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No. 103. “1 am Namep” (Catalogue no. 10)

Sung by GE/MIwONAC

WORDS

Nimadwe’winigog’. ... .. I am named

Mide/winiwig’. ........ By the leaders of the
Mide” .

Wewano’d mowad” . ... To receive a share of the
offering

SONG PICTURE NoO. 103.
The many straight lines
diverging from theheart
and body of the man
suggest the importance
of being selected toshare
in the division of the
offering.

No. 104. “I am UnaBLE To HHarmonNize My Vorce”’  (Catalogue no. 11)

Sung by Ge/miwtinac/

WORDS
[Free translation]

Ningwinani‘inwe....
Gwinawinowe’ .... . SONG PICTURE NO. 104.
Ni’tcanicina’be I am unable to harmonize my In this song the ques-
findanwe nid G voice with the voices of my tien is that of beauty,
NV’ L fellow Indians which I or “harmonizing the
’tcanicina’be. .. .. h di voice,” and a rosc takes
Fndanwenidai’ . . . ear at a distance the place of the wavy
Ninewa’nani’ina’ lines which represent a

g .

song when sung with
the “power of the
Mide’wiwin.” The
other singers are repre-
sented by the figure in
the background.

No. 105. “Tnry arRe Frasting WiTH ME”’  (Catalogue no. 12)

Sung by GE'MIWONAC/

WORDS
Niwido’pamigog ... They are feasting with me
Agwatci‘siwayan’. .. The outside medicine-bag
Kima/nidom’....... You are the spirit

SONG PICTURE NO. 105. Gigani’nigo’......... You will be called

This drawing suggests
the square bag used by
the Chippewa for stor-
ing and carrying rice.

DENSMORE] CHIPPEWA MUSIC 115

No. 106. “THE SOoUND 1s FADING AWAY ' (Catalogue no. 13)

Sung by Ge'MIw{NAC’

WORDS
Aniwe'we......... ... The sound is fading away
Na/nowe’we.............. It is of five sounds
‘Wa’naki’meniwa ......... Freedom
Gi’miwe’'we. . ........... The sound is fading away
Na/nowe’we ............. Itis of five sounds {

SONG PICTURE NoO. 106.
The five wavy lines
represent the ¢ five
sounds.”

No. 107. “You ARE A SpIriT "’ (Catalogue no. 15)

Sung by Ge'MiwiNaAc/

WORDS
[Free translation]
Ninma’nidowe’nimig”.....
Gima’nido’wiin/ . .. ......
Nikéné. .. ............... You are a spirit, my Mide”
NiyGn/. . ................ brother; you are pre-
Méndan/ .. ... ... ... .. pared, my Mide’ brother
Ninikdn/ ... ... ... ....
Manidowa’nogwen”. . . .. ..
SONG PICTURE NO. 107. Tabulated Analysis of 90 Mide Songs
The person ad-
dressed is repre- MELODIC ANALYSIS
sented asa mapido’,
in form like those TONALITY
that appear in the Major tonality. . ... ... 65
water. Minor tonality. .. ....ooooei i 25

Catalogue numbers of songs

Major tonality —16, 17, 18, 19, 20, 21, 22, 23, 24, 25, 26, 28, 29, 30, 31, 32, 33, 37, 38,
39, 40, 41, 42, 43, 44, 46, 48, 49, 50, 51, 52, 53, 65, 56, 58, 5Y, 64, 65, 66, 67, 69,
73, 78, 79, 122, 123, 127, 128, 129, 130, 189, 190, 191, 192, 193, 194, 197, 199, 237,
938, 240, 241, 242, 253, 254. Total, 65.
Minor tonality —27, 34, 35, 36, 45, 47, 52, 53, 54, 57, 60, 61, 70, 71, 80, 124, 125, 126,
192, 195, 200, 236, 239, 248, 266. Total, 25.
Total number of songs, 90.
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TONE MATERIAL

Fourth five-toned scale -.... 18] Octave complete, except sixth...... C 2
Second five-toned scale.............. 11 | Octave complete, except seventh. .. 10
Major triad and sixth................ 19 | Other combinations of tones......... 19
Major triad, sixth and fourth....... 2| Intwokeys.............cocveennnn. 3
Minor triad.... 1 —_
Minor triad and fourth. ............ 2 Total...oooooeverrenreeeenee 90
Octave complete................... 3

Catalogue :ﬁim%m of songs

Fourth five-toned ieale.—19, 21, 22, 24, 41, 48, 52, 53, 59, 79, 189, 190, 192, 193, 237,
238, 241, 242. Total, 18.

Second five-toned scale.—34, 35, 45, 46, 53, 124, 197, 236, 239, 248, 254. Total, 11.

Major triad and sizth.—16, 17, 18, 20, 23, 25, 26, 28, 29, 31, 32, 33, 39, 42, 122, 129,
130, 191, 240. Total, 19.

Major triad, fourth, and sixth.—127, 128.

Minor triad only.—27.

Minor triad and fourth.—61, 62.

Octave complete.—56, 64, 73.

Octave complete, except sizth.—71, 126.

Octave complete, except seventh.—37, 38, 44, 46, 50, 58, 66, 67, 255, 266. Total, 10.

Other combinations of tones.—30, 36, 40, 43, 49, 51, 54, 55, 57, 60, 65, 69, 73, 78, 80,
123, 195, 199, 200, 253. Total, 19.

In two keys.—70, 125, 194.

Total number of songs, 90.

BEGINNINGS OF SONGS

On the twelfth 33 | Ontheseventh._................... 2

On the fifth (compass less than a Onthesixth ...o..oooiieiiiiiiot 1
twelfth) ... ... 29 Onthefourth. ... ............... ... 1

Ontheninth. ... .. ... .....o..ot 5 3

On .aro second (compass less than a Total o e 9%
ninth) ... 5

Ontheoctave...ccoovomoinaoaannn 11

Catalogue numbers of songs

On the twelfth.—16, 17, 18, 19, 20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 31, 32, 33, 37, 38,
54, 55, 66, 69, 71, 80, 122, 189, 190, 237, 238, 240, 241, 242.  Total, 33.

On the fifth.—30, 39, 41, 42, 43, 44, 46, 47, 48, 50, 51, 52, 60, 61, 62, 63, 67, 73, 78, 79,
80, 123, 126, 127, 129, 130, 197, 255. 'Total, 29.

On the ninth.—192, 195, 199, 200, 2563. Total, 5.

On the second.—36, 40, 59, 65, 194, Total, 5.

On the octave.—34, 35, 49, 58, 64, 124, 191, 236, 239, 248, 254. Total, 11.

On the seventh.—45, 56.

On the stwcth.—193.

On the fourth.—57.

In two keys.—70, 125, 256.

Total number of songs, 90.

ENDINGS OF SONGS

OnthetoniC. ...ooveeeeeeeeaanaaann- 56 | On the third
Onthe fifthe.cooenneeiiiaa et 2L | In two keys coooenemiaiaeaae et 3

Total number of songs, 90.
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Catalogue numbers of songs

On the tonic.—16, 17, 18, 19, 20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 31, 32, 33, 35, 38,
41, 42, 43, 45, 51, 53, 55, 56, 57, 58, 61, 63, 64, 66, 67, 71, 79, 80, 122, 123, 124, 126,
189, 190, 191, 192, 195, 197, 236, 237, 239, 240, 241, 242, 248, 254. Total, 56,

On the fifth.—34, 37, 39, 40, 44, 49, 54, 59, 60, 62, 65, 73, 127, 128, 129, 130, 199, 200,
253, 255, 2566. Total, 21.

On the third.—36, 46, 47, 48, 50, 52, 69, 78, 193, 238. Total, 10.

In two keys.—70, 125, 194.

Total number of songs, 90.

ACCIDENTALS

Songs containing no accidentals........... ...l 73

Songs containing accidentals. ... .. ... ool 14

In two keys 3

. 90

Table of accidentals, showing catalogue numbers
Accidental. Number | Catalogue
of songs. { mumbers.
Sixth lowered a semitone. ........... ..ol 4| 73,79,197,253
Second lowered asemitone... ... ... ... .. Ll 3 51,56,80
Third lowered a semitone. ... . ... ..o 2 17,18
Fourth lowered & SeInitone. . ... ... . oiiioii i 1 50
Fifth lewered a semitone. . .. ... o i 1 256
Seventh raised asemitone. ... ... ... il 1 71
Sixth raised 8 SEMITONE . ..o ooiiin i 1 195
Fourth raised a semitone .. ......cooooiiiiii 1 66
B 7 :I
FIRST PROGRESSION

First progression upward........c.oooeeoi i 7

First progression downward................. e s 83

90

Catalogue numbers of songs with first progression upward.—54, 59, 78, 80, 194, 197, 248.
Total, 7.

RHEYTHMIC ANALYSIS

Songs beginning on the accented portion of the measure............ 23
Songs beginning on the unaccented portion of the measure........ 26
Songs transcribed in melody outline....... .. .. ... ... ...l 41

90
Metric unit of voice and drum the same 6
Metric unit of voice and drum different.._... ... .. ... ... .. ...... 23
Recorded without drum. ... ... .. . . ... 61

90

Catalogue numbers of songs in which metric unit of voice and drum is the same.—71, 122,
238, 239, 248, 256. Total, 6.
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Catalogue numbers of songs in which metric unit of voice and drum 13 different.—52, 53,
61, 123, 124, 189, 190, 191, 192, 193, 194, 195, 197, 199, 200, 236, 237, 240, 241, 242,
253, 254, 256. Total, 23.

Catalogue numbers of songs beginning on the accented portion of the measure.—39, 52, 54,
55, 56, 57, 59, 61, 62, 65, 69, 71, 73, 191, 192, 199, 238, 239, 240, 242, 248, 253, 256.
Total, 23.

Catalogue numbers of songs beginning on the unaccented portion of the measure.—14, 53,
58, 60, 62, 63, 64, 66, 67, 68, 78, 79, 83, 122, 123, 124, 189, 190, 194, 195, 197, 200,
236, 237, 241, 255. Total, 26. ¢

STRUCTURAL ANALYSIS

B ) 156 T D U 70
5 0 ¢ (Vo) 1% {« R U o 20
90

Catalogue numbers of songs

Melodic.—16, 17, 18, 19, 21, 22, 24, 26, 28, 34, 35, 36, 37, 38, 39, 40, 41, 43, 44, 45, 46,
47, 48, 49, 50, 51, 52, 53, 54, 55, 56, 57, 58, 59, 60, 61, 64, 65, 66, 67, 70, 71, 73, 78,
79, 80, 124, 125, 126, 127, 128, 129, 130, 189, 190, 192, 193, 194, 195, 197, 199, 200,
236, 237, 238, 239, 248, 253, 255, 256. Total, 70.

Harmonic.—20, 23, 25, 27, 29, 30, 81, 32, 33, 42, 52, 53, 69, 122, 123, 191, 240, 241,
242, 254. Total, 20.

Total number of songs, 90.

SOCIAL SONGS ON WHITE EARTH AND LEECH LAKE
RESERVATIONS

INA’BONDIGAN NaGUMO ' WiN (DREAM SONGS)

The songs in this group are not composed in the usual sense of the
term, but are songs which are said to have come to the mind of the
Indian when he was in a dream or trance. Many Indian songs are
intended to exert a strong mental influence, and dream songs are
supposed to have this power in greater degree than any others. The
supernatural is very real to the Indian. IIe puts himself in com-
munication with it by fasting or by physical suffering. While his
body is thus subordinated to the mind a song occurs to him. In
after years he belicves that by singing this song he.can recall the
condition under which it came to him—a condition of direct com-
munication with the supernatural. It is said that no drum is used
at this time, the drum being added when the song is rehearsed and
sung afterward.

These dream songs are considered under three divisions: First,
songs of the doctor; second, song of the juggler; and, third, songs
which were composed during periods of fasting or of mental stress
and were used later as war songs or in other connections. The songs
of each division are preceded by an explanation of the circumstances
under which they were composed or sung. \

DENSMORE] CHIPPEWA MUSIC 119
1. SONGS OF THE DOCTOR

The Chippewa word dja’sakid is applied to two classes of peo-
ple—doctors and jugglers. It is difficult for us to recognize the
relation between these two, for we are accustomed to regard medicine
as a science and jugelery as an imposition, but to the Indian mind
both are direct demonstrations of supernatural power received and
maintained by means of dreams or trances. For that reason it is
natural that the same word should be applied to each.c

The songs of a Chippewa doctor can not be bought or sold. Each
man must bear his own pain or endure his own fasting if he would ac-
quire power over pain in others. Sympathy and affection were very
real in the Indian wigwams. Definite knowledge of means for curing
the sick was very scanty, and in pathetic helplessness the Indian
turned to the supernatural for help. The methods used in the treat-
ment of the sick are repellent. For that reason it is good that we
firet consider the element of poetry which underlay the best attempts
of the old-school Indian doctors to relieve the suffering of their
friends.

The fasts which were practised by the Chippewa doctors usually
lasted ten days, the time being spent on a mountain or a great rock,
or in a tree. A doctor frequently built a kind of nest to which he
retired and whither he believed the manido’ came to give him the
power to do his work.

The Chippewa doctor treats the sick by singing, shaking his rattle,
passing his hands over the body of the patient, and apparently swal-
lowing one or more bones, which are afterward removed from his
mouth. Each of these phases is considered indispensable to the treat-
ment. The rattle commonly used is shown in plate 1. It is made of
deer hide stretched over a wooden hoop and is 94 inches in diameter
and one-half inch in thickness, and contains two or three small shot.

The manner of holding the rattle is shown in plate 2. The dis-
coloration on the front of the rattle and a small hole on the back are
indications. of its being used in this position. The hole on the back
is exactly where the deerskin would be pressed by the second finger.
This hole has been roughly patched. The rattle was procured from
O’déni’giin, 2 man said to be especially skilled in the use of medicine,
who sang the Songs connected with Rare Medicines, in the present
series (see p. 90).

aThe songs of the Chippewa doctor were recorded Iy Maifi’dns (¢ le wolf’), the younger, a man of
middle age,whose feet were frozen when he was a lad, and who walks on his knees. ITe related to the
writer the story of his experience at the timne his feet were frozen. Accompanied by his grandparents he
started to walk from one village to another, but a heavy snowstorm and intense cold overtook the little
party. His grandparents finally perished of cold and starvation, but he found his way Lo the village
with both feet frozen. Years of suffering followed. When the pain was most severc these songs.
Maift 4ns said, one after another, “rang in his head.”” IIespoke of the condition of intense pain asa
dream cendition, implying that the intensity of the pain produced a state bordering on unconsciousness.
1Te said that years afterward he became a doctor and these songs were liis special * medicine songs” in
c..ring the sick.
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Two of the bones which are supposed to be swallowed are here
shown (fig. 8); these are 2} inches long and about one-half inch in
diameter. The texture of these Lones indicates that they are very
old. They were procured by the writer from a man on the White
Earth reservation who had been a doctor for many years but had given
up the practice. His well-worn rattle was also purchased, but this is
not shown in the illustration. On another reservation the writer was
shown a string of ten or twelve bones which the owner said he repeat-
edly swallowed in his cures of the sick. Large numbers of bones
are often “swallowed,” each doctor having a collection of bones for
the purpose; a number of these are frequently worn on a string around
his neck.

The sick person lies on the ground, the doctor kneeling at his.right
side. (See pl.10.) The doctor holds his rattle in his right hand and at

F1a. 8, Bones used hy Chippews doctor in treating the sick.

his left hand is a pan or bowl of water in which lie the bones to be
swallowed. The doctor opens his mouth, protrudes his tongue, places
the moistened bone on it, and “swallows” it quickly. After shaking
the rattle a while he “swallows” another of the bones; usually this
procedure is continued until four or five bones have been disposed of in
this manner. One doctor stated that the bones lodge in the chest near
the shoulder. It is also said that there is a spirit inside the doctor
which takes the bones.

After “swallowing”’ the bones the doctor strikes his breast with the
rattle; then he leans over the sick person and strikes his back between
the shoulders with the rattle. It is claimed that this enables him to
see where the disease is located in the patient.

In giving the following three songs Maifi’#ins stated that he always
sang the first song after he had looked at the sick person and decided
that he could help him. Afterward he sang the other two songs.

BUREAU OF AMERICAN ETHNOLOGY BULLETIN 45 PLATE 10

CHIPPEWA DOCTOR TREATING THE SICK
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No. 108. Docror’s Sonag (Catalogue no. 244)
Voick \_H 76

Drum LH 126
AUEE-EGEE similar to No. 1)

ﬁ.?ﬂ?b.t.#

O Y it e WL 1
T huoa I Ta
0% 1 14
Mén-we -we - a-ci -
.. ....ﬁ -»-
Eﬁﬁ.&ﬁ]ﬂmﬁﬂﬁ%ﬁl :
g _ h I
 —a 1
yan a-kifi ge ke - dan-dji - ka-ba-we-yana-kiii ge men -
3 ,
—, —9 >N
rwwﬂrﬁlﬂ_ P L.lﬁviﬁmﬁq PR rEes |
_wr Ll L.rl_.l L S 5 B { K 2 I -
we - we-a-ci - yan a-kifi gemen-we-we - a - ci-yan o-kifi e
WORDS
Ménwe’wea’/ciyan’. .......... ... I am singing and dreaming in my poor way
ARIN .. oo Over the carth
Kedan’djikaba’weyan’............ I who will again disembark
ARIN oo Upon the earth

Analysis —This song was extremely difficult of transeription. When
at last the transcription was made it was found that the four renditions
of the song were identical except in one or two unimportant measures.
The accidental in the first measure was given in all the renditions
with good intonation. The metric unit is very slow but is clearly
given; the measure .accent however is very slicht. The rhythmic
mmmrbm throughout the song is for the single count rather than for any
grouping of counts.

No. 109. “I Go 1o THE Bie Brar’s Lopgr’” (Catalogue no. 245)

Vorce LH 108
DrunM LH 132 '

(Drum-rhythm similar to No. 1)

o 8.9
e ik

e e ST = uWIxW!__

S =

Ki-tci-mak-wa he wi - gi-wilm e bi-ma-bi-7 - In-di-g
WORDS
Ki’teimak’wa...................... The big bear
Wrgiwiam’......................... Tohislodge

Babin/dige’............ ... ... I go often
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Narrative.—Before beginning this song Maifi’éns said, “In my dream I went to the
big bear’s lodge and he told me what to do. He told me how to swallow the hones
and I often go Lack to his lodge that I may learn from him again. Thisis what I say
in this song which T made up myself. Every dja‘sakid has his own animal which he
sees in a dream and he learns {rom this animal what he shall do for the sick person.”

Analysis.—This song is so short that the phonograph cylinder con-
tains nine renditions of it. The transcription is made from the most
regular rendition, but the intonation is faulty. The singer found much
difficulty in starting the song on the octave, owing probably to the
presence of the tenth so near the beginning of the song. The tenth
is a particularly hard interval to grasp. The rhythm is regularly main-
tained, especially the rhythmic unit which consists of the dotted
quarter or quarter notes preceded by eighths. The subdivision of
the third measure shows some indecision; the rhythmic unit has heen
clearly given out, and the interest lapses slightly until the rhythmic
unit again asserts itself.

No. 110. ““GoiNé ARoUND THE WORLD’’  (Catalogue no. 246)

Voice Q_w” 72

Drum L.ﬂ 138
(Drum-rhythm similar to No. 1)
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I
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|
i

we

WORDS

.......... I am going around
The world
... I am going through
The world
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Analysis.—The chief thythmic phrase of this song is short, clearly
marked, and frequently repeated. It is comprised in the second and
third measures of the song. This recurring phrase is easily traced
and is always given in exact time. The intervening measures are in
less regular time, the words somewhat resembling metric speech and
the note values varying accordingly. They are, however, indicated as
correctly as possible. The use of an accented sixteenth note before
a dotted eighth note is not common in the White Earth songs, but
was frequently found in the songs collected at Red Lake. This song
is melodic in structure, beginning on the sixth and ending on the
third of the fourth five-toned scale.

2. SONG OF THE JUGGLER

The supernatural power of the Chippewa doctor is shown by the
recovery of his patient; the supernatural power of the Chippewa
juggler is shown by a performance which is universal throughout the
tribe. In this performance the juggler frees himself from the tightest
cords, causes his lodge to sway as though blown by a tempest, and
summons the spirits of wild animals whose voices are heard by the
spectators. The accounts of these performances are authentic, but
the ability to perform the feat has never been explained.

The following description of a juggler’s performance was given in
connection with the song, the narrator stating that he had seen the
performance by Ce’deéns’ and had heard him sing the song at that
time.

The preparations were as follows: Eight poles were placed upright
in the ground. These poles were 12 to 14 feet high. They were sunk
in the ground 2 or 3 feet and were placed about 2 feet apart. They
were bound together by hoops, eight of which were fastened around
the poles at intervals. After the completion of this framework
Ce'dedns’ sang this song. Then he was bound with ropes made
of the inner bark of the basswood tree, his hands were tied behind
him, his feet were tied, a large stone was placed on his chest, and
he was bound around with stout gill nets, so that he was “like a
ball.”” Four men carried him eight times around the circle of poles
and then threw him inside the inclosure. One of the four men then
called, ““Come, ye people of the sky, come and smoke.” In a few
moments the poles began to shake; the whole structure rocked
and swayed as though a tornado were blowing; yet there was no
wind and the sky was cloudless. Soon a voice was heard. The
voice said, “Who is tying up my grandchild? I am going to break
those ropes and throw them over where you are sitting.”

The people seated on the ground, watching the performance, heard
the voice, and in a few moments they saw the ropes coming through
the air. These fell near the people, who hastened to examine them
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and found that they were indeed the ropes with which the juggler had
been bound and that the knots in them were not untied. The ropes
had been slipped from the juggler’s body and he was free.

The writer was recently informed by a reliable Indian that his uncle
was accustomed to perform this feat in the old days, and that after his
uncle joined the Christian Church he asked him to explain how he did
it. The old man replied that he could not explain it, as he was an
entirely diffegent being at that time. His manido’ animals were the
bear and the snake, and the Indian stated that, as nearly as he could
make out, his uncle seemed to imagine himself a snake when giving
this exhibition. Two intelligent Indians have given it as their opinion

that the juggler imagines himself to be some animal supple and lithe
enough to work itself free from the cords, and that this imagination,’

or mental concept, is so strong that the body responds and does what
would be impossible at any other-time. It has been frequently sug-
gested that the spectators are hypnotized and imagine they see what
they do not see. The foregoing explanation suggests that the hyp-
notic influence is exerted by the juggler on his own body. Music
is considered indispensable to the performance of this feat.

The Indian stated that he had seen the lodge bend like a sapling,
so that the top almost touched the ground, when his uncle was giving
one of these demonstrations. Afterward three men entered the
structure. One stood on the ground, one climbed halfway to the
top, and one to the very top. These men tried with all their strength
to sway the structure, but could not move it in the slightest degree.

A juggler's performance on the Grand Portage reservation was
described to the writer by an eyewitness, who said that “a friend
who lived many miles away was suddenly present in the lodge”
and that she “heard his voice distinctly.” There were also many
wild animals in the lodge whose voices she recognized. Spectators
are not allowed to enter the lodge, but they hear these voices as
they stand outside.

This account shows the association of music and mental influence,
which was also mentioned in connection with the medicine songs of
the Mide'wiwin.

These performances were often given at the time of Mide’ ceremo-
nies, but were not directly ooddmogm with them. As stated else-
where, the jugglers were not always members of the Mide’wiwin.

>§m5vnm were made at times to counterfeit the performances of
the jugglers. The following incident was related to the writer:

There was a man who pretended to be a juggler, but the Indians knew that he was
afraud. This man said that he liked to have the lodge built on the shore of the
water when he gave an exhibition. That was because it would sway easier if the
poles were stuck in soft sand. Once this man was giving an exhibition and he

climbed up inside the lodge to shake it. Of course he had to do this because he was
not a regular juggler and did not know how to do it right. He was almost at the top
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and was swaying it back and forth when some boys pulled up the poles and threw the
man and his lodge far into the water. No one paid any attention to the man after

that.
(Catalogue no. 213)

No. 111. Tue Soxc oF CeE'DEENS’ (JUGGLER'S SONG)

. Sung by GA’GANDAC’ (‘‘ONE WHOSE SAILS ARE DRIVEN BY THE WIND ')

Vorcr =120
Drum |_1 126
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WORDS
Kabebin” m.mmm\ .................... I have gone
NOBIS. e My grandchild
Kiwi/giwdm/ifl....... ..., Into your lodge

Analysis—This song was sung three times and in each rendition
the sixth was lowered a semitone in the first measure and a smaller
interval in the remaining portion of the song. The second of the
measures containing the words was sung slower to permit the enunci-
ation of the syllables; otherwise the rhythm of the voice was steadily
maintained. The drum was silent when the words were sung.
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3. DREAM SONGS AFTERWARD USED AS WAR SONGS OR OTHERWISE

Like the other dream songs, these were said to have been composed
during a dream or on waking from a dream. Many of them are asso-
ciated with some animal which becomes the manido’ of the dreamer.
The words of many of these songs suggest that the dreamer contem-
plates nature in a certain aspect so long and so steadily that he
gradually loses his own personality and identifies himself with it. In
other instances he imagines that animals or objects in nature are sing-
ing and that he learns their songs. It has not been definitely ascer-
tained whether the singer imagines he repeats the melody or only the
words of such songs.

All the dream songs are supposed to be spontaneous melodies, and __

therein lies their chief importance in connection with the analytical
study of Indian musie.

No. 112. SoNG oF ™ie TrEes  (Catalogue no. 206)
Sung by Ga’caNDAC/

VoicE ¢ =100

Drum LH 120
(Drum-rhythm similar to No. :C
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WORDS
Nodin/ ... oo The wind
Efta .o Only
Ningotan/. ..ol I am afraid of

Narrative.—The following explanation of this song was given by Maifi“ins: The song
belonged to a certain man who sang it in the dances which were held before going to
war. When this man was a boy he had a dream and in his dream he heard the trees
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singing as though they were alive; they sang that they were afraid of nothing except
being blown down by the wind. When the boy awoke he made up this song, in which
he repgats what he heard the treessay. The true meaning of the words is S:; there is
no more chance of his being defeated on the warpath than there is that a tree will be
blown down by the wind. .

Analysis.—The rhythm of this song is energetic, vivifying, and
full of action. The rhythmic unit is short and easily recognized, con-
sisting of a measure in triple time followed by a measure in double
time. The song was sung five times, the renditions being identical
in every respect. The rhythms of voice and drum are greatly at
variance, but each is steadily maintained. The harmonic structure
is evident and consists of & major triad in the upper and in the lower
octave with the sixth as a connecting tone.

No. 113. SoxG oF THE Trunpers (Catalogue no. 207)
Sung by GA’GANDAC’
Voice LH. 120

Drum L =120
(Drum-rhythm similar to No. 111)
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Na/ningo’dinunk’....... ... ... Sometimes
Ninbaba’cawen’dan................. I go about pitying
Niyau ... i Myself
Baba’maciyan’....... ... .. ... While I am carried by the wind
Giclgufl/. .. .o Across the sky
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This song forms an example of the strange personation which char-
acterizes many of the dream songs. In this the singer oo:ga.@_iom
the storm mystery of the sky until he feels himself a part of it and
sings its song. . .

Analysis.—This song is divided into two parts. The .mama o.oug_bm
only vowel syllables and consists of nine measures, in which the
rhythmic unit occurs twice. This unit is comprised in the first %E.m
measures. The second part of the song contains the words. . %Em
part of the song constitutes a rhythmic unit in itself. Attention is
directed to the harmonic character of the song, although the melody
moves with great freedom.

. No. 114. “My Voict 1s Hearp” (Catalogue no. 208)

Sung by Ga’GANDAC -

Voice LH 112

Drum ._ =116
(Drum-rhythm similar to No. 111)
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WORDS
Misiwe/ oo All over
AR ... The world

Nin’debwe’widm’..........

«...... My voice resounds

In this song, as in the preceding, the singer contemplates the
storm. He hears the reverberation of the thunder and in his dream
or trance he composes a song concerning it.

Analysis.—This song is definitely major in tonality and was sung
in exact time throughout. The metric unit of the drum is slightly
faster than that of the voice and produces an effect of hurrying the
voice. The lowered sixth occurs as an accidental. It is impossible
to indicate the exact deviations from pitch and the peculiar porta-
mento of voice used in this song, but the manner of the rendition

strongly suggests that they are used to heighten the effect and do
not form an actual part of the song.

No. 115. ““THE APPROACH OF THE STORM’ (Catalogue no. 209)

Sung by GA’GANDAC/
Vorce LH 112
Drum LH 116
(Drum-rbythm similar to No. 111)
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WORDS
Abitt/............................. From the half
Gielgudl’. . ... ... ... ... Of the sky
Ebigwén’. ... ... ... That which lives there
Kabide’bwewidufi’................. Is coming, and makes a noise

The Thunder manido’ represents to the Indian the mysterious
spirit of the storm, and he imagines that this manido’ sometimes
makes a noise to warn him of its approach. This is his interpreta-

12692°—Bull. 45—10—-9
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‘tion of the distant thunder which precedes a storm. Hearing this,

the Indian hastens to put tobacco on the fire in order that the smoke
may ascend as an offering or signal of peace to the manido’. The
ides. which underlies the song is, “That which lives in the sky is
coming and, being friendly, it makes a noise to let me know of its
approach.” This means much less to the white race than to the
Indian. We are accustomed to noise; the Indian habitually ap-
proaches in silence, unless he wishes to announce his presence.

Analysis.—This song is harmonic in structure and contains the
tones of the fourth five-toned scale. More than a year before the
making of this record the same song was secured from a younger
singer. On comparing the two records it is found that they diffe |
much less in rhythm than in melodic progressions. The younger
singer used exactly the same tones, but in some parts of the song he
used the intervals in a slightly different order. The characteristic
rhythm is identical in the two records.

No. 116. “As tHE Hawk Soars’ (Catalogue no. 210)
Sung by Ga’caNDAL/

The second word in this song suggests to the Chippewa the course
of a bird which flies forward a short distance, then circles, and then
flies forward again. The Chippewa thought that the hawks were
halfway to the top of the sky because they flew so high, and this
song was probably inspired by the sight of a flock of hawks flying
and circeling high overhead.

Analysis.—The harmonic structure of this song divides it into two
parts, the first based on the minor triad with the minor seventh ®
added, and the second on the tonic triad and sixth. The tones of
the first chord are repeated during fourteen measures, the ¥ sharp
sinking to I on the fifteenth measure. This introduces the tonic
chord in the key of A, and the latter part of the song is composed
of the tones of the tonic triad and sixth in the key of A.  The first
part of the song suggests the close attention with which one follows
moving objects; the satisfying resultant chord and the free melody
with its even rhythm suggest the retwurn of the singer’s attention to
his song and to his more immediate surroundings.

a The Indian who composed this song is now a clergyman of the LEpiscopal Church, Rev. George Smith.
When he was a little boy he often painted his face and fasted five days becausc he wanted to be a ‘spirit
man;”’ when he was 15 or 16 years of age he composed this song in his dream. The preparation for his
life work was according to the native customs, but he is doing that work in the white man’s way.

b Prof. J. C. Fillmore found this tonality among the Dahomey songs collected at the World’s Colum-
bian Exposition at Clticago and Mr. II. E. Krehbiel (in a paper read before the Folk-lore Congress, July,
1894) cited similar instances among the songs of the American negroes. Professor Fillmore recorded a
simnilar song from the Nass River Indians living {n British Columbia. This tonality is found also in the
following songs of the present series: nos. 51, 116, 127, 172, /
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A correspondence between the idea of a song and its melody or its

ldé.rn.w can not be taken too literally or pushed too far. Music can
not E:nm.nm a scene in nature or express a mental concept, yet either
may inspire a song. Under such circumstances the song may reflect
in some degree the source of its inspiration, yet it would be impossi-
ble, in any instance, to infer that source from the character of the
song.
. Five renditions of this song were secured, the only variations being
in the first part; the harmonic material remained the same, but the
order of progressions differed slightly. The second part was iden-
tical in all the renditions. .

Voice ¢-=112

Drum LH 126
( Drum-rhythm similar to No. 111)
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ANALYSIS
14 measures. 1 measure. 2 measures. 3 measures.
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WORDS
Abita’wigi’clg. . ... ... ... Halfway up the sky

Bimikwe’kwekika’bawiyan’/. ... .. . I am flying
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No. 117. “IN THE SOUTHERN Sky’’ (Catalogue no.211)

Sung by Ga’canpac’

VoICE L,I. 112
Drum LH 116
(Drum-rhythm similar to No. 111)
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Ajig/wa ..o Already

GI7CIgUR oot In the sky

Cawhn’ubiyan/..........ooaane I am sitting in the south

Analysis.—In harmonic structure this song is similar to the
preceding, the first fourteen measures being based on the tones
of the minor triad with the minor seventh added, the sixteenth
measure containing lower E, the remainder of the song being com-
posed of the tones of the tonic triad. The last part of the song is
simpler than that of the preceding song, but the general character is
the same. It may be possible that both songs were composed by
the same man, this coming first in the order of composition. In this,
as in the preceding song, the last part was always sung in exact time.

No. 118. “ManNmo’ LisTExs 7o ME” (Catalogue no. 212)
Sung by GA’GANDAC/

Analysis—This melody contains only the tones of the major triad
and sixth. The song was sung twice, the second rendition beginning
on the last count of the fourth measure, suggesting that the first
measures are an introduction. The custom of using an introduction
to the first rendition of a song has already been mentioned. In this
introduction the singer is allowed considerable freedom.

it e b s s
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The meaning implied in the Chippewa words is that the manido’
who listens will grant all requests of the singer.

Voice Q_H 112
Drux ._H 120
(Drum-rhythm similar to No. 111)
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......................... eee--.. Tome

.......................... He listens
............................. One
............................ Spirit

No. 119. Song or THE CROWS  (Catalogue no. 260)

Sung by IIENRY SELKIRK

Narrative.—The following explanation of the song was given by the singer:

A young man was fasting where his father had taken him. It wasin the fall, and
the flocks of crows were getting ready to go south. The young man heard the crows
in the trees and imagined that he learned this song from them. Afterward the crow
was his manido’ because it had given him power to understand the language of the
crows. The words of the song mecan that the crows are the first birds to come in the
spring, and so the old-time Indians thought that the crows brought the spring rains.
This was first a dream song and afterward it was used as a war dance.
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Analysis.—This melody contains only the tones of the fourth five-
toned scale. Both melody and rhythm are of unusual simplicity.
Voice Q_H 108

Drom l_H 116
( Drum-rhythm similar to No. 111)

N
. e P . S S S— ,
N - ! ] I = | H ]
b4 _ e |
Be - ba-ni - ga - ni hi nin - di - gog . . bi -
y:p—r—e—o—o—0—{|: 1\\1‘1|‘1T‘!|1\_‘ . H
e e e s S| B Sy sy e iy H

né - si- wlg e nin-wén-dji-gi - mi - wifi an-deg-nin-di - go

WORDS
Be/bani’gani”. ..ot The first to come
Nin/digog’ . cveeeeavvniainiaas I am called
Bin®/siwlg ... oo Among the birds
Nin’wéndjigi’/miwaii/.. I bring the rain
Andeg/nindigo’ ...l Crow is my name

" The two following songs were not composed during dreams, but
during great mental stress. They are classed with the dream songs
because they are spontaneous melodies, said to have sprung from the
lips of the singers without conscious effort on their part. These
songs were given by a particularly reliable singer.

No. 120. Soxg oF THE DESERTED WARRIOR (Catalogue no. 259)

Sung by HENRY SELKIRK
Voice m =60

Drox g = 104
(Drum-rhythm similar to No. 111)
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Nindagi’teinisa’néndm’........... 1 would be very sorrowful
Teiwa’baminan’..... .. ....... ... To see you
Teima’djayn/............ ... Go away

Narrative.—About forty years ago the Chippewa were at war with the Sioux near
Turtle mountain in North Dakota. The Chippewa were concealed in a cornfield
ready to attack the Sioux when their ambush was discovered, and in the fight one of
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the Chippewa was shot through the breast. The man’s name was No/din0k’wim,
which means Wind-Thunder. Ilis friends attempted to carry him with them, but it
seemed that he would surely die, and their own lives were in danger; so they left
him with his face painted and a feather in his hair, to die like a warrior. After they
had left him they heard him singing this song. It was an entirely new tune and two
of the men remembered it and sang it after they reached home. The song affected
the men as no entreaty could have done. They rushed back, dragged the wounded
man to the water’s edge, lifted him into a canoe, and paddled away safely. The man
recovered and now lives at Pine Point. The singer said that he recently saw the
man and also the scar of the wound.

Analysis.—The metric unit in this song is the measure, not the indi-
vidual count in the measure. This unit is regular. The divisions of
the measure are not always exact, but are indicated as nearly as
possible. The melody tones comprise the minor triad and sixth.

No. 121. “I Am ArFram oF THE OWwWL’ (Catalogue no. 261)

Sung by HENRY SELKIRK

Voict ¢ = 152
( Recorded without drum)
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Eniwek’.. .. .. ...l Very much
GaYE e Also
Nileoeioii i J |
+ Ko’kokoo’. Of the owl
Ningosa’ . ..oecoiiimeaia i Am afraid
Nejike/whbianin’ ... ... ......... Whenever I am sitting alone in the
wigwam

Narrative.—The singer stated that he composed this song himself when he was a
child. The circumstances were as follows: I1is mother had gone to a neighbor’s,
leaving him alone in the wigwam. IIe became very much afraid of the owl, which is
the particular terror of all small Indians, and sang this song. It was just after sugar
making and the wigwams were placed near together beside the lake. The people in
the other wigwams heard his little song. The melody was entirely new and it at tracted
them so that they learned it as he sang. The men took it up and used it in their moe-
casin games. Yor many years it was used in this way, but he wus always given the
credit of its composition.
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Analysis.—This song contains only three tones and may be said to
consist of the minor third with the tone above as a preparatory tone.
The chief rhythmic phrase is the quarter note followed by two eighths,
a subdivision of a double measure which suggests fear.

Dream Songs— White Farth Reservation

MELODIC ANALYSIS

TONALITY
%ﬂﬂﬂ%ﬂﬂ Catalogue numbers.

Majortonality. .. ..o 12
Minor tonalltyeeeee e e 2 1 259,261

Total. 14

TONE MATERIAL
Fourth five-toned seale... ...l 8 | 206,207,209, 210,211,244, 246,
260

Major triad and sixth.......... 4 | 212,213, 245,259
Minor triad and fourth 1261
Other combinations.of tones.. ........ ... .. ....o...ooiiiioon 11208

Total.... 14

BEGINNINGS OF SONGS

Beginningon thetwelfth. ... .. ... . ... . ...

7 | 206,207,208,210,211,212,213
Beginningon thetenth....... ... i 1] 244
Beginning on the octave.......... 3 | 245,259,260
Beginning on the sixth........... 2 1 208,246
Beginningon thefourth........ ... oo, 1261
Total. 14
ENDINGS OF SONGS
Endingonthetonic........ ... 10 | 206, 207, 209, 210, 211, 212, 213,
245,260, 261
Ending on the fifth... 1208

Ending on the third 3 | 244,246,259

Total. e 14

First progression downward..... ..ot ittt 10 | 206, 207, 208, 209, 210, 211, 21%,
244,246,261
First progressfon upward..... .. ... . il 4 | 213,245,259, 260
Total.... 14
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MEeLobpic ANavysis—Continued.
ACCIDENTALS
Number N . _—
of songs. Catalogue numbers.
Songs containing no aceidentals. ...... ...t 11 | 206, 207, 209, 210, 211, 212, 245,
246, 259, 260, 261

Sixth towered a semitone.. ... ... ... . oaiiiiiiiiiiian 1213
Third lowered a semitone 1)208
Sixth raised a semitone............... 11244

B0 7 14

RHYTHMIC ANALYSIS

Beginning on accented portion of measure..... .. ... ... ... 10
Beginning on unaccented portion of measure.................... 4 | 211,212,259,260

Total...... 14
Metric unit of voice and drum thesame........... ... ......... 1| 207
Recorded without drum. ... .. .. ... il 14261
Metric unit of voice and drum different....... ... .. .. ... 12

R 0 7 g 14

STRUCTURAL ANALYSIS
Harmonic 8 | 206, 207, 209, 210, 211, 212, 213,
244
MEIOMIC < evavs e enem e ee e e e e e e e eeeas 6 | 208,245,246, 259, 260, 201
14

Mica’prwin’iNa’cOMO'WIN (WAR SoNaGs)

A wide range of material is included in this group. There are songs
which have been used to incite war, songs of the warpath, songs con-
cerning the brave deeds of warriors, and songs of the scalp dance.
The border line between groups of songs is not absolute and all our
classification must be regarded as general in character; thus there are
war songs among the dream songs and there is a scalp dance among
the ‘‘songs connected with special medicines.” In these instances
the writer has followed the Indian who made the phonograph record.
Many songs are used in war dances. The following group may be
considered, however, representative of the class.

The drumbeat of the war dance is in even strokes; the drumbeat
of the scalp dance is an accented stroke preceded by an unaccented
stroke about one-third of its length. These are the ordinary rhythms
but they may be varied by drummers of proficiency.
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No. 122 (Catalogue no. 179)
Sung by Akr'walzl’ (‘‘OLD MAN ")
Voice L — 69

Drom ¢ =126

(Drum-rhythm similar to No. 1)
\I}

——~
- o_m g T T
ﬂw}m e e C—— - 2 S i |
bp——— - i —| e g s o v
— mm L .,., — MTH‘JUTWMWG h_r ———H
SNa— S

Analysis.—This song is based on the second five-toned scale of E
flat, the harmonic divisions being the minor third E flat-G flat
followed by the major third G flat-B flat, the song closing with a
return of the minor third E flat-G flat.

The rhythm of the voice is plainly J =69, while the beat of the
drum is in unaccented eighths, J =126; if the drum were J =138 we
should have four drumbeats to one melody note, but repeated tests
have failed to bring the two parts into this relation. The drum is
plainly of a slightly different unit from that of the voice and persist-
ently retains that unit. The tempo of the voice is unusually even
in this song.

No. 123 (Catalogue no. 182)
Sung by MAIN/ANs
Voick L =176
Recorded without drum
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Analysis.—The principal intervals of progression in Chippewa
songs are the intervals of the third and fourth. This song is very
unusual in that its principal melodic feeling is for the interval of
the second. The dominant of the key is unusually prominent. The
third of the key does not occur in the song, yet the song is readily
accompanied by the tonic, subdominant, and dominant chords of
the key. The song contains seven measures and is an excellent ex-
ample of the entire song constituting a rhythmic unit. Six rendi-
tions appear on the phonograph cylinder.
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No. 124 {Catalogue no. 205)

Sung by Ga’canpac’
Voice L = 200
Drum Lru 112
(Drum-rhythm similar to No. 111)
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This song Is said to have been used about forty-five years ago by
Chippewa who were trying to incite the tribe to an attack on the white
settlers. The attempt was unsuccessful and it is the pride of the
Chippewa that they have never been at war with the white men.

Analysis.—The chief interest of this song lies in the rhythm, the
general effect of which is martial and inspiring; yet the measure-
lengths are very uneven, producing a rhythm which is fascinating in
its irregularity. This is an instance of a special rhythm used for a
special purpose. The object of the song was to control the will and
influence men to act against their wishes and judgment. In view of
this fact the peculiar rhythm of this song is worthy of attention.
The tempo is very rapid, adding to the effect of the rhythm. Further
consideration of rhythm of this character is given in the chapter on
Mide’ Songs.

No. 125 (Catalogue no. 215)

Sung by Ga’GANDAC”

Analysis.—This song is said to have been learned from the Sioux.
Its harmonic structure is interesting. The song is in the key of
D flat, the melody showing the octave complete except the seventh.
The song is in two parts, each of which opens with the chord of the
relative minor. This passes to the tonic major chord by the change
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from B flat to A flat. The following section of each part contains
only the third F-A flat, with B flat as a bytone, yet the major chord
of D flat is plainly implied.

Voice LH 88

Drum LH 88

( Drum-rhythm similar to No. 1)
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No. 126. LirtLe EacLE’s Song  (Catalogue no. 229)
Sung by Ga’canpac’

This is a song in honor of a warrior named Little Eagle, who died
about November 1, 1907, at an advanced age.

O'kitci’ta is a -Sioux word. White Earth was the old battle ground
of the two tribes and the word suggests that the song was composed
by the Sioux, who do not grudge their tribute to a brave man,
though he may be their enemy.

Analysis.—The tones of this song are those of the second five-
toned scale of I, with G as a passing tone. The unusual interest of
the song lies in the E flat of the fourth measure, showing the interval
of a whole tone between the seventh and eighth of a minor key.
This is a characteristic of early English plain song.

The rhythm of the voice is maintained quite steddily at J=72,
while that of the drum is J =108, each stroke preceded by a short
unaccented beat. It will be readily seen that this is in the ratio of
two voice pulses to three drum pulses, but the stroke of the drum
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invariably follows the singing of the tone, and the voice and drum
never coincide. This song shows no descending interval larger than
a minor third, and the descent of the minor third ocecurs seven times
in the melody.

Voice |_ =172

Drum Q_ = 108
( Drum-rhythm similar to No. 111)
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O’kiteita . ...l Leader of the warriors
Miglstne” ... ... Is Little Eagle
No. 127 (Catalogue no. 230)

Sung by GA’GANDAC/
Voice I_H 66

Drum Q_Vmc
(Drum-rhythm similar to No. 111)
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This song is said to have been learned from the Sioux. The
melody is divided into two parts of three measures each. The first
part contains the tones of the minor triad with the minor seventh
added, the sixth being used only as a passing tone. This is a very
primitive tonality. Among the songs of the Chippewa this tonality
is sometimes found in part of a song, but the song usually merges
into a diatonic chord before the close.  (See songs nos. 116,117, 172.)

Five renditions of this song were recorded; these are identical
except that the first measure occurs only in the first rendition. The
harmonic peculiarity of this melody is best seen by playing the
chords which form the two parts of the song, as given at the close of
the transeription.

No. 128. Song oF THE Loons  (Catalogue no. 271)

Sung by Ga’rcrrcier/cia (*‘ SKIPPING A DAY ")
Voice Q_H 96
Drum LH 116
( Drum-rhythm similar to No. 111)
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ta - gi - cig ban ga - bi- nés - i - mo-yan
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WORDS
Kiwitagielg................... ... Flying all around the sky
Gabinds/imoyan’._..._.... .. ..., The loons are singing

This is an old song, which was sung before starting on the war-
path. The words refer to the Loon clan or totem which, according
to William Warren, was very powerful among the Chippewa, even
claiming to be the chief or royal clan.

Analysis.—Iarmonic in structure, this song follows the outline of
the major triad in the upper and lower octaves with the sixth as a
passing tone. This tone material is found in a large number of the
songs under analysis and is that of the fourth five-toned scale, lack-
ing the second. It is a form of tone material which appears transi-
tional from the simple major triad to the complete five-toned scale.
(See p. 63; also tabulated analysis, p. 9.)
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No. 129. “I wiLL Start Berorr Noon’’  (Catalogue no. 276)
Sung by Ga’rcireicr'cie
VoicE o = 144 )
Drum LH 100
(Drum-rhythm similar to No. 111)
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Teinawhwakweg’ . .......oooo.oo... I will start on my journey before
noon
Tcibwa/wablmi‘igoyan’ ............ Before I am seen

The singer stated that he learned this song from his father, who
was a warrior, and in the old days was often sent in advance of the
war party as a scout. Before starting on such an expedition he sang
this song. In singing it the words were mispronounced; they contain
many interpolated syllables. .

Analysis.—This song begins on a very high tone. It is harmonic
in structure and is a typical example of a simple song on the fourth
five-toned scale.

No. 130. Song oF Cimav’canic (Catalogue no. 277)
Sung by Ga’rerrcici’cic

In the old days it was customary for a woman to go out and meet

a returning war party. If a scalp had been taken she received it at
the hand of the leader and danced in front of the war party as it
neared the camp, singing and waving the scalp. The song under
consideration concerns such an event as this. The singer stated that
he had heard it sung by a woman on such an occasion. Sometimes
several women went to mect the warriors, but one always preceded
the others and received the scalp. The return to the camp was
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Vorice g =168
(Recorded without drum)
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WORDS
Cimau’ganic.. . ... ... ... ... .. A man’s name meaning ‘‘soldier”
Gini’shiwed’. . ... ... ... ... He killed in war

always followed by a scalp dance. This was sometimes performed
around a pile of presents. Each scalp was fastened to a hoop at the
end of a pole, and anyone to whom this pole was handed was obliged
to hold it aloft as he danced alone around the pile of gifts. This
is an old song in which the name of Clmau’ganic was introduced in
honor of his mﬁmorz bravery.

Analysis.—In this instance the entire phonograph record is tran-
scribed. Tt consists of four renditions of the song and clearly shows
the points in which the renditions vary. In this respect it is the
record of a musical performance as well as the record of a song. The
singer imitated the manner in which he had heard a woman sing the
song, the high notes being given in a falsetto voice but with good
intonation. The division of the measures into five counts is not
mechanically accurate throughout the record. In certain measures
the note values correspond exactly to the metronome beat; in others
they vary slightly, but the rhythmic feeling is still that of a five-part
measure. This song is a very free musical expression and is of special
value, both from its structure and from the occasion of its use.

No. 131. “Tre SHiFrtiNG CLoubps’’  (Catalogue no. 114)

Sung by A’cwrrd’/wicr’'cia
Vorce L =126
Recorded without drum
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Ana’qud.... ...l The shifting
Ba’bikwa sifi. o .. ... il Clouds

This is one of the war songs with which a social dance is usually
opened. Most of the singers carry some object in the right hand—a
small gun whittled from wood, a turkey-wing fan, a bow with arrows,
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or even a war club with a wisp of hair dangling in imitation of an
enemy’s scalp. With this they point asif to various objects, as an
enemy at a distance or a footprint on the ground. During this song
the dancer would point to the clouds.

Analysis.—This song is harmonic in structure. The irregularity of
measure lengths is worthy of notice, as is the continuously descending
trend of the melody.

No. 132, Scarr Dance (Catalogue no. 116)

Sung by Gr/ciBANs’ (‘‘LITTLE DUCK”’
t=J V\ .

Voick G_H 168
Recorded without drum

Yo hokwe a yo hokwe a yo hokwe a Y0
Sl sl skl s Ilnl .
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_ } e
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== e
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i I
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WORDS
Bkwaw0g ..o oo The women
In’dobiog’... ... ..ol Are enjoying it with us

Analysis.~This was sung by an old woman whose voice was
about the same register and quality as a man’s. A point of interest
in this song is that the last tone is approached by an upward pro-
gression. The rhythmie unit is short and frequently repeated.

War Songs— White Earth Eeservation

MEeLopic ANALYSIS

TONALITY
.ﬂm%gﬁmmﬂ Catalogue numbers.
*
Major tOnAlEY . v e eveene e e 5 | 114, 182, 215, 271, 276
Minor tonality ... .. . i 6 | 116, 179, 205, 229, 230, 277
Total. .o e 11
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Mzrovic ANarnysis—Continued.
TONE MATERIAL
m_wﬁwm.v_. Jatalogue numbers.
. - !
Fourth five-toned scale... ... . ... . ..o 21271, 276
Major triad and SEXUR -+« veeeeeeeseeee e 1] 114
Minor triad and fourth ... ... .. . ool 110116
Octavecomplete . ... ..o i 1 ﬁ 229
Octave complete except seventh 11215
Octave complete except second ... ... . ...l i 1 ! 230
Other combinations of tones. ... ....... ...l 4 , 179, 12, 205, 277
TOBL« « e et 1 |
I W
BEGINNINGS OF SONGS
Beginning on the twelith... 4 E? 271, 276, 277
Beginning on the octave... 3 | 116, 182, 229
Beginningonthetenth. ... ... ... il 2| 215, 230
Beginning on theninth........... 1) 205
Beginning on the fourth........... 11179
B N 11
ENDINGS OF SONGS
Ending on the tonic 8 | 114, 114, 179, 205, 229,230, 271,
276
Ending on the fifth...... 21 182,277
Ending on the third 1215
B2 ) 7 N 11
FIRST PROGRESSIONS “
First progression downward.... . ...l 9 | 114,179, 182, 205, 229, .io‘ 271,
276, 277
First progression upward . . ... ... i : 2| 116, 215
TOAL. « -« eeeeeneee e e e e aaaaas _ 11
ACCIDENTALS
© 10§ 114, 116, 179, 182, 205, 215, 229,
271, 276, 277
1230
TOLAL . e v ettt e 11
RuyraMic ANALYSIS
Songs beginning on the accented portion of the measure......... 9|

Songs beginning on the unaccented portion of the measure......

Metric unit of voice and drum thesame...... .. ... ... ...
Metric unit of voice and drum different..__ ... . . ... ... ...
Recorded withoutdrum. ... .. ... ... ... .. ... ...

6 179,205,229, 230, 271,276
4 114, 116, 182, 277
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STRUCTURAL ANALYSIS

Number

of songs. Catalogue numbers.

114, 215, 230, 271, 276
116, 179, 182, 205, 229, 277

Sa’crr’piwin’iNa’cOMO’WIN (LOVE SoNaGs)

The love songs mark a distinet phase in the development of music
as a means of expression. It is not uncommon to find the words
continuous throughout the song with little or no repetition. This
characteristic has not been found thus far in any other branch of
Chippewa music, and shows that in them the expression by means
of words is as free as the expression by means of musical tones.
These words are seldom transeribed. From observation the writer
believes that the words of a certain melody are often impromptu in
exact form, though having a general similarity throughout the ren-
ditions by various singers.

The love songs are more free in melody progression than other
classes of songs. Many of them have traveled far and are known to
be very old. They constitute a favorite form of music among the
Chippewa, and are sung with a nasal tone used in no other except the
songs of the scalp dance. This resembles the cry of an animal, yet
the intervals are given almost as accurately as where a direct singing
tone is used.

No. 133 (Catalogue no. 98)

Sung by MANIDO’GICIGO’RWE (‘‘ BPIRIT DAY WOMAN ") @

Analysis.—This was said to be a very old song. The peculiar
quality of tone assumed by the Chippewa in singing their love songs
renders it impossible to convey a correct impression by means of
notation. This quality is nasal, with a slight drawling and a sliding
of the voice from one tone to another.

The range of this song is two octaves, and the intervals are found
to be correct, though difficult at first to recognize beneath their dis-
guise of mannerism. The remarkable change of pitch in the tenth
measure was given with more accuracy than many less wide intervals,
following the general rule that uncommon intervals are more accu-
rately sung than common intervals. A very explosive tone was
given on the notes marked with an accent.

a The singer of this and the following song is a unique personality, living all alone. (Seepl.11.) Oneach
side of her log cabin is a little lake. Back of it stretches the forest, broken only by a wagon road whose
single track is marked by stumps beneath and drooping branches overhead. In this desolate place Manido’~
gictgo’kwe and her dogs guard the timber of her government allotatent, the while she gathers roots from
which she makes love powders to sell to the children of men. In her hand she usually carries a small
hatchet. There is a smoldering fierceness in her small eyes, but her voice in speaking is low and musical
and she laughs like a child. .
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TeMPO RUBATO
Recorded without drum
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No. 134 aw (Catalogue no. 99)

Sung by MaNIDO’GICIGO K WE

Temro RuBaTO

wmooama without drum

Analysis.—This melody, though apparently simple in outline, is
very free in movement. The tones are those of the key of F, yet a:;
melody does not affiliate with the principal chords of that key and
shows little feeling for a keynote.
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No. 135. “My LovE uas DEPARTED’’ (Catalogue no.101)
Sung by MRrs. Mary ENgLIsH®

Voice LH 132
Recorded without drum R
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WORDS
Part 1
Mangod Ug/Win . coeeermeareenanan A loon
Nin‘dinen’dfm.................-. I thought it was
Mi‘gwenawin/ . ..........o.....n But it was
Nin/Tmuee’  .coeeviieiiieaiaiaaet My love's

fini’wawasa’boyezud’ . Splashing oar

 The singer of this song is a sister of William Warren, the historian of the Chippewa. Her family lived
on Madeline istand when she was a child, and this song came from there. It is a strange experience to
talk with one who remembers when there were only one or two boats on Lake Superior, and who stood
on the present site of Duluth when it was peopled only by a few Indians. On one occasion Mr. Warren
and his sister, with a party of Chippewa, eamped where Duluth now stands. As they were taking
their departure Mr. Warren stood beside his canoe on the shore, stretched out his hand over the water,
and said, “Some day this lake will be a highway of water where hundreds of boats will come and go;”
then he pointed to the little group of tipis and said, “My brothers, you and I will never see it, but some
day a great city will stand thcre.”” The Indians pointed significantly to their foreheads. Their brother
had been too long in the hot sun, and even his sister entered the canoe with a heavy heart.
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Part 2

wmy\ WitIng” ..o To Sault Ste. Marie
Ginima’dja................ .. ... He has departed
Nin/imuce’.............. ... My love
Amima‘dja.. ..ol Has gone on before me
Kawin/inawa/. ............ ... .. Never again
Nindawa’bama’si.................. C'an I see him

Part 3 is similar to part 1.

Analysis.—This is an example of & common form of Chippewa songs,
in which the first and last parts are alike, the middle section differine
slightly and often being the only part in which words oceur. b_.wm
most of the love songs, it was sung tempo rubato. The measure-
lengths are clearly marked by the accents. This songin a less com-
plete form has been found on other reservations.

No. 136. “Wny Sunourp I 8 JeaLous?’  (Catalogue no. 104)

Sung by Mrs. MEg
Voice Q_H 88

Recorded without drum
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WORDS
Nabi’sa......... e Why should
Nin’doma’ ....................... I, even I
Geoden’damaban’............. L. Be jealous
Madjakwi’wijisis’.................. Because of that bad boy?

This song is not without its humorous side. Tt is said that in the
old times an Indian maid would lie face down on the prairie for hours
at a time singing this song, the words of which are so very independent
and the music so forlorn. The song was as often sung by a young
man, the words being appropriately changed.

Analysis.—This is one of the few songs in which the key is fully
established, as is shown by the fact that it can be readily accom-
panied by the three principal chords of the key of A. Tt is said to be
a very old song and to be commonly used in recent times. The latter
fact suggests that continuous use under semicivilized conditions may
have modified the form of the melody to its present regularity of
time and intervals. «
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No. 137. “I po xot CarRE FOR You Axy Mogre’ (Catalogue no. 106)

Sung by Kr'rciMak’wa (““ B1a BEAR”
o V\

VoIice LH 53 .
Recorded without drum

Ka sfigin gi-ba-ba-mé - ni- mi- si-non ka

gi- ba- ba - mé-ni-mi-si-non ba-ka-ui-zi be-ba - me - ni-nignin

[Free translation]
I do not care for you any more
Some one else is in my thoughts

The mournfulness of this song, like the preceding, suggests that the
Indian has some difficulty in transferring his affections. XKi'tcl-
mak’wa, who sang the song, assured me that he was the best singer
on the White Earth reservation. His voice is full and resonant. At
the dances he sits at the drum for hours at a time, leading both
singing and drumming.

Analysis.—T flat is the only tone occurring in this melody which
marks it as minor, and this was sung slightly higher than the proper
pitch. This song is, however, plainly minor in tonality. Like most
of the love songs, it is widely known on the reservation.

(Catalogue no. 107)

No. 138. “Do nor WEEP”

Sung by Kr'rcimax’wa

Vorce LH 76
Recorded without drum
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ge-go- bi- na-ma-wi-k&n, ka-win go-cu nin-da-ni-bo - si
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WORDS
Gegobina’mawikén’. .. ............ n
Kawin/ o not weep
Gocu’ f . di
Ninda/nibosi’ _ am not going to die

This song is widely known among the Chippewa. It is one of the
sweetest of all their love songs. In it we do not find the faney of
youth but the deeper love and the nearness of the deeper sorrow.

Analysis.—Although this song begins with a downward progres-
sion, it is more strongly marked by upward movement than many of
the songs. In this and in its plaintiveness lies its chief interest.

Reference is made to song no. 200 (catalogue no. 145), in the section
on Red Lake reservation music, which shows a repetition of this song
by a singer on that reservation.

No. 139. “He MusT BE SOorRrROWFUL’’ (Catalogue no. 110)

Sung by Krosg/WININI (“GOOD HUNTER'')

Voics LH 76
Recorded without anz.,a\.
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me-gwa we-ski - ni - gi-yan e

WORDS
Ginani’nawén’damodog’_........... He [or she] must be very sorrowful
Ganiciwana’dj¥gad’. . ... ... .. Since he [or she] so deceived and

. forsook me
Me'gwa. - .ovii e During

We’skinigiyan’ My young days

Analysis.—This, like no. 136, may be sung by either a man or a
woman. The song is chiefly interesting because of the flatted third
as an accidental. The expression of sadness by means of a minor
interval is not so characteristic of Indian music as of our own.
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No. 140. “Wue~N I Tmnk oF IHm’’ (Catalogue no.262)

Sung by HENRY SELKIRK

Voick LH 62
Recorded without drum
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WORDS
Anogi’yayai’kidopun/.............. Although he said it
A’windjic’igoko’. ...l Still
Ningac’kendOm.................... I am filled with longing
Ka’mikwe’nimagin’. ... . When I think of him

This is one of the old love songs of the tribe and may be sung by
either a man or a woman. Several months previous to the making
of this record a song resembling it was recorded on the Red Lake
reservation. On comparison it is found that the Red Lake song is
more elaborate in both rhythm and measure divisions, but the
general trend of the melody is the same. See song no. 166 (catalogue
no. 151).

Analysis.—The accidental in the second measure of this song is
very effective and the compass of the song lacks only one tone of béing
two octaves. The ability of the singer to ““pitch” properly a song
of such range is worthy of note.

No. 141 (Catalogue no. 275)
Sung by Ga’rcrrciar’cle

Analysis.—A large number of words are used in the Chippewa love
songs, but they are in the nature of conversation and do not form a
sufliciently important part of the song to be translated. New words
are very often composed and names introduced into the song.

This song is said to be very old. In a song of this character the
length of the tones varies with the singer and with his mood. This

.
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rendition is transeribed as nearly as possible, but one can not be
sure that repetitions by other singers would be identical. The song
was sung very slowly, with the peculiar nasal tone affected by the
Indians when singing love sorigs.

Voice \_H 50
Recorded without drum
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Love Songs— White Iarth Reservation

MEeLopic ANALYSIS

TONALITY
Number oy
of songs. Catalogue numbers.
Majortonality .. ...ooooi i 3 199,104,110
MAnOr tonaHEY - . oot 6 | 98,101, 106,107, 262,275
B0 2 G 9
TONE MATERIAL
Fourth five-toned scale.., . ... ... iiiiiiiiiaio. 1| 104
Second five-toned scale. .. ... ... . .ol 1} 262
Octavecomplete. .. .. .. ... i 2} 99,101
Octave complete, exceptsecond. ... ... ... .. ... .. .. ....... ' 11275
Octave complete, except seventh.. ... ... ... ...l 198
Minor triad and fourth. ... ... . L L 11106
Minor triad, seecond, and fourth. ... ... ... ... ... ... 21 107,110
e 7 “ 9
1

i
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MeLopic ANavysis—Continued.

BEGINNINGS OF SONGS

M Number

of songs. Catalogue numbers.
Beginning on the twelfth........... 3| 08,202,275

Beginuing on the octave.. 5 | 101,104,106,107,110

1199

Ending on the tonic PN . 6 i 101,106,107,110,262,275
Endingonthefifth. ... ... ... .. .. .. 21 98,99
Ending on the third 1104

First progression upward.......... .. .. i 6 { 98,99,101, 104,262,275
First progression downward........ ... ... oo 3 | 106,107,110
i
Total o i ! 9
N~
ACCIDENTALS
Songs containing no accidentals. ... ... ... .. ... , 4 | 104,106,107,110
Sixth raised asemnitone ... ... L i 3 | 101,262,275
Fourth raised asemitone........ ... ... 1199
Fourth and seventh raised a semitone....___.................... 1798
" Total.......... g

RuYTHMIC ANALYSIS

Beginning on accented portion of measure......
Beginning on unaccented portion of measure. ..

4| 101,104,107,110
5 | 98,99,106,262,275

Harmonie.. ... i None
Melodic. ..

ATA’DIWININA’GOMO'WIN (MOCCASIN-GAME SONGS)

The moccasin game.is the principal form of gambling practised by
the Chippewa at the present time. A characteristic of the moccasin-
game songs worthy of special note is the combining of a rapid metric
unit of dram with a slow metric unit of voice, strongly indicating
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the elements of excitement and control which prevail in the game.
Words may or may not be used, one instance being shown in which
the words occur in different portions of the melody in the varying
renditions of the song.

The drumbeat of the moceasin game is a strongly accented stroke
preceded by a very short unaccented stroke.

In the moceasin game four bullets or balls are hidden under four
moccasins.  One bullet or ball is marked and it is the object of the
opposing players to locate this with as few “guesses’ as possible.
The whole village knows by the beat of the drum when a moceasin
game is in progress, and the writer can testify to the energy with
which the drum is beaten, having sat next to it for a long time, the
crowd of interested spectators nearly falling over her head. There
was very little air to breathe, but the discomfort was amply repaid
by the interest of watching the faces of the players.

No. 142 (Catalogue no. 112)

Sung by MAIR‘ANS

Vocr ¢ =192
Recorded without drum

Li(ll]

pe—

e 1 3 3 I — T —

ez — 2 B -y i i ) i
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L L f T —* o i v
Ll T [II,

Analysis.—In this instance an attempt has been made to indicate
the embellishing of a melody by means of small melody progressions.
Certain tones were sung less than a semitone higher than the pitch
indicated and are marked in the usual manner. This song has no
words. The melody is of unusual freedom, progressing several times
from the highest to the lowest tones. It is peculiar in that the first
and last tones are the same,
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No. 143 (Catalogue no. 181)

Sung by Akr'walzr
Voice Q_H 96
Drum LH 116
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Drum-rhythm
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Analysis.—The accidental in this song is the lowered sixth, and it
is worthy of note that the accidental was given with more firmness
and better intonation than the other tones of the song. Four rendi-
tions were secured, the rhythm being regularly maintained. The
drum is very sharp and insistent, as in all the moccasin-game songs.

No. 144. “Ir I am BraTex” (Catalogue no. 203)

Sung by NITa’MI1GA’BO (‘' LEADER STANDING ")

Voice LH 104
Drum Q_H 120
{ Drum-rhythm similar to No. 143)

Nin.gi - wé ni-go-yan

T«Wm bP — e S — =

b4 — ! e " 1 71

! L 3 H=E

= 8 o o T

i p—e—8—0—= i —
w.l\ _r It I _ _T m 'IT.!I. .
WORDS

Nin/gagiwd” . .ooooiiiiii o T will go home

Niwe’nigoyan’..........oooooeeaan- If T am vomgd.
... After more articles

Nin‘genadin/. - ... ... .. ... ..
Minawa’geatc/igeyan’.............. To wager
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Analysis.—Only the first two words appear on the phonograph
record, yet five Indians were in the room when the song was recorded
and they all agreed that these were the proper words for the song.
This is one of the instances in which the melody is evidently more
important and constitutes more fully the identity of the song than
the words. The melody shows great complexity of rhythm, a feat-
ure to be expected from the nature of the words. The tones of the
melody are those of the tonic triad.

No. 145. ‘T uave CoME AFTER YOUR STAKE’ (Catalogue no. 224)

Sung by Ga’canpac’

Voice LP 69

Drum =120

(Drum-rhythm similar to No. 143)

£ .. .
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Nim -bi-na -di- nun ki - da- di - mi-ntin hi a ya a

A x ,

EEESSS,

WORDS
Nim’bina’dinun’................... T have come after it
Kide/imOn....................... Your stake
Nita/wata’giyun’........o.......... You good players

Analysis.—The rhythm expresses the idea of this song in a very
interesting manner. The voice rhythm is slow, steady, and deter-
mined, while the drum rhythm is the quick, energetic beat of the
moccasin game,

Mocceasin-game Songs—White Earth Reservation
MEeLoDpIC ANALYSIS

TONALITY

Number

of songs. Catalogue numbers,

Major tonality ... 21181, 203
Minor tonality. .. 2 {112,224
Total. . a. o i 4
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MeLopic ANaLysis—Continued.

TONE MATERIAL

[BULL. 45

Number . 1
of songs. Catalogue numbers.
Octave complete. .. 1112
Major triad.... 1203
Major triad and sixth 1181
Minor triad and sixth 14224
Total. .o e 4

Beginning on the twelfth 2

| 181, 203

Beginningon thetenth................. 1 W 224
Beginning on the second 1 ; 112

Total.... 4

ENDINGS OF SONGS

Ending on the tonic .. 3| 112, 181, 203
Endingonthefifth ... . . ... . .. i .. 1| 224

B 4
First progression upward..... 2 | 112,181
First progression downward ... 2 | 203, 224

Total. e e 4

ACCIDENTALS

Songs containing no accidentals. . 3| 112,203,224
Sixth lowered a semitone..._...._ 1| 181

B 5 7 4

RuyTHMIC ANALYSIS

Beginning on accented portion of measure. . . 2| 181,203
Beginning v unaccented portion of measure 2| 112, 224

0 7 4
Metric unit of voice and drum different .. .. ... .. ... 3 | 181, 203, 224
Recorded withoutdrum ... ... .. ...l 1] 112

4 7 4
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STRUCTURAL ANALYSIS

M %wﬁ“%q. Catalogue numbers.
Harmonie 2| 181,203
Melodic 21 112,224
Total 4

UNCLASSIFIED SONGS

No. 146. CaLL To THE DANCE {Catalogue no. 105)

Sung by K¥'TciMax’wa
Voick L = 80

Recorded without drum
. 9 -9 -9

This song is sung by riders upon ponies, who go through the village
summoning the people to the dance. With his usual conscientious
carefulness Ki'tcimak/wa sang this into the phonograph with the same
shakiness of voice which would be produced by riding on his pony.

Analysis.—The interest of this example lies in the rhythm of the
song as a whole. One must have this in mind to appreciate how
well it expresses the scene and the action of the rider going his rounds
,and summoning the people to the dance. Several renditions were
given and the melody was accurately repeated.

The song contains no rhythmic unit and the rhythm is remarkably
continuous throughout. There is no “stopping place’” in the mel-
ody, yet the song as a whole can not be said to constitute arhythmic
unit; it simply reflects in its rhythm the motion of the pony and
the general gayety of the scene.

12692°—Bull. 45—10—11
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No. 147. “‘T am as Brave as Orner MEX" (Catalogueno. 109)
Sung by Kr'ose/wINI'NI (* GOOD HUNTER "’
Vowcr - 92

Drum O_vll 92
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WORDS
In¥niwlig/ee oo L. Men who are brave and heroic
Enémnimowdd’........ ... ... Ag you esteem them to be
Migo/ .. Like them
Kayanin/.....o.oooo ... I also
Ené&nimowtd. ..o ... ... Consider myself to be

This song is similar to no. 148 and shows the Indian’s manner of
impressing his greatness on his felow-men.

A repetition of this song was secured after several months and
was found to be particularly correct, even to the time as measured
by the metronome.

No. 148. “My Music REACHES To THE Sky” (Catalogue no. 274)

Sung by Ga’rerreicr/cic
Voice Q_H 104
Pruom LH 112
{ Drum-rhythm similar to No. 111)
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WORDS
Daminwe’weckaméin/._............ Music reaches
Awadjginin’ ..o o L. My
GIeIg. oo To the sky

This is one of the old songs. It was sung after all had assembled
and just before they began to dance. Tt is said to have been a
particular favorite.

Analysis.—Attention is called to the high tones at the beginning
of this song. TIts structure is similar to that of the preceding song.
The measures containing the words are slightly m_oéon than the o;oam
to permit clearness of enunciation.

No. 149. LuLLasy (Catalogue no. 102)

Sung by Mrs. Mg

Vorce Q_W 72 . .
Recorded without drum
] r— .,
I | I i) i
P P . T — ]
r — -} -t
- 3 o9
we we we we we we ete
_\two T [ —— N p— T
B —— —1—
xpg—= L ’ P & ]
o o o s

This lullaby is very old and is widely used among the Chippew:
the syllables we we we aoﬁm%ob%bm to the :d% by’ of the ,i:na
race. The rhythm of this, sung in slow time, is very soothing.

No. 150. FArRewELL To THE WARRIORS (Catalogue no. 103)

Sung by Mrs. MEE
Vorce LH 76
Recorded without drum

yawi a
WORDS
Umbe/. ... ... Come
A/nimadjag’ . ..o L. Tt is time for you to depart
Wa/stgi’dijamin......... ... ... We are going a long journey

This is a very old song.  The writer has talked with those who heard
it sung long ago, when a war party left the little Chippewa village.
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It was the custom for the women to accompany the warriors a short
distance, all singing this song; later the song would be heard again,
faintly at first, then coming nearer as the women returned alone,
singing still, but taking up the burden of loneliness which is woman'’s
share in war.

Analysis.—Only one other song in the present collection no. 126
(catalogue no. 229) contains the interval of a whole tone between
the seventh and m_mgr. This interval adds greatly to the effect of
the song. The melody is of rare beauty, and is very graceful, despite
the wide intervals at the beginning.

No. 151. Song oF THANKS For A PonNy (a) (Catalogue no. 91)

Sung by CAGAN’ASI—(* ENGLISHMAN ")

Voice ‘_H 96
DruM L.H 160
(Double drum-beat, accented )
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No. 152. Song oF TnanNks For A Pony (b) (Catalogue no. 92)

Sung by CacAN’AsI
Voice LH 104

Drun Q_V 104
( Drum-rhythm simitar to No. 111)
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No. 153. SonG oF THANKS FOR A PoNY (c) (Catalogue no. 93)

Sung by CaGAN’asI
Vorce Q_H 104
Drum n_.‘ 104
(Drum-rhythm similar to No. 111)

HI o \1111!*1‘ =]

e e e 1

Analysis.—This is a set of three songs which are sung when a pony
] is given away at a dance. The transaction would not be considered
complete unless these or similar songs were sung. This rendition
contains no words. A repetition of the same songs on another
reservation contains the words ‘‘ The pony is mine.”
Attention is called to the syncopation in the second song. This
is unusual, but was accurately given and repeated.

Unclassified Songs— White Earth Reservation

MELODIC ANAYLYSIS

v TONALITY
i w_w.wu%_.‘ Catalogue numbers.
t

m Major tonality......... e it R 3 { 93,102,274

Minor tonality .. 5 | 91,92,103,105, 109

TONE MATERIAL

Fourth five-toned seale.......... . ... ... ... 102
Second five-toned seale........ .. ...l 105
Major triad and sixth ........ 93,274
Octave complete except sixth. .. 92
Other combinations of tones . ... ... ... ... ... ... 3 | 91,103,109
£ . 3
7 '
l S
R BEGINNINGS OF SONG:
ﬂ Beginning on the tonica 21 102,103
Beginning on the fifth. . 2| 91,274
Beginning on the octave 1}93
Beginningon theeleventh . . ... . . ... . ... ... 11109
Beginningonthemninth. .. ... .. . . . il 192
Total. e e 7

@ A portion of this melody lies above the keynote and a portion below it.
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MzLonic ANarysis—Continued.
ENDINGS OF S8ONGS

Number
of songs. Catalogue numbers.
Iinding on the tonic 5 1 92,102,103,109,274
Endingon thefifth............. 2] 91,105
Ending on the third 1193
Total. Lo 8
FIRST PROGRESSIONS
First progression upward . ........ 4 | 92,102,103,274
Tirst progression downward. 4 | 91,93,102,105
Total. o oo e 8

ACCIDENTALS

Songs containing aceidentals. ... .. ...l 6 | 92,93,102,103, 105,274
Fourth raised a semitone. ........ .- 1109
Second lowered a semitone 1(91

7 N 8

RHYTHMIC ANALYSIS

Beginning on accented portion of measure. ........... ... ... 5 | 91,92, 105,109,274
Beginning on unaccented portion of measure.................. 3| 93,102,103

T i 8
Metric unit of voice and drum thesame....................... 3| 92,93,109
Metric unit of voice and drum different. .. . 2 191,274
Recorded without drum. .................... 3 | 102,108,105

7 8

Harmonic .
Melodic................

SOCIAT; SONGS ON RED LAKE RESERVATION

DEescripTioN oF THE DaNCES, COSTUMES, AND CELEBRATION ON JULY
4, 6, AND 7, 1908

On the evening of July 2, 1908, the writer reached the Red Lake
reservation in northern Minnesota for the purpose of studying the
music of the Chippews Indians during the Fourth of July celebration.

A large number of the Indians had already assembled and tipis
were hourly added to the groups surrounding the field where the
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dances were to be held. The conical cloth tipi prevailed, smoke-
stained and weatherworn, but a few white tents were pitched at a
little distance, showing their occupants to be slightly removed from
the older Indian life. Very close together were the tipis of the
“old timers.” No one need be ignorant of what took place in his
neighbor’s tipi, although the openings were never exactly opposite
each other.

The work of putting up the tipi was usually done by the women,
and It was interesting to watch the care with which they erected the
three main poles, tied these together near the top, laying the other
poles upon their intersection; finally they put one pole in each corner
of the smoke-hole flaps of the cloth, spreading the cover neatly over
the framework thus constructed, fastening it together over the door,
and tying it to the stakes at the ground.

The Indians in the camp numbered about 200, while many more
were visiting friends at the agency village.

This celebration was conducted entirely by the Indians, solely for
their own pleasure. A subscription had been made by the traders,
agency employees, and leading ‘“mixed bloods,” which provided food
for the camps and prizes for the contest, but the management rested
with the Indians. There were no formal exercises and no speeches
by white men; indeed, the writer was the only white person there,
except the agency employees.

The evening of July 3 found all in readiness. A rope marked off
the large dancing circle and outside this were ranged various lemonade
stands and a platform for dancing provided with a covering of green
boughs.

Although firecrackers were for sale at the stores they seemed to
have little attraction for the Indians. Some little boys solemnly
fired a few crackers in a secluded lane, and two rockets ascended
from the space in front of the Chippewa trading store. Aside from
this a dignified silence prevailed.

The writer was awake early on the morning of July 4. It was 3
o’clock; the red dawn lay close to the pine trees.in the east, and
from the Indian camp arose the deep throb of a drum. Never was
national holiday ushered in more impressively. Ie who sat beside
the drum greeted in his own way that which his race honored
before they ever saw the Stars and mﬁiwmm* and in their tipis his
kinsmen waked to say ‘‘the day is come.’

After breakfast the women were chatting good npgum&v over
their cooking fires. From one tipi came the jingle of sleigh bells
as a brave handled the costume he had prepared for the occasion;
near the door of another lay a bundle of bright beaded trappings;
everywhere were the dogs and the babies.
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It was about 10 o’clock when the parade started. There were
no carriages with smiling, bowing speakers prepared to instruct and
inspire. ADout fifty Indians were riding.  Their costumes were bright
with beadwork and gay streamers adorned the ponies.  One mun had
swathed his pony in a huge American flag, und thus garbed it walked
in the rear, following the procession like the spirit of a soldier’s horse
slain in the border wars. !

The little parade took its way down the hill, across the bridge,
and up to the agent’s office. The leading men drew up their horses
in a circle before the door, and each made a patriotic little speech
to the agent; then they filed out of the inclosure and across the
bridge once more, stopping before one of the stores, where the same
programme was repeated. This finished, they went to the other
store, a crowd following in their wake. (See pl. 12.)

It was considered that the day was formally and properly opened,
and the procession jingled away to the camp.

The noonday sun shone hotly down, dogs and babies sought the
shady side of the tipis, yet a general sense of joyous expectancy
filled the air. Soon the beat of the drum was heard in the direc-
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tion of the dancing circle with a low, vibrating ke ke as the singers N
practised around the drum, a shelter of boughs being provided for
their protection. .

The war dance began about 2 o’clock. Only a few were present
at first, but soon dignified figures were seen coming from the tipis,
each wrapped in a bright blanket or bedquilt. An Indian on his
way to the dance does not stop to parley or to greet his friends;
he sees nothing but the pole which rises high in the center of the
circle, and he hears nothing but the throb of the drumm. The lead-
ing chief, Nae’tawab’, did not join the war dance at first. A chair
was placed for him at one side of the circle, but he did not hasten
his entry.

Throughout this celebration the costumes were more primitive
than those seen on other reservations. The difference consisted in a
more extensive use of feathers, shell, bone, and horsehair in the .
decorations.  Only two or three men wore felt hats. The wearing
of the hat in the dance constitutes a sharply defined line of demar-
sation hetween the full-blood and the mixed-blood Indian. On other
reservations black felt hats were wound with red yarn, stuck with
bright feathers, and adorned with yards of ribbon brilliant and
varied in hue, but no such motley garb marred the dignity of the
Red Lake duncers. Everyone wore some head covéring, but it was
of native construction. Stiff moose hair, dyed and fastened on a small
wooden frame, constituted a populur headdress. In shape this resem-
bled a huge flat rosette on top of the head with a strip extending

down the back of the head to the neck and with one or two heron
/
/

INDIAN DANCE

THE FOURTH OF JULY AT RED LAKE AGENCY
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feathers erect on the top. For fastening this on the head it is nec-
essary to braid a small lock of hair on top very tightly, pass it
through a little hole in the wooden frame of the headdress, and
secure it by slipping a wooden peg through the braid. Some wore a
band of fur around the head, and to this part of a horse’s mane or
tail was often attached. One man wore a headdress composed en-
tirely of long feathers dyed in bright colors, fastened to a cloth in
such a way that they waved in every breeze and even hung before
his face, almost hiding it from view.

Brown woven underwear was a favorite foundation for a costume,
over which was worn the beadwork consisting of the breecheloth and
leggins and two large flat pockets with broad bands over the oppo-
site shoulder, all of black velvet, on which the white and colored
beads showed effectively. Beaded moceasins completed this por-
tion of the costume. Sleigh bells were a favorite decoration, a band
of them being fastened around each knee and strings of bells to
the waist in the back. One large bell was often worn on each ankle.
Many dancers wore the skins of raccoons or long ribbon streamers
at their elbows; some had the tails of raccoons dragging from their
moccasin heels. A few wore sleeveless velvet jackets Deautifully
beaded and with these broad belts of beadwork with knife pouches
on the hip. Small round mirrors were effectively used, being sewed
on bands of cloth to form necklaces. One man wore an ‘“‘ephod”
of red cloth thickly strewn with little mirrors; this garment, which
was shield-shaped in the back and square in the front, being slipped
over the head, is an article of Chippewa apparel which is rarely scen.
One dancer wore the entire body of an eagle around his neck and
another had that of a huge blackbird on which he had fastened
dots of white. Still another had two strings of claws fastened
across his forehead and temples. Several wore neckluces of bone
with beautifully polished clam shells as ornaments in the front;
others wore the broad silver armlets which were given to the Indians
in the early days. The faces of all were gaily painted. Altogether
it was a brilliant assemblage which sat around the dancing circle.
Some were smoking the red stone pipe with stem of willow; others
were sitting quiet, wrapped in their bright quilts, but when the
familiar he he was heard from the singers at the drum they rose
with a rush like a flock of bright birds. Most of the dancers carried
some object in the right hand—a turkey-wing fan, a bow with
arrows, a stone ax, or one of the old clubs to which scalps were once
fustened. One club had a wisp of horsehair dangling unpleasantly
from it These objects were used in the gestures, which form a
conspicuous feature of the dancing, as the dancers point to some
imaginary enemy in the distance, to a fancied footprint on the
ground, or to the peaceful summer sky. When the dancing had

SEE
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continued for some time the chief, Nae’tawab’, entered the circle,
wrapped in a cotton blanket of large pink plaid. Smiling to all, he
took the chair placed for him and threw back his blanket, disclosing
a magnificent suit of beadwork.

Then began the formal reception of the visiting Indians. This
took the form of speeches interspersed with war dances, the speeches
being impromptu in the old Indian style.

Nae’tawab’ went across the circle to a row of visiting Indians and
shook hands with each, giving some pleasant word of greeting. They
did not rise when thus addressed. After Nae'tawab’ had returned
to his seat the drum gave out the rhythm of the war dance, and with
an exclamation of How how the men sprang to their feet and danced
around the drum, each man dancing alone and using his favorite
gestures and fancy steps. This gives unlimited scope for the exhi-
bition of individual skill and proficiency. In these dances the men
did not all move in the same direction; often those nearest the drum
circled toward the east while an outer circle moved toward the west.

As soon as all were seated a speech was made by an Indian from
the White Earth reservation. He said: ““My friends, there are many
white people in the part of the country from which we come and we
follow many of their ways when we are at home, but I want to tell
you that we have come to this celebration as Indians, not as white
men. We wish to be Indians in everything while we are with you and
we want you to think of us only as Indians, like those of the old days.
T have done.”

The seated braves said How how how, and then danced again.

After this another man made a speech saying, “My friends, about
a month ago my little daughter died. I have been very sad ever
since; but as I am with you all here to-day I forget my sorrow and
am entirely happy again. I have done.”

The braves said How how how, and danced again.

There was no apparent order in these speeches. The speakers
walked back and forth before their little audience, using simple
gestures and sometimes waiting to hear How how after a particu-
larly telling sentence. Patriotic speeches were made exhorting the
Indians to appreciation of the day and emphasizing the fact that
their gathering formed a part of a great celebration which extended
all over the United States.

Nae'tawab’ reserved his speech until the last, delivering with great
oratorical effect a speech such as a chief should make. He stated
especially that there would be no festivities on the following day, as
it was Sunday, and he wished his people to show due respeét to the
Ruler of All by strictly observing the day.

Then they danced for the rest of the day, singing the various war-
dance songs familiar to Chippewa on the several reservations.
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At about 8 o’clock in the evening the sound of the drum was heard.
A crowd from the camp was moving toward an old store, Nae’tawab’
leading and the drum in the midst. Before this building they stopped
and began to dance around the drum, all singiug the high droning
melody of the ‘‘begging dance.” Soon a shifting of the crowd showed
that they were going toward the Chippewa trading store. Nuae’tawab’
was the leader, dancing and waving a little flag. Standing before
the store he faced the Indians, dancing with all his might and urging
them to sing louder and louder. Soon the trader brought out a box
of oranges which he distributed; then the melody changed slightly to
the ‘ thanks-for-a~gift”’ song, and the crowd passed on to another store.

The scene presented a picture never to be forgotten. A bright
light from the store windows flooded the grotesque crowd, while
beyond were the gathering shadows of the night. Nuae'tawaly,
growing more and more excited, was on the platform before the store
waving his flag and dancing. His suit of beaded velvet glistened in
the light and his dancing was wonderfully graceful.

Later they took their way up the hill toward the camp. Singing
their strange, high melody, they vanished in the night and only the
song remained. .

On Sunday the camp was quiet. Monday morning saw the fes-
tivities resumed. Dancing began about 10 o’clock and lasted until
late at night. The feast was one of the chief events of this day and
consisted of boiled beef and soup. The beef is cut in pieces the size
of a man’s hand and boiled until there is very little taste in it.
When served, it is dry and can be taken in the fingers. The broth
is served separately as a drink, some of it being taken home by the
people, who bring little pails for the purpose.

At this dance a huge kettle containing the meat was brought into
the dancing circle. One of the men in charge of the feast then
selected five or six of the older men and led them one at a time to the
kettle, where they seated themselves and began to eat. The first
men thus selected were not in dancing costume, and the writer was
told that they were thus honored because of their bravery in the old
days. When one of them had finished eating he selected someone
from the circle to take his place at the kettle, leading him forward
with some little pleasantry. The Chippewa are a people whose
smiles come very readily when they are at ease and with their friends.
Portions of the meat were also passed to those who sut in the dancing
cirele, and the kettle was removed when the feast was finished and

‘the dance resumed.

On Monday a pony was given away. It was done very simply.
A “woman’sdance’® was In progress, and a woman walked across the
o b

a See p. 192.
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cirele and handed a little stick to a man, who took it and danced with
Ler.  The writer was told that he afterward gave her an equivalent
in beadwork. It is the invariable custom that a valuable gift must
receive an equal return and such an exchange at a dance is usually
arranged between the parties beforehand.

The principal “woman’s dance” was held on Tuesday. Almost
every woman brought a bag of gifts. This she laid on the ground
beside her. In beginning this dance the drum gave the proper
rhythm and the singers began one of the ‘“woman’s-dance’’ songs.
Three young men rose together and rushed across the circle with the
swoop peculiar to Chippewa dancers when making a concerted move-
ment. Stopping in front of three women, they danced before them,
laid down their gifts, and then rushed back again, seating themselves
and instantly looking as though nothing had occurred. During the
dance it is not customary for a man to ask a woman to dance unless
she has previously asked him to do so. This was evidently a kind
of preliminary demonstration. It was half an hour before the dance
was fairly started. At first the circle was small, only large enough
to reach around the drum, but later it occupied the larger part of
the inclosure. 1In this dance the people faced the drum, moving
slowly, the women with a sidewise shuffling step, the men often using
the step of the war dance.

The “woman’s dance” is a merry one, and this was for pleasure
rather than for the gifts, so it was continued longer than usual. If an
exchange of gifts is the important part, it is arranged that each dance
shall last only two or three minutes, the dancers then seating them-
selves and gifts being once more presented. The gifts at this dance
consisted principally of calico, though some large pieces of beadwork
and one pony were given away. Nae’tawab’ presented his pink plaid
blanket to one of the women. It is the custom for a dancer to hold
aloft the gift he or she has received that all may see it. To the
spectator this is more interesting when the gifts are more varied and
frequent, consisting of pipes, bead pouches, bead chains, strings of
sleigh bells, and beaded jackets. The writer has even seen a man on
a similar occasion ‘‘dance away” his beaded velvet costume, one
piece at a time, finally leaving the circle wrapped in a blanket.

The dancing, which began in the morning, was continued with little
intermission until after midnight. The scene was lighted by a full
moon, round and red above the pine trees. Hour after hour was
heard the tireless throb of the drum and the shrill voices of the
singers; at last they ceased and the camp fell asleep—all but the dogs,
which barked until nearly daybreak. At last they too were quiet, and
one was reminded of the words of an old Chippewa war song, ‘“When
the dogs are still T will be ready to do mischief.” A gray light strug-
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gled across the sky. It was the hour most dreaded in Indian warfare,
the hour when so many terrible attacks were made. Yet in forget-
fulness of the past and without fear of the future the little village
slept.

TaE SINGERS OF RED LAKE

The personality of an Indian singer must be taken into considera-
tion when analyzing his songs. This is the more important if the
singers are of a primitive type. Under such conditions one en-
counters strongly marked individualities, each of which may offer
its particular sort of song or sing familiar songs in its own par-
ticular way.

The songs secured at Red Lake are placed in their several classes,
but a description of the singers is herewith presented, in order that
those who wish to judge a song by the personality of the singer may
have an opportunity of doing so.

Six singers were employed, and 48 songs recorded, this material
being representative of the culture on this reservation.

1. GUWITA’BINES («SPOTTED BIRD”)

This singer was a man about 50 years old, who combined the old
and the new modes of Indian life and thought. He spoke English
fluently and sent his children to the government schools, yet his
special pride was his singing, which he said was in the ‘‘regular old
Indian way.”

These facts regarding his personality must be taken into considera-
tion in an estimate of his songs.

Ile recorded 18 songs, 6 of which were major and 12 minor in
tonality. They were divided as follows: 6 moccasin-game songs, 3
woman’s dances, 2 war songs, 2 old scalp dances, 1 song concerning
a vision, 1 song concerning an historical event, and 3 repetitions of
songs secured elsewhere.

All the songs except the first one were accompanied by the drum.
In most instances the repetitions of the song filled the entire phono-
graph cylinder.

The value of this series of 18 records lies in its relation to the style
of Indian singing as well as to accurate preservation of melodies.
Gi’wita’binés varied the songs which he sang five or six consecutive
times, frequently repeating certain phrases or the last half of the song,
and embellishing the melody. In transcribing these songs that portion
of the record has been selected on which the song was evidently sung
through once in a direct way, no attempt being made to transeribe
variations therefrom which were clearly made for effect.

It is worthy of note that in these songs the pulse of the measure
beginning is always repeated accurately, no matter how much the
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subdivision of the count, the less important melody progressions,
or the order of phrases may vary. The significance of this can be
appreciated only after an examination of the songs, and those who
wish to follow closely this study of rhythm may tap the rhythm of
the songs with a pencil, following the note values as definitely as
possible. It is not necessary that one should be able to hear men-
tally the melody; the general progression can be seen by the posi-
tion of the notes on the staff. .

In these, as in songs previously considered, the tempo of the drum
is steadily maintained, the tempo of the voice varying somewhat
from the metronome indication.

The special points of interest in this group are:

(1) Two songs on the seconid five-toned scale, nos. 80 and 169.

(2) Two songs based on the tonic and submediant chords, nos.
186 and 159.

(3) A slow melody with a very quick drum, no. 171.

(4) A song interrupted by sharp ejaculations repeated on the
same tone, no. 176.

(5) Range of the singer’s voice from C sharp on the bass clef to
B on the treble clef. Many songs have the compass of a twelfth.

(6) A rhythm of three pulses of the drum equivalent to two of the
melody, a thythm in which the pulse of the drum has no apparent
relation to that of the melody, a practice of letting the drum follow
the voice and of using an accented sixteenth note followed by a
dotted eighth are of frequent occurrence, but are found in the work
of other singers also.

2. WABEZIC' (“MARTEN")

Wabezic” was a most interesting character. e was part Cree and
belonged to the Pembina band living farther north, but he married a
Chippewa woman and now lives at the village of Sandy River, on
the Red Lake reservation. e could neither speak nor understand
English.  Wabezic’ was short in stature and different in feature from
the Chippewa. Ile was a wiry, active little man, with quick, keen
eyes, a good dancer, and had the general appearance of a man accus-
tomed to depend on his own resources. He said that he was named
Wabezic’ because he was so small.

This singer gave twelve songs, five of which were major and six
minor in tonality. One was so wandering as to suggest a possibility
that it was incorrectly remembered. It is transcribed, however, us
it was sung. The main characteristics of these songs are the per-
sistence with which the drum beat follows the voice, the frequent
descent of the minor third, and the tenacity with which the rhythm
Is maintained even when the melody is imperfectly repeated.
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This singer was an excellent subject, but it was difficult for him to
sing so many songs without preparation; thus some of the songs
are sung more firmly and repeated more accurately than the others.

3. G'NAWIGICIG (“EAGLE DAY ")

This singer was an old man who could neither speak nor under-
stand English and was almost totally blind. ITe sang seven songs,
six of which were minor and the other merged into minor at the
close. He was a tvpical old Indian and most of his songs are of
value.

Musically these songs differ little from those of Wabezic'.

4. GAGE’BINES (“7THE EVERLASTING BIRD?")

. This singer was a young man, a mixed-blood, who had a pleasing
voice and a particularly agreeable manner, both in singing and
speaking. His features suggested the possibility of some negro
ancestry and his songs have a suggestion of the pluintive quality
and peculiar swing of negro melodies. .

He sang the plaintive songs so well that he was encouraged to
keep to that style; he gave eight songs in all, five of which were love
songs and the other three woman’s dances.

It is noteworthy that two of the most plaintive songs were major
in tonality. Three of the songs were major, three were minor,
and two were duplicates.

These songs have a wide range, some of them having a compass
of a twelfth. The love songs usually begin on a high note and the
minor third is much used in the descending progression.

5, WILLIAM PRENTISS

This singer was a young man, one of the best dancers and also
considered one of the best singers. e spoke English freely and
was very intelligent. Ile only sang two songs. One (no. 187)
was the “begging song’’ used on the evening of July 4; the other
(no. 174) is of interest, as the rliythm so closely resembles that of
negro music. Both the songs given by this singer were minor in
tonality.

6. JOIIN MARK

This young man recorded only one song. This shows an inter-
esting thythm and a graceful melody, but us the voice was not
acdapted to the phonograph no further records were made. The
importance of rhythm is shown by the fact that singers who recorded
only a few songs usually gave songs of very peculiar thythm. This
suggests that the rhythm is more readily remembered than the mel-
ody. Tt has already been noted that in renditions of the same song

. by different singers the rhythm shows less variation than the melody,
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In all the songs recorded at Red Lake the intonation is most
accurate on the octave and fifth (or twelfth) and most noticeably
uncertain on the fourth and seventh. Accidentals are usually given
with special firmness and accuracy. Secondary accents are seldom
found; thus the songs are divided into measures of 2-4 rather than
4-4 time.

The rhythmic peculiarities of certain songs, which resemble the
rhythmic peculiarities of negro music, may be traceable to a vestige
of negro ancestry among the Chippewa of northern Minnesota.
Similarly, the melodic as well as the rhythmic features of certan
songs, which suggest what is commonly known as ‘‘Scotch music,”
may be traceable to songs heard years or even generations ago from
Scotch traders, many of whom were connected with the Hudson’s
Bay Company. This is offered as a tentative explanation. If it be
true, it is an interesting point that both these elements-should have
left a rhythmic stamp on the music of a locality. The melodic
resemblance is less important, as the tonality commonly known as the
“Beotch scale” is found in the music of many primitive peoples.

War Soncs

No. 154 (Catalogue no. 131)
Sung by Gr'wrra’BINES

Recorded without drum
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Analysis.—This song was said to come from Standing Rock, South
Duakota, and is one of the Sioux songs adopted by the Chippewa,
though always credited to the Sioux. No words were used. The
song was sung four times, without the drum. The length of the notes
of the first ten measures varied slightly in the renditions, but from the
tenth measure to the close the thythm was regular and the tempo as
indicated, J=80. It is a peculiar thythm, which mukes the exact-
ness of its repetition more interesting. In each rendition the differ-
ence between the flat and the natural in the fourth measure from the
last is worthy of note.
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No. 155. “INnsmbE THE CAVE”  (Catalogue no. 140)

Sung by Gr'wiTA’BINES
VoIcE o — 132
Dxrunm LH 132
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WORDS
Apickwe kamigaug”. . L. Inside the cave
Abidog’. ..o That is where, it seems,
Ni/mico/mis. ... oL My grandfather is

This is a very old song. The phonograph record was played for a
man on the White Earth reservation, who recognized it at once and
sald “That is an old Chippewa war-dance song of the days before
they were friendly with the Sioux.”

Analysis—This song was sung five times and in four of these ren-
ditions the last part is repeated as marked.
The beat of the drum is in quarter notes, preceded by an unac-

cented stroke,

No. 156 (Catalogue no. 172)

Sung by Gryawicr’cla
Voice |_ =92
U.::: LM wm

(Drum-rhythm similar to No. 1)
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This song shows a very rapid drum beat with a slow melody
rhythm. In the beat of the drum we find an impetus to quickened
pulse and rapid action, while the slower melody rhythm suggests con-
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trol and restraint. Tt is worthy of note that the tones marked (-
were prolonged equally in each repetition, but not sulliciently to be
indicated by a note value.

No. 157 (Catalogue no., 173)

Sung by Gr'nawrar’cia

Voicn LH 168

Recorded without drum
P
f .

TE= T

o,

£

v w\\\m t

ha

i

EUEEE R

This song contains three instances of a sixteenth note accented and
followed by a dotted eighth.  This subdivision of the count thus far
has been found only at Red Lake and is not a characteristic of Chip-
pewa music.
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No. 158 (Catalogue no. 178)
Sung by GrNawiGrcia
Voicr Q_wh 104

Recorded without drun
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This, a short song, was sung seven times with no material variation.
) y 4
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No. 159. Scarr Sona (Catalogue no, 146)

Sung by Gr'wrra’BiNEs
Voice LH 104
Druwm Q_H 116
( Drum rhythm similar to No. 111)
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This song contains ounly the tones of the fourth five-

Analysis.
toned seale on G and ends on the third tone of that key, and the only
two chords agreeable to the melody are the tonic and submediant
chords.  This ::;c;% iss characterized also by the descent of the minor
third. There is no interval in the song larger than the minor third.
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No. 160. Scary Sona (Catalogue no, 147)

Sung by Grwrra’sings

VoIce L.y\ 120
Droa LU 120
(Dram-rhythm similar to No. 111)
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Analysis.—This song was sung four times, and no two renditions
are identical, the differences consisting mainly in the interpolation
of long repetitions of the same tone and in a variety of ornamental
phrases. The rendition selected for transcription is the one contain-
ing the least of such material. ;

No. 161.. Scary Song (Catalogue no. 167)

Sung by Wasrzic/
Voice LV 112

Drox Q_H 112

SR

Analysis— This song contains only the tones of the minor chord,
and the fourth of the scale, which is used as a passing tone. It was
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sung four times. The intonation was wavering but the rhythm was
repeated m/@oi% The record shows the drum to be perceptibly
behind the voice, yet having the same metric unit.

No. 162. “Tuae Sky ﬁmwr:& (Catalogue no. 166)

Sung by Wasezic’
Voice LH 108
Drum Q_H 108

( Drum-rhythm similar to No. 111)
oo @

BERESSSe
b

Sl == F=

_ NTr_\\_' _”ﬂTHnHm

G —— — e :
e e
- A
WORDS
Weja’wilickwago'deg ... ... ... .. The blue, overhanging
Gielg. ..o Sky
Nina/pomigwiin/. _ ... ... .. .. Answers me back
The singer said that he once killed a Sioux and s sang this song with
the scalp.
This song was sung very firmly, without hesitation, and with good
intonation. The three records are identical in every respect. The
drum beat always followed the voice. The words were not sung
clearly enough to be transcribed.
War Songs—Red Lake Reservation .

MELODIC ANALYSIS

TONALITY

Number of | . - .
songs. Catlalogue numbers,

Major tonality .......__.
2:_3 eo:m:n% .
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MEeropic ANarysis—Continued.
TONE MATERIAL

Number of

f
songs. M,
I
I lv i
Fourth five-toned scale 1: 140
Second five-toned scale 2 W 172,178
Minor third and fourth 1173
Minor triad and fourth 2| 147,167
Other combinations of tones .w 131,146,166
Totale.e. oo, 9 #
BEGINNINGS OF SONGS
Beginningon theoetave...................... ... . ... ... ... 7 | 146,147,1066,167,172,173,178
Beginningon the fifth........._. ... ... ... . ........ 1140
Beginning major and ending minor............................ 1131
Total.. 9
Ending on tonic 9 ‘
’ —
FIRST PROGRESSIONS
First progression upward......... . 4| 1381,146,172,173

First progression downward 5 | 140,147, 166, 167,178

Ruyramic ANALYSIS

Beginning on accented portion of measure. .................... 6 | 131,146,147, 166,167,178
Beginning on unaccented portion of measure . ._............... i 3 i 140,172,173

A 9
Meiric unit of voice and drum the same 4| 140,147,166, 167
Metric unit of voice and drim different.. 2 | 146,172
Recorded without drum ... oo, 3| 140,173,178

Potalio e 9

STRUCTURAL ANALYSIS
Marmonie. ... 1140
MelodiC « ovent v e 8 | 131,146,147, 166, 167, 172, 173,
178
9
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Love Sowxgs

No. 163 (Catalogue no. 161)

Sung by Wasgrzic/

Vorcr ¢ — 88
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The singer said that “in this song a young man asked a young girl to
go and walk with him and said that if she did not come this evening he
would come and ask her again to-morrow evening.”

In this transeription the sharps and flats indicate the pitch of the
tones, but do not imply an established key.

No. 164 (Catalogue no. 155)
Sung by Gaur’/BINES

Voice . = 69
Recorded without drum
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This song is an interesting example of a plaintive melody in a
major key. .
No. 165. “IN 1er Canor” (Catalogue no. 157)

‘Sung by GAGe/BINES”

Voice ._ — 60
" Recorded without drum
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WORDS
Miat e T sce her
Nin/imwee ooeoeooien oo, My sweetheart
Kaniwa/wasa’boye’stt........._..... Paddling her canoe

This is a song of a young man who stands on the shore watching
the maiden of his heart as she paddles her canoe on the lake.
The song is slow and is a good example of a plaintive melody in a
major key.
No. 166. “I am Going AWAY"  (Catalogue no. 151)

Sung by Gaar/BINTs”

Voick LH 72

Recorded without drum
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WORDS Love Songs—Red Lake Reservation . ;

First verse
MELODIC ANALYSIS

Umbe... ... . Come PONALITY
Ma/noni’‘gamadja’...._............. Tam going away AL
Mamoo..o.o oo I pray you B e
Biwa . ... .. .. ... hme me o Z_.“chww..i Catalogue numbers.
Nin‘gama/dja................. £ e o
o A/ wicin’ ” 3
meﬁv ninga/wicin w,i: .mco: return MBJOE COBBHEY + oo ‘ 5 | 185,167,101 _
Ge'go..... o not Minor tonality .. o...oeeeen 151,152
Mawi’/micikén’............ .. ... Weep for me 5
Total. .o
Second verse
Naoooo o Behold TONE MATERIAL
Tei’miwénda/min. ... . . We will be very glad :
PR1 ’ H ’ 2 y o i
Wn:ﬁw Mﬁ:wr%:zm .................. ﬂm Swmﬁ each other Fourth five-toned scale. 117
AEUICINA/N. hen T return Octave complete. ... L
Ge BO-cvue e Do not Octave complete, except sixth... .. ... R 1152
Mawi‘micikén..._._._.. ... Weep for me Other combinations of tones ... ............................... 2 155,161
Analysis—This melody is particularly graceful and pleasing. , TOLLL e e 5
The tempo is not rigidly maintained. The metronome mark indi- :
cates the general tempo and the song is divided into measures by BEGINNINGS OF SONGS
means of the accents. The words are not sufficiently distinet for . EE— L ;
transeription. Beginning on the twelfth. . ................................... 3! 151,159,155 '
Beginningon theseventh....._._.. ... ...... ... ... ........ 1 _, 161
No. 167. “Come, Lt Us DRINK”  (Catalogue no. 152) Beginning on the third....................oin : 1167
Total .. oo

Sung by GaGr/BiNEs’ ,

Voice LH 53

Recorded without drum ENDINGS OF SONGS

Ending on the tonic.. ..
Ending on the fifth. .. ..
Ending on the third

7 ;
|
i
1
w R e
First progression upward........ ... ... .. ... 21 151,157 ¥
First progression downward . .. .......... ... ... 3] 152,155,161 :
S ,
Total. .. 5
WORDS X e e ——
Umbe’ . Come ACCIDENTALS
Mintkwe’da . Let us drink — [ :
T e . e, B Songs containing no accidentals 2| 155,157
. ‘E:w is the song of a 540_3.5 youth who meets another and asks Sixth raised a semitons. 1] 151
if he “has a bottle to cheer him up.” Second raised a semitone 1] 152
\;:N@%& —This melody is not unlike the preceding, except that Sixth lowered semitone. . : 1161
[ 4
it is set to a slower beat. The words can be recognized, but are 5

too indistinet to transcribe. . o I _
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RuyraMic ANALYSIS

Number of

tais o q
songs. Catalogue numbers.

151,152,155,157
161

IHarmonic ..
Melodic......... . ' 5

Moccasin-GaME SONGS
No. 168 (Catalogue no. 133)

Sung by GUwiTA’BINES
P
<O~orQ:.‘ww

Drum Q_Y 116
(Drum-rhythm similar to No. 111)
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Analysis.—The singer said that he learned this song when he was
a boy. The song was sung three times, the measure lengths and
melody remaining the same, but the note values varying in the latter

portion of the song.
The chief interest lies in the fact that there is no apparent relation
between the pulse of the melody and the pulse of the drum, the
melody being J =92 and the drum J=112, each being maintained
very regularly. Each drum beat is preceded by the short unaccented
stroke which characterizes the rhythm of the moccasin game.
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No. 169 (Catalogue no. 142)
Sung by GUwrra/BINis
Voice L,\u 104
Drus LH 120
(Drum-rhythm similar to No. 143)
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Analysis—This song was sung six times, the pulse of the drum
being maintained at J =120 while the voice is as steadily held at
J =104. The note values and measure lengths are the same in all
renditions. The tonality of the song is similar to the preceding
except that the second of the secale is given less prominence, being
used only as a passing tone.

No. 170 (Catalogue no. 144)
Sung by GI'wWiTA’BINES

Vorcr: g == 84
Drum L - 108
(Druni-rhythm similar to No. 143)

I..\J%ﬁm& ray
w‘ll“l‘ ‘4“ f H\I
[ﬂ”ﬁlﬂ‘« B X
Analysis—In this, as in numerous other instances, there is no

mathematical proportion between the metric units of voice and drum,
each expression being independent of the other.
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No. 171 (Catalogue no. 148)

Sung by Gr'wira’siNis
Voice LH 72
Drum LH 112

(Druin-rhythm similar to No. 143)

Analysis.—For transeription this was one of the most difficult
songs in the entire series. It was sung three times, the essential
points of the rhythm being identical throughout but the metric unit
particularly hard to find. In this, as in similar instances, the metric
unit, when found, can be readily traced throughout the record.

No. 172 (Catalogue no. 171)

Sung by WasEgzi¢/
Voice =120
Recorded without drum

\|}
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Analysis.~—This song contains the tones of the second five-toned
scale on R flat. Its interest lies in the prominence of D flat, giving
the impression of a song containing only the minor triad with minor
seventl added.®

The peculiar ending of this song gives it a slight resemblance to a
negro melody.

No. 173 (Catalogue no. 174)
Sung by Grvawicr'cic

This song is in minor tonality, the first part comprising only the
tones of the tonic chord and the last part containing the tones of the
chords on the fourth and second of the scale. This suggests more
harmonic possibilities than most of the songs.

a For a consideration of this tonality, see analysis of song no. 116, p. 130.

DENSMOLE] CHIPPEWA MUSIC 189

Voice L.h 112
Drra LH 112
(Drum-rhythm similar to No. 148)
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No. 174 (Catalogue no. 150)

Sung by WirLLiam PrRENTISS
Voice Q_H 84
Drux Lf 84
(Drum-rhythm similar to No. 148)

Analysis.—This melody is based on the tones of the second five-
toned scale. It contains a subdivision of the count by which a short
tone occurs on the accented portion of the count. This peculiarity
has been found only in the songs collected at Red Lake.

No. 175. “Hzg Gave Us A Dousre Crack” (Catalogue no. 134)
Sung by GI'wITA’BINES

Voice L == 80

Drum LH 132

(Drum-rhythm similar to No. 111)

ﬂl@%mnva ———"
et e —e——
{ f#\ = o v et

alli

WORDS

Kiniconokiwi’igonun’ ._____.__..... I say, he gave us a double crack
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Analysis—These words refer to the skill of the opposing player
and are not sung in a melodic way but spoken rapidly between the
repetitions of the song. The term “double crack” is used to indicate
a certain score in the game.

This song shows the unusual range of the singer’s voice.

The melody is sung slowly, as will be seen by the metronome mark
(} =80), while the drum is rapid (J =132), each beat being preceded
by an unaccented stroke.

»

No. 176. “T AM STANDING TILL DAYLIGHT (Catalogue no. 143)

Sung by Gr'wiTA’BINES
J o —— 192
Voicr g=126

Drun I_H 132

( Drum-rhythm similar to No. 143)

Ke-ga-be-di-bik wa-bun -ni -  ka-pa - wi-yan
WORDS
Kagabédiblk/. ...ooocooiiiiiil I who all night long
Wa’bunika’baniyan’..._............ Am standing up until daylight

Analysts.—In the six repetitions of this song the words oceur only
twice, and are used in two different portions of the melody, showing
the freedom with which words may be omitted from or introduced
into moccasin-game songs. The sharp interjected tones in the sixth
and twelfth measures undoubtedly represent the exclamations given
when o score is made.

In this song the metric unit of the voice is slower than that of the
drum, a peculinrity of many songs which combine the element of
restraint and control with the element of physical excitement,
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Moccasin-gane Songs—ELed Lake Reservation

MELODIC ANALYSIS

TONALITY

Catalogue n

Major tonality
Minor tonality

133, 134, 142, 143, 144, 148, 13C,
171, 174

|

TONE MATERTAL

Second five-toned scale........ 133, 134, 142, 148, 150, 151
143, 144

1] 174

Octave complete except sixth.
Other combinations of tones.

Total

BEGINNINGS O SON

Beginning on the twellth.. ...
Beginning on the fifth_...
Beginning on the octave
Beginning on the tonica

133, 142
143, 148, 171
D174

144, 150
e

Beginning on the seventh

Total. ..

9
Endingontonic. . oo o i 9
ACCIDENTALS
I e IR , . .
Bongs containing no aceldentals........o.... ool a1
FIkRsST PROGRESSIONS
; [
First progression upward....... ... ... ... .. ...l i 7 | 133, 142, 144, 148, 150, 171, 174
First progression downward............... ... 2 | 134, 143
Total. oot 9
RHEYTHMIC ANALYSIS
mmm::.Em on accented portion of measure......... ... ... ... 9

Metric unit of voice and drum the same.
Metric unit of voice and drum ditlerent .
Recorded without drum. .

! 150, 174
51133, 134, 142, 143, 144, 148
| 171

Total

Harmonic . 3 ! 133, 142, 174
Melodle........ G| 134, 143, 144, 148, 150, 171

a The tonic is the lowest tone oceurring in these songs.
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WOMAN’S-DANCE SONGS

The woman’s dance is the favorite social dance among the Chip-
pewa at the present time. Itis said to have been learned from the
.UJ:::,”. Both men and women engage in it; an invitation to dance
is accompanied by a gift, and the first invitation is usually given by
a woman, the man returning it with a gift of equal value. The
dancers form a circle, facing the drum and moving clock-wise with
a shuflling step. ”

The drumbeat of this class of songs consists of an accented stroke
preceded by an unaccented stroke about one-third its length. The
songs show no general characteristics, but most of them are rather
simple in melody and rhythm.

I3 AL 5l
No. 177. “1 HAvE BEEN WAITING”  (Catalogue no. 132)

Sung by Grwita’BINEs
Voice LV : 200

Recorded without drum
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record, but are too indistinet to be readily transcribed.
interest of the song lies in the ra
that the intonation is correct on both
The song was sung twice and the gener
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WORDS

Nin/AmMO/Ce. cceeeccameramamme e My sweetheart

MeWiC o v oe e aeaannean e A long time

CE1 5311 | PP T have been waiting for you
Gibile/ayin/ oo eae et To come over

Where T am

Imaai/ayan’ . .oooceeemmnmeneeonns

Analysis.—These words can be recognized on the phonograph
The chief

nge of the singer’s voice and in the fact
the highest and lowest notes.
al progression of the melody is

duplicated accurately, though some of the note values vary.

(Catalogue no. 175)

No. 178. “ComE, DaNcE”
Sung by GrNvawicr'cla
Voice g =108
Drun L - 116

( Drum-rhythm similar to No. 111)
F2

N
R

A

WORDS .
| 05711 1- 4PN .. Come
NI/ ecemaie e Dance

Analysis—A decided syncopation in the last measures marks this

song as different from the others. The words are spoken rapidly on
a melodic tone, as though the dancer turned to some one sitting in
the circle and urged him to dance, without interrupting his own song.

No. 179 (Catalogue no. 135)

Sung by GrWITa/BINES’
Voice ._H 100
Drum =100

( Drum-rhythm similar to No. 111)
.- # -#-
. E T e,
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Analysis.—1f this song were more exact in its repetitions, we might
ance to its beginning with the chord of A minor:

attach more import
and ending with the chord of K minor.

12692°—Bull. 45—10—13
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No. 180 (Catalogue no. 141)
Sung by Gr'wiTa’BIN#ES
Voicx LH 132
DruM Lf 132
C::E-:Q::: similar to No. 111)
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No. 181 (Catalogue no. 153)
Sung by GAGE’BINES
Voick n_wu 108
Drum Q_H 120
(Drum-rhythm similar to No. 111)
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Analysis—This song has no words. A repetition was secured on
the day following the first renditions. On comparison the renditions
were found to be identical in rhythm and in the accuracy with which
the accidental is sung. A slight difference occurs in the number of
times which the first and last phrases are repeated. The rhythm is’
distinctive and is interestingly shown by ‘‘tapping it out’ with a
pencil.

No. 182 (Catalogue no. 154)
Sung by GAGE’BINES
VoicE L =112
Drum LH 120
(Drum-rhythm similar to No. 111)
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No. 183 (Catalogue no, 159)
Sung by Joun MaRrk

Voice LH 112
Drum ._l 112
(Dr c.ELE;_:b similar to No. 111)

WM 3 n“n\n TIEs MJI? -ﬂ;wﬂ ﬁ;\wﬂﬂ

This is the only song given by the singer; it shows a rhythm
which is simple but very interesting. The only song offered by a
singer is usually characterized by peculiarity of rhythm, indicating
that the rhythm of a song is retained by a mind which does not
accurately retain the melodic progressions.

No. 184 (Catalogue no, 177)
Sung by Gryawicrcie
Voice Q_] 92
Drum LI 116
(Drum-rhythm similar to No. 111)
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No. 185. “Wuere Are You?’ (Catalogue 1o, 86)

Sung by CacaN/AsI
Voick t_n“ 96
Drum ._ - 96
(Drum-rhythm similar to No. 111)

tei -ta to - ki - ya ho fwi ko ho
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WORDS
OKIZECITA - cveecaeemeeeanananennns Leader of the warriors
TOKI YR eemeracenammmanae e Where are you?

This is an old melody sung at a woman’s dance given in special
honor of some warrior. In such a case two women would provide
the gifts and act as hostesses. At the opening of such a dance this
song would be sung by the men at the drum, calling for the war-
rior in whose honor the dance was given. As soon as the song
began the warrior would rise and begin to dance; then the two women
would rise, after which the guests would join the dance. When the
song was finished the warrior would relate his principal deed of valor;
then the women would distribute the gifts they had provided, it
being understood that they gave these presents in behalf of the
warrior.

Analysis.—The accidental in this song was accurately given in all
the renditions. A sixteenth note accented and followed by a dotted
eighth is a rhythmic peculiarity of this song.

Woman’'s-dance Songs—Red Lake Rescrvation

MEeLopi¢ ANALYSIS

TONALITY

Numiber of |

gue numbers.
songs. | Catalogue numbers

3 , 86, 132, 159
G 135,141, 153, 154, 175,177

Major tonality
Minor tonality

L

&

-1
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MEeropic ANaLysis—Continued.

_:rﬁ_, of Catalogue numbers.

32,158

Minor triad and fourth_......
Minor triad, fourth, and seventh

[

Octave complite except seventh
Other combinations of LONes. .. ..o oo e

t

Beginning on the eleventh . 1
Beginning on the octave ... 2 1183, 176
Beginning on the fifth. . ... .. 4 32,135, 141
Beginning on the third..... 1

1

Beginning on the second. .-

ENDINGS OF SONGS

PIRST PROGRESSIONS

First progressions upward ... ... 5 , 153, 154, 159, 175
First progressions downward. ..o 4 7 132,135,141, 177
L1 7 D 9

ACCIDENTALS

Songs containing no accidentals 8
Sixth lowered a semitone................ IR 1186
RuyrumIc ANALYSIS
. N . |
Songs beginning on accented portion of measure : 8
Songs beginning on unaccented portion of measure 1|86
[ 11! SRR
[ —
Metric unit of voice and drum thesame.............ooooint r 4 _ 86, 135, 141, 159
Metrie unit of voice and drum different. . .oo..oLooon . 4 _ 153, 154, 175, 177
7 1132
J 9
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STRUCTURAL ANALYSIS

Number of N
songs. Catalogue numbers,

S R

Harmonic
Melodie. ...

UNcrassiriep Songs

No. 186. SONG REFERRING TO AN Historicar INcipeNT (Catalogue no. 139)
Sung by Gr'wrra’sin s
Voice LH 120
Drum LH 120
( Drum-rhythm similar to No. 111)

SREE S e s

Nin -ga-gi- we-wi-ni - 808 ma-ni - dog we we we nin-
- &W"lim ST ——=a
B (AN W MMH?! iﬁ‘ =—24f - U\“u; L
w A 40— %mw“gulﬁ‘lm{..l.nm.mll. oy

—
//\\\ ~ .
ga-gl-we-wi-ni - gog ma-ni - dog

WORDS
Nin‘gagiwe’winigog’...._. ... .. . .. They will take me home
Manidog”.._........... ... . . The spirits

The free translation of the words as given by the singer was as
follows: “The thunders will take me home whenever T mind t¢ 2o
home, my friends, and the wind it will take me home, too.”

Narrative—This song is based on an historical incident which was related on both
the Red Lake and White Earth reservations.

The story as given at Red Lake was as follows:

Many, many years ago a Chippewa Indian named Djige’wecktin/ (¢ traveling on the
beach of the water”’) killed the trader’s son and was taken to St. Paul for trial. At
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thattime there was only one house in St. Paul. The man was condemned (o be hanged,
but just as they were going to hang him a terrible storm arose. The clouds were right
over the tree where he was going to be hung. Lightning struck the tree and the rain
poured down so that everybody went home. They did not try again to hang the
Indian and he was allowed to g0 back to the reservation, where he was made a chief,
He composed this song while he was a prisoner at St. Paul.

Analysis.—This song contains only the tones of the fourth five-tonad
scale on G flat, and ends on D flat, the dominant of the key. The sev-
enth of the scale, which is the essential tone of the dominant chord, is
not present in the song and no portion of the song alliliates easily with
the dominant chord as an accompaniment. Indeed, the only chords
suggested by the melody, or seeming to be desired by it, are the tonje
and submediant, thus showing a feeling for the descent of the
minor third. The repetitions of this song filled an entire cylinder,
giving ample time for noting its peculiarities. The transeription is
from a rendition about midway of the cylinder.

No. 187. Soxa oF THE BEGGING DANCE  (Catalogue no. 149)

Sung by WiLLiam PrenTiss
Voice J— 84
Drum O_H 12
(Drum-rhythm similar to No. 111 )
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Analysis.—This is the begging song which was sung on the evening
of July 4. Tts chief interest lies in the fact that the pulses of voice
and drum are so dissimilar, each being steadily maintained. The
pulse of the voice is J=84; that of the drum J =112, preceded
by an unaccented stroke. The only correspondence is that three
metronome beats at 84 are ahout equivalent to two beats at 112.
If the song were in double time this would be an ordinary rhythm
of “‘three against two,” but the fact that the melody is in triple
time makes this too complicated for analysis; one can only record
the fact that these are the actual metronome measures of the pulses.
(Compare analysis of song no. 1.)

The slight prolonging of the tones marked (- is the same in all the
repetitions. It is not sufficient to be indicated by a note value, but
gives a peculiar effect of pleading. This is one of the mannerisms
of Indian singing which can not be aceurately transcribed.
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No. 188. Song or THE BEGGING DANCE (Catalogue no.170)
Sung by WaBEz1¢/
Voice ny == 200

Drom LH 88
( Drum-rhythm similar to No. 111)
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Analysis.—This song is of special interest as the phrase rhythm of
the first six measures is repeated in measures 6-12 and the remain-
der of the song contains fragments of the same rhythm. In the
repetitions of the song the rhythm of the first twelve measures is
accurately repeated, but there is a slight variation in the length of
some unimportant notes near the close.

In transcribing the song it was difficult to find the metric unit;
however, this unit was finally found to be $=200. By this meas-
urement the song was very accurately divided, certain tones having
exactly one beat, others two or three, after which the tones readily
grouped themselves into measures. The drum was next tested and
found to be beating very regularly a triple time with an accented
beat on the first and an unaccented on the third count of the triplet
of eighth notes. The metronome showed the pulse of the drum to
be J =88. The accent bell of the metronome was then set at a triple
time and the indicator at 200 and the time space noted between the
accents as given by the bell. This time space was almost exactly
88; therefore if the song were in triple time throughout, the drum
and voice would coincide, but this synchronism is broken by the
introduction of measures in double time while the drum continues to
beat in triple time.

It is worthy of note that the A sharp in the fifth measure was
always given correctly, but that the intonation on the fourth of the
scale was flat, thus dragging down the third when reached.

The intonation of :5 octave was clear and correct.
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No. 189. SoNa oF TraNks ror A GIFT (Catalogue no. 168)

Sung by WagBgzic/

Voice k“ 72
DruM k” 72
.~ o -8 »- ——
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WORDS
Tei’wawicgn/dm. . ... ... I am very grateful
En’dodawid’. ... ... ... oLl TFor what he is doing for me

Analysis.—These words were not sung but were spoken between
the repetitions of the song. The drum was struck only once in a
measure and always followed the voice.

The long notes were sometimes held an extra count. This is
unusual, as the long notes are usually found more uniform than the
short notes in the repetitions.

The record is not entirely clear, but it is evident that the first part
is major and the last part minor in tonality. The B flat is always
taken firmly and accurately, the first E flat being slightly too high
and the second one on true pitch. It is interesting to note that the
change from major to minor is made on B flat instead of E flat.

No. 190. Sone oF THANKS FOR A GIFT  (Catalogue no. 169)

Sung by Wasezice/
Vorcr ¢ =160
Drun l_ . =80
(Drum-rhythm similar to No. 111)
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Analysis.—This song was sung four times, the rhythm being exact
in the repetitions. The pulse of the voice is }=160 and is steadily
maintained in both double and triple measures, while the drum as
steadily beats a triple time at J. (dotted quarter note) =80, giving
an accented beat on the first and an unaccented beat on the third
count of a triplet of eighth notes, regardless of the voice. The song
has no words and is similar to no. 189,

No. 191. Sone oF THANKS FOR 4 Pony (Catalogue no. 136)

Sung by Gr'wita’BiNis
|
o
Voice o -— 76

Drom Q_H 96
(Drum-rhythm similar to No, 111)

Analysis.—This song has an interesting rhythm, suggesting, though
somewhat remotely, the galloping of an Indian pony. It is of minor
tonality though lively in general character, showing that the rhythm
of a song marks its character more strongly than does the tonality.
The tones of the minor triad in ascending progression constitute an
unusual opening for a song.

No. 192, FrienoLy Sona (@) (Catalogue no. 160)

Sung by Wagsrzic/

Voice LH 80

Drum LH 80
0.y 8-
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Esiies

This is one of four “friendly songs,”” the others being nos. 193,
194, and 195. The singer said that they were used in the old times
among the Pembina Chippewa, when a company of people went to
a dance, to show that they came as friends. The singer had him-
self sung these songs in the old days. He said that some of the
visiting Indians smoked their pipes and that back of them stood the
men who sang these songs to assure the people to whom they had
come that they were friendly. There were no words, but he said
the people would know the song was meant to be friendly by the
way in which it was sung; he said also that there was a “friendly
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way to beat the drum.” It was stated further by the singer that
this song was pure Chippewna and that no Sioux songs were used
by the Pembinsa band.

Analysis—Too much importance must not be attached to the
fact that this song begins in the minor and merges into the major,
for, although given accurately in the first rendition from which this
is transcribed, the intonation is faulty in the other renditions. The
thythm in the last eight measures is always accurately repeated.
The drum is in even beats of the same pulse as the melody but always
struck slightly after the tone is sung. The chief interest of the song
lies in the occasion of its use and in the accurate repetition of a
peculiar rhythm in connection with a much less accurate repetition
of the melody.

No. 193. FrienpLy Soxa (b) (Catalogue no, 162)

Sung by WasEzic’
Voice ._H 92

Drum LH 92
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WORDS

Twerdio.... ..o ... ... .. Over there
Gielgofi’. .. ..o . In the sky_
NVeawe/nimigo’. ............. ..., They have taken pity on me

This song is a march and is sung while the visiting Indians walk
around the drum. It is used directly after song no. 192. The drum
Is in single beats to mark the time as the men march and has the
same metric unit as the voice.

Analysis—This song has a wild freedom about it and is very
interesting. Tt was sung four times, the thythm being repeated
exactly but the melody varying slightly. The intonation is good and
the song aggressively major in character. The descent of the minor
third is conspicuous throughout this melody and there is no interval
in the melody which is larger than a major third. Tt is also worthy
of note that the second of the scale is treated as & passing tone,
except in the third measure from the last, where it receives an accent.
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No. 194. FriexpLy Sona (c) (Catalogue no. 163)

Sung by Wasgzic”

Voice LH 116

DrunM LH 116

(Drum-rhythm similar to No. 111)
P ol ol S T sl oS T
m TﬁHﬂl‘tTl\\[ﬂ)ﬂITk_T
= n»»4y ——

7]
@h#]‘k -——]|
. { L

T 7
WORDS

GieIg. . The sky :

Niminota’gwan......_... . ... ... Loves to hear me

This song follows no. 194, the visiting Indians beginning to dance
as they sing this.

Analysis.—FEmphatically major in tonality, this song is character-
1zed by the frequent descent of the minor third. There is no descend-
ing interval larger than the major third. Like the two preceding
examples, this melody contains an indefinable element of freedorm.

The quadruple time is unusual, and the 5-4 rhythm unmistakable.

No. 195. FrienpLy Soxe (d)  (Catalogue no. 164)
Sung by Wasezic’

This is the same kind of song as the preceding, and as the Indians
would dance while singing it, the record was made with the same
vibration of voice, adding. to the difficulty of transeription.

'The intonation in this song is uncertain, yet the prevailing descent
of the minor third is unmistakable and the song contains no descend-
ing intervals larger than the major third. There are three complete
records of the song and in each there is a feeling toward a major
tonality in the first half and a minor in the last half, but the voice
1s too unsteady to permit analysis of this.

In one of the records there are two counts in the third measure
followed by three in the fourth. This change is immaterial except as
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it shows that the singer felt it necessary to put five counts into these
two measures. Throughout this song the drum is very perceptibly-
behind the voice.

This song is of value chiefly because of the frequent descent of
the minor third and of the clearness with which the drum follows the
voice.

Vorcr g=-120
Dros LH 120

No. 196. Sone REFERRING TO A Vision (Catalogue no. 138)
Sung by Gr'wiTA’BINES
Voick LH 116
Drum LH 116
{Drum-rhythm similar to No. 111)
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WORDS
Wa/wia’weye/gancut/ .............. Round-hoofed

Gicawe'nimik’. .. et Had pity on me

Analysis.—The singer said that he learned this song from a Mille
Lac Chippewa many years ago. The record was played for an Indian
at White Earth, and he recognized the song at once. The words refer

to a vision of a round-hoofed animal which probably appeared to the
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singer in a dream. The words are crowded into the first two measures
of the music. They can be recognized, but contain many interpolated
syllables, and are too indistinet for transeription.

No. 197. Song or WE'NABO'JO  (Catalogue no. 272)
Sung by Ga’rarrcier’cla
Voick \7Hmow

Drum \7xm 116

(Drum-rhythm similar to No. 111)
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yu we he he yu we he he yu we ke he
WORDS
........ euea.. Don’t look

................. Or your eyes
......................... Will always be red

This song is connected with a favorite folk-story in which We'na-
bo’jo invites the ducks to dance, telling them to keep their eyes shut,
and then wrings their necks one after another. The phonograph
record is supposed to reproduce the event, even the cries of the ducks
being given by the singer. Before beginning the song the singer
said: “J am arranging to have a dance, my little brothers and sisters.”
After the first rendition he said, “Dance, dance, dance faster, my
little brothers and sisters, but don’t open your eyes.” After the sec-
ond he said, “How, how, take warning, my little brothers and sisters.”
This is mentioned to show the Indian custom of interspersing the
renditions of the song with short speeches.

Analysis.—This is one of the few songs in 5-4 time. It is
plainly distinguishable from a triple measure followed by a double
measure. The metric unit is unusually rapid. Repetitions of this
song by other singers are found to be identical.

Unclassified Songs—Red Lake Reservation

MEeLODIC ANALYSIS

TONALITY
Number of )
songs. Catalogue numbers.
Majortonality.. ..o i 4 | 139, 162, 163, 169
Minor tonality . . 6 | 130, 138, 149, 164, 170, 272
Beginning minor and ending maj 11160
Beginning major and ending minor 1| 168
Total. e 12

DENSMOKE] CHIPPEWA MU3LC
MeLopic ANaLysis—(Continued.

TONE MATERIAL

Number

Fourth five-toned scale.. . ... ... ... ...

of,

207

Catalogue numbers,

|
3 | 139, 162, 169

Minortriad. ... oo o 1272

Octave complete exceptsixth. ... .. ... 2| 188, 164

Octave complete exceptseventh. . ... ... ... 1 " 163

Octave complete except sixth 1164

Other combinationsof tones................ 4 136, 144, 160, 168
LT 72 R 12

BEGINNINGS OF SONGS

Beginningonthefifth..... ... ...
Beginning on the third...........
Beginning on the tonice.
Beginning on the octave.........
Beginning on the fourth... ...

138, 149, 162, 163

164, 168, 170

5
11272
1
1

Ending on the tonic.

Ending on the fifth
Ending on the third

8 | 136, 149, 160, 162, 163, 164, 168,
272

3| 138, 139, 169

1170

First progression upward. ... ... 5 | 136, 138, 169, 170, 272
First progression downward...........0 . . 7 | 139, 149, 100, 162, 163, 164, 168
B A0 7 12
ACCIDENTALS
Songs containing accidentals ............... fomeaens e None
Songs containing no accidentals ... 12

RuyraMIc ANALYSIS

Beginning on unaccented portion of measure
Beginning on accented portion of measure........... ..

31 139, 149, 170
9 | 136, 138, 160, 162, 163, 164, 165,
168, 272

Metric unit of voice and drum the same
Metric unit of voice and drum ditferent ..

Potal

@ This song begins on the tonic, a portion of the melody being above the

-~

| 138, 139, 160, 162, 163, 164, 168
51 136, 149, 169, 170, 272

I
i
2,

keynote and a portion below it.
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STRUCTURAL ANALYSIS

Number of 7 ., .
songs. | Catalogue numbers.

2 _ 162, 272
10 _ 136, 138, 139, 149, 160, 163, 164,
168, 169, 170

12

No. 198. DrEAM SoNg

Duplicate of no. 115 (Catalogue no. 209)

(Catalogue no. 108)

Sung by Kr'ose/wINI'NI
Voice g=—=108
Drum LH 108
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This rendition was by a younger singer and is less complete than
no. 115, plainly showing the manner in which a song is slightly
changed. This record was made more than a year previous to the
other, and the duplication was accidental,
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Two renditions of this song were secured from Ki’'ose’wini'ni, one
without the drum, and, after a lapse of several months, another with
the drum. The rhythm of the song is identical, but the less impor-
tant melody progressions vary slightly as the singer was inspired to
elaborate somewhat. This transeription is {rom the first record and
is believed to be more correct than the second.

No. 199. SonG or THANKS ¥OrR A PONY (Catalogue no. 137)
Duplicate of no. 152 (Catalogue no. 92)

Sung by Gr'wIira’BINES

Voice LH 96
anz Q_ o= 96
= = —
m An Cat o L s Ry = S ——
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This duplication was made by a singer on the Red Lake reservation
who was particularly free in his manner of singing. 'The original was
made at Leech Lake. The song is evidently the same, the principal
differences being due to the personality of the singer.

No. 200. Love Soxe

Duplicate of no. 138 (Catalogue no. 107)

(Catalogue no. 145)

Sung by Gr'wirA’BINES
VoIcE |_| 116

tecorded without drum

e e e e P e R =
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e e g
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¥ N f f i ——
SR Ee e
S He==—u

na - mi-wi - kén

This and the two preceding songs are not included in the analysis of
Red Lake songs, as they have been analyzed in a previous section.
Comparison of the two transeriptions will show the differences to
be very slight, although the records were made on widely separated
reservations.
12692°—DBull. 45—10—-14
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