period of ii)tense heat, in a small, close building.

Considering B fiat the keynote implied by the trend of this melody we find the melody tones to be those of the fourth five-toned scale.
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This scale is major in tonality, yet about 55 per cent of the intervals in the song are minor tliirds. Only four intervals occur which are larger than a minor third, all of these being in ascending progression.

Old Buffalo’s Wab Narbativb

In August, 1913, Old Buffalo (Tataijk’-ehaq’ni) (see pi. 41), with Swift Dog came to McLaughlin, S. Dak., to confer with the writer. They regarded this conference very seriously. Old Buffalo said, “We come to you as from the dead. The things about which you ask us have been dead to us for many years. In bringing them to our minds we are calling them from the dead, and when we have told you about them they will go back to the dead, to remain forever.”

Old Buffalo was bom in the year 1845, designated in the Sioux picture calendar Tiiari’ka oUe’ia kdha’pi kijf wtmi’yetu, ‘Winter in which lodges with roofs were built.’ When he was 28 years old he

Fia. 33. Incldfut In ths llh of Old Buff&lD (drawing b; himMlf)-

led a war party against the Crows. On this expedition he and his comrades were entirely surrounded by the Crows, an event which Old Buffalo depicted in a drawing. (Fig. 33.) Old Buffalo said that at the time of this expedition his band of the Sioux were living in the “Queen’s Land” (Canada), but had come down to the United States on a buffalo hunt. From this temporary camp the expedition started under his leadership.

Old Buffalo said further: ’

One night the Crowe came and stole our horsM. I had au older eister of whom I was very fond. The Crowa stole her horee, and ehe cried a long lime. This made my heart very bad. I said, ” I will go and pay them back. ” A friend said that he would go with me. I said to my friend, “Wo will go and look lor the Crows. Wherever their hore^ are corralled we will find them.” Eleven others went with us, bo there were 13 in the party, and I was the leader. It was in the coldeHt part of the winter, the moon called by the Siouit C05 najx/jta in, ‘Wood-cracking moon’. The

, and \s given as nfarlj’ u poislbk
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enow was deep, and I am lame in one leg, but I was angry, and I went. I thought, ” Even if I die, I will be content/’ The women made warm clothing and moccasins for us to wear, and we started away. We carried no shelter. When night came we shoveled aside the snow and laid down brush, on which we slept. At the fork of the Missouri River we took the eastern branch and followed its course. It was 11 nights from the fork of the river to the enemy’s camp, and every night we sang this song. It is one of the ** wolf songs. ’’ (See p. 333.)

No. 177. Song of Self-reltanoe

’ Sung by Old Buffalo

Mi^,r kSi’m

£ - ya mifi -.e - ya tu - wa 6ai) - te

ka -6ad e-6ii)6uqk

o - wa-le

eya^ well

miieya’’ tuwa^ 6ai)te^ I depend upon no one’s heart (or courage) but

my own (cf . song No. 170)

kada^ so

eig thinking this

iugk owa^le I look for horses

Analysis. — Like many other melodies on the fourth five- toned scale, this song contains a large proportion of minor thirds, in this instance 58 per cent of the intervals, while the major third does not appear. The song has a compass of an octave, extending from the dominant above to the dominant below the tonic. Two-thirds of the progressions are downward. The chord of B major is prominent in the melody, which, however, is not harmonic in structure but is classified as melodic with harmonic framework. Three renditions were recorded; these are uniform in every respect.
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Old Buffalo continued:

As we neared the end of our journey, ire were overtaken by a fearful blizzard. There was a butte in which we found a sheltered place and stayed for two days, as my leg was very painful. After the storm subsided we looked around and could see the enemy’s village. Night came again, but my leg was so painful that we rested another day. The next afternoon, as the sun was getting low, I tightened my belt and made ready for whatever might befall. We walked toward the enemy’s village and entered a rocky country, like the Bad Lands. Then it was dark.

A great number of Crows were camped at this place, and there was dancing in two parts of the village. We were close to the village, but no one saw us. Only the dogs barked. We went up to the edge of the village and got in where there were many horses in a bunch. We drove the herd before us, and they trotted quietly along. After getting a safe distance from the camp we mounted some of the horses and drove the rest before us. We did not stop, but kept the horses trotting fast all night. When daylight came we counted the horses and found that there were 53. All that day we traveled, and as the sun sank we rested. We were tired, as we had no saddles, and that night we slept.

The next morning there came another terrible blizzard. My eyelashes were frozen so that I could scarcely see. I went back a little distance to see if we were being followed, then I returned to my companions. I had realized that the tracks of the horses made a trail and I saw that the enemy were pursuing us. This was my war party and I felt a great responsibility for its safety.

The Crows overtook us and secured most of the horses which we had captured from them. We jumped down a steep rocky place, and soon we were entirely surrounded by the Crows. A Sioux boy, about 15 years old was with us, and he was shot in the back. We fought as long as the sun moved in the sky . It was a hard struggle. Every time we fired a gun it turned white with frost. Durifig this fight I sang a very powerful song of the Fox society, to which I belong. [Concerning the Fox society, see p. 314 et seq.]

No. 178. “I Am the Fox”. (Catalogue No. 637)

Sung by Old Buffalo

Drum not recorded
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toka^a ^og the fox

miye’ yeW I am

ta^’ku sdmething

ote^ka difficult

owa’^le yel</ I seek

Analysis, — This is a particularly interesting melody. It contains only the tones A, B, C, and E^ these being the tonic triad and second in the key of A minor, and the song is analyzed as being in that key. The melody is framed on the interval of a fourth, almost half the entire number of intervals being fourths. The major third occurs four times, but the minor .third does not appear; there are, however, four minor seconds, or semitone progressions. In structure the song would be harmonic except for the accented B near the close; it is therefore classified as melodic with harmonic framework. Songs containing only one accented nonharmonic tone are frequently noted in botji Chippewa and Sioux music. At ,the opening of the song there is a repeated phrase, which is not considered a rhythmic unit because it has seemingly no influence on the rhythm of the song as a whole. Its repetition on the same tone suggests that* it may be simply an introductory phrase. The final tone is immediately preceded by a tone a major third lower, this close being somewhat unusual in the songs imder analysis.

The account of his exploit was resumed by Old Buffalo as follows :

The Crows took the saddles from their horses and charged back at us, but our fixe was more than they could stand, and they finally retreated, leaving their saddles on the ground. We captured these saddles and took them back to the place where we were first overtaken by the Crows. There we found only four horses alive. We put one of the captured saddles on a horse and lifted the wounded boy to the horse’s back. I held the reins and walked beside the horse all that night. When daylight came we rested. The boy had no pillow, so I lay down and he laid his head on my body. There was timber near the place, and the next day we made a travois for the boy, and I rode the horse that dragged it. That night we traveled on, and about midnight we reached a certain place and made a camp. We had occasionally killed a buffalo for food, and as the men on foot had worn out their moccasins, we took fresh buffalo hide and tied it on their feet. The three horses ran away, but we caught them.

All the following night we traveled, and the next day we were at the fork of the Missouri River, where we stayed two nights.

While we were on the warpath our friends had finished their buffalo hunt and returned to Canada. I kept four men with me and the sick boy, sCad sent the others home to make a report of the expedition. We kept the horses with us and followed slowly. The boy was thirsty, and as there was no cup I took the hide of a buffalo head, put snow in it and then put a hot stone in the snow. Thus the boy had hot water to drink. He wanted soup, so I took the buffalo tripe and boiled meat in it. So the boy had soup. (See p. 399.)
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We c&mpcd for a time beeide a creek, &iid&8wecamenearthe”Queeii’BLaDd” we camped again. There the father and mother of the boy m«t us. They had beard th« news from the other members of the party and started at once to meet us. After w« had given the boy to his parents we went on with the hotsee, leaving them-to travel more slowly. It was dark when we reached home, and we fired our guns to l^t the people know of our coming. The next day the boy arrived. For two daye a^d nights I stayed with him constantly. I did this because I felt myself to be the cause of bis misfortune. The boy had come to call me “father,” and at the end of this time he said, “Father, you can go home now to your own lodge.” I went to my own lodge and slept that night. The next morning the boy died. He is always spoken of as Wana’gli ya’ku, ‘Brings .the arrow,’ because he brought home the arrow in his body.

I did not keep any of the horses for myself, because I was the leader of the war party.

Fia. 34. Iiioldent In th< lUe at Old BuRalo (dnwUig b; blmMlIJ.

Another expedition was described by Old Buffalo and illustrated by a drawing (fig. 34). Concerning this expedition he said:

A large number of Sioux were once moving camp, and five men left the party to steal horses. They were successful, and brought back 30 horses. The enemy were also moving camp. I made up my mind that I would go and see if I could get some boraee, too. So I sent for a young man and talked with him about it. Then I said, “We will go;” and be replied, “I will go with you.” One man asked to go with us, making tbree in the party. I said, ” We will start without telling anyone and travel in the creek, so they will not know how we went.” The one whom I invited gave up going at the last inoment, but the man who had volimteered to go left camp with me while everyone was asleep.

On our expedition we sang this song, hoping that we would capture many horses:

DBMflMOBE]

No. 179. ‘’I Look for Them’’

Sung by Old Buffalo

Dbum J =73 ’Dram-rhythm similar to No. 6
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ye-wa-ya 6a i ya ta - fiai)-ke kiq a-wa-ku-we

Kai)gi^ wida^^ Idi) the Crow Indians

owi^6awale I look for them

iye’waya I found them

6& BO

taQke kig their horses

awa^kuwe I brought home

Analysis, — ^This song contains only the tones of the minor triad and fourth. Unlike the preceding song, ftom which the minor third was entirely absent, that interval constitutes about one-third of the intervals in this song. The fourth is also prominent in the melody. Exactly two-thirds of the intervals are downward. Except for the accented B the song would be classified as harmonic in structure. The form of the melody is simple, the song beginning on the octave and twice descending to the tonic along the intervals of the tonic chord.

In conclusion Old Buffalo said:

We found the direction in which the Crows were traveling, went around, and headed them off. It was almost dark when we approached their village. They were camped in a circle. The afterglow was still in the sky and this light was back of us as we went up a little creek from that direction toward the village. We could see the cooking fires. We were on horseback, and we lay flat on our horses,* leaning close to the horses’ heads. So we crept near to their horses.
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When we stepped among the horses, one of them snorted at a stranger. Then the Crows came with their guns. They had seen us, though we did not know it. My eyes were only for the horses. They began firing, and before I had a chance to get away my horse was shot. I snatched the reins and pulled, but the horse’s jaw was broken. I went on. They shot again, and he fell. I jumped as he went down. The man who went with me ran away at the first attack and left me alone. I ran ahead, and as the Crows were loading their guns, I dodged from one shelter to another. They kept firing in the direction I had started to go.

The young man who ran away saw me. He was in a safe place, and he shouted, “Come this way.’’ He wafi on horseback, and we sa*t double on his horse. We traveled some distance and came to the creek by which we had approached the Crow camp. We staid at the creek that night. The Crows broke camp, and late the next day we went back to the deserted ground. There lay my horse, dead. We examined the horse and found that his shoulder was broken. My oldest sister had raised that horse.

We went back to the creek and staid that night. The Sioux were moving to their last camp of the year, and there we joined them.

■

Plots of Sonob of* War

The songs of war, as already noted, are called “wolf songs.” Many of them make reference to the wolf and many pertain to horses, hence we find among the plots of these songs (fig. 35) numerous examples of Class D (see p. 54). Song No. 120, however, is an example of Class A; No. 101 has the same general trend; and No. 136 is a good example of Class B. These types, as already stated, appear throughout the series. The interval of a fourth is prominent in songs concerning animals and implying motion, and this appears in the plots of the songs. Songs Nos. Ill, 127, 145, and 174, as reference to their respective titles will show, are songs concerning horses, and the plots of the songs are seen to resemble one another. Songs 146 and 161 concern man and contain the idea of motion; their titles are, respectively, “He is returning,” and “.I wish to roam.” These plots show the characteristics of Class D. No. 177 is called “A song of self-reUance,” and we note in the plot of the song the emphasis and dwelling on the lowest, or keynote, which characterizes Class C and appears to be coincident with firmness of purpose and self-confidence. The interval of a fourth characterizes songs Nos. 99 and 100, the first of which is a song concerning the buffalo, and the second, the personal song of a man named Brave Buffalo, the words being “Brave Buffalo I am, I come.” Such a song as the latter would imdoubtedly be received in a dream of buffalo. The ascending interval at the opening of song No. 99 suggests Class E (see p. 519), and on reference to the words of the song ’sfre find in them the idea of suffering on the part of the buffalo, who are being driven in such a way that the wind strikes their faces Uke a lance.
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Analysis of War Songs

The Bongs of the military societies and the songs of war are divided into two aoaljsis groups, the first comprising songs a majority of which are beUeved to be more than 50 years old and the second comprising songs beUeved to be of more recent origin.
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In the first group are the songs of the Miwa’tani and Kaqgi’yuha, the older of the miUtary societies, together with the older war songs. This group comprises songs Nos, 122, 125-177, and No. 179. In the second group are tlioso of the military societies more recently organized among the Teton — that is, the Fox, Badger, and Strong Heart societies, and the White Horse Riders — together with war songs found in ,the description of the Sun dance, and in the

section on war customs; also such songs in honor of an individual as were sung to the melodies of these war societies. This group comprises songs Nos. 6, 7, 8, 9, 10, 22, 23, 26, 27, 28, 29, 30, 31, 32, 33, 34, 35, 114, 115, 116, 117, 118, 119, 120, 121, 123, 124, 178, 223, 224, 225, 231. The age of many war songs can not be stated with exactness, but the division between \hese two classes has been made as nearly accurate as possible.

The first of these analysis groups marks the end of the older songs contained in this volume, and with the second analysis group we enter on a consideration of musical material which is comparatively modem.

Old Songs — {6) War Songs {section 1)

Melodic Analysis

TONALITY

Major

Minor……

Irregular… Total

Number of songs.

Serial Nos. of songs.

128,131, 132, 134, 137, 144, 151, 153, 155, 156, 157, 159, leO, 163, 164, 165, 169, 171, 173, 174, 176, 176, IV

122, 125, 126, 127, 129, 130, 133, 135, 136, 138, 139, 140, 141, 142, 143, 145, 146, 147, 148, 149,’ 150, 152, 154, 158, 161, 162. 167, 168, 170, 172, 179

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Beginning on the—

Twelfth

Eleventh

Tenth

Ninth

Octave

Fifth

Third

Keynote ,

Irregular

Total

Number of songs.

Serial Nos. of songs.

122, 130, 136, 139, 143, 158, 168

142, 172, 173

138, 167

129, 133, 134, 135, 141, 145, 148, 152, 154,

169, 160, 161, 162, 179 126, 131, 140, 144, 146, 147, 151, 153, 155,

156, 164, 165, 166, 170, 175, 177 128, 137, 163, 171, 174, 176 125, 127, 132, 149, 169
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Old Songs — (6) War Songs {section /)— Continued

Mblodio Analysis — Continued

LAST NOTE OF SONG— ITS RELATION TO KEYNOTE

Ending on th

Fifth

Third…. Keynote.

Irregular

Total…

Number of songs.

Serial Nos. of songs.

126, 120, 131, 138, 140, 147, 151, 153, 155, 156, 164, 165. 166, 169, 170, 177

128, 132, 137, 163, 171, 174, 176, 176, 122, 125, 127, 130, 133, 134, 136, 136, 139, 141, 142, 143, 144, 145, 146, 148, 149, ISO, 152, 154, 157, 158, 159, 160, 161, 162, 168, 172, 173, 179

LAST NOTE OF SONG— ITS RELATION TO COMPASS OF SONG

Songs in which final tone is— Lowest tone in aong

Immediately preoeded by whole tone below Irregular

Total

Number of songs.

Serial Nos. of songs.

122, 125, 126, 127, 128, 129, 130, 131, 132, 133, 134, 135, 136, 137, 138, 139, 140, 141, 142, 143, 144, 145, 146, 147, 148, 149, 150, 151, 152, 153, 164, 155, 156, 157, 158, 159, 160, 161, 162, 163; 165, 167, 168, 160, 170, 171, 172, 173, 174, 175, 176, 177, 179

NUMBER OF TONES COMPRISING COMPASS OF SONG

Compass of— Thirteen tones Twelve tones..

Eleven tones..

Ten tones

Nine tones

Eight tones…

Six tones

Total

Number of songs.

Serial Nos. of songs.

129, 148, 149, 154

122, 125, 130, 133, 136, 138, 139, 145, 152, 158, 168, 173

M2,

1«,

150,169

128,166,172,175

128, 163, 157, 159, 161, 164, 167

127, 131, 132, 134, 135, 137, 140,

141,

144,

147, 161, 156, 156, 160, 162, 163,

.166,

170,

171, 174, 176, 177, 179
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Old Songs — (5) War Songs (section 1) — Continued

Melodic Analysis — Continued

TONS MATERIAL

First five-toned scale. . . Second flve-toned scale.

Fourth five-toned scale. .

Number of songs.

ICiOor triad.

Mfl^or triad and second

Minor triad and fourth

Octave complete

Octave complete except seventh

Octave complete except seventh and sixth. . Octave complete except seventh and second.

Octave complete except sixth

Octave complete except sixth and third

Octave complete except fourth

Octave complete except second

Other combinations of tones

Serial Nos. of songs.

122, 125, 126, 120, 133, 136, 137, 160, 152,

158, 168 130, 132, 151, 153, 150, 168, IH, 174, 17«,

176, 177

Total.

144,166,173

•

135, 139, 142, 162, 179

138, 157, 161

128, 146, 154, 160, 164

156, 167

127,134

140,170

141, 143, 145, 148, 140, 172

•

ACCIDENTALS

Songs containing— No accidentals.

Seventh raised a semitone

Seventh and fourth lowered a semitone.

Sixth lowered a semitone

Third lowered a semitone

Second lowered a semitone

Irregular

Number of songs.

Total.

Serial Nos. of songs.

125, 126, 127, 128, 129, 130, 131, 132, 133, 134, 135, 136, 137, 138, 139, 140, 141, 142, 143, 144, 145, 146, 148, 149, 150, 151, 152, 154, 155, 156, 157, 168, 159, 160, 161, 162, 165, 168, 169, 171, 172, 173, 174, 175, 176, 177, 179

122, 147

153,164

OENQMOBB]

Old Songs — (6) War Songs {section 1) — Continued Melodic Analysis — Continued

STRUCTURE

Serial No8. of songs.

MelodJo

Melodic with harmonic framework

Harmonic

Irregular

Total

126, 12t, 128, 120, 131, 134, 135, 137, 138, 139, 145, 146, 147, 148, 149, 160, 151, 152, 158, 154, 156, 157, 158, 160, 161, 163, 164, 166, 167, 169, 170, 171, 172, 173, 175, 176

125, 132, 136, 141, 143, 144, 159, 168, 177,

122, 130, 133, 140, 142, 155, 162, 174

FIRST PROGRESSION— DOWNWARD AND UPWARD

Downward.

Upward.

Total.

Number of songs.

Serial Nos. of songs.

122, 129, 130, 131, 134, 135, 136, 137, 138, 139, 140, 141, 143, 146, 147, 150, 151, 164, 156, 156, 157, 168, 160, 162, 168, 166, 166, 168, 169, 170, 171, 172, 174, 176, 176, 177,

125, 126, 127, 128, 132, 133, 142, 144, 146, 148, 149, 152, 153, 159, 161, 164, 167, 173

TOTAL NUMBER OP PROGRESSIONS— DOWNWARD AND UPWARD

Downward!. Upward

Total.

INTERVALS IN DOWNWARD PROGRESSION

Interval of a— Major sixth..

Kifth

Fourth

Major third.. Minor third . . Major second. Minor second.

Total

[BtTZX^A

Old Songs — (6) War Songs (section /)- -Continued Melodic Analysis — Continued

INTERVALS IN UPWARD PROGRESSION

Intanral of i

Tenth

Ninth

Octave

Seventh

Major sixth.. Minor sixth..

Fifth

Fourth

Major third.. Mhior third.. Major second. Minor second.

Total.

AVERAGE NUMBER OF SEMITONES -IN EACH INTERVAL

Total number of hitervals

Total number of semitones

Average number of semitones in an interval.

2,006

fi,405

2.7

KEY

Key of—

A major

A minor

BflatmajOT… B flat minor…

B major

B minor

Cma^or

C minor

C sharp minor

D major

D minor

E flat minor…

F major

F minor

F sharp major F sharp minor

G major

G minor

A flat major. . . G sharp minor Irregular

Total

Number of songs.

o

Serial Nos. of songs.

131, 155, 164 •

125,133,136,142,143,168

128, 130, 151, 156, 1(33, 174, 176

140,152

139,158

132, 137

146, 147

157, 160

138, 161, 167

144, 150, 160

127,129,135,170,179

126,145,148,149,172


	165, 175



141, 154

171,173
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’Old Songs — (6) War Songs (section 1) — Continued

Rhythmic Analysis

PART OF MEASURE ON WHICH SONG BEGINS

Number of songs.

Serial Nos. of songs.

r

Beginning on unacoented part of measure

122, 126. 128. 127, 132, 135, 136, 138, 142.

Beeinnins on aooented part of measure

144, 147, 150, 152, 154, 161, 166, 166, 167, 168,173,177,179 128, 129. 130. 131. 133. 134. 137. 139. 140.

«

141, Iti, 145, 146, 148, 149, 151, 153, 155, 156, 157, 15^, 169, 160, 162, 163, 164, 169, 170, 171, 172, 174, 175, 176

Total

RHYTHM OF FIRST MEASURE

First measure in— 2-4 time ^

Total

Serial Nos. of songs.

122, 127, 129, 130, 133, 134, 138, 139, 140,


	
	
	
	
	
	
	
	158, 161, 164, 167, 168, 172, 174, 175, 176, 179
























125, 126, 128, 131, 132, 135, 136, 137, 141,


	
	
	
	
	
	
	
	159, 160, 162, 163, 165, 166, 169, 170, 171, 173,
























CHANGE OF TIME, MEASURE LENGTHS

Songs containing no change of time . Songs containing a change of time. .

Total.

Number of songs.

Serial Nos. of songs.

122, 125, 126, 127, 128, 129, 130, 131, 132, 133, 134, 135, 136, 137, 138, 139, 140, 141, 142, 143, 144, 145, 146, 147, 148, 149, 150, 151, 152, 153, 154, 156, 157, 158, 159, 160, 161, 162, 163, 164, 165, 166, 167, 168, 109, 170, 171, 172, 173, 174, 175, 176, 177, 179

n
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Rhtthmig Analysis — Continued
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Number of songs.

Eighth notes unaooented

Quarter notes unaooented

Eighth notes aooented In groups of two

Each beat preceded by an unaccented beat correspond

ing to third count of a triplet. Drum not recorded… .’.i

«

Total

Serial Nos. of songs.

130,133,ie2

142,143

120, 167

125, 127, 128, 132, 136, 151, 164, IM, 177,

122, 126, 131, 134, 136, 137, 138, 130, 140, 141, 144, 145,.146, 147, 148, 140, 150, 152, 153, 156, 156, 157, 158, 150, 100, 183, 164, 166, 166, 168, 160, 170, 171, 172, 173, 174, 175, 176

RHYTHMIC UNIT OF BONO

Songs containing—

No rhythmic unit

One rhythmic unit. . .

t

Two rhjrthmic units . Three rhythmic units

Total

Number of songs.

Serial Nos. of songs.

122, 126, 126, 127, 130, 136, 140, 143, 146» 147, 148, 140, 152, 157, 158, 160, 162, 163, 160,173 176,170

128, 131, 132, 133, 134, 136, 137, 138, 130, 141, 142, 144, 145, 150, 151, 163, 164, 165, 166, 160, 161, 164, 166, 172, 174, 176, 177.

165, 167, 168, 170, 171

METRIC UNIT OF VOICE (TEMPO)

Metronome^

63 •.

Number of songs.

Serial Nos. of songs.

146,147

131,174

142,156

122,148

138,144,155

140,157,170

143,150,158,177

126,134,135.100,170,176

137,146,153,171,172

162,164

OKN8MORE]

OH Songs — [6) War Songs (section 1) — Continued

Rhtthmio Analtbib — Continued

ICETRIC UNIT OF VOICE (TEMPO)-Caiitiniied

Number of songs.

Serial Nob. of songs.

Metronome— Continued.

02 ;

127, 1^, 132, 161, 162, 159, 161, 166

125, 130, 133, 160, 163, 166, 167

129,168

149,154

144 »

Total

METRIC UNIT OF DRUM (TEMPO)

Metronoma—

Drum not recorded

Total.

Number of songs.

Serial Noe. of songs.

143,177

161,162

127,128,132,151

125,130,133,167

122, 126, 131, 134, 136, 137, 188, 139, 140, 141, 144, 145, 146, 147, 148, 149, 150, 152, 153, 155, 156, 157, 158, 159, 160, 163, 164, 166, 166, 168, 169, 170, 171, 172, 173, 174, 178, 176

COMPARISON OF METRIC UNIT OF VOICE AND DRUM

Drum and voice havlxig same metric unit.

Drum fatter tban voice. Drum slower than voice. Drum not recorded

Total.

Serial Nos. of songs.

125, 127, 128, 129, 130, 132, 133, 135, 142, 143, 151, 154, 162, 167, IH, 179

122, 126, 131, 134, 136, 137, 138, 139, 140, 141, 144, 145, 146, 147, 148, 149, 150, 152, 153, 155, 156, 157, 158, 159, 160, 163, 164, 165, 166, 168, 169, 170, 171, 172, 173, 174, 175, 176
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COMPARATIVELY MODERN SONGS’ (1) Wab Songs (Section 2)

Melodic Analysis tonality

Major tonality. Minor UMiality.

Total.

Nomber of aongs.

Serial Nos. of songs.

8,9,10,27,29,30,32,35,114,116,121,123,

124,226 6, 7, 22, 23, 26, 28, 31, 33, 34, 115, 117, 1 18,

119,120,178,223,224,231

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Beginning on the—

Twelfth

Eleventh

Tenth

Ninth

Octave

Fifth

Third

Second

Keynote

Total.

Number of songs.

Serial Nos. of songs.

6, 30, 34, 35, 117, 118, 224

27,28,32,33,119

26, 116, 124

22, 114, 120, 123, 223, 226

9,29,31,115,121,231

10, 178

LAST NOTE OF SONG— ITS RELATION TO KEYNOTE

Ending on thf Fifth

Third… Keynote.

Total.

Serial Nos. of songs.

7, 9, 10, 26, 31, 32, 114, 115, 116, 124, 178,

8, 29, 33, 119, 121

6, 22, 23, 27, 28, 30, 34, 35, 117, UR, 120, 123, 223, 224, 225

I This group comprises songs a majority of which are believed to be less than 50 years old.
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GomfanjAivdy Modem Songs — (1) War Songs {see. S) — Continued

Melodic Analtsis — Continued

LAST NOTE OF BONO— ITS RELATION TO COMPASS OF BONO

Songs in which final tone is—

Lowest tone In song

ImmediAtely preceded by wBlar third below. . .

ImmediAtely preceded by whole tone below

ImmediAtely preceded by semitone below

Songs containing a minor third below the final tone

Totai

Nomber of songs.

Serial Nos. of songs.

6,7,8,9, 22,23, 26, 27, 29, 31, 82,34, 35, 114, 115, 116, 117, 118, 119, 120, 121, 123, 124, 223, 224, 226, 231

10,33

NUMBER OF TONES COMPRISING COMPASS OF SONG

Compass of—

Thirteen tones

Twelve tomes

Eleven tones

Ten tones

Nine tones

Eight tones

Six tones

Total

Number of songs.

Serial No6. of songs.

32,34,35,124,178

6, 7, 26, 27, 30, 114, 116, 117, 118, 224

8,28,29,33,120,121

123,223

9,22,81,115,119,226,231

TONE MATERIAL

Second flve-tooed scale

Fourth flva-toned scale

Major triad and seventh

Major triad and second *

Minor triad and fourth

Minor triad and second

Octave complete

Octave oomplete except seventh

Octave complete except seventh and sixth

Octave complete except seventh and fborth

Octave complete except seventh and second

Octave oomplete except sixth

Octave oomplete except sixth, fifth, and second

Octave complete except sixth and second

Octave complete except fourth

Octave complete except third and second

Octave complete except second

Total

Number of songs.

Serial Noe. of songs.

23,120

8,20,226

118, 119, 281

34, 114, 117, 234

27,32,35,128

7,31,223

26, 115

30,116
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CompamHvely Modem Songs — (i) War Songs (sec. 2) — Continued

Melodic Akalysis — Continued

ACCIDENTALS

Soogs oantaining— No aoddantala.

Seventh raised a senUtone. . . :

31xth raised a semitone. . ,

Second raised a semitone

Seventh lowered a semitone

Sixth lowered a semitone

Fourth lowered a semitone.

Third and seoond lowered a semitone, and fourth

raised a semitone. Third lowered a semitone

Total.

Number ofsongB.

Serial Nob. of songs.

7,8,10,23,26,27,28,20,80,31,32,33,34, 36, 115, 116, 117, 118, 110, 121, 178, 223,

6,120

STRUCTtTRB

Number of songs.

Serial Noe. of songs.

Melodic.

Melodic with harmonic framework. Harmonic

Total.

7,22,23,26,28,29,30,33,35,114,117,120,

124,224,225,231 31, 32, 34, 115, 116, 119, 121, 123, 178, 223 6,8,9,10,27,118

FIRST PROGRESSIOK— DOWNWARD AND UPWARD

Downward.

Upward. . . Total.

Serial Nos. of songs.

6, 7, 9, 10, 22, 23, 26, 27, 28, 29, 30, 31, 32, 33, 3^, 114, 115, 116, 117, 118, 119, 121, 178,224,225,231

8,34,120,123,124,223

TOTAL NUMBER OF PROGRESSIONS-DOWNWARD AND UPWARD

Number of songH.

Serial Nos. of songs.

Downward

•

Upward

Total

1,097

DENSUOBC]

TETON SIOUX MUSIO

Comparatively Modem Songs — C^) War Songs (sec. S) — Continued

Melodic Analtbis — Continued

INTEBVALS IN DOWNWARD PROORBSSION

Number of aongs.

Internal of a—

MJnor sixth

Fifth

Fourth

Major third

lilnor third

AugnMnted second.

Mi^or second

Minor second

Total.

INTERVALS IN UPWARD PROGRESSION

Interval of a—

Ninth

Octave

Major sixth..

Fifth

Fourth

Major third. . Minor third. . Mi^or second. Minor second.

Total.

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval.

BtJBEATT OP AMERICAN ETHNOLOGY
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Comparatively Modem Songs — (i) War Songs (sec. £) — Continued

Melodic Analysis — Continued

KEY

Key of—

A major

A minor

B flat minor. .

B major

B mJnor

Cmajor

C minor.

D major

D minor

E flat major… E flat minor. .

E major

E minor

0 major

G minor…’… A flat major… Q shaip minor.

Total

Serial Nob. o( songB.

22,29

31,178

117,231

8,121

6,23,115,119,224

27,30

26,33,120

116, 124

10,32,114,123

Rhtthmio Analysis

PART OF MEASURE ON WHICH SONG BEGINS

Number of songs.

Serial Nos. of songn.

Beslnnlne on unaccented part of measure

7, 8, 26, 27, 117. 119, 178

Beginning on accented part of measure

6, 9, 10, 22, 23, 28, 29, 80, 31 , 32, 33, 34, 35.

114, 115, 116, 118,120, 121, 123, 124,223, 224,225,231

Total

RHYTHM OF FIRST MEASURE

Number of songs.

•

Serial Nos. of songs.

First measure in—

6, 7, 8, 9, 22, 23, 26, 27, 29, 30, 31, 32, 33,

34, 35, 115, 116, 117, 118, 119, 120, 121, 123,178,224,225,231 10, 28, 114, 124, 223

Total

DBNQMOBE]

Comparatively Modem Songs-^{l) War Songs (sec, 2) — Continued

Rhtthmio Analysis — Continued

CHAKQE OF TIME, MEASURE LENGTHS

Number of song5.

Serial Nos. of songs.

Songs oontalnlng no chooge of time

31,32,34,121

Songs eontftining a change of time , …


	
	
	9, 10. 22, 23, 26. 27, 28, 29, 30, 33,









35, 114, 115, 116, 117, 118, 119, 120, 123, 124,178,223,234,225,231

Total

RHYTHM OF DRUM

Eighth notes onacoented.

Quarter notes unaccented

Eighth notes accented In groups of two

Each beat preceded by an unaccented beat corresponding to third count of a triplet. Drum not recorded

Total.

Number of son^.

Serial Nos. of songs.

28, 32, 35, 117, 121, 231

6, 26, 27, 29, 31, 33, 34, 114, 120, 123, 124

8, 30, 118

9, 10, 115, 110

7, 22, 23, 116, 17», 223, 224, 225,

RHYTHMIC UNIT OF SONG

•

Number of songs.

Serial Nos. of songs.

•

Songs containing—

No rhythmic unit

22, 23, 178, 223, 231

One rhythmic U”**-. .

9, 10, 27, 28, 29, 31, 32, 35, 114, 115, 116,

Two rhythmic ^mitg .

117, 119, 120, 121, 123, 124, 224, 225 6, 8, 26, 33, 34, 118

Three rhythmic vnits

Five rhythmic units

Total

•

Comparatwely Modem Songs — (1) War Songs (sec, S) — Continued

nHTTHMiG ANALYSIS — uontinuea

METRIC UNIT OF VOICE (TEMPO)

■

Number of songs.

Serial Nos. of songs.

Metronome—

63 –

•

123, 178, 226

«

27,124

6, 20, 30, 115, 120, 231

84 -

31, 35, 116

26, 114, 117, 110

7,0

8, 118, 121

112 i

32, 33, 34

•

Total

.

• METRIC UNIT OF DRUM (TEMPO)

Number of songs.

Serial Nos. of songs.

Metronome—

6, 30, 115, 120

31,35

26,117,231

8,119

0, 10, 118, 121

32,33,34

Pnim not recordfMl …

7, 22, 23, 116, 178, 223, 224, 225

TotaL
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ComparativAy Modem Songs — {1) War Songs (sec. Z) — Continued

Rhythxio Analysis — Continued

COMPARISON OF METRIC UNIT OF VOICE AND DRUM

Dnim and voice having same metric unit

Dnmi faster than voice

Dmm slower than voice

Drum not recorded

Total

Number of song?.

Serial Noe. of songs.

6, 26, 27, 28, 30, 31, 32, 33, 34, 35, 115, 117,

118, 120, 121, 123 9, 119, 231 8, 10, 29, 114, 124 7, 22, 23, 116, 178, 223, 221, 226

A majority of the remaining songs in this work are comparatiyely modem, their analyses, together with section 2 of the war songs, comprising Group 2 in the collective analyses shown on pages 12-21.

THE BUFFALO HUNT (WANA’SAPI*)

The buffalo may be said to have been the essential element in the life of the Plains Indians, as it supplied them with material for their tents, clothing, and moccasins; with food and containers for food, and household articles; with tools for their handicraft, and even with fuel for their fires. . Every part of the animal was utilized. Among the less familiar articles made from parts of the buffalo were handles for small tools. These were fashioned from a certain heavy sinew of the neck, sharp needles of bone or metal, and knife blades, being inserted in pieces of the “green” sinew. When dry the sinew served as a firm and servicable handle for the tool. It is said also that a heavy sinew of the buffalo’s hind leg was dried and cut into arrowpoints.

The tribal life of the Sioux passed away with the herds of buffalo. The last great buffalo hunt on the Standing Rock Reservation took place in 1882, xmder the supervision of Maj. James McLaughlin, then Indian agent on that reservation. During this hunt 5,000 buffalo were killed, the hunting party comprising about 600 moxmted Sioux.^ Major McLaughlin became agent at Standing Rock in 1881, that year being designated in the Sioux picture calendar Wdble’za Tatay’kaAyo’taJce vxma’ nape’yuza vxini’yetu, ‘’Winter in which Major McLaughlin shook hands with Sitting Bull.” The following year is called wahle’za Lako’ta 6b wana’sa ipi’ wani’yetUj ” Winter in which Major McLaughUn with the Sioux went on a buffalo h\mt.” The drawing which marks this year is shown in figure 36.

A graphic account of buffalo hxmting is given by Catlin, who took part in the buffalo hunts of the Indians in the same part of the country, many years ago.’

In studying the customs of the buffalo hunt among the Teton Sioux the writer interviewed many old men, later reading the unfinished narrative to them so they might discuss it and make corrections or additions. The completed material comprises an account of the making of buffalo bows and arrows, and the cutting up of the buffalo, by White Hawk, a narrative of the searching party by iSiya’ka, and an account of the hunt consisting chiefly of information given by Swift Dog and Gray Hawk. “^ —

1 Tliis word means “bunt,” the name of the animal to be hunted being understood. (Cf. use of the word itaiftan, footnote, p. 70.)


MclAUghUn, James, My Friend the Indian, pp. 97-116, Boston and New York, 1910.




	Catlin, Oeorge, The Manners, Customs, and Condition of the North American Indians, vol. 1, pp. 251-361, London, 1841. Cf. also a description of the hunting customs of the Omaha in The Omaha Tribe, Fletcher and La Flesche, op. cit., p. 275* .
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The usnal time for a buffalo hunt was the early fall, when the buffalo came down from the north, but a few could be foxmd at almost any season of the year. The medicine-men had an important part in maintaining the food supply for the camp. They sometimes gave warning of times of scarcity and advised the procuring of a liberal supply of food. This advice was heeded and a special hunt was made. There were times whei  it was not permissible for a man to hunt independently. At such a time, if a man were found with a supply of fresh meat which he could not satisfactorily account for, it was the duty of the aki’cita to seize it. Further, they might beat the man with clubs and tear down his tipi. ^e p. 313.)

The making of bows and arrows for the buffalo hunt was described by White Hawk (Cetarj’ska), a Sioux from the Cheyenne River

Flo. 30. Drawing Irom plctura caleiidu— the ytar al Itw last buOslo bunt.

Reservation (Mr. Edward Swan interpreting). Although these were said to be “buffalo bows and arrows,” it is probable that they were ^milar in design to those used in war. White Hawk said:

The bufiato bowe of two men were seldom estkctly alike, either in pattern or in strength, but one characteristic which all had incommon was that the place for fitting the arrow was nearer the upper than the lower end of the bow, the lower section being longer and thicker than the upper. Some men used the wood of the cherry or plum tree for their bows, while others preferred the crab apple or some other hardwood. The back of the bow was covered with sinew which bad been made flexible by rubbing and then dried. When this was ready the back of the bow was cut in numerous places and covered with glue made from the hide of the buSalo, the part used for this purpose being a etrip between the horns, back of the eyee; the anew was then applied and became put of the bow. The itring of the bow was of the sinew of the bufialo bull, twiated and dried.

White Hawk said further he knew of three kinds of arrow points: (1) His great grandfather used arrow points of cut flint; he had seen i840»— Bull. 61—18 30
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these as a boy, but had never used them. (2) His father vised arrow points of bone, made from the outer thickness of ribs or marrow bones. (3) He himself used arrow points of steel. It was the custom in his hunting days to cut arrow points from the thin frying pans sold by traders or used by the soldiers. Feathers used on the arrows were not confined to any one kind. Some used feathers of the prairie hen, owl, or chicken hawk that were large enough to split, while others used the smaller feathers of the eagle or buzzard. White Hawk said that after splitting a feather he held one end in his mouth and ’ ^scratched it carefully with a knife to smooth it.” Three feathers were fastened to each arrow. Glue was placed under the feathers and under the arrow point, both being fastened by wrappings of deer sinew.

It was said that a good bow would send an arrow into a buffalo so that the arrow point was imbedded in the flesh, an excellent bow would drive it in almost to the feather, while a^7i€ bow would send the same arrpw clear through the animal.

The proper length for a man’s buffalo arrow was the distance on the outside of his arm from the elbow to the end of the third finger, plus the length of his hand from the wrist to the large knuckle of the third finger. It was the intention to make the arrow as light as possible, therefpre the woods preferred for the shaft were juneberry {wi’pa&ukaTiu) and wild currant (wida’gariaiJcdhu). These were so flexible that if a buffalo fell on an arrow, the latter bent without breaking. Thus the arrow could be recovered and used again by its owner.

Certain lines were cut in the shaft of an arrow **to make it go straight.” A straight line about an inch long was cut in the shaft, extending downward from the point of attachment of the feather. Then the graving tool was held firmly in the hand while the shaft was moved sidewise, so that the line became wavy. At a distance of about 3 inches from the arrow point the shaft was held still so that a straight line was again secured. White Hawk said that the proper manner of cutting these lines was ’*the result of long experience,” and that an arrow would not move in a direct course without them^

After fastening the arrow point and the feathers, and cutting the lines, the maker used a pair of small whetstones in polishing the shaft. These were said to be composed of a certain kind of stone foimd in the Black HUls, which was rather soft. A groove was cut in each whetstone, the grooves being of such size that when the stones were fitted together, the opening formed by the two grooves was the diameter of the arrow shaft, which was polished by moving the stones to and fro. In order that the surface of the arrow shaft might be kept clean the whetstones were brushed with buckskin after being used and were then carefully wrapped in the same material. *
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Each man had a special mark for his arrows. Bear Face (p. 78) said that he considered pelican feathers as best for arrows, and that he always used one pelican feather on his arrows, the other feathers being taken from some other bird. Others are said to have painted their arrows red, or with a blue section in the middle, or to have made ^^ dents” in the shaft, each man using his own device.

As a final process the shaft of the arrow was smeared with bufiPalo blood. White Hawk saying this made the arrow go more smoothly through the tissues of the animal.

Most quivers hdd 10 arrows. A man might make his own quiver, although he usually ordered arrows from an arrow maker, a hundred at a time. Red Fox (pp. 90, 375, et seq.) was known as a skillful arrowmaker in the old days.

A buffalo hunt frequently took place when the tribe was about to move to a new camping place. In describing such a hunt Siya’ka said :

When the tribe waa about to move to a new camp the old men met to decide whether there was enough food to last for a considerable tune. If it was decided that a hunt was advisable these old men .consulted the leaders in the various societies (as the Strong Heart or White Horse societies), and together they decided on the young men who were to go and search for the buffalo. This task required young men who were known to be truthful and faithful to duty, as well as possessed of the necessary physical ability and general equipment. Only men were selected who were known to be ready, as there was not sufficient time to prepare after they were notified. This was one of the greatest honors which could be conferred on a man, as it indicated that the tribe depended upon him for.help in the food supply, without which it could not exist. It was necessary that these men know the topography of the’ country and understand the ways of the buffalo.

These young men were notified, and as soon as they could make the arrangements which of necessity must be left till the last moment, they went to the center of the tribal circle, with their equipment of food and extra moccasins, each man carrying also a drinking cup and perhaps some cooking utensil. The man who was first selected was the leader of the searching party.* Their relatives were so gratified that the young men were thus honored that they gave away many presents when the party started out, these presents being valuable and including horses and blankets.

The departure of the searching party was a great event.’ They were gathered in the midst of the camp circle, surrounded by rejoicing and gifts. A man recognized for high standing in the tribe was chosen to “start them off.” A stick was placed upright in the ground, and he led them as they marched single file around this stick. The stick signified an enemy or A buffalo, and no one was allowed to strike it unless he had killed either an enemy or a buffalo. The man chosen^ start off the party was usually a man who had done both these. People on horseback were ready to escort the party from the camp. The direction in which the buffalo were probably located was pointed out, and the party started in that direction. They moved with a dancing step, and no drum or rattle was carried. The following song was sung at this time.

— • -

1 dlya’ka was once appointed leader of a searching party, and six times was a member of such a party. Bows and arrows were used on those hunts, s Compare description of departure of those who went to select the Sun-dance pole, p. 107.

J

No. 180. Song of the Buffalo Hunt (a)

Sung by ^iya’ka Dbum J= 98

f BDLL. «i
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Analysis. — The tones in this song are E flat-G-B flat and C. By the test of the ear E flat seems the most satisfactory keynote; the song is therefore classified as major in tonality, and its tone material is considered to be the major triad and sixth. The tonic is found only in the upper octave and in connection with C, forming the interval of a minor third, which comprises 69 per cent of the entire number of intervals. In this, as in many other Indian songs, the fact that a certain tone seems the keynote of the song does not imply that the corresponding **key” is fully established. Six renditions were recorded;, these are uniform throughout. The song as a whole has an interesting completeness of rhythm, though there is no repeated phrase which can be regarded as a rhythmic unit.

Siya’ka continued:

After the escorting party had returned to the camp, the searchers were entirely under the control of their leader. Sometimes he assigned a territory to each of hia men and scattered them over the prairie, directing them to meet at a certain time and place. When the men made their report to him, they were expected to be definite and sure in their statements. If they reported that they had seen buffalo they must be able to give an estimate of the number in the herd. It occasionally happened that a searching party was unsuccessful. In that event they straggled back to the main camp, attracting as little attention as possible. The longest absence of a party remembered by iyaa was 12 days.

As soon as the searching party had started, the tribe broke camp and began its journey to the place designated for the next camp, where the searchers were expected to make their report. Having reached this place and made their camp, they began an anxious watch for the return of the searchers. Men were stationed to watch for them, and if these men saw them coming they returned to the camp, and the crier announced to the people that the searching party was in sight. The searching party gave certain signals to indicate the result of their search, running back and forth if the buffalo were close at hand, or waving a blanket at its full width and then laying it flat on the ground if they had seen a particularly large herd. Some went on horseback to meet them, and the entire tribe assembled in the middle of the circle to heaz their report. The following song was sung as they returned.

DEN smoke]

No, 181. Soni; of the Buffftlo Hunt (b) (Catalogue No. 476)

Sung by Sita^ka

Dmm-rhythm similar to No. 6.

f^^^

Aruilysis.— Fire renditions of this song w6re recorded. The time was not strictly maintained, and the rhythm of the opening measures was difficult to discern; however, as in all such songs, when the correct note values are determined it is found that all the renditions are ahke, and that the rhythm is in reality quite simple. The only ascending intervals in this song are the major second and fourth, and the only descending intervals are the major second and minor third. The song is based on the fourth five-toned scale,’ has a compass of nine tones, and is melodic in structure.

The party entered the tribal circle with the leader in advance.^ The stick was again placed upright in the ground, and they circled around it, many striking it. In the middle of the council tent a small space of bare ground had been made ready. This was hard and smooth, not pulverized as in the Alo^wagpi ceremony, the Spiritkeeping lodge, and the Sun-dance ceremony. [See pp. 71, 82, 122.] A buffalo chip was placed on this bare ground, and beside it were placed a little sweet grass and a pipe filled and ready to smoke. The searcher who was first to see the buffalo entered the lodge in advance of his companions. As they entered the lodge many of the people stood with hands upraised, then saying iJi, hU they stooped and placed the palms of their hands on the ground.

Beside the spot of bare ground stood a man whose record was above reproach, and who had been selected to act as itai)^6ai), master of ceremonies. [See footnote, p. 70.] His entire body was painted red. Lifting the pipe from the ground, he took a little of the buffalo chip and sprinkled it on the tobacco in the pipe. He then took flint and steel, lit the chip on the ground and laid the sweet grass upon it. After passing the pipe over the smoke of the sweet grass four times, he pretended to light it, holding the bowl first to one side and then to another aide of the chip. This was done three times, and the fourth time he lit the pipe. The itaQ^6ir) then swung the pipe in a circle over the chip, holding the bowl in the center, after which he offered it to the man who first saw the buffalo. He puffed it four times. The itar)^6ai) swung it again four tim es above the buffalo chip, and offered it to the other searchers, who also puffed it four times. It was necessary that this be done four times, and therefore if there were only two searchers the pipe was offered to each of them twice in order that the proper number be observed. After the searchers had puffed the pipe it was offered to all those sitting in the lodge, and they touched their lips to the pipe, even though it had gone out. When this was finished, the itag^6ai) emptied the pipe, and the people in the front, row of listeners sat with the palms of their hands on the ground as the searchers were


From this point the narrative is chiefly that of Swift Dog, interpreted by Mrs. McLaughlin.
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asked for their report. The itai)^6aQ did not aak a direct question but said to the man who first saw the buffalo, ‘’You are not a child. You must tell me truthfully what you have seen, and where you saw it. ” The man might reply thus:’*I mounted a certain butte and looked down where I have seen buffalo before, and there I saw two herds, near the butte on which I was standing. ” [It was the custom when speaking of buffalo to point with the thumb, not with the finger, and this custom was followed by Swift Dog when describing the event.]

’’You say that you have seen the wallows and those who make the wallows. I am sure you have spoken truly, and you have made my heart good, ” said the itag^^aQ, while the listeners cried Hi  and touched the ground again with the palms of their hands.

Then the itaQ^caQ said, “If you saw anything beyond this which is worth reporting, tell it to me.” The searcher might reply, “Beyond the two herds I saw the plain black with buffalo.” And the people would say Hi^ once more.

Thus far the people had remained very quiet, but when the report was completed there was great excitement. The crier shouted, “Put saddles on your horses 1 Put saddles on yoiur horses 1 We go now to hunt the buffalo I” As soon as this announcement was made to the whole village, the horses were brought in, and men and horseB were painted. Whetstones were brought out and knives were sharpened. The scene was one of busy preparation for the great event.

Five or more men were selected from among the aki^cita to keep order during the himt. These men went to the council tent and received their final instructions from the chiefs, who told them to be sure to secure beeves for the helpless, the old and cripples, as well as for’ women who had no one to provide for them. These aki^cita were men of executive ability, and were men to whose authority the people were accustomed. They directed the people on their journey and required them to move quietly so that the buffalo would not become alarmed. When nearly in sight of the buffalo other aki^cita were selected. The method of approaching the herd waa of course not always the same, but in an ordinary hunt th^ party was divided into two sections, each led by aly)ut five aki^cita, under whose direction they surrounded the herd, and at whose conmiand they plunged into the chase. Those who were to chase the buffalo took the saddles from their horses. Every man had his arrows ready, with the special mark so he could claim the animals he killed. It was like a horse race. As soon as the man shouted “Ready I” they were off, and you could see nothing but duet. The men who had fast horses tried to get the fattest buffalo. Each man tried to get the best possible animals as his trophies of the hunt.

The following is a song of the chase, sung by Gray Hawk (pi. 71), a successful buffalo hunter in the old days, who contributed interesting details to the foregoing narrative.

No. 182. Song of the Buffalo Hunt (c)

Sung by Gray Hawk VoicB J — 92

i
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Analysis. — In many respects this song is like No. 181. E flat appears to be most satisfactory as its keynote, and analyzing it in the key of E flat major, we find the tone material to be the tonic triad and sixth, yet 73 per cent of the intervals are minor thirds. The remaining intervals are two major seconds and one ascending fourth. The song is so short that the phonograph cylinder contains a large nimiber of renditions, in which there are no points of difference. The song was usually sung twice with no break in the time, then shrill cries were given, after which the song was resumed, the drum continuing a steady beat throughout the entire performance.

When the killing of the buffalo was finished the meat was dressed and prepared for transportation to the camp. White Hawk gave a description of the cutting up of a buffalo, which was read to HeHa’kawa’-kita (Looking Elk), who pronoxmced it correct. These two men were said to be especially proficient in this phase of the buffalo hunt. The description, which follows (interpreted by Edward Swan), is that of the cutting up of a buffalo cow:

If the hide were to be used for a tent it was removed whole instead of being cut along the back. In this process the animal was turned on its back, the head being turned to the left so it came under the shoulder, and the horns stuck in the ground BO that the head formed a brace. In old days a clamshell was used as a skinnii^ knife; such a tool with its case was carried by the mother of Eagle Shield. [See pi. 67.] When steel knives became available they were used instead of the shells.

In removing a hide to be used for a tent they began on the under side of a front leg, cut to the center of the breast, to the lip, then up to a point between the horns, and then from one horn to the other. A cut was made down the belly and the inside of the hind legs; the tail was also split. When removing a hide for use as a robe, they laid the animal on its belly with legs extended front and back. In this case the cut began on the upper lip and extended along the backbone to the tip of the tall. The hide of one side was folded back and spread on the ground, and the carcass was laid on that while the cuts were made along the belly as described above.

Wlien removing a hide they did not cut all the meat from the inner surface, but . left a layer of meat on the hide of the back and a still thicker piece along the belly. This was later removed by the women and was said to be very good to eat. After removing the hide it was the custom to take out the tongue, which was the part of the animal considered most delicate by the Sioux.

Beyond this point there were no established rules. White Hawk said , however, that the front quarters were usually removed first. He said there was a “blanket of flesh” on the back and sides of the animal which was removed in one piece, but that before taking this off they “worked up under it” and detached the front quarters. The hind quarters were removed at the hip joints. The hump was underneath the outer “blanket of flesh.” It was composed of fat and was cut off at the backbone. Below the outer “blanket of flesh” is the inner “blanket,” which was removed in two parts. One side of it was turned down, exposing the ribs and the entrails. The carcass was then cut along the belly, up the shoulder, and along the backbone. A fresh hoof was used as a hatchet, and in the old days a knife made of the shoulder blade was used in cutting up the animal. [See pi. 67.] The ribs were removed in the form of a slab, and the kidneys, liver, and fat also were taken out, as were the brains. White Hawk said: “In the intestines there is a pocket-shaped piece about the size
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of a inan’a ann. This wsu) turned wrong Bide out, fastened with a stick, and tied at one end. The brains were put into it, and the liver and hump were tied in a bundle with it. The paunch was turned wrong side out and the heart, kidneys, and fat were put into it. The lower backbone was split and later would be chopped for boiling to extract the grease.”

Each hunter usually provided two horses for bringing home the meat of one buffalo. This meat was divided into eight portions, as follows: ( 1 ) The outer * ’ blanket of flesh. ‘* ; (2) the hump, brains, and liver; (3) the intestines and small split bones; (4) the inner’^blanket of flesh’’; (5) the slabs of ribs; (6) the front quarters; (7) the hind quarters; (8) the hip bones and backbone.

If the hide had been split for a robe It was customary to put half the hide on each horse, then to lay the “outer blanket of flesh,’’ which is in one piece, on the honse, and the inner”blanket of flesh,” which is in two pieces, on the other horse, then to pile on the other bundles of meat but not tie them, as the ends of the hide were folded over and held them in place. If the hide had been removed in one piece for a tent, it was made into an additional bundle, and the hunter packed it separately.

A few women who were good riders usually went with a hunting party to help herd the pack horses until the men had the meat ready to load. After the hunting party returned to their camp the women finished cutting up the meat, the long strips for drying being cut with the grain of the meat. These long strips were hung in the open air and wh^n thoroughly dried were pounded and mixed with wild cherries, or with the fat of the animal. Meat prepared in this way was kept for an indeflnit^e length of time and constituted a staple article of food among the Sioux.

The following song is a medicine-mnn’s song to secure buffalo in time of famine, ^iya’ka said that he had known of its successful use in this connection.

The medicine-man painted a buffalo skull with red and blue stripes and laid beside it a filled pipe on a bed of fresh sage.^ It was believed that ^Hhe skull turned into a real buffalo and called others.” This song was sung in the dark. In the song it is the buffalo who speaks. Siya’ka said that in the old days, after this ceremony on the part of the medicine-man and the singing of this song, the buffalo came near the camp and thus the famine was relieved.

^ See p. 185, footnote.
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No. 183. Sonip To Secure Buffalo In Time of Famine (Catalogue No. 469)

Sung by Siya-’ka

Voica J = 76 Drum not recorded
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Ca-noi)-pa wax) 6a-2e - yal

ma - ni - pi

o - ta e - ya

&pe

ya ma - wa - nl

(First rendition)

•anoQpa wai) a pipe *

azeyal they mentioned

ma’^nipi as they walked

o’ta many times

eya’hpeya I have offered this

mawa^ni as I walked

(Seccmd rendition)

maka^ ^a wax) a red earth

daze^yal they mentioned

ma’^nipi as they walked

o^ta many times

i6ali’tak it has been placed upon me

mawa’ni as I walked

•

( Third rendition)

maka^to wax) a blue earth

daze^yal they mentioned

ma^’nipi as they walked

o’ta many times

iahtak it has been placed upon me

mawa’^ni as I walked


This was said to refer to the pipe brought to the Sioux by the White Buffalo Maideii. (See pp. 63-06.)
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. Analysis. — All the ^^ Verses” of this song were recorded, the repetitions of the melody showing no difFerences except in note values affected by the words. It is not a rhythmic melody. In structure the song is melodic. The tonality is minor, and all the tones of the octave are present except the second. Two-thirds of the progressions are downward, and about 57 per cent of the intervals are major seconds.

A white buffalo is said to have been particularly swift and wary ; for this reason, as well as because of its rarity, it was very difficult to secure. It was a handsome animal, the rougher parts of the fur being soft and fine, and the smooth parts shiny and glossy. The horns were black and the hoofs pinkish, the end of its nose, too, being pink. The last white buffalo seen on the Standing Rock Reservation was killed near the Missouri River, in the vicinity of th^ present town of Pollock.

If a white buffalo were killed in a hunt the fatal arrow was purified in the smoke of burning sweet grass. A knife was similarly purified before the animal was skinned, and the hide was removed in such manner that no blood was shed on it. Only men who had dreamed of animals were allowed to eat any portion of the flesh of a white buffalo.

Although a large prize was offered for the killing of this animal, the hide was not disposed of while the tribe was on the hunt, but was held until the people reached home, so that all the requirements could be fulfilled. The skin was not treated like an ordinary buffalo hide. Only women noted for ptirity of life could touch or tan it, and after the tanning was finished certain important ceremonies were required^ It was the custom for a medicine-man to purify the hide with sweet grass.

The tanned robe was always kept in a rawhide case. The owner of such a robe usually retained it to be buried with him. If, however, he was willing to dispose of it, he might call together men who had owned similar robes and make this known to them. Great honor was given a man who was willing to dispose of a white buffalo robe. A small piece was worth a horse; even the smallest portion of the robe was a ‘’sacred article^’ to the person who secured it, and could be taken only by one who had owned part or all of a similar robe.

Jaw said that he killed a white buffalo when his band of the tribe were in Canada. He was only 13 years of age at the time, and the buffalo which he killed was the only white one in a herd of about a himdred. Not caring for the others, he killed only this one. It was a beautiful animal, only its horns being black. Jaw killed it in the fall and kept the hide all winter, selling it in the spring to a man named Bone Club (Hohu’-cag’Bpi) for two horses, a big buffalo-hide

DENGiMOBK] TETON SIOUX MUSIC 447

tent, and many other articles. This exploit, as well as his killing of a bear and an elk with bow and arrows, is shown in one of his drawings. (See pi 60, A.)

Jaw said that on three occasions he killed a bear with a gun, but that it was very hard to do so with bow and arrows. The circumstances imder which he was successful in this are as follows.

One simmier he and another man had been himting deer and were returning with their horses loaded with meat. Jaw had a gun, while his companion carried a bow and arrows. They saw a mother beax and two cubs coining toward them. Giving the gun to his companion. Jaw took his bow and arrows. The bear tried to fight him, and as it turned he hit the beast with an arrow. Three times the bear renewed the attack, but each time he wounded it with an arrow, finally killing it.

The elk himt (shown in pi. 60) took place in winter, when he was 22 years old. He had recently married a Yankton Sioux girl and was staying in her part of the country. There were two other families camping near them, making three tents in all. Early one morning Jaw’s wife left the tent, but returned, saying: *^Wake up! There are lots of elk. Come and see.’’ Putting on moccasins and leggins, and taking his arrows and his best horse, he went after them. The snow was very deep. It was early in the morning when he shot the elk.

COUNCIL AND CHIEF SONGS

Council Songs

The following are known as ’* council songs”; these were sung when ihe chiefs met in the council tent to decide matters of tribal importance. This tent was placed inside the camp circle and was decorated in various ways. Plate 72 shows the council tent at the gathering at Bull Head, S. Dak., July 4, 1912.

The first song of this group was sung by Many Woimds (Wopo’-

tapi), who preceded the singing by an announcement of the song,

which was recorded by the phonograph and translated as foUows:

’’Tribe, listen to me. I will sing a song of the dead chiefs. What

are you saying ? The chiefs haVe come to an end, and I sing their

songs. I wish I could do as they have done, but I will try to sing

their song.’ ’

No. 184. ’’I Sins of the Dead Chiefs*’ (Catalogue No. 669)

VOICB Jr:: 68

Drum not recorded

Sung by Many Wounds
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kola^ Mend

ta^ku yaka^ pelo^ what you are saying (is true)

itax)^6ai) kii) the chiefs
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hena^pila are gone

yel</ he so

miyef kakeiS^ e6\iT^^ uwa’tahe we I myself will try it

Analysis. — ^This song contains only the tones of the major triad and second. Of the intervals 55 per cent are whole tones, and about 22 per cent minor thirds, the remaining intervals presenting a variety of progressions, including fifths, fourths, and one major third. In structure the song is melodic with harmonic framework.

Siya’ka stated that the following song is very old, having been used in the days when the entire tribe assembled for a council. It is still sung before a council of the tribe.

No. 186. “I Pear Not”

Sung by ^iya’ka

YoxGB J =76 Dbum J =76 Dram-rhythm similar to No. 6
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V -fao -na ko-wa-ki-pe toi le wa-oi) we he

^m

kola’’ friends

ta^u ote^Mka with all manner of difficulties

ima^kuwape I have been pursued

he^na these

kowa^pe (Jni I fear not

le still

waOg’ alive

we ami
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Analysis. — ^Three renditions of this song were recorded, and in every instance the difference between the tones transcribed as C natural and C sharp was clearly marked. This accidental is the sharped seventh, often present in songs of minor tonality, making a semitone between the seventh and eighth tones of the octave. This song contains the tones of the second five-toned scale and has a compass of 11 tones. Almost one-third of the intervals are minor thirds, a proportion which corresponds with the tonality of the song. Two-thirds of the intervals are downward progressions. *

The following is a typical song of the chiefs in coimcil:

No. 186. ’’I Wish To Do My Part” (Catalogue No. 614)

Sung by Used-as-a-Shield VoicB J =^66 Brum J- 66 Drum-rliythm similar to No. 6
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Cai) - Jio - na he

be- na o - ki - hi wa

6ai)-mi ye - lo

oya^te kii)hai)^ ta’ku aki^yapi

6ai)^na he whatever the tribe decide upon in council

he^na okilii wada^‘mi yelo’. . that is what I wish to do my part in accomplishing
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Analysis. — ^In prominence of the fourth and the minor second this song resembles No. 194. The proportion of fourths is about 22 per centy and of minor seconds about 36 per cent. A combination of these two intervals is unusual. Next in number are the minor thirds. The intonation is not good, yet in both renditions, the flatted fourth was clearly sung. The song is minor in tonality and lacks the seventh tone of the complete octave. It is melodic in structure and has a compass of an octave, extending from the dominant above to the dominant below the tonic.

This council song is similar in use to the preceding:

No. 187. “His Customs I Adopted” (Catalogue No. 615) Sung by Ubed-as-a-Shield Voici J=:66 Brum J = 66
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ate^ father (referring to the old men, liis ancestors)

tawi6ohai)pi kii) his customs

owa’pii) I adopted

na and

he hence

iyo’tiye a hard time

waki^ yelo^ I am having
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Analysis, — ^This song contains a large variety of intervals, there being seven kinds of upward, and six kinds of downward, progressions. Of the intervals 75 per cent are minor thirds and major seconds. The song is major in tonality, melodic in structure, and lacks the seventh tone of the complete octave. Three rhythmic units are foimd in the song, the second and third having one count division in common. The manner in which these units are used is particularly interesting.

Chief iSoNGs

There appear to be two kinds of Chief songs: Those which voice the thought of the chiefs, and those sung in honor of the chiefs. Thus the second song in the Sun-dance group was said to be a Chief song. It contains the words, ‘* Friends take courage; right here we are coming; they see us.’’ In explanation of %his class of songs a Sioux said, **The chiefs do not sing these songs; the people sing them meaning the chief says so and so'’ Thi following belongs to the second class of Chief songs and is said to |^e an old and particularly good example. Two Bears was the hea^ chief of the Lower Yanktonais band of Sioux, the most numerous band on the Standing Rock Reservation, and was prominent in tribal councils. He died about the year 1886. An interesting record concerning this man is preserved in the report of the Indian agent for thSe year 1874. This record is as ifollows: t

On the let of July I was infonned that a party of young nlen had left this agency to make war on Indians up the river. I asked the principal ^hiefs to stop these proceedings. They promptly responded by sending their sblmers out, who overtook the war party and brought them back. The conduct of Chief Two Bears and Chief Antelope on this occasion deserves particular credit. The defeat of the party is mainly attributable to the energetic action of these two chiefs.

1 Palmer, Edmond, in Indian A fain Rep. for 1874, p. 248, Wanhlngtoni, 1874.
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No. 188. Song In Honor of Two Bears (Catalogue No. 454) Sung by iSiya’ka
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oya’te Irig the tribe

ta’ini aki^yapi 6ax)^na whenever they council

Mato-noQpa Two Beails

wi6a^a &m wani’^e never ref ueee

Analysis, — Like many other melodies on the fourth five-toned scale, this song has a large proportion of minor thirds, that interval forming more than 55 per cent of the entire number.. The major third and the fourth each appears three times. The indicated change of tempo occurs in all three renditions, the metronome speed of each part of the song being accurate. The tempo of the drum remains the same throughout the song. (See song No. 5.) The song has a compass of an octave and was sung with good intonation.

The two songs next following are in honor of Gabriel Renville,

chief of the Sisseton Sioux, and were recorded at Sisseton by his son,

Moses Renville. The following information concerning him has been

published by the South Dakota Historical Society:*

Gabriel Renville, chief of the Siasetons, was a representative of one of the moet noted families of the frontier. . . . The first representative of the Renville family in the Northwest was Joseph Raenville, or Renville, a French Canadian voyageur and fur hunter, who married into the Kaposia, or Little Raven band of the Sioux. The

1 Robinson, De Lorme W., in South Dakoij Himrieal OMeeUofu, vol. 1, p. 126^ Aberdeen, S. Dak., 1902.

[BULL. <I

result of this union waa two half-breed sons, Joseph and Victor, father of Gabriel. The elder Joseph Renville died about 1790. . . . Gabriel, the subject of this sketch, was bom at Sweet Corn’s village on the west shore of Big Stone Lake, April, 1824, and died at Brown’s Valley, within 10 miles of his birthplace, August 26, 1892. He became chief of the Sissetons through the aid of the military, after his band had been located on their reservation in the northeast part of South Dakota. Subsequent to the Minnesota massacre he became chief of scouts under Gen. Sibley and gained distinction for his ability.

No. 189. Song in Honor of Gabriel BenviUe (a)

Sung by Moses Renville (Ma wis)

t’ff

^M

9Br4

£

~ 1^ Jhv 1^’ lis 1=

4::

Ti - wa

kai] he -ye

do

^^^ ’ SJ” ||M

a - kl - ei .

4t_£v^

ta wa - og

we

a

yd he ya uai) - ke noq

na na de

wa- on we

TiVakai) ’ Holy House (known as Gabriel Renville)

heye’do has said

aki^^ita a soldier

wa6i)’ we I am

nagke^ nog na de it is but a short life ’

wa5i)’ we I have to live

Analysis. — This and the following song were recorded at Sisseton; the words are m the Santee dialect. The rhythmic form of this song is interesting. Three phrases comprise practically the entire melody, the first consisting of three measures, the second also consisting of three measures, and the third (after a connecting measure) of four measures, after which two unimportant measures close the song. Several renditions were recorded, in all of which the drum is slightly slower than the voice. The song has a distinctly minor quality, though fewer than one-fourth of the intervals are minor thirds. All the tones of the octavo except the sixth are contained in the melody, which has a compass of nine tones.

1 Full form is Trpiwakai).

’ Of. words of songs Nos. 222 and 231.
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No. 190. Song In Honor of Gabriel Senrllle (b)

Sung byMosEs RENvnxB

Dbuk J=r84

Drum-rhythm shnilar to No. 10
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Ti’piwakai} Holy House (known as Gabriel Renville)

kii) he even he

to^ iya’ye la departed (I know not where)

^a therefore

tuwe^ upon

ni no one

wa^Q’ waye^ i$ni he can I rely

Sisi^toQ wai) klQ the Sisseton Sioux

heya^pi do have said

Analysis. — In general character this song resembles the preceding, but it is longer and contains a rhythmic unit. The drum is persistently slower than the voice, as in the preceding song, throughout five renditions. Of the intervals 80 per cent are minor thirds and major seconds, the other intervals consisting of five fourths and one ascending fifth. The song has a range of an octave and is melodic in structure.

Songs Nos. 191 and 192 are in honor of men living at the present time who were chiefs of the Teton Sioux under the old tribal organization. While their actual authority has passed away, they are still regarded as chiefs and accorded some of their former honor.

This melody was recently composed and was said to be a grassdance tune. During a gathering of Sioux at the Standing Rock Agency in the summer of 1912 this song was sung in honor of John

[BDLL. m.

Grass (pi. 73), one of whose native names is Mato’-wata’kpe (Charging Bear) . John Grass is the most prominent Sioux chief living at the present time (see p. 89).

No. 191. Song in Honor of John Grass (Catalogue No. 643)

•

Sung by Shoots Fiasr (TokA’ya-wi6a’o) Ist rendition

-^t ir

^4

^ijl L^f ^ ’= |Q^ ^^

’m.

m

0 - ya - te kiq wa - 6ii) - ma - ya-yaq-pi Cai) - na

he ye ye c ti - hi-hi-ya o - ma - wa - ni ye - lo he ye ye

^rjiiH ri^

M&-to - wa - ta - kpe ya he-ya - ke - ya pe • lo he ye yo

oya^’te kii) the tribe

wiu6ii)’’mayai)’pi depend upon me

dag’^na he thence

tetiiniiya through difficulties

omaVani yelo’ I have traveled

Mato-watakpe Charging Bear

heya^keya’ pelo’ said this (it is reported)

Analysis, — This modem melody contains a larger variety of intervals than most of the older songs. Thus we note five different ascending and four different descending intervals. The numbeirs of ascending and descending intervals are more nearly equal than in the older songs. AU the tones of the octave except the sixth and seventh are found in the melody.
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No. 192. Song in Honor of Red Fish (Catalogue No. 673) Sung by Red Fish (pi. 74) Dbum Jz=80

Ku-wa-a-pe e e ku-wa-a-pe e e ku-wa-a-pe e e

ku-wa-a-pe e e ku-wa-a-pe e

te -e-hai)ku-wa-a-pe e

Pisa-do - e ’ ka kiq ku - wa - a - pe e do he

yo

J J J J J-J-l-J ^ ^

Ho - ^a - ai) - du - u - ta Psa-do - o - ka a kii] na - ±\r^ yam-pi e e

’^

te - e - haq ku - wa - a pe e

na-fii)yam-pi e e

Nte^

w

a .■■~ft III ^ m^ m=-

I

Psa - do - 0 - ka kii)

ku - wa - a - pe e do

kuwa’pe pursued

te^aQ a long time

kuwa^pe pursued

Psa^doka kig the Crow Indians

kuwa^pe do .’ pursued him

Ho^Mu’ta RedFiflh*

Psa^doka kii) the Crow Indians

na^zii) yam^pi surrounded him

teTiai) a long time

kuwa^’pe pursued

Psado’ka kig the Crow Indians

kuwa^pe do. pursued him

1 As Red Fish Is a Santee-Yanktonals Sioux, the words of his song are in the Santee dialect. Cf. the words of the songs recorded at Sisseton, among the Saiitec Sioux (Nos. 95, 96, 97, 189, 190, 235-240).
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Analysis. — ^The triplet of eighth notes is so constantly repeated that it can scarcely be called a rhythmic unit. It resembles a vibrato, yet was evenly and distinctly sung in all the renditions of the song. With the exception of the octave, which occurs midway of the song, there are no intervals other than minor thirds and major seconds. There are 24 progressions in the song, 17 of which are downward. The melody tones are those of the second five-toned scale, and the song is melodic in structure.

Probably no Sioux chief is more famous than Sitting Bull (Tatai) ^ariyo’take, literally translated ’^ Sitting Buffalo Bull”), plate 75, of whom the Handbook of the Indians (pt. 1, pp. 583-584) says:

Sitting BuU … a noted Sioux wanior and tribal leader of the Hunkpapa Teton diviflLon, bom on Grand R., S. Dak., in 1834, his father being Sitting Bull, … a Bubchief. . . . He took an active part in the PlainB wars of the sixties, and first became widely known to the whites in 1866, when he led a memorable raid against Ft. Buford. Sitting Bull was on the warpath with his band of followers from various tribes almost continuously from 1869 to 1876, either raiding the frontier posts or making war on the Grows or the Shoshoni, especially the former. . . . His refusal to go upon a reservation in 1876 led Gen. Sheridan to begin against him and his followers the campaign which resulted in the surprise and annihilation of Custer’s troop on Little Bighorn R., Mont., in June. During this battle, in which 2,500 to 3,000 Indian warriors were engaged, Sitting Bull was in the hills ‘’making medicine,’’ and his accurate foretelling of the battle enabled him ’’ to come out of the a£fair with higher honor than he possessed when he went into it.” (McLaughlin.) Sitting Bull . . . escaped to Canada, where he remained until 1881, when he surrendered at Ft. Buford under promise of amnesty and was confined at Ft. Randall until 1883. Although he had surrendered and gone upon a reservation Sitting Bull continued unreconciled. It was through his influence that the Sioux refused to sell their land in 1888; and it was at his camp that Kicking Bear organized the first ghost dance on the reservation. The demand for his arrest was followed by an attempt on the part of some of his people to rescue him, during which he was shot and killed by . . . the Indian police, Dec. 16, 1890.

Part of the writer’s work was done near the site of Sitting Bull’s camp, and a majority of her informants had known him in the days of his power. It was said that a striking feature of hLs every-day appearance was a bunch of shed buffalo hair painted red, fastened on the side of his head.* There is a large number of songs connected with his name, these being either songs which he sang or songs into which his name has been introduced. No attempt was made to collect many of these songs or to study the character of Sitting Bull. Two songs said to have been used by him in the practice of medicine appear as Nos. 191 and 192. Sitting Bull is also mentioned on pages 218 and 220.

The following two songs of Sitting Bull’s are connected with the last years of his life.

I Shed biiffftlo hair was, and still Is, greatly valued by the Sioux. It is said to ” signify the times when the buffalo were plenty and also a remembrance of the coming of the T^liite Buffalo Maiden.” In the old days it was used as an ornament for the head, especially at a buffalo dance, and also as a charm by the Buffalo societies. (See p. 64.)
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The following song was sung by Sitting Bull after he had surrendered to the United States authorities, some time after the Custer

massacre.

No. 198. Song of Sitting BuU (a) (Catalogue No. 612) Sung by Used-as-a-Shibld

VOXCB J r= 60

Dbum Jz=60

Drum-rhythm Bimilar to No. 6

I - ki - 61 - ze wa - oq koq he wa - na he - na - la ye - lo

^^

he 1 -yo - tl - ye ki - ya wa-oi)

«

iki^dize a warrior

wafig’ ]ko5 I have been

wana^ now

hena^a yelo’ it is all over

iyo’tiye kiya’ a hard timo

wafi5^ I have

Analysis. — There is an imusually large variety of intervals in this song, two renditions of which were recorded. It contains six kinds of upward and four of downward progressions. The song is characterized by the descending fourth, about one-fourth of the intervals being fourths, this number being exceeded only by the number of intervals of a major second. The tone material is the minor triad and fourth. The tonic chord is prominent in the melody, but the accents are so placed that the song is classified as melodic with harmonic framework.

In explaining the following song Used-as-a-Shield said: *’ The last time that Sitting Bull was in a regular tribal camp was in the year
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	The Sioux were camped together on the Standing Rock Reservation to consider ceding some land. Sitting Bull used to go aroimd the camp circle every evening just before simset on his favorite horse, singing this song.” This gathering of the Sioux is mentioned on page 4.



No. 194. Song of Sitting BuU (b) (Catalogue No. 613)

Sung by U8E]>-a8-a-Shibld


	




	




	I




%v>i ^’ ^ r iUj,^


	



^^

‘U’^rtS’^^iW-^

^

O-ya - te kii)-hai) 6a

ha -te ma - ya - ta - pi 6a bli - (2)

^

m

LSA4_r

he - 61 - ya wa - oi) kte he


	



he-ya ke-ya pe- lo

Ta-tai)-ka - i-yo-ta-ya-ke he he-ya ke-ya- pi lo

oya^te kiQhai)^ the tribe

6tde^ maya^tapi named me

6a 80

bUhe’i^iya in courage

wa5D’ kte I fihaU live

he heya’ keya’ pelo’ it is reported

Tatag’ka- iyo’toke Sitting Bull

he heya^ keya^pi lo said this.

he yo
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Analysis. — The upward and downward pn^ressiona are more nearly equal in this than in many of the songs under analyBia, the upward intervals being 18 and the downward intervals 22. The fourth is prominent, constituting 37 per cent of the intervals, while the minor second constitutes 31 per cent. Like the fourth fivetoned scale, this song lacks the fourth and seventh tones of the com- plete octave, but the fourth five-toned scale is major in tonality (the first third being a major third), while this song is minor in tonality. This tone materid is found in a few Chippewa songs and is considered in the analysis of No. 26 in this work. Syncopations occur in this melody, being clearly given in both renditions. These are unusual in Sioux and Chippewa songs. (See Songa Nos. 165 and 237, also Bull. 53, p. 130.)

PLOTS OF CHIllF 8ON08

Although both Buffalo and Chief songs are included in the tabulated analysis, the plot of the hunt soi^ is considered with the war songs, the plot of song No. 177 appearing in figure 35, page 419.

Fio. 3T. FloU, Group C.

An interesting pecuharity appears in the plots of the Chief songs. {Fig. 37.) Of the 8 songs constituting this group, 5 have a compass of an octave, b^;imiing on the upper tonic and ending on the lower tonic, the note being repeatedly sounded in both octaves. It will be recalled that emphasis on the tonic is a characteristic of songs expressing self-rehance. The songs of the medicine-men and also certain war songs show this emphasis on the lower tonic. The placing of the emphasis on the upper as well as the lower tonic suggests a quality of character in the chiefs which was not in the medicine-men or the warriors. The two plots herewith shown are the songs of two men of radically different character. The first (No. 189) is a song concerning Gabriel Renville, whose stability of character won him an enduring place in history. His song, in addition to the emphasis on the tonic, shows the steadily descending trend which may be said to be the simplest as well as the most prevalent type of Indian melody. No. 193, a song of Sitting Bull’s, shows as great a contrast as there was between the two men. Not only are the intervals wider
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and more irregular, but there appears an ascent from the lowest to the highest tone niidway through the song. Such an interval at the opening of songs has been found associated with disappointment or distress. In this connection it is interesting to note that this song was associated with the last years of the life of Sitting Bull, and is said to have been sung by him during a gathering of the Sioux in 1889. This gathering was for the purpose of considering the ceding of a large portion of their land and was the preface to the breaking up of the tribe. Sitting Bull, who was a man of imusual discernment, may have foreseen what must inevitably follow. In this, as in other remarks concerning the form of these songs, the writer desires to be understood as offering only tentative observations.

The songs of this analysis group have neither origin nor use in common, the grouping being chiefly for convenience. The songs of the buffalo himt (Nos. 180, 181) were favorite songs for that purpose, but the same songs could be used by those who went out to look for the enemy. These are followed by a song of the chase and a song to secure buffalo during a famine. (Nos. 182, 183.) Some of the council songs (Nos. 184-187) are undoubtedly very old, but it is impossible to determine their exact age. Some of the Chief songs (Nos. 6, 188-194) may also be old, asi new names were often substituted for old names in songs of honor, but one of the songs (No. 191) was said to have been composed only three years ago.

Comparatively Modem Songs — (^) Songs of the Buffalo Hunt, also

Council and Chief Songs

Melodic Analysis

TONALITY

Kajor tonality Minor tonality

Total….

Number of songs.

Serial Nos. of songs.

180, 181. 1S2, 184, 187, 188, 191

5, 183, 185, 186, 189, 190, 192, 193, 194

FIRST NOTE OF SONG— ITS RELATION TO KEYNOTE

Beginning on the—

Twelfth

Tenth

Octave

SUth

Fifth

Third

Second

Keynote

Total

Number of songs.

Serial Nos. of songs.

185,192

183, 187, 189, 190, 198

\H, 186, 191, 194

dskqmobb]

Gomparaiively Modem Songs — (2) Songs of the Buff ah Hunt, also

Council and Chief Songs — Continued

Mblodic Analysis — Continued

LAST NOTE OP BONO— ITS RELATION TO KEYNOTE

Ending on the—

Fifth

.Third

Keynote

Total.

Number of songs.

Serial Nos. of songs.

181,184,186,191,194

180, 182, 188

5, hS3, 185, 187, 190, 192, 193

LAST NOTE OF SONO— ITS RELATION TO COMPASS OP SONG

Songs In which final tone is lowest tone in song.

Songs containing a minor third below the final tone. Total

Number of songs.

Serial Nos. of songs.

5, 180, 182, 183, 184, 185, 186, 187, 188, 180,

190, 191, 192, 103, 194

NUMBER OF TONES COMPRISINO COMPASS OF SONO

Compass of— Twelve tones. Eleven tones.

Ten tones

Nine tones… Eight tones.. Six tones

Total.

Number of songs.

.8

Serial Nos. of songs.

180,192

181, 187, 189

183, 184, 186, 188, 190, 191, 103, 191

TONE MATERIAL

Number of songs.

Serial Nos. of songs.

Second five-toned scale

• 2

185,192

Fourth flve-toned scale

181, 188

’M^ftlor triad and si’th ,

180,182

Major tr’ad and second. …..

Minor triad and fourth

5, 190, 193

Octave complete except seventh

186, 187

Octave comnlete exoent seventh and sixth

Octave complete %xcept seventh and fourth

Octave complete except sixth

Octave complete except second

Total
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Comparatively Modem Songs — (Z) Songs of the Buffalo Hunt, also

Council and Chief Songs — Continued

Melodic Analysis — Continued

ACCIDENTALS

«

Nnmber ofsonj^.

Serial Nos. of songis

Songs oontaininK— -

No accidentals


	180, 181, 182, 183, 184. 187, 188, 190. 191,



192,183,194 185,189

Seventh raised a semitone

Fourth lowered a semitone

Total

STRUCTURE

Melodic

Melodic with harmonic framework . Harmonic

Total

Number of songs. I

Serial Nos. of songs.

181, 182, 183, 185; 186, 187, 189, 190, 191,

192.194 5, 180, 184, 188, 193

FIRST PROGRESSION— DOWNWARD AND UPWARD

Downward.

Upward . . . Total

Number ’ of songs.

Serial Nos. of songs.

5, 180, 181, 183, 184, 186, 188, 190. 192, 193,

182, 185, 187, 180, 191

TOTAL NUMBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Downward

Upward .’*

Total.

INTERVALS IN DOWNWARD PROGRESSION

Interval of Sr—

Fifth

Fourth

Mi^r third.. Minor third.. Major second. Minor second.

Total

— — ^
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Comparatively Modem Song8 — (2) Songs of the Buffalo Hunt, also

Council and Chief Songs — Continued

Melodic Analysis — Continued

INTERVALS IN UPWARD PROORES8ION

Interval ol a—

Ninth

Ooteve

Seventh

Major sixth.. Hinor sixth..

Filth

Fourth

Mi^or third.. Minor third.. Va^oT second. Minor seoond.

Total.

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Avttrage number of semitones in an interval ,

KEY

Key of—

A minor

B flat minor.

B major

B minor

D major

D minor

E flat major. E flat minor.

E major

E minor

F major

F minor

O major

Total.

1(3


	181



189, 190, 192
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Comparatively Modem Songa — (J?) Songs of the Buffalo Hunt, also

Council and Chief Songs — Continued

Rhythmic Analysis

PART OF MEASURE ON WHICH BONO BEGINS

B«gixmtaig on unaccented part of measure . Beginning on accented part of measure .. .

Number of songB.

Total.

Serial Nos. of songs.

5, 180, 181, 182, 183,184, 185, 185, 187. l.*9. 190, 102, 103, 104

RHYTHM OF FIRST MEASURE

First measure in—

Total.

Number of songs.

Serial Nos. of songs.

5, 182, 183, 184, 187, 188, 180, 100, 102, 194 180, 181, 185, 186, 101, 103

CHANGE OF TIME, MEASURE-LENGTHS

Songs containing no change of time. Songs containing a change of time. .

Total.

Number of songs.

Serial Nos. of sonc:s.

None.

5, 180, 181, 182, 183, 184, 1&5, 186, 187, 188, 189, 190, 191, 192, 193, 101

RHYTHM OF DRUM

Eighth notes unaccented

Quarter notes unaccented

Each beat preceded by an unaccented beat corresponding to third count of a triplet

Drum not recorded

Totol.

Songs containing—

No rhythmic unit

One rhythmic unit . . . Two rhythmic units. . Three rhythmic units

Number of songs.

I

Serial Nos. of songs.

188, 180, 190, 192

180, 185, 186, 187, 191, 193, 194

181,183,184

RHYTHMIC UNIT OF SONG

Number of songs.

Serial Nos. of songs.

180,181,183,185,189,192. 182, 184, 186, 188, 190, 191, 193 5,194

Toul.
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Comparatively Modem Songs — (2) Songs of the Buffalo Hunt, also

Council and Chief Songs — Continued

Rhythmic Analysis — Continued

METRIC UNIT OF VOICE (TEMPO)

Metronome–

eo

Total..

Number of songs.

Serial Nos. of songs.

193,104


	191 186,187 183,185


	192




180, 182, 180, 190

METRIC UNIT OF DRUM (TEMPO)

Number of songs.

Serial Nos. of songs.

Metronome—


	104


	187




80 ; ,


	190


	182




Pnini not recorded, . ,

181.183.184

Total

COMPARISON OF METRIC UNIT OF VOICE AND DRUM

Drum and voice having same metric unit.

Drum slower than voice. Drum not recorded

Total.

Serial Nos. of songs.

180, 182, 185, 186, 187, 188, 191, 192, 193,

5,189,190 181,183,184

SONGS CONNECTED WITH DANCES AND GAMES

Dances

In every Sioux village there was a lodge of suitable size for social gatherings or dances. An old type of Sioux dance lodge is shown in plate 76, A, the walls being of logs and the roof of branches covered with earth, a large smoke-hole being left in the center. Plate 76, By shows a lodge on the Standing Rock Reservation in which the writer witnessed a dance in 1912. The following summer she learned that it had been torn down, as the Government was enforcing more vigorously the restrictions on dancing among the Indians. In this lodge, as in the older type, the construction was of logs, branches, and earth, but the shape was rectangular, the logs were plastered with earth, and the roof was almost flat with projecting stovepipes, indicating that the lodge was heated by stoves instead of an open fire.

Concerning Indian dances it was said that —

In dancing the Indians imitate the actions of animals. In the grass dance the men imitate the motions of the eagle and graceful birds. In the buffalo dance they imitate the bu£falo. The old-time dancing dress of the Indians imitated the animals, but there was always a charm or a headdress which indicated the personality of the wearer. The Indians imitate the cries of birds or animals when they dance. Some headdresses imitate the comb of a bird, and a man wearing such a headdress would imitate the actions of that bird. The actions of a dancer always correspond to. his costume. This is a matter of choice and usually is not connected with a dream.

THE GRASS DANCE

The grass dfmce (peii’ waci’pi) may be said to exist at the present time among all the tribes of the northern plains, even to the Kutenai. The name Omaha identifies it with the Omaha tribe, from which it was received by many other tribes, but in transmission it has lost its significance, having become simply a social dance. According to Miss Fletcher, the dance originally was connected with the Hethu’shka society of the Omaha, a society whose object ‘’was to stimulate an heroic spirit among the people and to keep alive the memory of historic and valorous acts.’’ *

Miss Fletcher describes one of its meetings, stating that ’ —

No clothing except the breechcloth was worn by the members, and a long bunch of grass representing scalps the wearer had taken was fastened to the belt at the back. . . . When the dance became known to the Dakota tribes and the Winnebago, the significance of the bunch of long grass having been forgotten, they gave the

4 ’

^ Fletcher and La Flesche, The Omaba Tribe, op. cit., p. 459. * Ibid., p. 461.
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name ‘^grafis dance/’ or the ‘’Omaha dancei’* the latter name in recognition of the tribe trom which the dance had been obtained. Among the Omaha the leader had to be of sufficient rank to be able to wear “the crow,” a decoration of the highest order.

The grass dance was noted among the Yankton Sioux by De Smet^ who described it in a letter to Father Terwecoren, dated November, 1867, as follows: *

The principal one [society] among the Yanktons is called the Grass band or Pejimahinnanka. All the braves, or men of heart, as the Indians express it, belong to this fraternity. … At the ceremonial dances each member carries a long bunch of grass, which is among them the emblem of abundance and charity. . . . The badge or distinctive mark of the society is the bunch of grass braided and attached to the waist of each member in the form and appearance of a long tail.

’ In this description we note the use of the grass, but a different

symbolism is assigned to it.

Mr. La Fleschc; who saw the Omaha and Yankton Sioux dance the

grass dance together on the Yankton Reservation in the seventies is

quoted as follows :

The rhythm of the He-thu^-shka songs sung by the Yanktons was the same as that of the songs of the Omaha and the steps and bodily actions that were in accord with the rhythm of the music were the same as those of the Omaha. In fact the Yankton Ile-thu’^-shka was and is now the same as the Omaha, except for certain preliminary ceremonies which the Omaha, also, have now omitted. Until within very recent times men only danced the He-thu^-ehka, as it was strictly a warrior’s dance.

The grass dance among the Sioux is briefly mentioned by George Bushotter, a Teton Sioux, in his ** Texts,” written in 1887-88. He includes it among the ^* intrusive dances’’ which took place in the camp while a Sun dance was in progress, and mentions the wearing of grass at the dancer’s belt.’

In 1903-1912 Wissler found a society called the Omaha among the Oglala Sioux,’ which he identifies with the grass dance/ “Crow belts” were worn in the ceremony of this society, but no mention is made of grass, either carried or hung from the belt. The grass dance among the Sisseton Sioux is described by Lowie, who says it was also called by them the Winnebago dance.* This widely distributed dance is noted by Wissler as existing at the present time among the Blackfopt, Piegan, Crow, Gros Ventre, and Assiniboin Indians.® A “feather-tail belt” seems to have been generally considered part of the dance regalia by these tribes.

1 Life, Letters, and Travels of Father Pierre-Jean De Smet. S. J. 1801-1873 (edited by Hiram M. Chittenden and Alfred T. Richardson), m, pp. 1059, lOGO, New York, 1905. ^


	The Boshotter Texts, translated by J. Owen Dorsey, A Study of Siouan Cults, Eleventh Rep. Bur. Ethn., p. 4fia.


	Wissler, Clark, Societies and Ceremonial Associations of the Teton Dakota, op. clt., pp. 49-62.


	Ibid. (p. 49, footnote) ” According to Mr. Nines peH mignaka is another name for Omaha kaiifoiag, which reached the Cglala through the Yankton.”




« Lowie, Robt. H., Dance Associations of the Eastern Dakota, op. cit., p. 130.


	Wiasler, Clark, Societies of the Blackfdot Indiaoa, op. clt., pp. 451-456.



4840*»— BuU. 61—18 32

470 BUREAU OF AMERICAN ETHNOLOGY (bdix.«

Many similarities may be traced between the accounts of the grass dance already cited and the descriptions of the dream danoe, as practiced by the Menomini and the Chippewa. These resemblances touch, among other things, the custom of “presenting the pipe to the sky,” the position of the drum in the dancing circle, the wearing of “crow belts,” and the custom of divorce in connection with th« ceremony of the society.’

Mr, Highe^le said that two kinds of grass dance are now danced on the Standing Rock Reservation — the old men’s grass dance and the young men’s. The former is shown in figure 38, reproduced

from a photograph taken several years ago on that reservation and identified by Mr. Higheagle. This view undoubtedly presents some of the old features of the dance which have been changed by the present generation.

An instrument used in connection with this dance is called an elk whistle Qulia’ka &i’yotayka). (Fig. 30.) Mr. Higheagle states that this instrument is called by the Santec and Yanktonais co’iaylca (co, ‘pith’; tag’l-a, ‘large’). Tlie wliistlowns made from the small, straight branches of a tree having a laigo pith, which could easily

iCt. (1) Hoffman. Waller Jbhim, The Usncimiiil iniliiuij, Fi-jr^iinlK Rrp. Bnr. Elha., pp. ISJ-KH, Wubington, IWS.


	IJarrett, 8. A., Tho Dream I>anc* o( th? Chii^iicwa sti.i i(enomiiii Imliana nt Norihem Wlacooaln, SuiJ-Pu. Jllui. ifi!:iaukie.l.aTl..m«auife.\M.




	SWnner, Alanson, Social LIIb nnd C«iflnn>nial Bimilles nl the Menomini Indians, Anlkr. Ptprri, Amtt. ifat. Hat. niil., jni, pi- 1, P- Sll, New York, VJU.




	BulUHa SS, Bar. A mrr. fifin., PP. H2-1W.


	Concerning the custom of divorrc, fco »l-^o I5«l;wiUi. roul, NoMa on Cuaionisof tho DbIioWIh, SmWiMTi Rtp., 18S«, pt. 1, p. 2M, \Vaii.liiiigion, 1>*3.
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be removed, a heated iron being commonly used for the purpose. Ash and box elder were woods frequently selected. Thp open end of the instrument was usually carved to represent the head of a bird. Mr. Higheagle stated further that the instrument was called 6i’yotavTca (H’yo, ‘prairie chicken’; tav^Jca, ‘large’) by the Teton Sioux. The instrument is said to have had two uses: It was used in dances, especially in the grass dance, and also by young men as a ” courting call. ’’ Plain bone whistles and bead-decorated whistles were similarly used in dances; these also were known as H’yotavlca. Three or four dancers might carry these whistles, but the signal was usually given by the recognized leader of the dancers. If the singers ” came near the end of the time/’ and he wished the dancing continued, he blew his whistle, whereupon they continued their repetitions of the melody.

In construction this instrument is a whistle, being an open pipe with the usual whistle or flageolet mouthpiece near one end. The pipe furnishes the series of harmonics obtained from a bugle or trumpet. The specimen illus* trated ^ is old, having been In the possession of Mrs. James McLaughlin about 30 years, and could not bo played, but a similar instrument, in perfect condition, was obtained among the Hidatsa at Fort Berthold, N. Dak., in 1915. The length of this instrument below the mouth is 22 f inches. The instrument was played by its Hidatsa owner, and a phonograph record of the performance was made. It was played also by Mr. E, H. Hawley, curator of musical instruments, United States National Museum. The following part of the long harmonic series could be produced on the Hidatsa whistle, the tones being named in ascending order: A flat (second space treble staff), D flat, F, A flat, C flat, D flat, E flat, F.

The grass dance of the Standing Rock Sioux at the present time (pi. 77, A) was thus described by Kills-at-Night (Haghe’pikte), a comparatively young man, who is a prominent singer at the drum whenever a dance is held :

This dance came to us from the Omaha and at fiist all the tongs were Omaha. The melodies were repeated with care, and Sioux words were sung, but now we have many

4”j

U

1 This instrument has been described as follows by Mr. Hawley, above mentioned: ” Length 25 inches; diameter, | inch. A straightstick of wood, 1 ts lower end carved to re]»-esent n crane with open beak and its throat is the open end of the whistle. The bore appears to be from t^ to i inch in diameter. A rectangular opening   inch wide by 1 inch long, commencing 6} inches below the upper end is made from the outside into the bore. A little above the middle of this opening a dam of wax or pitch is placed in the bore to deflect the current of air ao as to impinge against the lip of the sound hole. The sound hole is about 1^ inch square. Its cap is a piece of split quiU, its lower edge a trifle above the orest of the Ht^m of wax. The 1 ip of the sound hole is also a split quill and is about   .inch below the lower edge of the cap. Both lip and cap are bound to the stick with red oolared sinew. The instrument is a whistle. ’ ’
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grass-dance songs of our own, the melody and also the words being Sioux. There is always a feast at a grass dance. The men who have charge of the meeting decide who shall provide the feast, and the Crier notifies them. The same people are not asked to provide for two successive feasts. Each “cook” brings what she Ukes — dried berries or grapes, wild turnips, and sometimes sweet com, prepared by boiling it with ashes imtil the husk drops off, then washing it thoroughly and boiling it with a bone which has fat on it. Dog is not insisted upon, but if one of the appointed “cooks” wishes to provide a dog it is greatly appreciated. The head and chest of the dog are cut into four pieces and put in a large dish. Four young men are selected to eat them, and after the yoimg men have finished this the bones are put in a pile, and the four young men, one after another, dance four times around it. The pile ia not in the center of the circle made by the young man as he dances’, it is near one side, and as the yoimg man passes near the pHe of bones he extends his hand over it.^

In a grass dance the drum is outside the circle of dancers, near that side of the assembly where the men sit. A few women sing with the men at the drimi.

One feature of this dance is that a lost article must be redeemed with a gift. Thus, if a feather falls to the ground the whole party dance around it, and one of the men goes forward and strikes it, afterwards giving a present to some old man, who is not expected to make any return. More than one may strike a feather, each being required to give a present to an old man. Sometimes four men do this, after which the feather is returned to its owner.

The men dance alone. • The women also dance alone, but occasionally simimon a few men, whom they call by various terms of relationship, as “brother” or ’’cousin.” If a woman calls a married man into the dancing circle his wife regards it as an honor, which is correspondingly greater the longer he is required to dance. His wife always gives a present to the woman who asked him to dance. Sometimes a woman, rising, tells the brave deed of some relative, and all the women respond with the high, quavering cry which is their customary applause.

At the end of the men’s dances the participants sit down, but the drum continues a moment or two, whereupon one of the men rises and dances around the circle, singing a sho^t phrase. This is called ’’dancing the tail” (see pi. 77, B), and words are often used only in this part of the song. The tail dancer is selected by the other dancers, and it is considered an honor to be so chosen. Only a man who has done some brave deed may be chosen as a tail dancer. According to Mr. Higheagle, this feature of the grass dance had its origin in an honor dance, signifying that the dancer had acted as rear guard in a certain war expedition and been successful, or had been left behind on the warpath and had acted nobly. The same honor might be given to a man whose horse had been shot under him and who had

» Of. the dog feast In the dnim-preaentatJon ceremony of the Chippewa (Bull. 63, pp. 173-180), whlob resembles the dream dance of the Menomini.

— -|
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been rescued by a friend riding double in a fight. The honor dance , in which also a man dances alone, is believed to be the origin of the tail dance.

This is the only recorded grass-dance song in which the words are continuous:

No. 196. ’’They Are Charging Them” (Catalogue No. 593)

Sung by Kills-at-Nioht

VOICB jz=7S

Bbum J — 72

^^

T

^m

B he a - wi - 6a u pe - lo ^e

na- ki - kta yo

^ J J I I ^S

he a - wi - 6a u pe - lo

ha-ki - ktayo

’jn\si!-m'iii^m

he a -wi - 6a u pe ni-ta - ko-la he a-wi- 6a u pe

he

’Moll r ’Wi rs J I jrjii^TTini

ha-ki - kta yo he a - wi - 6a u pe he

ha-ki -ktayo

he a-wi-6a upe

ha-ki - ktayo

awi^(5a u pelo’ (they) are chai^ng them

haki^kta yo look back

nita^kola your friends

awi^^a u pelo’ are charging them

Analysis, — This song has the remarkable compass of 17 tones, or 2 tones more than 2 octaves. (See songs Nos. 55, 202.) In order to observe this song the more closely it was recorded on two cylinders, thus securing six complete renditions. These were imiform except that the last four measures were omitted from the fifth rendition. The melody tones are those of the second five-toned scale. The song
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appears to he a melody of much freedom, but on examination we find that only three intervals are used. All the ascending intervals are minor thirds. The descending intervals are as follows: 3 fourths, 14 minor thirds, and 3 major seconds. Minor thirds constitute 82 per cent of the intervab. The rhythmic imit is repeated throughout almost the entire song.

In the following song the words were sung only during the ’dancing of the tail of the song.” Thus the principal part of the melody is found many times on the phonographic cylinder, while the part containing the words appears only at the close.

No. 196. Song of the Grass Dance (a) (Catalogue N. 596o)

Sung by Kills-at-Night

Drum Jzz116
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l§ui) - ka- wit- ko koi) he-ye-lo he-wawo -ki-ya he wa-og roe he - e - ye - lo o a

Sug’Tca-witko^ koij Crazy Dog himself

he^yelo said

hewawo’kiya he “I helped”

wa6i)’ living

he^yelo ^ he said (this)

he yo

Analysis. — rThe accidental in the first measure of this song was clearly given in all the renditions. The words are found in what is called the tail of the song. The intervals in the first part of the
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song are larger than in a majority of these songs, but the intervals in the tail of the song are small. The time was not so strictly maintained in this as in many other songs. Thus in the first rendition the final tone in the third measure was sung as a half instead of a quarter note, and there was also a slight hastening of some measures in one or more of the renditions.

No. 197. Song of the Grass Dance (b) (Catalogue No. 594)

Sung by Kills at-Night

VoiCH J =100 Drum not recorded

Anahjsis. — ^The phonograph cylinder contains three complete renditions of this song, followed by four incomplete renditions from which the first and second measures, and also the sixth measure from the end, are occasionally omitted. The first tone in the transcription is not regarded as part of the melody, but seems to be a mannerism of the singer. The writer recorded the songs of an Hidatsa at Fort Berthold who sang the octave below the opening tone of a song in the same manner, but this is not a common custom among Indian singers. The progressions of this melody are such as to suggest either E or G as a possible kejmotc, placing the song in either the second or fourth five-toned scale, but as the only accented tones are G and D, the song is analyzed as having G as its keynote and being in the fourth fivetoned scale. This indicates its tonality as major, yet the major third is not present, and about one-third of the intervak are minor thirds. This is one of many instancies in which the term ’*key’’ can scarcely be appUed to an Indian song with the fuU significance of the term as it is used by white musicians.

[BULL. €1

No. 198. Song: of the Grass Dance (c) (Catalog:ue No. 595)

Sung by Kills-at-Nioht VoicB J— U4 Brum Jmlie Drum-rhytlim similar to No. 8
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Analysis- — ^This is typical of the songs heard at the present time on the reservation when the Indians are gathered for some social occasion. Like other modern Sioxix songs, it contains a wide variety of progressions, there being five different ascending and the same number of different descending intervals. The minor second, an interval occurring infrequently in the older songs, is here found four times. The tone material of this song is pecuhar. Considering G as the keynote of the entire song, the second, fifth, and seventh tones of the octave are not present. The drum was sHghtly slower than the voice in all the renditions.

No. 199. Song of the Grass Dance (d)

Sung by Kills-at-Night

VoicK J =112 Drum not recorded
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Analysis. — Six renditions of this song were recorded, some beginning with an unaccented tone an octave below the opening tone, as in No. 197. All but 3 of the progressions are minor thirds and major seconds, the remaining 3 progressions being 2 fourths and 1 ascending ninth. The melody contains the tones of the fourth fivetoned scale, has a compass of 13 tones, and is melodic in structure.

No. 200. Song of the Grass Dance (e) (Catalogue No. 526)

Sung by Two Shields Voica J = 66 Dnim-rhythm similar to No. 10

AnaJysis, — This is a simple melody, containing only the tones of the minor triad and fourth. It contains only 9 progressions, 6 of which are minor thirds. The melody has a range of 10 tones and is based on the tonic chord. The song was accurately repeated in many renditions, the drum and voice coincidmg on each count.

When the gathering comes to a close the men and women stand in their places and dance. The men move more than the women, but none of them go toward the center of the circle.

No attempt to record songs of all the social dances has been made by the present writer. Two dances, in addition to the grass dance, serve to represent this phase of Sioux music, the two additional being the shuffing-feet dance (jiaiWhay wati’pi) and the night dance (harhepiwaSi^pi).

SHUFFLING-PEET DANCE

The shuffling-feet dance is called also the Cheyenne, the glide, and the dragging-feet dance. (PI. 78.) Lowie * noted this dance among the Sisseton and Santee, and Wissler* among the Oglala, who said they received it from a tribe living west of the Gros Ventre. Both men and women joined in the dance, whose step is indicated by its name.

Two songs of this dance are given herewith; a third song is No. 226.

1 Lowle, Robt. H.. Danoe Associations of the Eastern Dakota, op. cit. , p. 130.


Wissler, Clad^ Societies and CenomonJal Associations ot the Teton-Dakota, op. cIt., p. 78.



[bull. «i

No. 201. Song of the Shuffling-feet Dance (a). (Catalcgue No. 600)

Sung by Kills-at-Nioht and his Wife VoiCB J - 76 DsDM J =76

£
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Wag-Ci - ya-ka
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=

6 - 6i ya > ta - hai) wa-oi)

wai)<5i’ yaka I see (you)

waqa na owfiQ

^ (i  ya’ tahai) wa6i)^ (afi) you stay on your side

^naZym.— The song, which is very rhythmic, is typical of the songs heard at gatherings on the reservation at the present time. The part sung by the woman is an octave above that of the man and is transcribed to show the manner of its entrance. The song has a range of 1 1 tones and progresses chiefly by whole tones.
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No. 202. Song of the Shu filing- feet Danee (b) (Catalogue No. 592)

Sung by Kiixs-at-Nioht Drum not recorded (i) (l)

(

TTrr

Analysis. — This is typical of the songs heard at gatherings of the Sioux at the present time. It has a range of 17 tones, but a less proficient singer might omit the lowest tone. Two’ other songs with similar range are comprised in this series. (See Nos. 55, 195.) This song is harmonic in structure and contains only the tones of the major triad and second. Two rhythmic units occur, the division of the first count in the first unit being reversed in the second unit. The song was recorded twice, and the renditions on the two cylinders Were exactly alike, showing that the two units and the rhythmic form of the song as a whole were clear in the mind of the singer. No interval larger than a fourth occurs in the melody.

NIGHT DANCE

The night dance is mentioned by both Wissler and Lowie in connection with the shufl^g-feet dance. It is also mentioned by Dor- sey.* Both yoimg men and women took part in this dance, which Wissler^ describes as follows:

The young men sat on one edde of the tipi, the young women on the other. As the iongs for this dance were sung, a man would rise and dance with a present which he then presented to one of the young women. In the same way the young women danced with presents for the young men.[’] This was regarded as a kind of courting ceremony. Then all danced in a circle, holding hands. At the close a feast was made.

1 Dorsey, J. Owen, Study of Siouan Cults, op. clt., p. 498.

*0p.clt., p. 79.


	[Cf. the giving of presents in the woman’s dance of the Chippewa, Bull. 45, p. 192.]
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No. 208. Song of the Night Dance (Caftdogue No. 601)

Sung by Kill&-at-Nioht and ms Wipb = 100 Dbum J = 100

yfe«

Analysis, — This song has a compass of nine tones, the entire compass being attained in two progressions at the opening of the song.. The rest in the fourth measure is somewhat uinusual. The Indian does not seem to require ’’breathing spaces” in his songs, and when definite rests are foimd in a melody they are the more worthy of attention. (See song No. 79. ) The rhythihic xmit consists of a triplet of eighth notes on the accented part of a measure, followed by a quarter note. A similar triplet occurs on the unaccented part of the measure, showing the influence of the rhythmic unit on the rhythm of the song as a whole. The song is major in tonaUty and contains all the tones of the octave except the fourth. The seventh lowered a semitone is present as an accidental. The song is freely melodic in structure.
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STICKS USED IN BEGGING
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BEOOING DANCE

The begging dance is sometimes mentioned as though it were one of the social dances of the tribe, but it should rather be regarded as a custom, in which the dance step is merely incidental. The begging of food from tent to tent, which has been witnessed by the writer at tribal gatherings, was accompanied at times with merriment. Such a begging dance was seen among the Chippewa at Red Lake, Minn. (See Bull. 45, p. 171.) Certain songs are known from usage as begging-dance songs ; most of these are very short. The songs originally used in begging food were “praise songs,” the company standing in front of a tent and singing the praises, of the occupant imtil he appeared with the desired donations. While this might be done for a social gathering it was more often done for the coimcil tent or for some society. (See pp. 103, 320, 327.) When “praise songs” were used in this connection the time was gradually hastened, the begging party singing the song first in the usual tempo, after which the time was increased with each rendition imtil the gifts were received.

The coimcil of chiefs might request contributions of food from three classes of men — those who had been successful leaders of war parties, those who had been victorious, but not as leaders, and those who had been wounded in battle. The request was made by means of sticks (pi. 79), appropriately decorated, which were placed in the groimd before the tents. It was considered that the chiefs met in council for the benefit of the tribe, and therefore it was an honor for certain members of the tribe to provide them with food, while they were thus convened. One of the military societies usually decorated the sticks and ’^sang around the camp” to secure the food. A man was sent in advance to ascertain who occupied the various tents and to place the proper sticks in the groimd. When the party collecting the food reached a tent they were ready to sing a song in honor of the occupant, who responded with a suitable contribution. Before the tent of a man who had been a successful leader of war parties they placed a stick covered with black paint and having a black feather suspended from it. For a man who had been victorious, but not as a leader, the stick was encircled with black bands, the number of which indicated the number of his victories, while for the man who had been wounded a stick was decorated in red. The elaborateness of the stick varied with the honor accorded the man. The sticks bearing the feather and the red tassels were used at a gathering of Sioux on the Standing Rock Reservation, July 4, 1911. The site of this gathering is shown in plate 80.

Distinct from the songs which were used when a party of people went from one tent to another is the following song of four old women.

[BIJLL.C1

It is called simply wi&i’lowar^‘pi, ’begging song.’ Yellow Hair said that she had a relative who went to war, and that the man’s wife, with three other women relatives of jbhe absent warrior, stood in the middle of the village and sang this song until donations were brought to them. The words are not transcribed, but are taunting in character, their general idea being, ’*If you have no buffalo chips in the tipi, go find some on the prairie for us,’- buffalo chips, used as fuel, being mentioned as the smallest gift which could be bestowed upon the poor.

No. 204. Begiping Song of the Old Women (Catalogue No. 6S2)

VoioB J — 96 Drum not recorded

Sung by Yellow Haik

Analysis. — In this song, as in No. 215 by the same singer, the only tones are those of the minor third and fourth, the song having a compass of four tones. (See song No. 217.) It is a wailing melody, well calculated to wear out the patience of listeners. The intonation was particularly unsteady, but the repetitions were so many that it was possible to determine the tones and make the transcription. The minor third and major second are the only progressions.

The following song is said to have been composed about the year 1870, being, therefore, comparatively modem. It came into use when the Indians first secured bread and coffee by trading with the white men. If it were known that an Indian had bread and coffee in his tent a party would go and sing this song, remaining in front of the tent and singing until he shared his luxuries with them.
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No. 206. Begiring: Song

Sung by Used-as-a-Shield

VoiCB J— 120

^pGanai

AVa-kal-ya-pi wa-ciq yc

a - gu-ya - pi wa-cii) ye

wakal’^yapi coffee

wadio^ ye I want

agu’’yapi bread

wa^ig’ ye I want

Analysis. — The interval of the major third is prominent in this song, comprising 44 per cent of the intervals and occurring 9 times in upward and 12 times in downward progression. The song is based on the fourth five-toned scale, has a range of 10 tones, and is melodic in structure. The rhythmic unit appears 6 times, as well as in the first and second endings of the song where it is not indicated by the usual sign.

PLOTS OF GRASS-DANCE SONOS

The four song plots here presented (fig. 40) are of two grass-dance songs (Nos. 195, 196), one shuffhng-feot dance (No. 202), and a begging song (No. 205). As the first three contain no words, and as various kinds of songs could be sung in these dances, it is impossible to connect the idea of the song with its form. Songs Nos. 195 and 202 are of class A, which is a general type, and No. 196 is of class D, showing the characteristics of songs of motion or of animals.
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In song No. 205, however, we have a plot wluch merits closer inspection. In this song the final interval between accented tones is an ascending interval, su^esting class E, in which the first such interval is ascending, and which was found to contun songs of distress. Songs similar to No, 205 can scarcely be said to constitute a class by themselves, yet on examining the plots of these songs in connection with their titles and words we find that many of them contain what might be called a “sense of indefiniteness.” An exception to this is song No. 16, which was sung after the raising of the Sun- dance pole, though at this point in the ceremony there was an intense feeling of suspense and expectation. The only other son^ having this interval between accented tones at the close are as follows: Xo. 47, “Owls were hooting in the passing of the nighf’^the song of a

No, IM No. 2U

medicine-man who anxi.ou.-ily watches a patient; Xo. 92, a medicine song of Sitting Bull’s containing the words “Xo one is sacred, you said”; Xos. 95 and 97, concerning the buffalo walking in the north; Xo. 178, a war song with the words. ■lam thefo.x. something difficult I seek”; Xo, 181, a song of the buffalo hunt: and Xos. 207 and 208, songs of the moccasin game, without words. In addition to these the only songs containing an accented tone lower than the final tone are as follows: Xo. 19. the opening song of ibe Sun dance, and Xo. 33, a dancing song u.*ed during that ceremony: N,w. 57 and 89, songs said to have bccD received from the bear, and Xo. 103 from the buffalo: Xo. 78. a song concerning the sacr,-d sioaes, with the title “A voice I sent”; Xos. 147 and 149, jiong^ concerning warriors slain on the warpath: and Xo. 21S, the song of the maiden who leaped from the ledge.
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Games

THE MOOOASIN OAME (hAIJ’PA AFEEXTlfPl)

Guessing the location of a hidden object was the central idea in one distinct class of Indian games, the object varying in the different games. The moccasin game is a familiar example of this class. Culin says: “The moccasin game was played by the Algonquian tribes, and is found among the Dakota and Navajo. Two, three, four, six, or eight moccasins are used, but four is the standard number. The objects hidden vary from one to four, and consist either of bullets, stones, or little billets of wood.” * The game as played by the San tee Sioux in Minnesota is briefly described by Rev. E. D. Neill’, as follows: ^ ^ A bullet or plimi stone is placed by one party in one of four moccasins or mittens and sought for by the opposite. ” * In the usual manner of playing the game four bullets are hidden, one under each of four moccasins. One of these bullets is marked, and the count is determined by the readiness with which the marked bullet is found by the “guessing side,” and also by the position of the moccasin under which it was hidden, whether it were at the end or in the middle of the row. The manner of playing the game among the Sioux is practically the same as among the Chippewa. Illustrated accounts of this game among the Chippewa have been given by Culin,’ and also by the present writer.* The Sioux songs of the moccasin game are especially rhythmic, but the drum is not steadily maintained in one rhythm, as among the Chippewa. Thus we find several drum rhythms occurriag in this group of songs. This is one of the instances which sug- gest a freer use of the drum among the Sioux than among the Chippewa.

1 Culin, Stewart, Games of the North American Indians, Twentyfofulk Rep. Bsr.Amer. Ethn. ,p. 339, Washington, 1907.

s Dakota Land and Dakota Life (1883), Minn. BUt. OMa., vol. I, p. 280, St. Paul, 1872.

s Op. cit., pp. 340-344.

« Bulletin 53, pp. 210-213.

Of. also The Menominl IndJans, by Hoffman, W. J., Fo:trUenih Rep. Bur. Ethn., pt.l, pp. 242-344, Washini^ton, 1896; and Skinner, Alaosan, Soda! Life and Ceremonial Bmidles of the Menomini Indians, op. cit., xm, pt. 1, pp. 59-61, New York, 1913.
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No. 206. Song of the Moccasin Game (a) (Catalogue No. 551)

Sung by Gray Hawk Voice J_^92 Dbum J—\0S

Analysis. — Three renditions of this song were recorded, the repetitions being without a break in the time. Throughout the renditions the drum was slightly faster than the voice, as indicated by the metronome tempo. The rhythmic unit, which is interesting, occurs three times. AH the tones of the octave are found in the soag, which is freely melodic in structure. The intonation was good. Intervals of an unusually large variety are present in the song, there being five kinds of ascending and five of descending intervals.

The song contains two rests. (See song No. 79.)

No. 207. Song of the Moccasin Game (b) (Catalogue No. 552)

Sung by Gray Hawk Voice ^76

Drum J — 108
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Arwlysis. — This song begins and ends on the same tone. (See No. 82.) The other instances of this kind in the present series with one exception begin with an ascent of an octave, returning to the original tone at the close. It will be noted that the first tone of this song is about
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midway of the compass. The tones in the melody are those of the minor triad and fourth. Five renditions were recorded, in all of which the peculiar rhythm was steadily maintained. The number of major thirds is twice that of minor thirds, though the song is minor in tonality. The song is harmonic in structure and contains a rhythmic unit which appears three times. Concerning rests in Sioux songs see No. 79.

No. 208. Song of the Moccasin Game (c) (Gatalog^ue No. 560)

SungbyGBAT Hawk Voice J ==144

Drum Jz= 144

Dnim-rhythm similar to No. 19
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I > 61 finl ya wl

la - te

idl’ ^ni ya it is wrong

wi’lute your signal (“you guessed wrong”)

Analysis, — ^This melody is simple but has a taunting sound. It resembles song No. 211 in its brevity , its range of six tones, and its tone material, which is that of the second five-toned scale. A majority of the progressions are major seconds. Concerning songs which contain rests see No. 79.

No. 209. Song of the Moccasin Game (d) (Catalogue No. 659)

Sung by Gray Hawk Voice J =7^

‘-•••ib ± ±^’ ’ I

Analysis. — This song was recorded by Gray Hawk on two occasions, the dupUcation being accidental. On comparison it is foimd
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that the two renditions are identical^ even the pitch being the same. The song contains the tones of the minor triad and fourth and has a compass of an octave. It is a rhythmic melody, and the time of the drum is sUghUy faster than that of the voice.

No. 210. Song of the Moccasin Game (e) (Catalogue No. 561)

Sung by Gray Hawk

Drux j=96
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Analysis. — Sharply accented tones characterize this song. Eight renditions were recorded without hreak in the time and in all the accents were given as indicated. The major triad and sixth are the only tones in the melody, which has a compass of seven tones. The final tone is preceded by a lower tone. Table 4a (p. 27) shows that in a large majority of both Chippewa and Sioux songs the final tone is the lowest tone in the song.

No. 211. Song of the Moccasin Game (f ) (Catalogue No. 625)

Sung by Two Shields Voice J — M)8

Principal drum-rhythm similar to No. 5

1 r

^

ii

i

S3
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Analysis. — ^The drum rhythm of this song was not steadily maintained; the principal rhythm being often interrupted by beats sep- arated by the value of a quarter note. (See song No. 125.) The song is very rhythmic and is typical of the songs sung during a moccasin game. The rhythmic unit is continuous, and the song was repeated several times without break in the tempo. The latter part of the song is characterized by a descending fourth followed by the ascent of a whole tone. The melody tones are those of the second five-toned
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scale, and two-thirds of the progressions are downward. The song is harmonic in structure and has a compass of only six tones.

THE GAME OF HIDING A STICK

The game of hiding a stick is called by the same name as that of hiding a moccasin Qurg’pa ape’eiuvpi). The implements used in the former are shown in figure 41. The rules of this game are given on the authority of Mr. Robert P. Higheagle, the writer’s interpreter, who said :

Ten people play on each side, and 10 score sticks are used. One player from each side is chosen, these two competing to see which side shall first hide the stick. They sit on the ground opposite each other, and each has a Uttle stick which he transfers rapidly from one hand to the other, his opponent watching and trying to determine which hand holds the stick. The player who conceals the stick most successfully

(Actual size)

(SlJghtiy reduced) Fio. 41. Implements used In the stick game.

thereby secures two score sticks for his side, in addition to the privilege of being the first aide to hide the stick. The two lines of players are seated on the ground, and the leader of each side selects two players. These sit in front of the other players, facing each other, and each with a hiding-stick. The side whose representative won in the first contest is the side which first conceals the sticks, the opposing players being the guessers. If the location of one of the sticks is correctly guessed, the guessing side takes one score stick from the two acquired by their opponents in the first test. If the guessing side fails to locate the second hiding-stick, the’ rules require that the score stick be returned to the hiding side. If the guessing side succeeds in locating the second hiding-stick, they take the remaining score stick from the other side. The score sticks are taken from the opponent’s pile as long as he has any, after which they are taken from the unappropriated pile on the ground. The leader of either side may at any time withdraw a player who is not successful and substitute one from the remaining players. The play of each side continues imtil the opponents have guessed the location of both sticks, and the game continues imtil one side has won all the score sticks.

The following signals are used to indicate guesses: Extending the first and second fingers and pointing toward the right indicates a guess that both players have the
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stick in their left liands. Similarly, pointing toward the left indicates a gueas that both players have the stick in their right hands. Extending the right hand with the fingers spread means “the players have the sticks in the outside hands.” The right arm descending with the hand cleaving the air like a knife means “the playere have the sticks in the inside hands.”

The’writer witnessed a game as above described, at Bull Head, S. Dak., in 1912.

No. 212. Game Son^ (Catalogue No. 598)

Sung by Kills-at-Night VoioB J =100 Dkcm J =100

. — — , I r-rr — i i — i

u
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Analysis, — ^The compass of this song is nine tones, and this compass is accomplished in two intervals, at the opening of the song. More than half the progressions in this song are whole tones. The melody tones are those of the fourth five-toned scale. The rhythmic unit is interesting, and the song as a whole has a decided rhythmic quality.

The following song was said to be used when a player was “on the verge of winning the game.”

No. 218. Song When a Game Is Almost Won . (Catalogue No. 599)

Sung by Kills«at-Nioht

-#–«-

%^

i

gvi£=g

UB=^iM

^^rtr|r-f

ATwlysis. — ^This song was recorded on two occasions, each of the records comprising several renditions. The transcription is from the first rendition in the second recording. In this rendition the song began clearly with the ascending ninth, which is a most unusual beginning. Other renditions began with F simg once in the lower
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and twice in the upper octave, making the first interval an ascending octave, or with the three first tones on F in the upper octave. The aong is rhythmic, with exact repetitions of the rhythmic unit except in one instance, in which the second tone is a quarter instead of two eighth notes. The progressions are chiefly major seconds and minor thirds. The final tone is preceded by a tone a minor thirS lower, which occurs in comparatively few songs.

The song of victory most commonly used in this game is a war song, the name of the opposing player being inserted in place of the defeated enemy. Used-as-a-Shield sang the song, inserting the name Red Bear as that of a player, and One Feather sang the song, using the words “the Crow tribe” in place of the man’s name. The lendition by Used-as-a-Shield is given herewith. The idea of the words is that of derision, a free translation being ’’ Did you think to save yom* life by that sign?’’

No. 214. Song of Ylctory (Catalogue No. 618)

« ■

Sung by Used-as-a-Shibld Dkum Jr=80

IQiiiif |f’t|L?^

fr

jtI£|HTtP^ffff

Ma-to-lu-ta to-ke-fike wi|-la-te so

ha ya ya-ui ha kta 6a ya he-6a-noi)8o

Mato’-lu’ta Red Bear

toke’ke wi-’lute so how did you make that sign? (indicating your

gueas)

ya’ni kta <5a in order to be alive

he^^anoi) so did you do that?

Analysis, — ^This song is wthout change of time, a feature which is somewhat unusual. The melody tones are those of the minor triad and fourth, and the song is harmonic in structure. The last tone is preceded by one a whole tone lower. It will be recalled that the Qnal tone is usually the lowest tone in the song. The interval of a fourth characterizes this melody, comprising about one-third of the progressions. The major seconds are equal in number, but are often used as passing tones and therefore are less distinctive than the fourths.

MISCELLANEOUS SONGS

Children’s Songs

The little girls of the camp had their plays, which could scarcely be called games. In one of these childish plays the girls stood one behind another, each with her hands on the shoulders of the girl in front of her. Then they went around the village in a wavering lino singing the following song, the words of which are not transcribed, but which mean ” the deer follow each other. ”

No. 216. Song of Little Girls’ Play (a)

Sung by Yellow Haih

YoiCB J =76 Dkum not recorded

i
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i
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Analysis. — This is an example of a song in which the first part is sung only once, seeming to serve as an introduction to the musical performance. Thus the song was sung as transcribed and the last section was repeated four times. After a pause the song was recorded again, the singer beginning with the repeated part and singing it several times without a break in the tempo. The rhythmic unit is short but clearly given. The interval of a fourth occurs six times, forming about one-fourth of the entire number of intervals.

Another play which afforded much merriment was described by Yellow Hair, who said that the little girls sat in a circle and each girl, putting one hand over the hand of the girl who sat next to her, lightly pinched the hand near the wrist. The tickling sensation could be endured only a few seconds before the little girls all fell over in a state of helpless laughter. Almost immediately the play was resumed, and the song sung again, to be interrupted before it was half
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finished. It seems a foolish little play, yet war and ceremony were not all the life of the Indian; there were still the children, to whom life had not yet become serious.

No. 216. Song of Little Girls’ Play (b)

Sung by Ykllow Haib

Dkum not recorded

3 - S

Ho - fi - di - pa ho - fii - ti - pa ho - (Si - fii - pa ho -

WORDS (free translation)

hofi&^pa I catch but can not hold you

ATudysis, — ^This melody seems almost too short and simple for analysis, yet it is marked by the steady downward trend and the emphasis on the descending minor third, which characterize many of the longer and more important songs. It contains the tones of the minor triad and fourth, a tone material foimd in 12 per cent of the Sioux songs.

The following was said to be the only lullaby used among the Sioux:

Voice J=:66 Drum not recorded

No. 217. LulUby

Sung by Yellow Hair

a wa vsa

tea

i*ni-na i-dti-ma-na a

a

wa toa

i - ni - na i - fiti-ma - na a

a toa wa wa wa

■^

:i=±

#-#T=-#-

tjft^

ni - na i - dti-ma-na a

a wawawa wa i-ni-na i - 6ti-ma-na a

ini’la be stUl

iiti^mana eleep
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Analysis. — ^This song contains the tones of the minor third and fourth, the latter being sharped in three instances. The intonation of the song as a whole is wavering, yet in some renditions the descending semitones around the accidental were sung with reasonable accuracy. About 66 per cent of the intervals are major seconds. This and song No. 204 are the only songs in the present series having a compass of but four tones, a range occurring in only 2 of the 340 analjrzed Chippewa songs. It is interesting to compare this with the Chippewa lullaby, which is in a major key. (See song No. 149, Bull. 45.)

Songs Connected wrrn Legends

LEGEND OF THE MAIDEN’s LEAP

Tha legend of the maiden who killed herself by leaping from a rock is said to be found among many tribas of Indians. The writer first recorded the story and a song at Sisseton, S. Dak., among the eastern Sioux. The song was said to have been simg by the maiden before she leaped from the rock, but the record, being unsatisfactory, was not transcribed. The incident was said to have taken place at Lake Pepin, which is formed by a widening of the Mississippi River, on the eastern boundary of Minnesota. A promontory on the eastern shore of Lake Pepin is known as Maiden Rock, and tradition states that a Sioux maiden leaped thence and was killed on the rocks below.

A similar story was found by the writer at Standing Rock in North Dakota, among the Teton Sioux, who said they had been told that the rock was “somewhere in the west.” Their version was as follows:

A young woman had promiaed to many a man, but he wished to “make a name for himself” before the marriage took place. He had been on the warpath, but he wished to go again that he might distinguish himself by valor. When the war party returned they said that he had been killed by the Crows. Sometime afterward in the course of tribal wanderings a camp was made at the place where, according to the report of the war party, the young man had been killed. Dressing herself in her best attire, the maiden went to the edge of a cliff, and after singing the following song and giving the shrill “woman’s tremolo,” jumped into the river below.
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No. 218. Song of the Maiden’s Leap (Catalogue No. 620) Sung by Used-as-a-Shield

Voice J= 108 Drum not recorded
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lani^r niii^^rug

p=f

wa - la - ke ya he

i - yo - ti - ye wa - ki ye

g

I

s I   if uj

k^
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zu^ya iya^yelo he is gone to war

eha’pi kog you said

he wa^te wala^ke I love him

iyo’dye waki’’ ye I am sad

Analysis. — The closing tone in this song is a fourth above the lowest tone of the melody. This is somewhat unusual, the final tone generally being also the lowest tone. The song is characterized by the minor third, which forms more than half the number of intervals. The melody tones are those of the second five-toned scale. The song has a compass of an octave and is melodic in structure. Two renditions were recorded, which show no points of diflFerence.

In connection with Type C, on page 53, it is noted that a recurrence of accent on the lowest tone, usually the keynote, appears associated with the idea of firmness and stability of character. A contrast to this is afforded by the plot of this song (fig. 42).

LEGEND OF GHOST HHX

About 8 miles southeast of Fort Yates is a high butte known as Ghost HiU. (PL 81.) The foUowing legend (given by ^iya’ka) and song (recorded by Two Shields) are connected with this butte:

When Sitting BuU and his band were brought from Canada they camped one winter on the lowland beeide the Missouri River, a few miles below Fort Yates. It was a large camp, including many hostile Indians, who were afterward located at Pine Ridge and at Cherry Creek in the Cheyenne River Reservation. Among these Indians was a particularly handsome young man, who was very fascinating to the young women. One day he disappeared. As no trace of him could be found, his parents consulted a man who had some sacred stones, giving him a horse and asking that he would tell them of their son. This man said that during the next night the voice of the miflHJng man would be heard passing through the camp, and that all must foUow the voice. On the night designated all the camp was on the alert; just before dawn they heard the voice of the young man approaching. His parents and friends, rec<3gnizing the voice, began to lament, and the dogs barked as at the approach of a person. The voice passed through the camp, singing a -love song, then turned and came back, retracing its way toward this hill. The people followed, but could not go as fast as the voice, which gradually became more distant until it was lost in the darkness.

Fio. 42. Plot of song No. 218.

This incident seemed to make the grief of the young man’s parents more acute, and they went again to the owner of the stones, to whom they gave another horse, asking him to tell who had killed their son. The man said he had been murdered by 10 men, who were jealous of him, and that one ot these men would die in 10 days, another in 10 days after the first, and so on until all were dead. This came to pass as he predicted. The parents of the missing man then went again to the owner of the sacred stones and begged to know where they could find the body of their son. The man said that their son had been chased a long distance by his enemies and finally had been killed far trom home, and that his body had been devoured by wolves. He also told the parents to follow the voice (which was still heard at intervals singing the same song) and to keep following it until they reached the place where the voice disappeared, where they would see their son. The next time they heard the voice they hastened toward the place whence it came and saw at some distance before them a figure wrapped in a gray Army blanket. They followed it but never could quite overtake it. Sometimes they would feel its presence behind them, and on looking back, would see it, but it lyver quite overtook them. It always iollowed the path toward Ghost Hill, and the parents thought it disappeared in the side of the hill. Accordingly they dug into the side of the hill and made diligent search, but the body of the young man was never found. A man named Walking Elk lived at the foot of Ghost Hill. He had a large family, the members of which died one after another. He laid their deaths to the ghost and shot at it with his rifle. The last appearance of the ghost was about the year 1889. It is said that a similar figure wrapped in a gray Army blanket was later seen at Pine Ridge and on the Rosebud Reservation.
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Great diflSicuIty was experienced in securing the song which was sung by the ghost. Two Shields finally consented to record it, and as compensation the writer gave him a valuable pipe, both the stem and th» bowl of which were carved out of red pipestone.

No. 219. Song of a Ghost (Catalogue No. 542)

Sung by Two Shields

YoiOB J=106 DsDM not recorded

He-na - ke wa

fie - ye

he - na - ke wa

6e - ye

he- na - ke wa - 6e - ye 6e - ya

rtJIJ.JirTIi

0-mao-wa-ni ye

. 8

yt ka-6ka-lai)-ka wi - o-u-spa-pl 6ai} i- yo-tan wa-6a-mni koij a

1 • yo-taij wa-6a-nmi koij fie - ya o-ma-wa-ni

ye yo

he^nake finally

wafie’ye I weep

fieya^ weeping

oma^wani I roam

kaSka^aQka (among) young men

wiyuspapi fiag courting

iyo^taQ wafia^mni ^ox) (I was) most enthusiastic of all ,

fieya’ weeping

omaVani I roam

Analysis. — This song is minor in tonality, contains all the tones of the octave, and has one accidental — the sixth raised a semitone. This accidental was clearly given in all the renditions. The song is melodic in structure and has a compass of nine tones. With the exception of three intervals of a fourth all the progressions are minor thirds and major seconds.

Songs in Honor of an Individual

The following group of 12 songs illustrates the Sioux custom of introducing a new name in a praise song which has been used for other persons, and also of composing new words for songs. Three of
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these songs are melodies of distinct classes, No. 225 being a song of the White Horse Riders, No. 226 of the shuffing-feet dance, and No. 231 of the Strong Heart society. No. 222 is said to have been composed recently. The others are praise songs which have been used in the tribe. In many instances all the words of the song are new. The person whose name appears in the songs is Two White Buffalo, whom Red Fox adopted in place of his deceased daughter and to whom he gave his daughter’s name. Red Fox stated that he had a right to give this name as he had killed two white buffalo. Whenever these songs are sung it is expected that Red Fox will make, in behalf of Two White Buffalo, a gift to the singers or to any project for which donations are being solicited. Red Fox is a man who is highly respected in the tribe, and these songs have been widely sung.

No. 220. <‘The Poor Are Many’’ (Catalog:ue No. 640)

Sung by Shoots Fieot

VoiOBjrr72 Dbum J— 72
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Pte-aaij - noij-pa - wli)

wa-kta yai)-ka yo

o-huij-ke 6ni o-ta - ye be-ya^pi 6ai)-zia

6ui)-ka - wa - kai] we-£ui) • we

Pteaaij’-noo’pawii) Two ^Tiite Buffalo

wakta’ yai)ka^ yo watch

o^ugke 6m the poor

</taye are many

beya’pi ai)na whenever this is said

^uqkaVakai) horses

we<6ui)Ve I donated

DEN8M0BE]

Analysis. — ^This is the melody of an old praise song, used only

for those who give freely. It opens with an ascending octave, a

somewhat unusual feature. Aside from this interval and one

ascending sixth, the melody progresses chiefly by minor thirds and

major seconds, the former constituting 33 and the latter about 46

per cent of the entire number of intervals.

No. 221. ’’I Expect to GIto Something” (Catalogue No. 641) *

Sung by Shoots Firot Ifit rendition

Brum Jz=56

Drum-rhythm similar to Ko. 6

2d rendition Drum-rhythm as above
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he - ya - ke - ya - pi 6a ko-haij wa-kta wa-oij ye - lo

kami^‘te ^ kiQhai)’’ wamna^- tell me when the committee is raising funds y ai) pi <5ai)’’na oma^kiyaka po .

PtesaQ’-nogpawig Two White Buffalo

heyake’^yapi ^a said (it is reported)

kohai)^ wakta’ waoi)^ yelo^. . . so beforehand I expect to give something

t This is readily identified as the English word “committee” with the vowel sounds changed. Words are frequently added to Indian languaf^s to express new ideas. An extended table of such words in the Omaha language is given by Miss Fletcher in The Omaha Tribe, op. cit., pp. 620, 621.
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Analysis. — ^Like the preceding, this is a praise song in which words in honor of Two White Buffalo have been inserted. Like the preceding song, it opens with an ascending octave, and begins and ends on the same tone. (See song No. 82. ) Ahnost one-third of the intervals are fourths, and the minor thirds are exactly equal in number. The song has a compass of an octave and contains all the tones of the octave except the second. Two rhythmic units occur in the second imit, the count divisions of the first unit being reversed in the seconfi

No. «22. “Two White Buffalo” (Catalogue No. 642)

Sung by Shoots Fmar Dkum J — 60 Drum-rhythm similar to Ko. 6
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To-ka - la - lu - ta he he-ya ke-ya pe - lo he

WORM

Pte8ai)’‘-noi)’’pawu) Two White Buffalo

blihe^idiya uijwo’ take fresh courage

oya^te - the tribe

ok^^ in general

waiDniyai) depend upon you

afl’ welo’ .- - when they come

nake’noDla yaSn’’ welo^ a short time you live*

Tokalarlu’ta Red Fox

heya^ keya^ pelo^ said this, it is reported

i

he

1 This is a oommon expression among the Sioux. (See songs Nos. 180 and 231.)
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Andlysia. — ^This song was sung by four singers, and was afterwards recorded by Shoots First alone, in order that it might be more easily transcribed. The structure of the song is interesting. There are two rhythmic units, having the same division of the first coimt; the first of these units appears nine times. There are also two similar phrases beginning on the unaccented instead of the accented beat. The second unit occurs twice, with a slight difference in the second measure due to the form of the words. The song has a compass of nine tones and lacks the sixth and seventh tones of the complete octave. Of the progressions 60 per cent are whole tones, the remaining intervals comprising 8 minor thirds, 7 fourths, and 1 ascendmg fifth.

VoiCB J ^72 (or J^ = 144) Drum not recorded

No. 228. ’’Take Fresh Courage

Sung by ita’ka

■ii-’^ir. n jp

mnrJ’^i^

m

rj i-^ ’ j^ J7 ’4^^i

WORDS (not TRAKSGHIBED)

Pte8ai)’-noi)’pawi5 Two White Buffalo

blihe’idiya yo take fresh courage

itaQ’^dai) (for) the chiefs

waQwi^dalaka 6e you have seen

Analysis. — ^This song contains all the tones of the octave except the sixth and seventh.. The principal intervals are the fourth and major second — an unusual melodic formation. The song is minor in tonality and has a compass of nine tones. The tonic chord is prominent in the melody, but the accents are so placed that the song is classified as melodic with harmonic framework.
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No. 224. ’<The White Horse Riders Said This” (Catalogue No. 477)

Sung by Siya^ka

Drum not recorded

4::

E-6a Pte-aaq - noi)-pa - wii)

wai]-bla - kii) kte &6in na i-yo-tl-ye ki - ya o-ma-wa-nl ye - lo

Stir)k-8ka A - kai)-yaij-ke 6ii) o he.ya a - a we - lo he yo

e<^a’ well

Ptesag’-noQ^pawig Two White Buffalo

waQbla^iQ kte K^ig . , I am anxious to see

na and

iyo^tiye kiya’ oma’wani yelo’’ . I have traveled under difficulties

Sugk’ska Akag^yagke <?ig The Wliite Horse Riders

heya’ aU’ welo^ said this as they are coming

Analysis. — This is a praise song, the structure of which suggests that the melody is old. It is probably a song of the White Horse Riders. With the exception of five progressions the intervals are minor thirds and major sixths, the first being about 36 and the latter 51 per cent of the entire number of intervals. An ascent of 11 tones occurs with the introduction of the words. The rhythmic unit occurs twice, and near the close of the song there is a phrase resembling the rhythmic unit, but having a different acceAt. All the tone« of the octave are contained in the melody. The sixth occurs only twice, and in both instances is raised a semitone.
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TETQN BIOXJX MUSIC

No. 226. “Two White Buffalo, Tmke Courmge”

Sung by Haka^la (Younoest Chilo)

VOICB Jr=66

Drum not recorded

• -Lf-’ f I f?f tT’ f

Pt6-«ai)-noi)^pa - wiq bli-h&-i - Ci-ya yo

wa-wo - kl-ya - pi kii) he

wa^te wa - la - ka ke - lo

:^jer- LT-

^t !■ j/V i |g 11

To-ka - la -lu - la he he-ya ke - ya pe - lo he yo

Pteflag’-noo’pawii) Two White Buffalo

blihe’i^^iy a yo take courage

wawo^yapi kii) he to give the assistance

wa^te wala^a kelo’ I love

Toka^a-lu’ta Red Fox

he heya^ has said

keya’ peiy so they say

Analysis. — ^This is a serenade song of the White Horse Riders, the present words being substituted for words formerly used. The man who recorded this song is a leader among the middle-aged singers of the tribe. The keynote appears to be G, and the tonematerial is therefore that of the fourth five-toned scale, but the second is sharped in every occurrence. The interval of an augmented second occurs three times and was sung with good intonation. This interval is foimd also in two other songs. (See Nos. 63, 106.) The interval of a semitone appears seven times in this melody, and the minor third forms 47 per cent of the entire niunber of intervals. About two-thirds of the intervals are downward progressions.
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No. 226. <<The TritM Tou Help

Sung by Haka’^la (Youngest Gaild)

YoiCB J =66 Drum not recorded

0-ya- te kii)-hai)- wa-wo-ki-ya - po Pte-saq-noij-pa-wiq

S*

wa-na ig-la - so-te-a

oya’te kii)hai)^ the tribe

wawo^yapo (you) help

PteeaQ-noQpawii) Two White Buffalo

wana^ now (by helping)

igla^sota has consumed what she had *

Analysis. — ^This is a melody of the shuffing-feet dance. Two renditions of the song were recorded, one being sung by Haka’la as transcribed, and the other having the addition of the women’s voices an octave higher. The song contains only the tones E flat-G-B flat-C. E flat seems the most satisfactory keynote, especially at the dose of the song, though the tone is not prominent in the melody. Of the intervals 68 per cent are minor thirds, though with E flat as keynote the song is major in tonality. The submediant chord (OE flat-G) forms the basis of a lai^e part of the melody. The triplets of eighth notes suggest the song (No. 192) in honor of Red Fish and, though often repeated, have so httle character that they can scarcely be considered a rhythnnc unit of the song.

1 Among the Sioux It is consMered a particuUrly high compliment to say that a penoa has been so generous as to give away aU his possessions.
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TETON SlOXrX MUSIC

No. 227. ’’Whenerer the Tribe Assembles” (Catalogue No. 684)

Sung by Silent Woman (see pi. 54)

Voioa J=:60 Drum not recorded

“ijj”’112

m*rj-fh

0-ya - te kii) a - hi - mni-^i - ya 6ai)

na ha mi-ta-fiui)-ke

P^rrrm

•^

i

yu-ba pe

Ae Pte - aaQ - Box)-pa-wii) he- ya ke-ya pe

oya^tekiQ ahimnidiyadaQna. whenever the tribe asBemblee

mlta^^Qke my horses

yuha^ pe they receive

PtesaQ-noQpawiQ Two White Buffalo

heya’’ keya’ pe said this (it is said)

ATudysis. — ^Thia is a praise-song melody. It is minor in tonality and lacks the seventh and second tones of the complete octave. Two accidentals occur, the sixth and third raised a semitone, both of which are clearly given in the two recorded renditions of the song. The intonation was good throughout the renditions, the semitone progression, which appears six times, being well given. The tonic chord is prominent in the formation of the melody, though the accented tones are such that the song is classified as melodic in structure.
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No. 228. “They Depend Upon Tou” (Catalo^e No. 683) Sung by Silbnt Woman

VOICB J=z58

Drum not recorded

^ M n I

Pte-flai)- noq-pa-wiq bli - he - i - 6  - ya ye he. kam- i - te kii| -

baq wa - Ciq - ni - yaij pe - lo he - ya-pi

e 6ai]- na ma-zas - ka kii)- hai) i - hpe- ya on- we ne hu

Pte8ai)^-no5’’pawii) Two White Buffalo

blihe^’idiya ye take courage

kamKte kiQhai)’’ (English word) the committee

wa^ig’niyag pelo’’ depend upon you

heya’pi they said

aq’na hence

ma^zaska kighai)^ the money (literally “white metal”)

ihpe’ya on^’we you donated

Analysis. — ^This melody is one of the praise songs, or honor songs, of the tribe. Three renditions wore recorded. The first two had no words, and the note values varied, but the third was as indicated, though the florid part of the first measure can not be transcribed with absolute accuracy. The song is minor in tonahty, harmonio in structure, and contains all the tones of the octave. The upward and downward progressions are more nearly equal than usual, there being 15 downward and 13 upward progressions.

DiNaMOBS]

No. 229. *‘l Donmted m Horse’’

Sung by Shooter

YoiCB J = 80 Brum J = 80

rjj I lljJM.JP^^

-<©-

S

^Ji*-£

Pte-sai)-BOi]-pa-wii) koijbli- hi-£a ye ya

6 - ha

Pi

6a he fiui)-ka- wa - kaq e we-6oi) we- lo

Pte8ai)^-nog’’pawig Two White Buffalo

koQ blihe’i^iya * ye take courage

eha^pi 6a you said this

he hence

uQkawakaQ a horse

we’^oi) welo’. I donated

Analysis. — ^This, as well as the next preceding song, is a praise song in which new words have been inserted. It is based on the second five-toned scale and is minor in tonality, but the proportion of minor thirds is smaller than in many major songs, 44 per cent of the intervals being minor thirds. The rhythmic unit is the same as the first unit in the next preceding song.

^ This word was shortened by the singer.
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No. 280. ‘’Hence They Come’* (Catalogue No. 578)

Sung by Shootbr

YOICB J=:66 Dbum J=66

tfJi:


	



#“;:■.’;. iMi^

0-ya-te kiq

hi-wi- ta-ya 6aii-na o-hui]-ke 6ni mi-ta- fiuQ-ke yu-ha pe - lo

he Pte-8ai]-noi)-pa-wii) he

he-ya - 6a he a - u we - lo

oya^te klQ hin’^taya 6ai)^Da. . whenever the tribe is gathered together

ohuqlce 6ni those without resources

mita^^Qke yuha’ pelo’ obtain my horses

Ptesai)’’-noi)^pawii) Two White Buffalo

he heya^’da has said this

he hence

afl’ welo^ they come

Analysis. — ^Two rhythmic units are found in this song^ the difFerence between them giving variety and character to the rhythm of the song as a whole. The melody tones are those of the fourth five-toned scale. The fourth is prominent, forming about 25 per cent of the intervals, while the minor thirds form 71 per cent of the entire number. The song is melodic in structure and has a compass of an octave. In addition to the recording of the song by Shooter it was, at the request of the Indians, recorded by several singers assisted by others who gave the sharp yells with which songs of this kind are punctuated.

Rests are considered in the analysis of song No. 79.

OBNaiCOBB]

No. 281. *‘A Short Time’’

Song by Gray Hawk

Drum J::^88

^

i9-

■i^

Pte- 8aq - noi) -pa - wii)

HB”i TLJmJlJ’lLr-rjlr ir^

bU-i-he-i-6i-ya yo

na - ke-nui)-la ya- oi)

Pteeai)’-noi)’pawig Two White Buffalo ,

blihe’iya yo take courage

nake^nuQla yaSn’’ a short time you live (see songs Nos. 189, 222)

Analysis. — ^This is a song of the Strong Heart society. It was considered a special honor to be praised in the songs of this society. This song contains only the tones of the minor triad and fourth and is melodic in structure. The progressions are interesting, as the ascending intervals are all larger than (and including) the minor third, while the descending intervals are smaller than (and including) the minor third. A majority of the descending intervals are whole tones. This is a particularly clear-cut and pleasing melody.

Love Songs (Wio’weSte Olo’waij)

The three following songs are comparatively modem. The words of the first song only are transcribed. The words of the second are somewhat similar, being the expression of a maid whose parents object to the man of her choice. The third song was recorded at Sisseton, only the melody being taken.

The older form of love song is considered in connection with the war material on page 370.
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Voxca J =88 Drum not recorded


	



No. 282. ‘’Come’’ SuBgbyDoo Eaolb

(Catalogue No. 659}

Wi-6a -

ya- ka he - 6i - na ya - a


	



wi - 6a - ya - ka be - 6i - na ya - u 4Di

wi -<5a -

ya- ka he - 6i - na ya-u (S)

Taij-uj-yai)-ma-ni-wii) Ai he-ya

lo wi - 6a - ya - ka he - 6i - na ya - u

wida^yaka hedi^na yaQ^ ^ni if you are truthful, come

TaQiQyaQ-maniwiQ Walks Visibly (woman’s name)

he’ya helo’ has said this

Analysis, — In several respects this melody resembles No. 234. like that song, it has a range of 10 tones, lacks the sixth and seventh of the complete octave, and in structure is melodic with harmonic framework. About one-fifth of the intervals are fourths, the remaining intervals, with three exceptions, being minor thirds and major seconds. Two rhythmic units are present and a comparison of them

DBN9M0RB]

as well as a study of their use is interesting. It will be noted that the first three and the last two counts of the two units are alike. The triplets of eighth notes were distinctly given. Two renditions of the entire song were recorded, with a repetition of the part containing the words. These showed no points of difference.

Voioa J:=6e

Dkdx not recorded

No. 288. LoTe Song^ (m)

Sung by Swift Doq

Analysis. — ^Two rhythmic units are found in this song, each appearing twice. The larger part of the second unit also appears at the close of the song, but a change of accent alters the phrase so materially that it is not marked as a repetition of the unit. One acci- dental occurs — the seventh raised a semitone — this being an accidental often found in songs of minor tonality. This melody is based on the second five-toned scale and is harmonic in structure. One-third of the intervals are minor thirds.

Drdm not recorded

No. 284. LoTe Song (b)

Sung by Blub Cloud

mi^^

t

m

g?=Tg

^ — •-

I

Analysis. — ^This is an excellent example of the modem Sioux love song. Twenty-seven per cent of the intervals are minor thirds.
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The remainder of the progressions show a greater variety than is found in a majority of the Sioux songs. This appears to be a characteristic of the more modem songs. All the tones of the octave except the sixth and seventh are present in the melody. The song begins and ends on the same tone, a somewhat unusual feature in both Chippewa and Sioux songs. (See song No. 82.) This song was recorded at Sisseton. (See below.)

Sioux Sonos Recorded at Sisseton, S. Dak.

All the songs of this group were recorded among the San tee Sioux at Sisseton, S. Dak., at the opening of the writer’s work among the Sioux. This place was selected because Sioux from this locality frequently visit the Chippewa, among whom the writer’s previous work had been done, and it was thought that this acquaintance would facilitate the work. It was impossible, however, to secure a satisfactory interpreter at Sisseton, and most of the songs recorded there were translated from the phonograph record by Mr. Higheagle. Majiy of these songs were familiar to the Standing Rock Sioux ajid were identified by them when the records were played. In one instance a Standing Rock singer supplied words which were migaing from the Sisseton rendition of a song. A few Sun-dance songs were recorded, but these were said to belong to the Santee ceremony and were accordingly discarded. It is, however, interesting to note Sioux material from more than one locality, and the songs are therefore included in the series. Other Sisseton songs are Nos. 95, 96, 97, 189, 190. The words of the songs recorded at Sisseton are in the Santee dialect. (See p. 2.)

On July 4, 1911, the writer attended a gathering of Indians on the Sisseton Reservation. The number of dancers was small compared with that at Standing Rock, and the striking contrast indicates the progress of the Sioux away from the old customs. A little group of dancers facing the setting sun is shown in plate 82. One of the mounted men was Good Thunder, the chief, who wore a goldbraided uniform and acted as ’’ marshal of the day,” and the other was a mounted Indian policeman. In the same plate is shown ako the prairie on this reservation, which is more rolling than that at

Standing Rock.

The three following songs are known at Standing Rock as songs of the Ticketless society . The term ’ ’ society ’ ’ is here a misnomer, being appUed by the Sioux to those who were first dropped from the list of those receiving rations and accordingly had no ” ration tickets.” Such Indians were supposed to be able to provide for themselves, and for that reason were expected to show unlimited generosity toward their friends. The designation was used for only four or five years and

DANCERS ON SISSETON

PRAIRIE ON BISSETON RESERVATION

SBHaMORB]
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was in the nature of a jest, but many songs of the Ticketless society are still remembered by the Sioux.

The first of these songs was undoubtedly simg as a praise song in honor of Little Helper, who was expected to be inspired to still greater generosity by its words.

No. 285. ’’Tou Have BeUed Upon Me” (Catalogue No. 645)

Sung by Holt-facb Bear (Mato’ite’wakan) VoiCB J -96 Dbcm J ^96

^ p p ^’ 4

^

s

-0- ♦

^

prf

^

’^iP^

JSL

f^

m,

O- dka-te car)-

t

^

:E-^

felP

na wa - 6ir) ma-y e y a-pl ke-ha - pi a bdi-he - 1-61- ya wa-or) ht ya

he e Wo-wa-fiiq-ye - na o o be-ya 6ai)-na tai)-yax) .

oate aQna in dances and feasts

waiq maye’ ya’pi you have relied upon me

ke^hapi you have said

bdiheiya wadg’’ so I have taken fresh courage

WVwa6io’’ye-na Little Helper

heya’’ said

daQ^na and

taiiyai)’’ all is well

Analysis, — ^An unusually large variety of progressions is found in this song, there being 6 kinds of ascending and 5 of descending interrals. The number of major seconds is largest, though the intervals are more nearly equal in nimiber than in most of the songs
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under analysis. The melody tones are those of the minor triad and Tourth, the latter being sharped in one instance. This accidental was unifonnly given in the several renditions. The song is melodic in structure and has a range of an octave.

No. 286. ’<I HftTe Been Helping

Sung by Holt-facb Bbab YoicB J=7S

I>BCM J=7S

Dnim-rhf thm Bimilar to No. 6

(Catalogae No. 644)

^f0.-»:

’ IT

wu- ■ m–^.

O-j- » I” E^

A-te be-jm ym Ae iiMMnft-ym e-te o - hoi)-k6

inikt

woRna

mte’ father

kevm’y;* hjs advbed

i’sulkomax’^ b V Wv^rvb

m •

eoi’ a»

o lK*cte 53i the weak or.os

iwoldy;! w;iOr ’ I hiv^ Iv^^n h^ipiag

Anc^.sU. — ^This is a rhvtiuiiLO moKxlv. The rhythmic unit only twice, but its cv^uii:-‹iivi›k>us apivAr fnxjuonrly througboat the song- Of the prvirrvtLons 7^ per cent aiv either minor thirds or ma jor secoHiis, The niekxly ton^^ arv those of the second five-toiied scle and the soiig has a conipdt^s of an octave.
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No. 287. Bovig of the TlckeOess Society (Catalogue No. 678)

Sung by T’win ((5bkpaO Drum not recorded

■f-f-f-

^^ iiuQVi! m

I

-Oh

Analysis. — ^Thia song contains all the tones of the octave, an unusual feature in a song of minor tonality. It has a range of 10 tones and is melodic in structure. Of the intervals 63 per cent are whole tones. The song is peculiar in that it contains only one tone less than an eighth note in value.

Rev. John Eastman^ of Sisseton, S. Dak., told the story of the following song, saying that the incident occurred when his father was 15 or 16 years old, and was still remembered by many old people. The incident was as follows: A party of white men were driving cattle to one of the new settlements in the north. They lost their way and entered on territory along the Red River where the Sioux war parties were in the habit of going. They were seen by the Sioux, who, supposing them to be Cree half-breeds, fired on them, killing one or more of the number. These Sioux were imder the white man’s law, and when they found that they had killed a white man they knew that they were liable to arrest for murdfer. Accordingly they ‘’lost themselves” among various bands of Indians. The chiefs tried to locate them, but could find only one man, whose name was Fierce Face (Ite’-hii)yai)’za). In order to demonstrate the good faith of the Sioux toward the white men he traveled many miles without escort of any kind and voluntarily gave himself up to the authorities. He went from camp to camp down the Minnesota River, each camp encouraging him and praising him in the following song. His son, a boy of about 7 years, went with him to the edge of the

1 Rev. Mr. Eastman’s Sioux name is MaUpi’yi^wakaQ’-lddaQ’ (Sacred Cloud Worshiper). See his biography in Handbook of American Indiant, pt. 1, pp. 412-413.

(BULL. O.

Indian country. After following the Minnesota River to its confluence with the Mississippi, Fierce Face went down the Mississippi to Prairie du Chien, where he is said to have died in prison.

More than 70 years have passed since this took place, but through a song the Indian who gave himself for the honor of his tribe now receives the reward which an Indian most desires — that his name and deed shall be remembered.

No. 288. Song eoncernlnf^ Fierce Face (Catalogue No. 662)

Sung by Blub Cloud VoicH J -76 Drum not recorded

I . te - hiq - yai) - za ga ns - ya - pe 6iq do

ni -

U ko - da - pi ^oq

ta - pi

Ite’-hioyaQ^za Fierce Face (iiian*8 name)

naya’pe ^io do you should not run away

nita’ koMapi koi) your friends *

oni’ dota’p do have lK>rrowed you

Anal if ^is. — This song is based on the second fire-toned scale and contains the seventh raised a semitone, this being an accidental which frequently appears in songs of minor tonality. The song begins with an ascending ot^ave (.see song No. 220) and begins and ends on the same tone vsee song No. 82 ^ . In common wit h many of the modem Sioux songs, it has a variety of intervals, there Wing five sorts of ascending and five of dt^sconding pn>gressions. The last count of the rhythmic unit is not divided in the seoi>nd as in the other occurrences, this measure Wing sung the same in the four renditions of the song. In one nnidiiion the tirst note of the song in the upper octave, avoiding the ascending octave.

See plot of this mokxly on page 5U>.

: Kierri=^ 5o li» » tu: ax^o
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No. 289. Son§r Concerning^ a Message from Washington (Catalogue No. 646)

Sung by Holy-face Bear VoiCB J ^88 »

Drux ^ — 88 Drum-rbythm similar to No. 6

f L-f Iff irJr tj tJ

Tun-ka-§i - na > na-ya-pi be - ya ke - ya - pi a

ha %

Da - ko - ta kiij wa - 6i - tw

s^

po

be - ya ke - ya - pi hi

r^yrt r-

tka ta - moij-ka toi e he

Da - ko - ta. kiq te-wa - &ii) - da

m^

ye - do c e

e - pe 6a wa-wo wa - ki - ya

Tuqka^&nayapi The great grandfather (the President)

heya’ has said

ke’’yapi so they report

Dako^ta kiq ’’ Dakotas

waft’6u po be citizens, ’ ’

heya’’ he said

ke’yapi so they report

tka but

tamoQ^ka ^ni it will be impossible for me

Dako^ta kii) the Dakota (ways)

tewa’hinda them

ye^do I love

epe^ I said

fyk therefore

wawo^ waki^ya I have helped (to keep up the old ways)

Analysis. — This song is remarkable in its opening interval, which was uniformly given in three renditions, the fourth rendition beginning on the last part of the first measure. The song is melodic in structure, has a range of 10 tones, and lacks the sixth and seventh tones of the complete octave. This song was said to have been recently composed.
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No. 240. Song of the Famine (Catalogue No. 647)

Sung by Holy-facb Bbaf.

VoicB J- 76 Dnim-rbythm similar to No. 6

^4t-#- ^

^A-*-^

^^

^

:f–f-’f- f

±±

Vfi-tt,

Bte-iut kiq ke

)

^^g

wa-na

he

na

ke - 6a - pi mi - ye

e - ha - ke

^

wa-oq Ca Ae i-yo - tai) e

i -ye

ki - ye

WOROS

wioa’hi^ana kii) the old men

wana’ now

henateoapi l‘^’ ^ J^’^ bit they are not wcHth counting

mi>v’ I m>-seli vam»

ehal^e ihe Ian

waoi)’ ^^“i”?

^ thon»iore

iyo’tan i>v’ ahanitime

,i’;ix-^ 1 ° haviti::

J^fi-J ,si^^ — Tliis SiMig is iliiiraeteriztHl by a sLsteenth note followed hv a dottotl oigUlh, but this cvmbi:.ativ>n is ustM in so many connections that the s<^’ig c:in siarv^ly be said to have a rhythmic unit. The niekniv pix^iTivss^ chiorly by whv^le tones aKmt 77 per cent of the intervals bei::g major s^Hvruls. The s^>::g is mekxlic in structure aiul ooiitaiiis the toiu^ of the s<x:id tivt^toiitxi s^ale.
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PLOTS OF SONGS OF SADNESS

Only 13 of the 240 songs under observation contKin an ascending relation between the fitst two accented tones. On examining these songs with reference to their titJes it was found that those which b^in with a lai^e ascending interval are songs which have an idea, more or less evident, associated with sadness, disappointment, or suffering. This type of plot, appearing to be distinct from others and to be connected with the content of the song, was accordingly designated Class E. The plots of songs Nos. 238 and 239 (fig. 43) resemble each other, both being Sisseton songs, the former associated with a tragic incident and the latter expressing dissatisfaction. Similar to these is the plot of song No. 99, concerning the driving of buffalo against wind which cut their faces hke a lance. (See p. 419.)

Songs Nos. 147 and 148 are songs concerning slain warriors. The initial ascent is not bo lai^e in these, the large ascent occurring later in the song. Song No. 149 begins with an ascending fifth and is similar in content to those last mentioned. Song No. 191 is an exception, as it begins with an ascending sixth and contains no trace of the ideas mentioned. Other songs having an ascending relation between the first and second accented tones are as follows: No. 207 (ascent of a fifth), moceasin^ame song; No, 200 (ascent of a third), grass-dance song; No, 35 (ascent of a whole tone), Sun-dance song; No, 105, EUk-society song; No. 206, moccasin-game song; Np. 212, hiding-stick game song; and No. 219, song of a ghost. The lastnamed is distinctly a song of sadness; with one exception the others have no words, and the origin of these songs is somewhat uncertain. This final analysb group comprises several small groups of songs. First are three incidental songs (Nos. IS, 24, 25) used during the Sun
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dance, which can not properly be included in former classifications. Next are songs of the social dances — the grass, shuflBing-feet, and night dances (Nos. 195-203); songs used in ordinary begging, distinct from requests for food accompanied with singing of praise songs (Nos. 204, 205); and songs of games (Nos. 206-213) together with songs used in children’s play (Nos. 215-217), and songs connected with legends (Nos. 218, 219). In this group are also such songs in honor of the writer as were sung to modem tunes; these are Nos. 220, 221, 222, 226, 227, 228, 229, 230. There is a small group of modern love songs (Nos. 232-234). These are followed by a group of miscellaneous songs (Nos. 235-240) recorded at Sisseton, S. Dak., a majority of which were probably Santee rather than Teton Sioux in origin. Three songs recorded at Sisseton (Nos. 95-97) are analyzed with the Teton songs, as they are general in character and may have been used bv both branches of the tribe.

Oomparatively Modem Songs — (S) Miscellaneous Songs

Melodic Analysis

ToxALrrv

Xombcr

of SOOfS.

S«iilX«B.oC3anss.

Mj^xM- :c«k&!;:y 13
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CompanUivdy Modem Songs — (S) MtaceUaneous Songs — Continued

Melodic Analysis — Continued

LAST NOTE OF SONG— ITS DELATION TO KEYNOTE

Ending on the— Fifth.

Third

Keynote

Total

Number of aongs.

Serial Nos. of songs.

IK, 196, 199, 201, 202, 203, 200, 210, 212,

214, 220, 230 24,25, 198,213, 22ft, 234 195, lirr, 200, 204, 206, 207, 206, 200, 211,

215, 21ft, 217, 218, 210,221,222,227, 228,

229, 232, 233, 236, 236, 237, 238, 239,

LAST NOTE OF SONO— ITS RELATION TO COMPASS OF BONO

Number of songs.

Serial Nos. of songs.

•

Songs in which final tone is— i-owmt tone in sonE^ ……

18, 24, 25, 195, 196, 107, 199, 200, 203, 204, 206, 206, 209, 212, 215, 217, 210, 220, 221, 222, 226, 227, 228, 220, 230, 232, 233,234, 235, 236, 237, 238, 230, 240

202.213

•

Immediately preceded by- Minor third below

Whole tone below


	
	
	214









SmupR oantAfnfnfif ^ fourth below the fiw^l tone


	
	218






Songs containing a major third below the final tone. . . Songs oontainhig a minor third below the final tone. . .

Total

NUMBER OF TONES COMPRISINQ COMPASS OF SONO

Number of songs.

Compass of—

Seventeen tones. Fourteen tones. . Thirteen tones. .

Eleven Umes

Ten tones

Nine tones

Ki^’ht tones

Seven tones.

Six tones

Five tones.. Four tones..

Total.

Serial Nos. of songs.

195,202

24, 200, 206, 232, 234, 237, 239

196, 198, 203, 206, 212, 214, 219, 222

18, 197, 207, 209, 213, 216, 218, 220, 221,

226, 227, 228, 229, 230, 233, 236, 236, 238,

206,211 204,217
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Comparatively Modem Songs — (J) Miscellaneous Songs — Continued

Mkiodic Axaltsis — Continued

TONE ICATERLVL

Xnmber ofaoiiss.

S«JaIXos.oraoa^

Second lT»-tonBd sale.

s

«

1 ,

1^. 196. 10%. 211. 213^ 21A, 229, 2S3, 2My

FomtkfiTe-tonMl scale.

23S,2«0 24, 2S, 197, 19, 301,305,212, 230 210,226

M^jortriMl and sixth

XiMr triMl and lonrtli

’ COD. 307. OS. 214, 21S, XH, SS 2W.2>.237

Octan cionpkt« exc^M !9mn*h

OeiaT« fwpiptc exnpc serenih and sixth. Oeta;rB eoflqrfeca azcqx w«Bth, fifth, and Octara eaflq>leca eznpc scwnth and aecood

OcUTa eoaplecc eznpc sixth

Oilsii 1 iiiiuilili 1 iinil foarth

CkCaTaeoapiKe except foorch and seoood. Orcare wplne’ «xnpt wmml

21<,222.232,2M,fl»

l»i

second. … L

as

19S

Minar third and foarth

aM

TocaL

4^

.UVIDEXTAI.<

Xsmbcr

Serial NoLeCaani^

S«a«B:aciiu-
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Comparatively Modem Songs — (3) Miscellaneous Songs — Continued

Melodic Analysis — Continued

FIRST PROGRESSION— DOWNWARD AND UPWARD

Do .vn ward.

Upward.

Number of songs.

Total.

Serial Nos. of songs.

18,24, 197,202,206,209 210, 211, 214, 2}5,

210, 217, 218, 226, 227, 229, 230, 233, 235,

236,237,240 25, 195, 196, 198, 199, 200, 201, 203, 204,

205, 206, 207, 212, 213, 219, 220, 221, 222,

228,232,234,238,239

TOTAL NUMBER OF PROGRESSIONS— DOWNWARD AND UPWARD

Downward. Upward. ..

Total.

1,259

Interval of a—

Fifth.

Fourth-

Major third.. Minor third. . Major second. Minor second.

INTERVALS IN DOWNWARD PROGRESSION

Total.

Interval of a—

Tenth.

Ninth.

Octave.

Major sixth.. Minor sixth. .

Fifth

Fourth.

Major third.. Minor third.. Major second. Minor second .

Total.

INTERVALS IN UPWARD PROGRESSION

no

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval.

1.259

3,865

3.07

[BVVL. ei

Comparatively Modem Son^s — (J) Miscellaneous Songs — Continued

Melodic Analysis — Continued

KEY

Number of songs.

Serial Nos. of songs.

Key of—

A minor

B flat major…

B mi^or

B minor

C minor

D flat major… C sharp minor.

D major

D minor

E flat major. . . E flat minor. .

E minor

F minor

Q flat major… F sliarp minor .

O major

O minor

A flat major… G sharp minor.

Total

208,214,218,222

201,203,212 18,196,215,237 200.207,216

219,233

206,220,230

210,226

204,232,239

195,240

198,190

197, 209, 211, 221, 228, 229, 235, 23«

213,234

Rhythmic Analysis

PART OF measure ON WHICH SONG BEGINS

Number * of songs.

Befdnning on unaccented part of mesSiire Beginning on accented part of measure . . .

Total

4o

Serial Nos. of san^s.

18,24,195,202,203,205,209,211,212,213,

217, 220, 221, 228, 232, 233 25, 196, 197, 198, 199, 200, 201, 204, 206,

207, 208, 210, 214, 215, 216,218, 219, 222,

226,227,229,230,234,235,236,237.238,

239,240

RHYTHM OF FIRST MEASURE

Numl>er of songs.

Serial Nos. of .songs.

First measure in—

2-4 time i

Total

22 25,197.198,200,201,202,204,206,208.

209, 214, 215, 217, 218. 220, 226, 229, 233. i 234,236,237.240

23 18,24,195,196,199.203.205.207,210,211, . 212.213,216.219,221,222,227,228,230,

■232,2;io.2as,239

4J

DKNQMOBE]

CompanUivdy Modem Songs — (3) Miscellaneous Songs — Continued

Rhythmic An altsib— Continued

CHANGE OF TIME, MEASURE LENGTHS

Number of songs.

Songs oontainlng no change of time. Songs containing a change of time. .

Total.

Serial Nos. of songs.

208,200,213,214,215

18, 24, 25, 106, 106, 107, 106, 100, 200, 201, 202, 203, 204, 206, 206, 207, 210, 211, 212, 216, 217, 218, 210, 220, 221 , 222, 226, 227, 228,220,230,232,233,234,235,236,237, 238,230,240

RHYTHM OF DRUM

Eighth notes unaccented

Quarter notes unaccented

Eighth notes accented in groups of two

Each beat preceded by an unaccented beat correspond

Ing to third count of atripkt

Drum not recorded,

Total

Number of songs.

Serial Nos. of songs.

105,106,200,207,208,209 .

203, 206, 206, 210, 220, 221, 222, 230, 240

198,212,213,235

201,211,214,220,236,230

18, 24, 25, 107, 199, 202, 204, 215, 216, 217,

218, 210, 226, 227, 228, 232, 233 234, 237,

•

RHYTHMIC UNIT OF SONG

Songs containing— No rhythmic unit. . .

Two rhythmic units

One rhythmic unit. . Total

Number of songs.

Serial Nos. of songs.

24, 106, 196^ 201, 208, 214, 215, 218, 227,

228,230,240 18, 25, 106, 107, 109, 200, 203, 204, 206,

206,207,200,210,211,212,213,216,217,

210, 220, 222, 226, 220, 234, 235, 236, 237,

202,221,230,232,233

Comparatively Modem Songs — (S) Miscellaneous Songs — Continued

Rhtthmic Analysis — Continued

METRIC UNIT OF VOICE (TEMPO)

Numb«r of songs.

Serial Nos. of songs.

Metronome—

96 :

1<4 V

leo

Total

I

o

25,228 222,227 18, 202, 234

24,200,217,226,230,233 195,220,236,238 201,207,209,215,216,240

232,239 ’ 204,210,235 197,203,212 211,213,218,219,237

lf»,20B

METRIC UNIT OF DRUM (TEMPO)

Number of songs.

Serial Nos. of songs.

Metronome— j

66 1

60 ’ 1

66 j 2

72 1 3

76 1 2

80 ; 2

8« ’ 1

96 ’ 2

100 , 3

io« ; 5

116 ’ 2

144 1

Drum not recorded 20

Total 45

220, 230

195, 220, 236

201,240

214,229

210,235

203,205,212

206.207,209,211,213

196,108

IK, 24, 25, 197, 199, 202, 204, 215, 216, 217,

218, 219, 226, 227, 228, 232, 233, 234, 237,

23K

DKNaHORE]

Comparatively Modem Songs — (3) MisceUaneoua Songs — Continued

Rhtthmic Analysis — Continued

COMPARISON OF METRIC TNIT OF VOICE AND DRUM

Drum and voice having same metric unit

Drum faster than voice.

Drum slower than voice

Drum not recorded

Total

Number of songs.

Serial Nor. of son^s.

196, 196, 200, 201, 203, 206, 208, 210, 211,


	
	
	
	
	
	
	
	236, 239,240
























206,207,209

198,214

18,24,25, 197, 199, 202, 204, 215, 216, 217,


	
	
	
	
	
	
	
	237,
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