
REPORT OX TilE TRL'CTTJRAL PECL"LIARITIE 

OF TilE }It; 'IC. 

BY JOB~ O'!FOHT F I LDIOHE . 

h the spring of 1 ::\lis Alice C. Flet her of the Peabody 
1\fuscnm of American Arch~eology and Ethnology of £I:uY:ml Uni
Yer ity sent me :tn Indian song wllich he !lad noted down from 
tb singing of the Omahas a kmg me some question concrrnitw 
its scale. A correspondence ensued which finally rcsullrd in her 
commissioning m to make a c:ncfnl cicntific tully or her coli c
tion of Jndi:m Song , eYcral hundred in number. During the 
sp ring and summer of 1 Vl, he also provillcd me opportnnitics of 
hearing m:tny of the song perform cl by Jncliuns and of ubmit
ting to them my harmonizations of nearly the whole collection of 
song . 

1\fy principal rclitmce in this work was on 1\Ir. Franci La Flc cbe, 
an Omaha Jnclian in the serYi c of th l nllian Bnr au at '\rushing
ton , D. I spent a week with him in ' Va hington, devoting my 
whole strength to the study of lhc song . I aftcnmnls n compa
nied him to the Omaha He ·ctTation in N l;ra lm for another w ek 
of worl . We were fortunate enough to find the tribe assrmblcd 
in camp for the ce lebration of thrir tribal fcstint l. ' Yc witnc sed 
their d:tnccs, heard their songs, nntl their dcYotion and gr:ttitnde to 
Miss L"letcber procured for me the unprcccd nted f:tvor of a special 
performance of tht' Wa-wan (Sacred Calumet) ceremony. Thi 
wa given at ht'r rt'qnest, and on he r account only, he being the 
only white per ·on to whom such a concession lmd ever before been 
made . 

A few week ' later 1\I r. La Fleschc spent a w ck at my h m , at 
which time we gatllered up tile loo e threads and rounded up our 
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work as f:1r a-; po. sible . To his unwe:uied patience , intelligence 
courtesy !lll1l c:H'el'ulne_ I 011·~ mut•h; Ya tly more intll.'cd, than I 
can gl\·t· any a<lequn.tc Idea of 111 any acknowh•tlgmcnt I t·an make 
" 'ithout hi~ dcYotcd n.s istance, no thorough or complete ill\·e~ti~ 
rra.tion of the music of hi tribe woul<.l h:tYC been po ,ible. ~0 one else was .-o thoroughly compet nt in CYery wn.y to a ·si t :t tnu
sician in finding out what nccdetl to he known. 

I also clt>sirc to ackno 11·lcdgc my obligations to :\Ir. George )[iller, 
n.nother Omaha whom I met on the Re:etTation, for hit< patience in 
rcpeatl'dly singing for me song which -:ur. La Fle ·che ditlnot know 
until I h:1d notctl them COIT ctly; to i\Ir. ~oah La F!esche for a 
s imilar sc'tTice in the mu ·ic for the Indian fla rreolet, antl to Pae
zhac-hoo !:1, Doo-ha-mon-nc amllic-thn-ga-he-gac, the three Intliau 
who co ntlu rtetl the '\ra-wan ce remony. 

In my inwstigntions I h:tYC ought to COYer the following point : 
1. The scale on whicb the In tli:1n song arc built. 

2 . The h:umoni c naturally implied in the melodic ' of the ·on()' 
3 . The tonality of the songs as indicated by melody ant! h~r: 

mony comhincd. 
4. l hy t luns . 

5. Phras ing and motiYization. 

6 . Quality of tone and correctuc s of intonation . 

7. The I ntlian fl ageolet; iL scale, fingering and capabilitie a 
a mnsieal in st rument. 

1. Scales . l\Iy firt work on the collection of . ongs turnetl over 
to me was to go over them l:thoriously, picking out the tone of 
"·hicb ac:h ong " ·a compol:!cd and annn(J' ing tbem in calc order. 
I fonntl th:tt a grent majority of them were compo eel of tbe tones 
of the pentatonic (fh-e toned) major !:!Calc, famili:1r in old ~cotcb, 
Iri h, Ubinc ·c and otlwr ancient mu sic ; i. e., of the tone of our 
major cal with the fourth n.nd scvcntb omitted. Some of them 
employed the corresponding fiyc-toncd minor scale. But a " ry 
considerable number seemed capricious, in tbnt they employ d 
either the fourth or scYenth and omittc<l one or more of the other 
r gular scale intcrntl:; o that th re w re among them ongs "·hicb 
could be retluccd to major or minor scales of fonr, five, six, seven 
or eight tonrs. The minor sc:1lc appeared both in it "pure" and 
"mix~ed" form; i. e., with :1 minor or major CYenth, tile latt r being 
our so-ca11 •d "h:1nnonic" minor scale. 13nt there remained some 
Yery puzzling ca es of songs whose tones could not Le reduced 
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'tl .. the major or the minor .calr whether complete or incom-
to r1 1 ' "· . 1 tl 

I 'C'lliSC chromatw tonr. " ·rn• employ c1. Su(' 1 wrrc 1c 
111rte ll • · · 13 

, · tJ11111" soncr (~o c of thi · c·ollcction), whrr tla• tonrs 
•·1 OO!rl' • ,., . . . 

1 6 ~ nrc intro<luc d, thr rr 't of the ong 1ll'll1f! pl:unly ill the 
nnll f L'· the '•Takincr ::t\Y:JY the Ilung-a" (No. ;}G) whL•rc A b en c o ,. , "' · 
. 1 tile Rcnle !Jeincr G m:1jor rtc. If the. e tonr could liaYe 
1 USl'l, ' ' o 

t ·c·Jtl•d a mere chromati hyc tonrs thry would not hnn~ 
been 1 • • • 
cnuqecJ mnrh ditliculty but thr A bin :~o. 56, nt l<•ast. is :111 impor-
tant ml'loclic note; i · principnl nn1lnot acce sory. So i. the C.: b in 
the song Xo. :32. Thr c tone· can en. ily be accountPd for on har
monic f!'I'OIIIHls, hut not hy a ref r n e to any known form of scale. 
nut the Indian alwnys sing in uni on !tllCl neYrr employ harmony. 
1Io11·erer, I hope I ·hall he nhle in then xt paragrnph to oll'er c·on-
idcratinns which may point the wny to th olntion of the proiJlrm. 
2. JJ11 rmony. Miss Fletcher had inform clmc of thL• curious fact 

thnt nlthonp:h the Inclian ll<'Yer maclc :lny :ltt mpt at singing in 
pnrt , "IH'IH'\·er thrir ong- · were pl:!yccl for thrm on a piano or 
orgnn, the!f 1rere not satisjie<l without the addition of chords to the 
melodies. 

This f:1rt . cemecl to me sig.nificant ancl important. I thought it 
imlic:tlrd the presenc of a latent lwrmonic '<' 11. r which might, 
uneonsC"iously on the ir part, be a <let rmining factor in their choice 
of nwlody tone . Acronlingly r set myself to lwrmonizing a c·on
sidcmbll' nnmbcrof . ong-. , ceki1w only to employ th<' natumllwr
monicH implictl in the mcloclie ·. I then . cnt tho~e harmoniz d 
sonrrs to :'l fitis Fletcher, requesting h t' t try them on a. many I n
dians n Rhe could, with a Yiew to <lii;ro,·ering wll •thcr thPy found 
my hnrmonie. natural ancl satisfactory . 

The result of the experinwnt \\' :ls ntir ly sneer, !:lful. l n 1at Yer 
chords WI' I'<' nnturnl and ntis factory to me were equally :o to tiH'm, 
from which it seem prop r to draw th conclusion that tl1r .·en ·e 
of harmony is an innate cnclo\\'mcnt f human nature, that it j 

the nnJC for the train •d mnsician and for the untrainrcl primiti'' 
mnn, thr dill' renee being pmrly one of cl " 1 pmcnt. 

I h:l\'C my elf p rsonally repeated thi xperimcnt many time 
nncl nlway. with th :lme re nit. And incc the e mrloclic ah rra
tion · to 11hich r haY referred ar a ·ily nnd natnr:tll\' account d 
for hy r •fprence to their n:llnral hnrmonic relations, an;l ;11 nn nther 
~'-'O.'f, I nm forced to the oncln ion that melo<ly i :l product of the 
nntural harmonic en e nnd that all ctfort to rednc primitiY mcl-
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odie to cal t>s without referenc to the natural harmonic,; implied 
in them mu. t proYe futile. I ther fore pare my· •If the u ele, 
la.bor of enum ratinrr all the specillc nrietie of cal to be fouu 

1 in the::;e ong , rcgardinrr it as a wholly incleYant matter. t 

The harmonizations giYen in the song~ which accompany thi re. 
port h:n-c all b en submitted t.o I mlian critici ·m, ome of them many 
tim , and haYe been fount! atisfadory. I h:n-e al:;o experimente;l 
with different harmonic and haYe inYariably retainetltho ·c which 
tllC Indian car preferred . 

The ·c ucceptetl harmonization gh-e orne curiou re ult . The 
Indian car accepts not only th major and minor concord , hut the 
dominant ·eyenth, as shown in mo t if not all of the ong ; the 
dimini,;hcd ·eycuth, a hown in the econd mea me of ~o. 6

3 
( thi . chord was <li8tinctly prcferrcll to the dominant eYenth in 
that place); ·harp tli . onunc in the hape of u ·pen ion , wh ther 
prepared, a· in th twelfth m a ur of No . 4.1, or free (appoggia
turas) a in the fir t mea nre of No. 37 and in numerou other 
ca s. Th points cover pr tty much the whole ground of mod-

rn harmonic · tructure . In atl<lition to thi , omc of the e melodic 
a , for example No. 4. 1, nrc clearly ba ed on harmonic modulation 
and ome of th m like N o. 56 already cited, dep nd on third or 
ixth relationship . The chord of A b in that ong is the chord 

of the (major) under third of U, in which latter key the ong clo e , 
althon(Th it begin in G . This latter point, t he us of the third and 
sixth rchltion. hip in harmony, i on of the mo t notable peculiar
Hi of the 1\Iotlcrn Romantic chool. 

P ractice of thi, ort i to be found in BeethoYcuuncl in , chubert ; 
more of it in ~chumann and iu Chopin; most of all in Liszt and 
·w agner. That ome of these primitive m !odie , created by a 
pc plc who never use harmony and who have. no mu ical theory of 
any kind nor eYeu a musical notation should b explicabl by re
ferring them to a latent perception of the e relation hip and ex
p licable in no oth r ·way, i certainly a surpri ing fact. It would 
eem to proYc beyond question, if proof had been need d, that 

th c relationship are primary and natural and that modern com-
,. po er in xt nding the limit of the t rad itional hanuonic sy tem 

in which the fifth relation hip had reigned supr me have simply 
eli cov reel and utilized new natural materials and rel:ttions. 

It seems c lear enough t.h'\t, a we might expec.:t from what we 
now know, since Helmholtz' cpoc.:h-making work, of the complex 
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. of 81·n<rlc tones the primitive miml has, from the very first 
natme " ' . . 

f O
ncr a sort of subconscious perceptiOn of harmoniC re-

tonc o a s "' • . . 
I 

. ancl that the'c relations determ1ne, at least 111 no small tle-
atJOn V I I . the melodic succession of tones in the song. \ hot 1er t us 

gree, . 1 
bc

onscious perception includes the undertone sencs a wei as 
Sll I~· the 01·crtone series, according to the doctri nos of Dr. Jingo te-

l nlld Prof Arthur von OcLtinG:en, I have not been able con-
mnnl ' · ~ 

clu il'ely to determine. The only fact which seems to bear on this 
que tion is that primitive man, in common wi.th the trained musician, 
nccepts the minor chord (so called) as a satt factory concord. And 
thi <'horcl, from the point of view of acoustics, is certainly not a 
concorcl in the OI'Crtone series ancl is a concord when rcfcrrecl to 
the undertone series and not othcrwi e. But my experiments with 
tbe Indians have thrown no new light on the problem of the rc>la
tion of Harmony to Acou tics. It is clear cnongh that Indian 
musical compo ition is clue to the impul. e to express emotion in 
melodic and rhythmic forms antl that the determining forces are 
imagination and ~cling. Of conrsc this expre ion of ~cling is 
conditioned on pity -ical laws; bnt thus far I sec no rea on to ex
pect, as I once hoped, that the stndy of primitive music may lead 
to further eli coveries as to how far-reaching those laws may be. 
The fact may he notecl, however, that mnjor keys and major chords 
predominate in the e songs, and that Lite Indian car prefer a ma
jor chord, as a rule, at the close of a minor ong. ,All of which 
uggcsts that, e1·en if there be a snbcon cious perception of the 

undertone seri e , the Ol'ertone seri es predominates over it, in their 
mincl. 

It is possible we shall sometime discover that the tones we hear 
nre more complex than even Helmholtz knew; that the undertone 
eric as well as the o1·ertonc senes is present in c,·ery tone, ancl 

that "major" and "minor" conceptions are clue to the preclomi
nance of one or the other, much as quality of tone (tirnbTe, l.:lung
farbe) i clue to the predominance of one or another set of overtones. 
Dut thi is yet to be cone! uei vely proved. 

3. Tonality. Before I became convinced that a latent sense of 
harmony in the aboriginal mind played an important part in deter
mining these meloclie , I hatl found that the question of their to
nality was often clifHcult, not to ay impos ibie to clecitle from the 
melody tones alone. A few illn trations will help to make thi 
clear. Soug No. 12 (Wae-wa-cbee) contains two sllarps (F # 
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an<l C :::: ). Onlinaril,,·, therefore, 11·e honl<l ay that it !·eJ 
not is D. But note the build of the melody. It begin on~~ 
(third pace of treble ·taff) ends on the A below the treble 

1 
-

and omit the tone G. It' it he in the key of D not only i. l~t~ 
fourth of the calc omittecl, hut the ono- heain . on the lc" 

1
. 

'" 1110' tone ( e\·enth) of the scale and goes DOWNWARD until it finall~ 
end on the Dom i n:tn t ( fifllt). The trained mu sica! ear at lea~~ 
cannot hut feel that tlti - i· a omcwhat unnatuml beo-innina I> ' 

0 <:'' >lit 
if it he a . umccl that the mi sing calc tone is not G hut G:: the 
case presents no further difiiculty. It. i natural enough for a mel. 
ocly to begin on the third of the calc and go down. \\~hat i more 
if we think the song as beginning, in the key of A, there i 

110 
clifllculty in harmonizing it ea ily and naturally. Wltercn the 
fir t part of it can hardly he harmonized in the key of D otlterwi.e 
than awkwardly and un uti factorily, the latter part CM he har

monized as well in D as in A and the Indian rar prefer the enc\
ing in D . One would decide the tonality then, not alone from the 
tones actually employed in the song, but from con idcring whnt 
tone or tones needed to he ·upplied in order to make a natural and 
sati ractory harmony. Tlllt. , the que tion ''\\That calc Ita thi 

ong?" simply re oh·c. itself into the question of' harmony. If we 

can decide on the Tonic chord, the calc will settle it -elf. And 
the que lion of the Tonic chord clep nels mainly on the harmonic 
implieations of the melody. S\:alc, I have come to think, is an 
entirely subordinate matter. 

Take No. 67 for ful'lher cx:-tmple. 
cloubt; yet the lealling tone (G:F) i. 
mu t be suppli d in the harmony. 

It i in the key of A, beyond 
nowhere to be found in it, anti 

So I rPgard No. 17 as in the key of A, although it contain neither 
the m·enth nor the fourth of the scale of A. And 'o. 19 is in 
the key of D, although both C:::: ancl G arc mi sing. These Ia t 

two furni h admirable examples of pentatonic cales. It is curi
ous, by the way, to cc how m:-tny of these song begin ancl end 
on the fifth or the cale, as docs ?\o. 17. Ancl many other end on 
the fifth (among them No . 72, if we el1(l il in D, as the Indian car 
prefer it), althotwh they begin on some other inlel'l'al, perhap 
the tonic, as doc ?\o. 19 . This brings the ionic chord, at tlteclo c, 
into it natural po ition when made <tp of three tone only, wiLh 
none of' them douhlccl. \\~!tether tlti p culiar ending i due to a 
(lim con·ciou ne in the Indian mind of thi natural po ilion of 
2!>4 
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· chord it i impos ible, of cou1· e, to say with the full as-
the toniC • I 

f CerLn.inL.}'· But it i certain that tile orws thus tnr-urnutc o ' . 
. 1 ·~tisfj' the Indian ear equallr with that of the tr:uned 

111or111:c< · · · 
. · Can this be accounted for otherwise than on the grou1t<l mu ICIIlll. • 

of a common perception? I think not. 'l:h~ dif~'crence, as it ' (' CHIS 

· one 11 urely• of dear c, due to Lm1n1ng 111 the one ca ·e, and to me, 1 o 

lacl\ of it in the other. . . . 
The ex:'tmplc. I ha1•e cited might be numeron. ly mult1plred rf 

'tl'\' But thej' sen·e to illu . trate the point that the question necr ' • 
ortouality in the e songs i. a qne Lion to oe settled oy the help of 
lwnuouic consideration and not otherwise. Any reader who is 
intcrc ted will tndy the songs for himself. For other · there i no 
need to multiply illu trations. . 

But the case hccomes stronger when we come to take into ac
count the meloclie which more or less plainly imply modulation. 
Of thee, the beautiful choral No. 41 is the mo t con picnou ex
ample. The ong begins in the key of I b. There i. not a ingle 
touc in the melody, except the E in the lust measure hut one, 
which is not to he found in the cale of Bb. Yet the cour. e of 
the melody i such a to force on one the sen e of a chanf!e of key. 
It i quite impo ible to harmonize it satisfactorily without modu
J11ting, e pecially considering Uw fol'lll of the ending. The h[trmony 
I hare given to it . eem'l to me to be naturally implied in the mel
ody nncl aLisfactory. I trie<l numerous experiments 011 Mr. La 
Fie che with the harmony of thi song, beginning with the ixth 
men ure. IIi comments would run about thus: "This sounds 
ricrht to me up to that point; the next part is weak; now it i bet
ter,-hut it i n'L right yet; now it i rigltt." The latter comment 
wn macle when I pl:..yed the harmony tt It ere gil·en. I also tried 
it on Re ervation Indian afterwards with the same result, so that 
I fc ·I ju tified in holding thi harmony to be entirely natural. 

In this song the original key i k pt until the fifth measure, in 
which the fir. t clause end with the relative minor chord. The 
next phra c of three mea ure is in the key of Eb ( ub-dominant;, 
the third mea ure effecting a tmn iLion to the key of F by mean 
of the chord of (over-third of Eb), followed naturally by the 
chord of C (dominant in F). The Ia t clan e bPgins in F, modu
!at~ to , in the e?ond mea ure nnd clo e the period in that k y. 
flu key, the maJor o1·er- econd of Bb, the original key-note, 
woul<l eem to be o rem ·>te u. to make it impo3s1ble to pre et'l'e 
P . .\1. I' Al'EUS. 1 20 
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unity with.in the ~imits of a hort twehe-mea nre period. But 
the melod1c flow IS so smooth an<l the harmonic connections 

80 
natnrnl that I, at least, do not get from it the impres ion of any. 
thing forced, harsh Ol' unpleasant, nor, rlo I feel the need of a retu;·n 
to the original tonic. The whole choral impresses me with it 
heauty, nobility and dignity . Indeed, I know not where to look 
for a finer mn ical expression of noble, dignified religious feelino 
within the limit of the choral. " 

In No. 45 the principal key is Ab, but I found it impos ible 
to harmonize it satisfactorily without introducing the key of the 
relative minor ::m<l of the domin:tnt. Itclo es in the relative minor· 
but the Indians prefer the m~1jor chord for the final, and it can no~ 
he denicll !that the for m of plagal cadence here given is rcry beau. 
ti fnl. 

No . 56 seems to be an example of change of 1\cy withi n very 
narrow limit.. The first two phrases, compri ing on ly three mens. 
ures, wonhl seem to be clearly in t he key of G, whi le the remain
ing two phrases, of t wo measn res earh, seem to be in the key of 
C, with a modificati on of t he p lagal close, the mnjor chord of the 
u nde r- t hird being used in place of the snb-clom ina nt. 

The Otoe song , No . 4 7, may well clo e our li t of citations 011 
t hi s subject. I n it., we find, at least acconli ng to cur rent methods 
of reckoning mod ul ation, the t hree keys o f E min or, B minor, nnd 
D m!ljor , t he p redomin ant to nali ty be ing t hat of B minor. The 
e ncl in g wit h t he clo min an t cho rd gi ,·e a peculi ar feeling of inco 111• 

pleteness; a fee li ng caused also by t he end ings of some of the other 
songs, notably No. 32, wh ich ends with the supcrtonic chol'(1. This 
last song is al o notable for its e mploy ment or t he minor chord of 
the sub-dom inant, t hu s making it a " mixe<l major" key, ns Dr. 
M ori tz H auptman n aptly named t hi s l;:ind o f tonali ty . 

These nm1snal end ings remind o ne o r Schu man n ; I recall par
ticul a rl y No . 4. of t he " Kreis lcrian a," which ends wi t h the chord 
of D mnJor ( o l'e r- Lhird), t he key of the piece being Bb· Such 
e nd ings doubtless serve the req uirements o f e motion al expression 
a nd t hu s nse<l, a re, o f com se, leg it imate . No mu sician, civili zed 
or uncivil ized, is under obl igati on to cut hi s feeli ngs to fi t the the
oretical req uireme nts o f cadence. H e has a ri ght to express his 
feel ing ju t as it i ;-i f he can. 

4 . Rhythms. One o f the mo t noticeable rhy thmi c pecul iari ties 

of t hese songs is t he g ro upi ng o f pulses in to measm es of different 
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ome of them group thcit· pulse in twos or in threes 
lengths. 1 

I t But man,· of them hare <>Toups of an nncqua num-tbt·o1w ton . J o 
ber of beats. nch are the be:wtiful Icka ce song, To. 59 (twos 

I ,1 . e ) 0 36 also twos and three , No. 62, threes ancl foms, an< "ne , · • 
I ,1 01. To 74 chano-e its mea ures from t to&, the dotted 

an< 0•1 · · "' 
t . note in the second part and the quarter note in the f1r t qnnr et 

part each tanding for ad rum beat, at Ll.te rate of 10-! to. the mi nn.tc. 
This Ia t ong serrcs al o to exemplify the yncopat10n of which 

thee song contain numerous examples. The song begins a half
pulse before the drum-bent, and_ the first measure .of fil'c heats is 
divided into five twos. There ts also a syncopatiOn toward the 
end of the ~ portion. The fir t measure is syncopntcd, in thnt 
the drum beat comes on the first note of the second phrase, while 
it comes on the ccond note of the first plirasc, the second phra e 
beina melodically an exact repetition of the fir t. This song I 

0 

found vPry <liillcult to note down from the singing, its rhythm be-
ing extremely complicated. 

One of the most striking peculinritics of rhythm is the mixture 
of two and three in the same measure. The l\Iekasee song, ro. 
5 , ha two examples of this in the ~· rhythm wlt'ere there are two 
drum-beats in each measure, represented by clotted quarters, whil'c 
the song has three quarter notes in the mea ure. Tllis is the same 

rhythm to be found in the o. 20 of the Mendelssohn " ong with
out Word ,"in "Ab chied," Op. 2, chumann and el ewhere rn 
the work of the modern romantic compo ers. But the Omahas 
carry this rhythm to the greatest length in the IIaethn ka songs. 
The IJaethu ka dances, as I ilave seen them, require the double
drum-beat, a strong pulse followed by a weak one. Again t this 
many of the songs have three equal notes or their value. 1'11e 
drum-beat being represented by two eio-hth notes, with a &tronrr 

0 0 

accent on the first, the voice will sing against it now an eio-hth fol-
o 

lowed i.Jy a quarter, now a quarter followed by an eighth, now three 
eighths, now a syncopation, the quarter note eros ing the drum
beat. Examples of all these rhythmic forms may be found in the 
Ilaethu ka ong, No. 19, and most of the other Hacthuska sono-s 
exemplify them more or less. That a primitive people, witho~t 
any lllll ical notation and without any theory of rhythm, houlr! 
ha.''~ developed such complicated rhythms seems to me very sur
pn mg. I know of no greater rhythmic difficulties anywhere in 
our modem mu ic than these Omahas have completely at command 
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in their eYery-tlny mn ic. It seem to he as natural a11<l en Y ~ 
them to bent two ancl ing three and that too in all ort or· _or 

. 1 I ,_. . I I ) n-
co pattOn aiH comp ex comu1nal10n a t 10ng 1 they ha<l receiveu 
the mo t thorough rh.} thmical training to be hn<l in any con erYatory 
in the world. Inclee<l, I u pect that a areat majority or con erv~

~ory · tt~<lents the worl~l over might. ha,·e a good deal or dil!icnltv 
111 lcarn111g to do what 1s to the Imltan an every-day m·lttt'r \ ·1 • • • " II( 

if white student of mu ic hatl to pas an examination in tnkin" 
down Indian rhythms from hearing them, I fear a rrootl 11 " 

" tnnv 
wouhl come to grief. Rhythm i by Far the mo. t elaborately dcvei. 
oped element of the Indian mu ic, ancl in thi re pect ci r ilize<l mu

ic ha not t;mpnssetl it, at lea tin the point of combining dis im
ilar rhythm . 

5. Phm ing wul llfotivizcttion. Tllat larger pha e or rhythm 
which is called phmsing the grouping of mea me into phra e· 
an<l clause and the correlating them into periocl , i repre enterl 
in the e ongs in qn ite as rich variety a i that groupi ng of pul.e 
which we cal l men ures . \Ye are accu tometl to think of the nor
mal phra e as a g roup of two mea ures, less fre que ntly of three, but 
the e ong afford numerou examples not only of two- and three
measure phrase but al o of four-mea me, five measure ami even 
larger piHa es. In No. 19, already cited, the fir t three phrn e 
h aYe four measures each, the fomth has even; the fif'th, ixth nnd 
seventh phra es have four mea ures each antl the eighth ix. 

No. 17 con i ts of two perio<l . The fir t consi t of two fire
mea ure pltra e and one nine-measme phra e, unless one cltoo e 
to tl i vide the latter in to a five and a four. (The odd mea, ure nt the 
encl is a mere breathing space; as al o in No . 19.) The ccond 
period has a fire- and an eig ht-measure phra e, or two fiycs anti n 
three. The former cli,•i ion i perhaps more natural with the har
mony I have given it, the final measures seeming to be an integral 
portion of the long phra e rather than n. separate short one. 

These two exampl es arc sufilcient to how the ri chne anti vari
ety of the gronpi ng in phra es and the correlation of pltrn es in 
larger forms whi ch characterize the Omaha ongs. No one with 
the songs before him needs more, to call hi attention to the point. 

As regards "motivization," the building up of a melody out of 
mo<li fie<l repetitions of a hort meloclic phra e which serve a a 
m o<lel (techni eally a "motive"), Nature seems to llare taught 
the e people preci ely \Yltat our professors of compo iti~n l~nch 

29 



REPC'RT ON THE STRGCTIJRAL PECULIAUITIES OF THE liiG IC . 
69 

their pupils, and with marked succe s. Not only the tw~ song: 

1 
h:ti'C jn. t cited n.s examples in phra ing, but almost every sono 

in the collection, employs its fir t moti\'c as a motlel n_ncl ~hu se
cure tile prime quality UNITY. They all repeat :he mo~tve 111 mod
ified form ami tliu obtain VARIETY, without whtch n1~y becomes 

ere monotonous uniformity. They all con·clute thetr phra es 
m I . 
into clnn. e ; their clnu e into periods and the larger one t '_eu· 
periods into two-period "Primary Forms" witlt a symmetry winch 

i pntircly atisfnctory. 
As for Contm t nnd Climax, the remaining two essential of any 

O'reat Art work, the dimension of the song are too small to ad
~1it of the former, cxcrpt as it i · included in the variety of the 
treatment of' the motiYe and of the rhythm; and there s ems to be, 
in mo t ens(' nt least, a real culmination of in t re t and of effect, 
notwitli tanding the c·urious fact that the melodic. almost ill\·ari
ahi_1· dcse<'nd in pitch, from the bt>ginning to the entl of each period. 

That i to say, the fundamental requirement of a work of art 
nre founded in tile nature of things and of the h11man mind and are 
obeyed as unerringly by these unl:lllght primitive men in their ef
forts to express emotion in term of the beautiful as hy the best 
of trained c·ornpo~er . The differ nee seems to be one of develop
ment 111erely . The Indiiws produce no long, elaborate musical 
forms b cau e they have not acquired the power of su tnincd 
musical tliinldrw. But their ,pontaneous expressions of feeling 
in tones nrc, within their limits, arti tic. 

6. Quality of Tone ancl Correctness of Intonation in Indian ing
ing. That mHnj' of the melodies in the collection accompanying this 
report nrc beautiful, I think no one will deny. But I think also 
tlmt the general impre sion of tho e who have happened to hear 
Indians ing i that their song , a gi1·en hy them elves, are not 
beautiful; ancl I hall be obliged to admit that, in certain im
portant rc pccts, my own impre sions confirm tho e of oUter ob
server . 

Or . en uou heanty of tone I bave heard compn.ratively little in 
Indian voices. Tot· do I ee how it could po sibly be aLtainect 
under the ordinary conditions of Indian singin~. Take the ·wae
wnchec or the Ilaethuska <lances for example . A halfclozcn or 
more men it in the open air round a IHr•re drum ben.tin()' it with 

. 0 ' ' 0 

th.mr u_llno ~ force aucl shontin<r ont wnr or victory ong at the top 
of the1r I'Oices. In tlte W ~tewacbee ongs the women add their 
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shrill Yoices at their very loudest am\ bolh men and women hea· 
at the hi..,.hest pitch they can reach. There i n. conti

1111
•11 . t.,ln 
, 1n er. 

jection of war-whoops from the men, aml of hrill erie in i
1
u·

1
t t. 
n 1o11 of the bini-hawk from women both among the dancer and Ollhde 

of the cirde. In the Ilaethu lm dances the men have trin<r f 
sleigh-bells on their legs. All of these noi es are ymbolic"a1~1 
deeply ignificant to the Indian, but of course serve only to con. 
ftl e, if not to repel, the mu ica\ sense of the casual white vi it 

or. 
There is more or lcs noise and confusion.in the camp. The wind 
perhap blows hard; it genemlly doe on the e rolling prairie 
Often another company is singing-, dancing and drummin()' "L · 

0" no 
great dist:tnce. The songs are the expre sion of excited fcelina 
and the ~ingers arc stirred up almost to frenzy. ndcr uch co 1~ 
clitions the protluclion of a beautiful quality or vocal tone i phy i
cally am\ morally impos ible. The most beautiful natural voice 
wouill oon be rendered hrill aml harsh by such unrestmined 
shouting and screeching out of door in tbmp ot· windy weather. 
Any one who de ired to cultivate a beautiful quality ofroice would 
find it impo ible for llis ear to make nice di c:rimination in tone 
quality amidst such a hubbub. ItHleecl, nobody seem to think of 
paying any attention to ·uch considerations ancl the very idea of 
YOCal wltivation i , so far as I am aware, foreign to the Indian 
mint\. The qualities wbicll they e teem in a inger's voice are power 
and penetrating qualiLy. I luwe lleard strong, manly voice nmona 
them, antl in the Wawan (CalumeL) songs, the e come out well, 
lacl~ing much of the shrillness and creeclty quality I heard iu the 
war- ong and calp- ongs. But eYen here, the men san()' forte and 
fortissirno for hours together, out of doors, in the face of a strong 

ouLhea t wind, with an accompaniment of big drum and rattle . 
\ Vbat chorus is tber in tile world which could endur sueb a test, 
and acquire or preserYe a beautiful qnaliLy of tone, under uch 
conditions? Or bow could beauty of tone even be thought of? 

The ame conditiOns which preYent the development of beauty 
of vocal tone preYcnt also any nice discrimination as r gnrd pitch. 
There is in tile Indian singing a good deal of inaccuracy of inton
ation ; much le s, howeYer, it el·ms to me, than migllt reasonably 
be xpccted. I have known many eminent ingcrs ( oloi t ) to 
sharp or flat a good deal under unfavorable circum tances ; some 
otberwi e good singer do one or the other hauitually; and the be t 
choruses ometimes fall in pitch a full half-tone during the per· 
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REPOH • 

f a in<Y]e on"" no lon"" r tllan orne of th e Indian 
fornwnee 0 • """ <> e . f 

10 not think these Omah~ts often Yaned more th·m hal 
OIJO"". ( 

,, , s tllat from the true IJitch in most in "tan('e when I heard 
11 mucu .1. • 

I e'·ec•Jt when they ro ·e to what 1ra meant for an o hn· nt 
t tClll, ~ 1 • 

the !Jeaiuning of tile second part of a ong. Then tb y often_fell 
short a emitonc. Thi:; i aying a crood deal when we take Into 
account that the drumming and oth r noise made ·o much confus
ion t!Jat it ometinw required Yery sharp li tcuing on my part to 
rceo"nize a song with w!Jich 1 w::t already perfectly familiar . I 
do not wonder tllat superficial ob en· rs find no melody niHl no 
beauty in Indian singing. The melody is coYer l up and hidd n 
by ov rpowering noise. It is not always en y to extract the re:l l 
kernel from the rough hu,;k which urronucls it, and those who cro 
to hear ]ndian music out of mere curio-.,ity witll no desire to peu 
ctr:~t to tb cor of it may ,-ery well find th ir urface impre ·ions 
unfaYorabl . They nrc lool;ing for what i not tllere; and what 
is there of r al m rit i not to be found without . king. 

But tber i anoth r r ason wily casual llearers of Jn<lian 11111 ·ic 
find nothiucr in it, and tbat is that th y ha,·e not ibe fninte ·t idea 
of the meaning nud ·pirit of it. To them it is mere lJ::trbaric noi ·e; 
"all 'OliiH l and fury, ·ignit)'ing nothing." But the trutlt is that, 
to the Jndian, many of tb sc song· nrc the fe r\'icl expn'~~ion of 
hi , mo t sacred beliefs and expC'ri n e . The Wawan ceremony 
is profoundly religious, itH ·ymlJOI are trented with as gr at rCY r
enee a nny priest treat' the cmcifix or the ~a r d IIo ·t; all pha~e 
of religious emotion are em boJ i('(l in its ong . He who knows, 
fc I' and appre inte tbis, who pcnetrat s ·o far into the Jndinn 
f ling as to b partly obJi,·iou of non- cntial nc e"'sori(' , can 
l.J giu to :1ppreciatc the f 'ling i\l i ' · Fletcher exprc sed to me when 
be told Ill that h bad ncy r been o powerfully impn·: ·cd or :o 

profoundly stirred by any mnsi · a by the " rawan ong-s, rxcept 
by ome of tb great 'W:tgnerian mu ic elrama·. This Indian 
mu ·ie is the tru and nntural xpre i n of g Illline emotion; lllucb 
of it profound, much of it lligh and cnnol.Jling; and th e IJet trr it i 
known the more this will b' se n. 

lf .tn nppreciatiYc and int llig(•nt li t ncr like Miss Flct<:her can 
~peak witll ucb entlw ia ·m of J ndian mu ic, not11·ithstand 1nrr the 
dclicicntirs of lndian p rformnncc on th sid of en · 11 011 .- he:uty, 
much more otwht it to make its n:ltural impr · ~ion wh n <riyen 
ll ith a l.J autiful quality of ton , wll th r by ingcr or orclJ,.., ' trnl 
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in. tmnH.'nt or by hoth to~eth r. as I hope it will be me da 

Tlw mu ·ie. a uch tlouhtlcs will mak it · impre ion. Whetby, 
it c:tn arou e uch enthn ia ·m a )Ii, Fletcher's , 1rhen tak er 

. . . . · en out 
of the reltg!Ons .c ren~ouy to wht.ch 1t b~long , gi~·en by people wbo 
do not sympatl11z w1th the feclmg whteh gaye It birth and whollv 
Sl'P!\ratetl from its 11atural accc · oric ·, remains to be ecn. n

1
· 

the e beautiful choral will CPrtainly alway r main the CXJ)t·e· . It 
· ton 

of genuine religion feeling and I doubt not their merit will be rec. 
ognizctl. 

7. Th e !Hdion Flaaeolet. Thi in trument i made of red cedar 
omamentetl with leacl run into g.Tooves. The p eimen now in m: 
po,se ·sion is twenty-fonr anti one· half inche long. It is borcti 

a eYenly as po ihle from the lower end to a length of about e1·en: 
teen nml on fomth in he . The upper end i · bored down ix and 

one-half inches. Ench opening contain a nnrrow slit clo e to the 

partition between th long nnd hort bor s. The partition i made 

mooth on the top, a thin plate of metal i bid over it, havin<r a 
long open in~ ami a rider is til•cl down over the plate o that a fuin 

sheet of n ir i · blown through the narrow pac betw en the partition 
and the plate into the longer horc, the snrplu air e caping through 

a Ycrtical npertnrc in the rider. The instmmcnt is blown from 

the encl. It on truction i therefore sub t:lntially the same as that 

of a smnll open organ pipe; for the trcam of air blown in at the 
npp r cncl nud pas ing through the thin pa sage at the upper ide of 

the partition impinges on the harp edge or "lip" of the metal plate 

at the entrnnce of the long bore nnd tim ets the column of air in 

Yibnltion. The diameter of the longer bore i about CYen-eighth of 

an inch and that of' the short one at the upp rend is less than one

fourth of an inch. In ide it is cloubtle s larger. Close to the lower 
end of the ftngeolct arc four small hole c ircularly arran<red, the use 

of \Yhich I !u1Ye uot been al.Jle to d~·tcrminc, ns they are ne,·er topp~d . 

The hol ·in nctnal usc arc ix in number. The lowe ·t of these bole 

i fiyc ancl fiYc-eighth inche from the lower cud of the flageolet aut! 

three nml tlwec-cighth incbc· from the circular row of hole near 

the lower encl . The upper (sixth) hole is four and five-eighth 

inch s from the '•lip." The six hole are about equidi ·tant each 
from it neighbor , the eli tance between each t 11·o being a cant 

inch. 
~0 . 91, a flageolet pice which I tran.cribed in Nebra k!l, il

lustr~lte ·omc,rhat imperfectly the defect of thi flageolet a reg!lrd 
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c ker relation hip of tones. Thi pi ce seem~ to b in the kry of 
th : . omittincr G~. But the J'undnmCJttal tone of the flageolet 
F:::: JlllllOI, " . . 

. l•' titan F~. The kev relatiOn hq> of the tone A, B, C:::, 
· ~ ne:u·eJ ' J 1 , F~ (fifth line) are tolerni.Jly correct; hut the lower tone 
D:::: anc• . . . 

. 1 ost a major tllm1 lower than th • A make the JW'C<' onnd 
be1nu am · 

."
1 

11\' out of tune. The upper F, m ant for the octaw of th 
ren 1at 

·
1 

nr;trrl i about a quarter of a tone ~harp. The fnntlamental 
fum ank · • 
. f 

111 
.. e J)rodu ed Lly closing all the six hol<'. with th finger·. 

l ' · 0 co ' . 
The upper F the Indians produce by opcnlllg all the hol s exc pt 
the lower one. The true octaYe of the fundamental, or nearly o, 

·le obtained bv opcnincr th ·fifth hole only !111(] ])lowing with 
JlHI\ 1 ' J 

· ']nr··tl>le j)l'CS nrc. But thi I haYe not srcn Indian · do. Blowcon 1t L , 

. rr with 1 ss pre nre produces the OYer-fifth of the fundamental. 
Ill" . . 
The upper F:!: is prorluc d by opcurng the stxth hole only :tnd in-
crensing the wind-pres ur . A true minor third (A b) to th fun
d:unentnl, or nearly ·o, i produ ·ed by opening the first hole. Open
itJ!'f the fir t nntl second hole. produces I3b ; op ning the fir.-t thr e 
bole prorluc s , but flat . \Yith the fir::;t four hoi •s open we get 
V; "·ith the first fiye open, E; with all six op n, F, hut almo -t a 
emi tone . hnq). All these value arc approximate only. The 

tone ' used in tbi piece (No. Dl) are all produced with the fir .· t 
!J

11
Je clo ed except the upper F::= which i procluced a· aboY de

sel'il>ctl, and cxc pting, of cottrse, al. ·o the fundamental. In pro
ducing the A, the econd hole only i open ; th second and third 
hole open gh·e B, th second, third ancl fonrth boll'S op n ?:ive 
c; :::: ; th s coiH1. third, fourth an l fifth hoi · open give D"T; all the 
hole open xccpt the first give F, or E::= . H i · the fundamental 
which is mo·t out of tune with the rc t. Xo . 92 illustrates the 

ame points. 
I hn,·e mnde a yet, no attempt to c1 term inc accurately tlte pre

cise ribration ratios of the scale of thi. Jlageolct. Hucb an illYcsti
g:ttion would be inter stino-, hut has little bearing on the really 
important r lations of th I ndian music, since th imperfection of 
it nr plainly clue to the limitations, not of th I ndian'.- mu ical 
perception, so much a· of hi ientific knO\dc(].re. The flageolet 
is c,·idcntly built ' 'by guc "and only rcmot ly approximate the 
In linn ,·oicc in accuracy of intorwtion. Th really instructi,·e in-
w tio-atwn in their mu,i must be made, I think in their ncr 

' 0 ' 
which are not only the natural, free, pontane u expre. ·ion of 
their mu ical conception·, wholly unhamp r d by the defect of a 
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faultily con truct d in trument, but <Yreatly pret1ominate j 11 an
1 • ount 

oYer their instrumental mn ic. \Ye mu t recollect that they have 
no th ory of mu ·ic whateYer, am1 th ref ore their flageolet expres t 

nothing but a rude attempt at approximating tone·relation which 
the mor 1l •xible apparatus of the Yoice enable them to r ach in 
their OI11YS . 

umuwry. T he re ults of the for going inY ti<Yntion ma'· 1J 
· · 1 f J e ummcd up thn : Th deficrencrr am d ect of Indinu mu ic nr , 

fir · t, lack of n non · beauty of tone quality; · cond nne rtaint' 
of intonation. Ther is apt to be more or le way rin<l' of pitc~ 
under any circum lance am1 thi · defect i most pronoune d in the 
Indian U:l<l' •olet, "·hich alwny <l'iY out it· tone in fnl ·e key. 
relation hip owin()' to it:; faulty on truction. Th more it i u e;l 
the mor it accustom the ear to fa ! c intonation and it i th refor~ 
fortunate that thi instrum nt i neY r u cd to accompany Indian 

inging. Th only exception to thi.· is in tlr Cfl e of some of tlre 
loY . ·oug:; and it i · preci ely in these that the intonation in iug
ing i mo ·t waY ring and unc rtain . 

But it ecm cl ar that, notwitb tanding the defect , the en ·e 
of kcy-r htiou hip [\11d of harmonic r lation a determining the 
key-relationship of m lodic ton s i at 1 a t ubcon ciously pre ent 
in th Indian mind. For when the melodies arc giYcn iu correct 
pitch ant1 with n:.tnral harmonics the 1 n<liau oon come, to recorr. 
nizc and njoy them . 

The m rits of the Indian mu ic consi t, fir t, in an elaborate, 
well-deY lop d rhythm; second, in fresh, Ori<Yinal, lear, chnrnctcr
i tic cxrr s ion of the whole range of emotional experience of 
primitive people. A uch this colle tion of ong mu t neee arily 
proYe of inter t eYeu if they were le beautiful than they arc. 
Tho her giYcn form only a fraction of those in :\Ii Fletcher' 
po cs ion; and tho be ha ar only a small percentage of the 
great number whi h might be collected under favorable condition ·. 
But the old r songs arc rapidly pa ing a l\'ay under the chnngina 
cond itio11 of Indian life :tud mu t be gathered soon if they are not 
to b for Ycr lo t . It i · grcntly to b hoped that the work of col
lecting and Y rifying them may be pre · d b fore it b come too 
late. 

The problems presented in the study or primiLi\'e music are two: 
1. The prohlem of the origin and function of mu ic. 
2 . The problem of the p ychological, plry ical and acou tic 
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l with which the mu ical phenomena hare he-
Jaw in nccon unce 
come whnt they are. 

A recrnnls the first of the c problem , I, at lea t, can ha\'C 
1. l t tl·~t nHI ic takes its ori1rin in the impul e to ex pres. state 

no dou 1 1· " . t of tlw sensibility. The c Omaha songs mean jeel1ng 
nnd IIIOI'CillCII . . . 

I 1
. l'n 11 in all cases Nine-tenths, at least, of the cnliCISm 

to t 1e rH 1 , · 

II 
. ·cccil'e<l from Tndians in my fforts to play the e song has 1111e I . . 

hnd reference to emotional expre ion ; and thcr: IS not a song rn 
the collection which does not exprc to the lnclw.n as well as to 

1
• elf and other white per on who have hcanl them, well clefinnd 

:~od or excited tatcs of feeling. Tirey had their origin in fc ling 
nnd their function is to expres feeling. Ancl this conclu ion I 
correlate with other imilar facts into tire generalized statement 
tlrnt the content of mu ic is emotion. I am, of course, aware, that 
eli tingui ired critics, chief among whom are Dr. Edwnrd Ilanslick 
nnd the late Eclmuncl Gurney, mnintain the opposite opinion. Br1t 
tlli opinion I beliel'e to be basecl solely on a lllisappn:hcnsion uclt 

11 might, perhaps be ea ily explained by a proper definition and 
nnnly i of emotion, which I have not found in the works of any 
writer on there thetics of mu ic. E1•!'n Dr. Han lick, wlrile ad
mitting tllllt mu ic may expre s lire "dynamic clement" of feeling, 
fnil to perceive tl1at what Ire call the ''dyna1nic element," iclcnti
fyiug it, a he docs, with "psychical motion," is really emotion 
it elf. Ancl he overlooks al o the facl that tales and 1no1· m nls 
of the sen. ihility may ue expre cd so as to be recognizable with
out reference to the ideas in ''oh·ed in them. 

Jt i true enough that mu ic by it elf does not and cannot express 
lore, lwtc. n.1wer, jealousy, revenge, etc., if we include in the e 
terrn , a we cem forced to do, the conception of two or· more per
on nncl th ir relations to one another. Tl1cre i , of cour c, no 

mu ical equivalent for a man or· woman or for the relat.ions between 
the til'~ nor for Lwo men fighti1~g, etc. But the. e idea are purely 
of the Intellect, notof the sen 1bility. The purely emotiunal ele
men~ awrtkenccl hy. these ideas, and that alone, is expr ible in 
mu 1c. ~ncl cmot1onal. excitement frequently, if not alway , he
get the 1mpnlsc to mus1c:d expre ion. At least, the impul to 
expr~ t~tc and movement of tire sen ibility in ong i. nearly 
or qu1te '"'"·cr· al anroncr all the varictie of the Jurman race and it 
seem to me wholly unphilo ophical to deny that the content of 
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mus1c IS that which gh·es it its origin, which it expres es to tl 
. . . lOSe 

who produce 1t and wl11ch 1t al'lo COJH'eys to other mind . 

2 . The secotHl problem may b~ succinctly stated thus : " 'hat 
determines the p:uticular form of mnsical expression? 

From the p ycbological point of Yiew it n1ay he answered tu 
the content determines the form; i . e., the feeling which the pri~~~ 
itive m:tn is impelled to express in onrr finds its own mode Rl 

1 
means of expre ion pontaneously. T his Omaha mu. ic illu trat:c 
tll is admirably; for Indian song is an absolutely spontaneou 1 t 

IU . 
ural product. 

B ut there remains the furthe r question : ·w hat correlation of the 
mind with the auditory a nd vocal apparatus an cl of these with the 
p hys ical la ws of acou tics determine the cour e of me lody? Undct· 
t h is heat! num erous q uestio ns immed iate ly snggcst t hemsel re in 
view of' t he obscn ·ed facts . F or example, how does it happen 
t hat, not o nly a mong t he Om aha and other Ind ians, !.J ut also amona 
t he Ch inese, t he primi t ive St:otch, Iri sh , N egroe , etc., the irnpul ~ 
to ex press e motio n in song shonld so frequen tly res ul t in melociic 
bn e(l o n t he fi ve-toned scale? What facts and ln ws determine 
t he develop me nt of thi s in to t he full cale o f eig ht to nes in common 
use ? \ Vlmt dete rmines :tberratio ns fro m this scale, such ns are 
fo un d in vari ous songs o f thi s co ll ectio n ? What determine the 
choice o r t he prepo nde ra nce o f mAj or o r minor ? I s there any tlli nrr 
in the facts o f primitive music which will help u::; t o detenn i n~ 
whether t he mino r chord is a perfect o t· imperfect conc-ord? If the 

fo rmer, doe it depend on some acous ti c pl'incip le o ppo ed to tbat 
whi ch generates the maj or chord, or not ? These are al\ que tions 
of impor tance in t he fund a mcntnl scie nce o f music, none of which 
can be regarded as settled in a ny way which commands unireroal 
acceptance. 

I hrt\'e a l1·ea(ly po in ted out that my experi ence during thi s in
vestigati o n has led me to think that the fund a menta l fact whi ch is 
to po int t he way to the solution of some, at lea t , of these qu estions 
is tha t the harmo nic sense is u n i vcr a l. It seem clear to me that 
the course o f the e melodi es can be acconnte(l for in no other way 
than o n the a s umptio n that the Indian possesses the same seuse 
of a to ni c c honl and its a t tenda nt reb.ted harmonies that we do; 
al t ho ug h, o r course , it is latent and ne \'er comes c learly forwnrrl 
into hi s conscio us ness . The five-to ned (m aj or) scale, exempli fied 
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'urneron ly in thi collection of songs. m:-ty be reg:-trcled as a 

tonic chord wiLh two bye-tone one of which belong · to the <lomi-

t nn(l Lhe other to the ub-<lominnnt chord. At fir t, perh:-tp , 
J]:lll 
there is mcrrly a feeling for the tonic chord, arising from Lire com-
plex 1111ture ofn. ingle tone with it con onant Ol'erLone The 
two bye-tone , are p rhap , in this tnge, merely used to pn.rLially 
fill up the g:-tps between the tone of the tonic chord, which i often 
implied in the initial melocl.Y Lone. The dim perception of the 
]ltlrmonic relation of the e two tone would seem to be a later d -
reloprnent which re ults in the addition of the mi irw fourth and 
sercnLh tones of the srale. How the feeling for the tonic chord is 
gencrntecl in melodies which do not begin with the key-note, and 
especinlly in tiro e which begin wiLh a bye-tone, as orne of the e 
song do,Iam,asyet, unnhle toconjecLure. Noram I, atpre ent, 
nhlc to eli en s the other que tions here rai ed more fully tlran I 
hare already done. But 1 hope further in\'e tigation may fully 
eli clo c the nn.tural law. which gol'el'll the e phenomen:-t and I am 
trongly in hopes that the sugge Lions here offered mny pro,•e ft'llit

ful. 
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