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tagke' older sister

hina'pii) ' come outside

na and

wagzi' oyus'payo you may catch one of them

Analysis.—This is a particularly lively melod}-, and is unique in

that all the downward progressions are minor thirds and major

seconds. These descending intervals comprise more than 76 per cent

of the intervals. Concerning the change of tempo, see song No. 5.

The song is melodic in structure and contains all the tones of the

octave except the second. See plot of this melody on page 419.

The songs of the victory, or scalp, dance were many. These were

known as iwa'Mci'pi 'scalp dance,' the equivalent for "songs"

being unexpressed, according to Sioux custom. This term, however,

is applied to a large number of songs the words of which do not

concern the killing of an eneni}^, and in this connection the term is

translated "praise song." The words of many of the praise songs

deal with a man's generosity, and the adaptation of the term

iwa'lcici'pi is evident, the man being praised in the scalp dance for

his valor, and the song being used later as a means of securing gifts

from him; after he had proven his liberality as well as his valor,

another set of words expressing that fact could be composed. In

this manner the term iwa'lcici'pi became applied- to a wide range of

songs.

The following song, in both words and melody, is a typical

iwa'lcici'pi in the original meaning of the word.

Maka'-pezu'tawir) (Earth-medicine Woman) sang this concerning

her cousin, Pezu'ta-wakai)' (Holy MecUcine).^ She said that when
she was 13 years of age he went in the middle of the winter to "look

for Crow horses." Thirty Crows met them, of whom he killed one,

bringing home the scalp.

^

1 This is less imperative than yo, which appears in other parts of the song.

2 As already stated (p. 217) the full form of "Pezu'ta" is Pezi'huta, meaning literally " a root or herb"

but commonly translated medicine, it being understood to refer only to preparations of roots and herbs.

3 Concerning the manner of removing a scalp, see Bull. 53, p. 86.
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No. 146. "He Is Returning"

Sun<^ by Earth-Medicine Woman
(Catalogue No. 689)

Voice J ~ 56

Drum not recorded

3MU- 3S
-9^^ ^4' 4» wruBi^^

ift f=5=J:a it 5=:ii it;±^^ ^

kaij o- wa - ki- ya-ka yuij-kai) ke wa-nawaij-zi - kte na ku-we

-4r -4r '4'' -4-

he i Pe - zu - vva-kaij hi ye he a he

WORDS

oi'yokipi pleasant times

wadiq'' I wish

na and
Pezu'ta-wakag Holy Medicine

owa^kiyaka I told

yug'kai) he hence
wana' now
wai)zi''kte he has killed one

na and
kuwe'' is returning

Pezu%akar) (contraction of

above name)

Analysis.—This song progresses largely by whole tones, about half

thc! intervals being major seconds. , Six minor seconds also occur,

forming more than 18 per cent of tho intervals. The general

character of tho melody is similar to that sung by Silent Woman
(song No. 149). Like that song, it is minor in tonality, but the

latter song has a compass of 13 toners, wliile this has a range of only

9 tones. See plot of this melody on page 410.

The grief of those whose relatives were killed on the warpath was
intcTLse. Many of the women cut gashes in the flesh of the entire

body and limbs, and cropped the hair close to their heads. Many
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of the men thrust skewers through tlie flesh on the outside of their

legs. It was the custom for them to go around the village circle dis-

playing these signs of mourning, and as they went they sang a song
in which they inserted the name of their dead relative, or they might
compose an entirely new song in his honor.

The following song was sung by Mrs. Hattie Lawrence (pi. 54),

whose Sioux name is Car)ku'lawir) (Road). Mrs. Lawrence has been a

student at Carlisle, but retains an unusually clear knowledge of old

war customs. She assisted the writer at McLauglJin, S. Dak., by
acting as interpreter for part of the material furnished by Jaw, Old
Buffalo, and Swift Dog. Mrs. Lawrence said that when she was 10

years of age her cousin, named Kimi'mila-ska (White Butterfly),

was killed by the Crows, and that she remembered hearing her aunt

sing this song when the war party returned with the news of his

death.
No. 147. Song Concerning White Butterfly (Catalogue No. 686)

Sung by Mrs. Lawrence

Voice J = 56

Drum not recorded

^ 2: J^ 3S
s s s-

^::a:
:4zt

To-

ka - la to - ka-he koq wa - na ku Sni ye e - ha - pi

^is^^E^ §#JSei:
yuq - kaq Ki - mi-mi - la - ska koij he ya- ka pi i - cin-ke-ya§

le-ya he-cui) we

WORDS

Toka^la toka^he koq that Fox leader

wana' now
ku sni ye did not return

eha^pi yug^kag you said

Kimi'mila-ska White Butterfly

kor) he yaka'pi is whom you mean
i($ii)'keyas but then
he'(5a ole'yaca he'6ur) we he went looking for this and it has come to

pass
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Analysis.—This is a strange melody. The tonality of the song as

a whole is minor, the tone most satisfactory to the ear as a keynote,

being C sharp, yet the major third occurs six times and the minor
third only t\\dce. A wailing effect is given by the prominence of the

minor second, which appears 18 times, comprising 46 per cent of the

intervals. It wiU be recalled that tliis interval is entirely absent

from a large majority of these songs. All the tones of the octave

except the fourth are found in the melody, the seventh being sharped

as an accidental. Two renditions were recorded. In both the acci-

dental was clearly given, but the intonation as a whole was somewhat
wavering, owing doubtless in part to the large proportion of semitone

progressions.

Mrs. Lawrence said that her aunt lost another son in addition to

Wliite Butterfly, and that she sang tliis song as she went around

the village, mourning his death

:

No. 148. "He Lies Over There"

Sung by Mrs. Lawrence

(Catalogue No. 687)

Voice 66

Drum not recorded

^ 44
ii:a=p= ^-•-

=^=^
^ :PT

-^d-^ni-
'^ ^

m ft^

w^^ Ti^-ii—d^-d E^3 ati
=t

tt

Hur)-kpa-pa - ya ho-k.4i - la ta - ku ku-wa - pi 6aq

d. S d- ^T
na Ta - taq-ka-har) - ska he i - yo taq wa - ciij e.

-J- -d- J:
=t J^

ha - pi ye-lo ci - ya - na yuij-ka ke - ya - pi yo

WORDS

IIui)''kpapaya hok^i'la boys of the Ilunkpapa band

ta'ku kuwa'i)i caq^na whoncvcr you pursue anything

Tatarj^ka-harj'ska Long Buffalo





S"^****/ p^r':M-- '^ky^

^g^

?.
^

<r^
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he iyo^tag is foremost

wa(^ig^ eha^pi yelo^ you said

edi^yana yuq^ka ke^yapi he lies over there

Analysis.—In many respects this song is like No. 149. It is in

the same key and has the same compass and tone-material. Like
song No. 149, it begins mth an ascencUng fifth and contains no
rhythmic unit. This song, however, contains fewer progressions, and
the singer gave the lowest tone with less distinctness. The minor
second occurs witli about the same frequency as in the latter, but
the proportion of minor tliirds is larger in this melody. Both
are characteristic of the songs which are sung by women.

The following song was sung by Inilaoq'wii) (Silent Woman)
concerning her younger brother, who was killed by the Crows. Thij

singer is shown in plate 54 in a pose often assumed by the

women singers when they wash to "throw" the voice. Placing the

hand beside the mouth, they are able to make the sound carry a long

distance. In this picture she is shown wearing the decorated dress

(pi. 55), the use of which was permitted only to those whose relatives

had been killed in battle. This dress is a type of costume worn in

the old days, but the history of the exploits pictured on the gar-

ment is lost. It was in a collection of Sioux articles owned by Mrs.

James McLaughlm and was photographed with her permission.
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No. 149. "Learn the Songs of Victory" (Ca

Sung by Silent Woman

[BULL. 61

ue No. 685)

Voice J- 116

Drum not recorded.

l^m :2: P W m-
Vm^ 4 s ^—#41-4^ 4:

O-
MzuL Sf

a=t ^5 -<5i •—^-•
s s I g;—t-^ 4-^TT

1

4 * -# 4;

^y-
^-#= r7Tl4j-,=^Li3^ !:#;

-1^ -S*- -5*- 3^

•y-^^ la:

4
I

I

#—^1-4-^
3? i 'U 'J:l^9 ^ -^-

:J:. =1: ;

M» ^ -<&—I

—

m—0-

^T-^
:4=4=iid

Ma - to - oij - zii] - 6a he he - yiq

l#
^^=*- ^ 4_=^ -^ d I ^ 4-^^414:—^ #-

na /m i - ya - ye lie he e Kaq

^y-

4_| t:z=g=[=il:4z=B :4 ^ ^ 3=gdl

gi wi - ca - ^a ya wa - le kte - ]o o

V V -It-* -i^- -3*-

he -yiq na ha i - ya-ye ye a he he taq

fel: Jft:

r~*^TB:^ i^?4

ke lu - waij - pi kiij oij - spe i - ci - Ci - ya - yo

WORDS

Mato''-oq^iq^<5a Bobtail Bear (man's name)

he lieyiq' said this

na and

iya''ye went away, never to return

—

Kaogi' wi^a^^a " [tlie] Crow Indians
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owa'le ktelo' 1 will se«k ''

heyig' he said

na and

iya'ye he '. went away, never to return

—

tagke' "older sister

lowag'pi kig the songs [in honor of warriors who return

victorious]

ogspe' i^i'diya yo you must learn "

Analysis.—This song has a compass of 13 tones, both the highest

and lowest tones being clearly given. Like song No. 147, this melody

abounds in semitone progressions, which give a peculiar, wailing

effect. About 13 per cent of the progressions are semitones, an

mterval which is entirely absent from a large majority of these songs.

The minor third constitutes about 24 per cent of the intervals. An

ascent of 13 tones is accomplished in three measures with the intro-

duction of the words. The intonation was good throughout the

song.

The following song was sung in honor of one of the prominent

warriors of the tribe:

No. 150. Song in Honor of Oni'hag (Catalogue No. 460)

Sung by Siya^ka

Voice 76

Drum not recorded

^. ^.^.
^j=r^ :t:z_4=_..?zf__fupS £^=^^^M^M:

-V—

,

^E^^
^f—

•

BlZKIf^&^f^i^ 7^4-^
-

ni - Jii - hai) he e i - ki - ci-ze koi] wa - na he •

EiSP
-0^—^—•- ft A ^^

—

P- ±L
-ir^-^

na - he - fia ye

Oni'hag Oni'haq (man's name, meaning "excited ")

iki'dize kog that warrior

wana' now

hena^e<5a ye is no more
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Analysis.—This is a rather simple melody on the second five-toned

scale with the minor third as one-third of the intervals. The rhythmic

unit is brief but forms the basis of the rhythm of the entire song.

The compass of 11 tones is accomplished in two progressions w^th

the introduction of the words of the song.

The four following songs might be. called "love songs connected

with war." V It was said that in the old days all the love songs

were associated with a man's qualification to wed, this being deter-

mined by his success in war or in the buffalo hunt. (See duplication

of song No. 133.) No narratives concerning these songs were

secured.

Two renditions of the following song were recorded, one by Two
Shields and the other by Siya'ka. This duplication, which was

unintentional, gives an opportunity for comparison, as Two Shields

and Siya'ka were equally good singers, and neither knew that the other

sang the song. (See song No. 133.) The words are slightly different

but express the same idea. It is not unusual for the words of a song

to differ m this manner when the song is sung by another singer.

Both records are transcribed, and it wiU be seen that the melody

progressions are the same in both.

No. 151. "You May Go on the Warpath" (Catalogue No. 531)

Sung by Two Shields

VoiCK J =92

DkU3I J :i^ 92

Drum-rhythm similar to No. 5

--^ JL J^.^ Jft- -t— -^ -^ -f— 4— -^ -^

Ho - we zu - ya ya ye ho - we zu - ya ya ye

:U^

hoij kiij-haij hiq-gua 6i-yiij kte a

WORDS

he/ we you may
zuya' ya'ye go on the warpath

to'k^a when

' For comparatively modem love songs, see Nos. 232-234.
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daze^ your name
nadi'hor) I hear [announced among the victors]

kighar)^ then

higgna^ <5iyir)' kte I will marry you

Analysis.—This melody contains the tones of the fourth five-toned

scale and has a compass of an octave, extending from the dominant
above the tonic to tlie dominant below the tonic. Of the progressions

61 per cent are major seconds, and about one-fourth are major
thirds. The wider intervals comprise two intervals of a fourth and
one ascending fifth. In structure the song is melodic. It is a lively

melody and particularly rhythmic, though the rhythmic unit is found

only twice.

Duplication of No. 151. "When You Return"

Sung by Siya'ka

Voice J= 100

Drum J= 100

Drum-rhythm similar to No. 5

Ho - we zu - ya - ya ye ho - we zu - ya - ya - ye

ho we zu-ya - ya - ye ii] - cii] ya-gli ki 113 hai] hiij - gna

#^-!»—

^

^i?=i=^r?
f—

•

^—^
Bz?=t^=[ =1

6i yii] kte

ho we you may
zuya^ yaye go on the warpath

igcig' when
yagli' kighaq^ you retiu^n

liiggna^ <^iyi5'' kte I will marry you

Analysis.—^A comparison of the rhytlim of tliis and the rendition

of the same song by Two Shields (No. 151) is of special interest. It

will be seen that the same rhythmic unit occurs in both renditions,

though not always on the same phrase of the song.
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The words of tlie following song tell its story. Doubtless it is a

song which was often heard in the old days, when many who went

forth with the war parties did not return.

No. 152. "I Look for Him in Vain" (Catalogue No. 530

Sung by Two Shields

VoiCB J — 92

Dp.im not recorded

jfi. j^ j^

^ 1̂2^

^- ^ ^ ....

T V ^ \^ f^:^. r-

:?s«i3:

Kg - ska - la - ka kiij
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Like the preceding song, this seems to require no explanation other

than that contained in the words of the song. It represents the hfe

of the camp, the everyday hfe of Indian women.

No. 153. "He Is Again Gone on the Warpath"

Sung by kSwift Dog

(Catalogue No. 591)

Voice J = 84

DauM not recorded
-^ -•

.

mwW^ -zi-

VoiCE J ~ 52

_i
1

1—1--

He hiq - gua wa - yiij kte cuq

Voice J = 84

,, U -#--•-• #--•-• -!•--•-. L

he a - ke i - ya - ye - lo he mi - ye ma-kiij - na

he-ya - he lo

he the one

higgna' wayig'' kte <jug I was going to marry

he is

ake' again

iya'yelo' gone (on the warpath)

he miye^ makig^na he'yahe lo.. it was I whom she meant by saying this

Analysis.—This song is based on the fourth five-toned scale, has a

range of nine tones, and is melodic in structure. Twenty-eight pro-

gressions are downward and 21 are upward, these numbers being

more nearly equal than in most of the songs under analysis. The
tones transcribed as A natural and A sharp were clearly distinguished,

the tone transcribed as A sharp being even sung a trifle above the

proper pitch. The song contains a change of tempo. (See song

No. 5.)

4840°—Bull. 61—18 26
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No. 154. "You Should Give Up the Warpath" (Catalogue No. 576)

Sung by Shooter

Voice J— 116

Drum Jzz116

Di'um-rhythm similar to No. .5

ŝ^^R =t :n==i
-1^^ ^j^l^-s^ S-lt

::9iife^ ' •- -•- -•-

ii^ f>-^-r^ ^3
4:

-^e—f-
P P m-

:4:

Zu - ya - pi kiq he a-yu5

=^^ -

""^^1-4 f i^ __^^
tai) na o - wai] zi - la fd

a - tai}-se - la he - eel yaij-ka na

yaq - ke wa - cii] na

zuya^pi kig he going on the warpath

ayu^^tag you should give up

na and

owaij'zila (to) settle

yaq^ke down

wa<^ii)' you should desire

na and

ataq'sela stop

hedeF yag'ka na for good

Analysis.—Tkis song is minor in tonality, 35 per cent of the

intervals being minor thirds. The compass is 13 tones, and all the

tones of the octave except the seventh are found in the melody.

The rhythm is interesting, but contains no repeated phrase. The

song was recorded on two occasions, several renditions being recorded

each time. The difTcronccs are only in the number of repetitions

of the final tone, or occasionally in the length of unimportant tones.
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Personal Narrative by Red Fox

Red Fox (Tokala-lii'ta), plato 56, gave the following narrative,

telling how ho entered on the career of a warrior:

My mother was a good and beautil'iil woman. Slie wore her hair in long braids,

and I remember how she looked as she said, "If my son ever goes on the warpath I

shall take a lariat and hang myself." I was a very little boy, and it made a great

impression on me, as my mother intended it should do. Of course, she di<l not really

mean it, but she did not want me to run away and go wiih a war party. Yet that

is exactly what I did.

One day when I was about 12 years old I took my bow and arrows and went to

shoot birds. The arrows were the blunt arrows that children used. I noticed there

were a number of men going away from the village, gaily dressed, and followed by
little boys carrying packs. I said to another little boy, "Where are they going?"

lie replied, "They are going north on the warpath." TMs was the first time I ever

saw a war party. The other little boy said, "They are our friends who are carrying

those packs; let us go, too." So we followed the war party. We did not go home
nor take any extra moccasins; we had only the little calfskin robes we wore and the

blunt arrows with which we were going to kill birds, but we overtook the war party

and went with them. Of course the boys who had started \\dth the warriors were

well supplied with clothing and provisions.

In every war expedition there is an advance party, which precedes the main body

of men. My father was one of the warriors in this company, and I afterward learned

that my cousin Hairy Chin was in the advance party. We had gone a long distance

before any of the older members of the party saw me. Then one of them called to my
father and said, "here is your boy." My father told me to sit down beside him and

questioned me, saying, "Did you have permission from your mother?" I said, "No;

we were hunting birds and we just came along to join you." He said, "You had

better camp -with the advance party when we overtake them; you will have better

food and bed than if you stay with us." I learned that the advance party always

has a good camp, while the others sleep as best they can. The day we left home the

rear party killed a buffalo, and they shared the meat with the advance party who
were waiting for them on a butte.

^Mien my cousin saw me he came over and said, "^\^ly did you come, brother-in-

law?" [^] I replied, "We were hunting birds." He said, "Come with me." So he

took me to his camp. When we entered all the men said, "What a little boy to go on

the warpath!" I leaned over my dish and began to cut and eat my meat. While

I was eating I heard the men say, "There is some one coming on horseback, singing."

The man came nearer and we could hear him saying, "The news is flung about the

camp that a little boy ran away with the war party, and that his mother took a lariat

and hung herself." Then I began to cry, and I said, "That must be my mother;

she said that she would do that if I ever ran away with a war party.
'

'

One man said: "They are doing that to make your heart strong. They are only

fooling you. You will be fooled many times while you are on the warpath. '

' But that

did not make any difference. I thought of my mother, and I kept on crying.

After 10 days' journey we came on a previous war party of six Sioux, all of whom
had been killed by the Crows. I remember the names of only four; they were Mato''-

ina'pa (Bear Appears), Kar)gi'-^ur)ka' (Crow Dog), Ma^za-ska (WTiite Metal), and

E''gna-ii)'yai)ke (Runs Amidst). \Mien I saw the dead bodies lying there with the

heads scalped, I asked, "What are these?" The reply was, "These are our friends

who went on the warpath." I said, "By whom were they killed?" The reply was,

[• A term used in familiar speech without necessarily implying relationship.]
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"By our enemies." I asked, "^\^lat will you do with these bodies?" The men
replied, "We will wrap them up and take them home with us." Then 1 exclaimed,

"WTien I grow up I ^vill have my revenge, and 1 will slay the Indians who killed my
people." So I became a warrior.

Our expedition was absent from the vilI:iLi:(! '20 days. 'Sly mother did not say a word

when I came back. She did not reprove me nor tell me how anxious she had been.

\\'hile the men were away on the warpath the women made moccasins. WTiile I was

gone my mother went on making moccasins, ^^^len I returned she gave me the

moccasins, and 1 wore them, but I could scarcely move, I was so closely watched.

For a long time, whenever I left the lodge she asked me where I was going.

Continuing his narrative, Red Fox said:

I went on 45 war parties. I even followed the west branch of the Missoiiri River

to the place where the snow never melts on the mountains. I will tell you of the war

party on wliich I first killed an enemy. On this expedition I rode a beautiful white

horse ^dth brown ears. Just before we started there was a Sun dance in the village,

and the leaders said, "If anyone wants to be successful in war let him come and join

the Sun dance. '

' There were a hundred men standing abreast in the circle. AVe were

asked "AMiat offer will you make to the great sun shining over your head? Will you

give him tobacco? Will you give him your flesh and blood?" WTien the Intercessor

came to me and asked these questions, I said in reply, "I will give my flesh and

blood that I may conquer my enemies." I fulfilled this vow at a Sun dance when
I returned victorious from war. My arms were cut 7 times below the elbow and 2

times above the elbow, making 18 wounds in all. [Compare description on p. 91.]

After making my Sun-dance vow, I started on the warpath. We had traveled five

days and had reached the end of the Missouri River, when the scouts said, "The Crow

Indians an; having a great buffalo hunt." We went where they directed and saw

three Crows: one had a gun, one had a bow and arrows, and the third had a revolver.

The first two pointed their weapons at us, and the third flourished his revolver, but

we were able to go up to them and strike each of them with a coup stick while they

were alive. We killed those three and also two more. Then we went farther and saw

another Crow party, but they did not see us. They went into the timber, made a

fire, and cooked some meat. After a time one of them came out and pointed his gun all

around. I rode up and hit him with a club. My Sun-dance vow made me fearless.

This was the fourth coup I counted on that expedition. We watched for the man and

afterward killed him. From there we went on until we came to a village of the Black-

feet. The ])orders of the river were heavily timbered, and the Blackfeet were camped

there. This was beyond the country of the Crows. When in sight of the Blackfoot

village I put on my war bonnet, mounted my white horse, and ran toward the village.

I charged them and got about 50 horses from the center of their herd. They shot and

shot at me, but did riot hit me.

On the second night of our homeward journey we camped at a pJace called Bear

Butte. ['] Som(! of our horses were tired out and when the rest of the war party went

on their way, I stayed behind, having two young men with me. We traveled more

slowly than the rest, and as we were going along the side of a foothill, I saw four Crow

warriors coming toward us. I said to th(! young men: "Come near and stand by me.

Four warriors are coming." The young men said, "Let us run and hide." I said:

" Wakai)''tar)ka has but one path. No matter how or where you die you must go by

that path. Let us stand together and fight."

[" There were said to be two or more places called Bear Butte. One of these, situated in Montana, and

probalily referred to in this song, was said to be higher than the one in South Dakota, probably referred

to in song No. 82, p. 256.]
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I had a gun and two revolvers, one of the young men had a quiver of arrows, and the

other had a double-barreled gun. I sang my death song ['] fur I felt sure that I was soon

to die. I sang as I pointed my gun. I said to my companions, " I will see which of the

four has a gun, and I will fire at him, then our numbers will be even." They all said,

ho. There was an immense rock in front of us, and in a crack of the rock grew a cherry

tree. It was through this crack that I watched the warriors. One had his hair combed
high and carried a gun; the others had bows and arrows, and as they came nearer I saw

that one of them was only a boy. I said to my companions: "Now work and be brave.

We have only three to fight, as one of them is a boy." \\'hen they came opposite the

crack in t he rock I fired , but my gun snai:)ped and did notgo off. A branch of the cherry

tree interfered with it. The man with the gun saw me and aimed at me, but I grabbed

his arm so he could not fire. My companions chased the others, and I fought hand to

hand with the man for an hour. Then I called my companions; they succeeded

in taking the gun from the man, and I had the satisfaction of killing him.

The boy ran away, but my companions brought back the two Crows, whom they

had taken captive. One of them said: "We are Crow Indians. We want to live.

We give you our bodies, and we give you the right to wear the feathers, only let us

go." So we gave them back their lives. Because of that act I was appointed a chief,

for it NVas considered a brave deed to spare the lives of two enemies.

Red Fox then recorded the song which he said that he sang when
he fired at tlie Crow. The words are those of a boy who wishes to

go on the warpath, but is opposed by older brothers. He is divided

between obedience and ambition, and, while he shows no sign of

yielding, he finds his difficulties increased by this opposition. This

recalls the story of Red Fox's first war expedition, when he was a

boy.

(1 A song sung under these circumstances indicated that tlie man realized the probability of death and
was ready to meet it. Red Fox's song is given as No. 155.]
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No. 155. Song of the Warpath (Catalogue No. 676)

Sung by Red Fox

Voice J =69

Drum not recorded

^iijHxrjx^
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Personal Narrative by Eagle Shield

An individual war expedition was described by Eagle Shield,

Mrs. Jas. McLaughlin acting as interpreter. Eagle Shield said:

Many years ago, in the middle of the winter, I wanted to get np a war i)arty, so I

cooked food and in\'ited some men to a feast. Wliile they were eating I said, "1 want
to go somewhere; that is why I invited yon here." They asked where I wished to

go, and I repUed, "On the warpath." "Why do yon go on the warpath?" they

asked; and I answered: "It is winter. The Crows do not tie their horses so near

the tipis as in summer, so we can get them more easily. We will ask the women to

make moccasins for us all day tomorrow, and we ^^dll start in the evening."

The next day, toward evening, 3 men came to my lodge, then more came until

there were 16 men, though I had asked only 10. We sat in a circle and smoked in

my lodge until the village was asleep. Then we started away. The snow was
deep, and walking was slow and difficult. At our first camp we cut low plum trees

and made a bed of branches in the snow. As we journeyed we sometimes saw a herd
of buffalo. Then we killed one for food, cooking the meat on pointed sticks. We
used the hide tor a bed, but left it when we went on our way.

After camping the tenth night I said, "Two of us will go ahead and see if we can
see the enemy's village." A third man asked to go with us, and early the next morn
ing we started. We had traveled some distance when my companion said, "Let us

climb that butte and look over." We climbed the butte, and looking over the
top, we saw a very large Crow settlement, and beyond the tipis was a herd of horses

like a cloud. My companion said, "Let us take two horses and go back." But I

replied: "No. The Crows will follow us, and as we will be the only ones on horse-

back the others will be killed."

We at once turned back toward our camp, traveling a little way at a dogtrot,

then stopping to rest, and then taking up the dogtrot again. It was just daybreak
when we approached the camp. I gave the wolf howl by which a war party announces
its return, and I heard our friends cry: "The scouts are coming back. The scouts

are coming back. Come and meet them."

The people stood in a Line to receive us. In front of them a stick was placed upright

in the ground, and I knocked down this stick as a guaranty that I would tell the

truth. [See p. 441.] My companions joined me in the long-drawn wolf howl. After

I had knocked down the stick the people all sat down. Then a man filled a pipe,

offered it to the cardinal points, to the sky, and to the earth, and gave it to me and
my companion. He did this four times, and then we smoked awhile together.

At length the man who had offered the pipe asked: "What have you done? Have
you looked across the prairie or climbed a butte? Did you see a four-legged animal
[meaning a wolf]? Do not deceive me, but tell the truth."

I said: "I went on a butte, looked over and saw notliing. Then I went farther,

and what did I see but buffalo coming toward me. I looked again, and it was a

Crow village which I saw. There were many horses. I beg that you give us some-
thing to eat, for we must start at once and travel far. We must reach there at night

and take the horses in the dark."

They hastened and brought us food. We kept our blankets tied down as we ate and
only waited to put on dry moccasins. As we journeyed toward the Crow village we
hung food in trees, so that we would find it on our return. We could see our tracks in

the snow when we started, and we came in sight of the Crow village at daybreak.
All that day we stayed on the butte. We had no food that day. When night came we
went in and out of a creek, and so reached a second butte, from which we had a full

view of the Crow camp. The smoke was thick above the tipis. We put on fresh
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moccasins and lied them very firmly. We fastened our belts tight and arranged our

buffalo-hair lariats so they could be let out most freely. As we started for the CroW

camp I said: "Don't take too many horses, or they will make a wide track in the

snow and we shall be followed. Whoever first reaches the trees where the food is stored

must Wiiit for the others.

"

Although the snow was deep we secured 2L horses. I had 6 horses and no colts, so I

could travel rapidly. The man with me rode 1 horse and led 4. I heard a sound,

and looking back, I saw a mule following us. The mule came up and joined us, as

he had probably been raised with the horses. Mules were highly valued by the

Sioux, and I claimed this mule as mine.

A few of our men reached the meeting place before J and my companion arrived.

We waited for the rest, but two men did not come. We fastened our moccasins and

were about to go back for them when they came in sight. "Hurry!" they cried;

there is excitement in the Crow camp. They have seen us and are jumping on their

horses." Some of us were eating when the alarm came, but we made ready to start

at once. Four went ahead so the horses would follow, and the rest of us drove the

herd. The cold was intense. We traveled all that night, and I often went back to see

if we were being pursued . The next morning we made a fire and put on dry moccasins.

We were afraid that if we traveled slowly we would be caught and killed, so we has-

tened. That day we let the horses trot awhile and then walk awhile, but we did not

dare stop to rest. The second night a man who had been on the lookout said, "The

Crows are after us; they are right on our trail.

"

I said: "We are not cowards. We must stand our ground and not run away."

My companions cried, "What shall we do?" I said, "W'e will go to that little rough

ravine and take the horses down there." It was a "draw" in the prairie, and at the

end of it there were some great rocks. It was a moonlight night, and bright as day.

We got the horses into the ravine and could hear the voices of the Crows. Evidently

there were many of them. I made up my mind that we had a hard time before us,

but we had good guns and plenty of bullets. I said: "We will crawl up on top of the

ridge of land and lie flat in a line, far apart. We can see them on the prairie, and as

soon as they are in range we will fire." We threw off our blankets and were clad

only in our calf-skin shirts. So we lay in a row watching for the Crows. I said, "Be
ready with your guns."

There was a great crowd of the Crows. They were following the horses' tracks,

and when they came near us we sprang up, yelled, and fired at random. The Crows

turned and ran, leaving one man dead whose horse had run away, and one horse whose

rider was going on foot. We all got together and ran a little way after them, firing

as fast as we could reload our guns. We shot from above their heads so they could not

tell where to shoot at us, and only once in awhile they shot in our direction. I said

to my companions: "The Crows are too many for us. If we go out on the prairie to

run away they will see how few of us there are. We will keep on shooting and stay

out of sight. Then they will think there are a great many of us.
'

'

We could see the Crows. They were still there, like a big l)urned spot on the

prairie. Once in awhile one of our men went toward them and shouted: "('ome and

fight. It is good to fight. " [Cf.songNo. 157.] This continued all day, and the Crows

thought there were a great many of us because we called them to come back and

fight. At last our scouts reported that the Crows had given up and gone away. I said

,

'

' Hurry; let us start for home. " We rode our fastest horses, drove the herd before us,

and went as fast as we could across the prairie. We camped three nights before we

reached home with our horses.

The Sioux occasionally sent a man ahead of a returning war party, who gave a false

report to the village. Thus when an old man came forward to receive his report, the

man might say, "All were killed except me. '

' Then would follow great wailing on the
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part of those who were easily deceived, but most of the people understood the trick.

The war party came immediately after, so the people were not left long in uncertainty.

On the expedition of which I have told you my brother-in-law was the one to make

the report, and he said, " Eagle Shield was the very first one killed."

I suspected that he would do this, so I said to my companions, "Hurry, before my
friends harm themselves with grief." So we fired guns, whipped up our horses, and

came dashing into the village with not even one man wounded, and driving before us a

fine herd of captured horses.

Eagle Shield said that on one of his war expeditions he and his

companions were five days without food, except a few roots which

they gathered. He said, further, "We were all so very sleepy.'"

Wlien they secured food they ate only a little at a time, and even that

caused them great distress.

The singer of the following group of songs is Wi'yaka-war)zi'la

(One Feather), plate 57, well known as one of the old warriors of

the Standing Rock Reservation. He was 57 years old when giving

these songs in 1013. On the warpath in the old days he wore on his

head the skin of a wolf (pi. 58). Attention is called to the upright

feathers on the head of the wolf, which were said to resemble the

ears of the animal. A man lying in the grass on a rise of ground

could lift his head to spy the enemy, and the feathers would look

like the ears of a prowling wolf. The quills are very light, and the

feathers tremble with every motion of the wearer.

The narrative concerning the first song of the group is as follows:

Wlien One Feather was 18 years of age he went with a war party

against the Crows. It was winter, and they traveled as far as the

Rocky Mountains. There were 22 Sioux in the party, three of

whom were sent in advance as scouts. He was one of these scouts,

and when coming near the Crow country, he saw a Crow butchering

a buffalo. Pursuing the man, he killed him close to the Crow camp.

One Feather said that he sang the following song as he ran back"

to his comrades after killing the Crow. It was said to be a dancing

song of the Miwa'tani society. (See p. 326.)
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No. 156. "May I Be There" (Catalogue No. 623)

Sung by One Feather

Voice J =63
Drum not recorded

m. m . m i I Jt. t I

=9_^-fc
^-.^f^

Voice Jzz 54

kola'pila friends

ta^ku yaku'wapi kighag'' whenever you pursue anything (see p. 349,

footnote 2)

kola^ friend

hema'tu nugwe' may I be there

Analysis.—This melody has a compass of an octave and contains

all the tones of the octave except the sixth and seventh. The pro-

gression is principally by whole tones, about 60 per cent of the inter-

vals being major seconds. A change of time occurs with the intro-

duction of the words. (See song No, 5.) The song is rhythmic

throughout, but the rhythmic unit is found only in the first part of

the melod3^

The following song refers to the fire which a war party sometimes

kindled on the prairie as a signal of defiance to the enemy:
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No. 157. "A Prairie Fire"

Sung by One Feather

(Catalogue No. 624)

Voice J z= 72

Drum not recorded

na wa - ye ciij - haij wi - i - lia - kta si- ca waij-la-ka so e - ca

he mi-ye he-ca-moq we

ona^ a prairie fire

wa^ye I started

c^ighai]' when
wi^ihakta ^ida^ 3^ou were intent on women and hindered by

them
wagla'ka so did you see it?

e(5a^ he well

miye^ it was I

he'camoi) we who did it

Analysis.—This melody is an example of interval formation rather

than of key relationship of tones. All the tones of the octave are

present in the song, which is transcribed and analyzed in the key

of D major, though D is not entirely satisfactory as a keynote. The
progressions are cliiefly by small intervals, about 54 per cent of the

intervals being minor thirds and 36 per cent major seconds. The
other intervals are an ascending ninth and four fourths. The triad

of A major is prominent in the melody. It is interesting to compare
this with songs Nos. 108 and 166, in which the final interval is also a

descending fourth. These songs are classified as '' irregular."

The death of a brave man is commemorated in the next song. His

name was Sitting Crow (Kaqgi' iyo'take), a cousin of One Feather,

who was in the war party. Many Crows were killed in the fight, but

even that fact did not make the Sioux happy. They all were sad

because they had to leave Sitting Crow where he fell. A lament for
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a warrior of tliis name occurs in the chapter on the Sun dance (see

song No. 23). It is possible that both songs refer to the same man.

This melody is a praise song of the Kar)gi'yuha society, as Sitting

Crow was a member of that organization.

No. 158. Song Concenung Sitting Crow

Sung by One Feather

(Catalogue No. 625)

Voice J
~ 76

DRUii not recorded

i #- -ffi- A t :£
^m% ii: it

#^ML -f^
-^. ^. ^. -•- jt-.4t-^^ f:^

=9^5=^

^^:

Ko - la Kai]-gi - i - yo- ta-ke ko - la ku - Sni

-—

^

mA=i-

ye - lo

kola' friends

Kaqgi'-iyo'take Sitting Crow

kola' friends

ku'sni yelo' returned not

Analysis.—Tlu-ee renditions of this song were recorded, in all of

which the intonation was wavering. The song has a compass of 12

tones, is melodic in structure, and contains the tones of the second

five-toned scale. Only four intervals larger than a minor third are

found in the melody, a fact which may account in part for the uncer-

tainty of intonation, the Indian usually finding it difficult to sing a

long succession of small intin-vals with correctness. The total

number of minor thirds and major seconds in this song is 32.

One Feather said the following song was sung in connection with

a fight with the Assiniboin, in which he took part. The "spotted

horses," strongly mottled with black and white, were greatly prized

by the Sioux, and a few of these are seen among them at the present

time.
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No. 159. "A Spotted Horse"

Sung by One Feather

Voice J~96
Drum not recorded

+- +- 4— -h-

^±^ :2=j;;Ji

385

(Catalogue No. 626)

^
^ -•

Ko - la -pi - la

wa - u we
WORDS '

kola^pila friends

hiya''yapiye yo come with me
^uggle'ska a spotted horse

ca it is

hiyo'' waii' we I am commg after

Analysis.—Tliis is a pleasing rhythmic melody on the fourth five-

toned scale. The song is based on the tonic triad, but the second is

twice accented, classifying the song as melodic with harmonic frame-

work. The eighth rest in the third measure from the close was

clearly given in the three renditions. The intonation was good on

all except the highest tones. As frequently occurs in songs on the

fourth five-toned scale, the minor third is prominent, in this instance

forming one-third of the number of intervals. An ascending minor

sixth is found m the early part of the melody. It is interesting to

note that the minor sixth appears much oftener than the major sixth

in the Sioux songs under analysis. (See Tables 11, 12, pp. 16, 17.)

1 The first part of this song is addressed to friends, the remainder to the enemy.
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No. 160. "Owls Hoot At Me" (Catalogue No. 627)

Sung by One Feather

Voice J = 96

Drum not recorded

^mM
-^^ -fn -#- -#- -1^-' -•--•- -^ -•-

:a #—«-^^^
^—
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'

Ŝ ^ —
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Hii]-hai] a - ma ho - toq po hiq-haq a - ma
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contains all the tones of the octave except the second and has a

compass of an octave. The second count of the rhythmic unit is

divided in three different ways, giving variety to the rhythm of the

song as a whole. Three renditions were recorded, which are identical.

Songs Accompanied by Native Drawings

Four men contributed their drawings to tliis section of the work.

Their names are Jaw, Eagle Sliicld, Swift Dog (Surj'ka-lu'zahar)), and

Old Buffalo. Tlio work of each man has certain characteristics apart

from the peculiar outlines of his sketches of men or horses. Thus in

the drawings of Jaw, most of the incidents concern the capture of

horses and the numbers of the enemy are not shown, while in those of

Eagle Shield the latter feature is clearly indicated, the work including

more detail than the drawings of any other native artist except per-

haps Old Buffalo. Several rescues are sho\\m in Eagle Sliield's work
and none in that of any others. The coup stick appears frequently

in Swift Dog's drawings, but in none of the others.

There is a difference in the part of the sheet on which the drawing

"begins." This is determined by the narrative, as an observer

would not know which sketch the artist regarded as the opening of

the series.

The manner of dehneating the Crows and the Assiniboin is similar

in all the drawings, they being distinguished by the upright hair on

top of the head.

The man who gave the material in the next succeeding pages

is commonly known as Jaw (Cehu'pa), plate 59, a name which he

received from a white brother-ui-law. His childhood name was
Ma'za-ho'wa!5te (Loud-sounding Metal), and at the age of 17 he

was given the name of Oki'cize-ta'wa (His Battle), which is his true

name at the present time. He was given this name after taking part

in a fight f* the first time. He had been out with a war party

once before and had stolen horses, but this was his first experience in

actual warfare. On being asked his connection in the tribe, he

replied: "I am of two bands. My mother was a Gi'gilas'ka, a divi-

sion of the Hunkpa'pa band, and my father was a Sans Arc, of the

Te'toqwai)." He said that he was 63 years of age at that time

(1913), and when asked the year of his birth, he said that he was
born in the year known as Ke woyu'spa ta wani'yetu, 'winter that

Turtle Catcher died.' On consulting the picture calendar (see p. 69)

this year was found to be 1850.

As a further test of his memory Jaw was asked to name several

succeeding years of the picture calendar of the Standing Rock
wSioux. He did this with accuracy except for a different naming
of one year. On reaching the name of his seventh year he added,



388 BUREAU OF AMERICAN ETHNOLOGY [bull, ei

"iliai was the year I killed the hird." In explanation of this he said

that the people were moving camp and he was with his grandmotlier,

who had taken care of him since his infancy, when his mother died.

He said, "I killed the hird and took it to my grandmother." (See

pi. 60, B.) "HI killed man5" she would carry them all, and when we
camped at night slie would eat my hunting, and I would eat some

too." He said that his father first called him ISIa'za-ho 'waste when
he killed the hird. His name before that time is not recorded.

In his young manhood Jaw was knowm especially for his success

in stealing horses from the enemy. In addition to his narratives of

expeditions for this purpose he gave general information concerning

war customs. Among other things he recalled that in the old days

each warrior carried his own wooden howl (pi. 61), hung by a cord

from liis belt. It is said that "A man on the warpath always ate and

drank from his o-wai dish. When he returned home the dish was put

away with other articles which he used on the warpath and sweet

grass was put with it."
^

Jaw's manner of painting himself and his horse when going on the

warpath was as follows : He painted a red crescent over his mouth,

the points of the crescent extending upward halfway to his cheek-

bones. His hands were painted red from the wrists and his feet from

the ankles. A large crescent like that on his face was painted on

his horse's chest, and a smaller one on the animal's left hip, while

the entire end of the horse's nose was painted yellow. If a horse suc-

ceeded in some difficult undertaking it was his custom to reward the

animal by putting a feather in its mane or tail, or a band of red list-

cloth around its neck. (See p. 298.)

Jaw had two medicine bags containing the same 'medicine,' one

for his horse and one for himself. The horse's medicine bag was tied

to the bit of its bridle. He said that if his horse "had a headache"

he chewed a certain herb and put it into the horse's mouth, where-

uppn the trouble was relieved at once. This was probably the herb

numbered 4 in the component parts of his war 'medicine.' Jaw
said that when going to steal horses he often went to windward of

them and (shewed this herb, at which the horses at once "pricked up

their ears," being attracted by it.

When on the warpath. Jaw carried a leather pouch containing

vermilion paint mixed with grease, for applying to his face and body.

This pouch is shown in plate 61, together with Jaw's war whistle

and a warrior's bowl. On his shoulder he wore a wolf skin, to the

nose of which was tied his war whistle ^ and to this whistle was

• Regulations for protecting the health of a Chippewa war party are given in Bull. 53, p. 85.

2 The dimensions and desfiiptionof this whistle are t he same as those of the undecoratod Sun-dance whistle

illustrated on p.98excc|)t that the soiuid hole in this whistle liears the marks of having been cut with asaw.

Mr. E. H. Ilawley of the I'. S. National Museum states this to be the first instance of such cutting which

has come under his observation.
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fastciK'd the medicine bag, which he tied to his horse's bridle when
on tlie warpatii. According to Jaw, these nKnUcinc^ bags contained

a mixture of four herbs, dried and powdered. It was said that tliey

coukl be used singly, as indicated, or in combination, as in his war

medicine, which had power as a charm in addition to its efficacy as

a curative agency. He secured fresh specimens of the herbs, whicli

were identified as follows

:

(1) Echinacea angvstlfolia DC. (nigger head). Jaw said: "The
root of this phiiit when dried is good for toothache. The person

should chew it. Tlie top also is good, but not so strong."

(2) Cheirinia aspera (DC.) Britton (western wall flower). Tliis

was said to be '^ bitter and good for stomach trouble. Tlic whole

plant is dried and chewed, or a tea maybe made if preferred."

(3) Erigeron pumilus ^utt. (daisy). A decoction of this was used

for rheumatism and lameness, and it was used also for disorders of the

stomach.

(4) Laciniarid punctata (Hook.) Kuntze (blazing star). A decoc-

tion of this was given to persons with pain in the heart, the entire

plant being used for tliis purpose. The root was also dried and pow-

dered. This medicine, either in a dry powder or in the form of a

decoction, was given also to horses.

An herb used by Jaw in the treatment of rheumatism is included

m the list of medicinal herbs on page 270.

A successful war expedition by Jaw is shown in a drawing by
himself (pi. 62), the same drawing appearing in the background of

his portrait (pi. 59). Jaw said that before any important under-

taking he smoked a certain pipe in a ceremonial manner and "offered

prayers to Wakai)'tar)ka." Instead of attempting to describe this,

he enacted it for the WTiter as follows

:

(1) With the bowl of the pipe in his left hand and the stem in his

right hand he held the pipe upright in front of and close to his body,

saying rapidly in a low tone: '' Wakar)'taijka, behold this pipe,

behold it. I ask you to smoke it. I do not want to kill anybody, I

want only to get good horses. I ask you to help me. That is why
I speak to you with this pipe." (See p. 66.)

(2) Changing the position of his hands, placing his left hand on the

stem of the pipe and holding the bowl in his riglit hand, he pointed the

stem toward his left shoulder, saying: "Now, wolf, behold this

pipe. Smoke it and bring me many horses."

(3) He then placed his right hand once more on the stem of the

pipe and his left hand on the bowl, and pointing the stem upward and

forward holding the pipe level with his face, he said: "Wakar)'-

tai)ka, behold this pipe. I ask you to smoke it. I am holding it for

you. Look also at me."

4840°—Bull. 61^18 27
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(4) After placing the stem of the unlighted pipe in his mouth
(still holding the bowl in his left hand) again he said, "Wakai)'-

tai)ka, I will now smoke this pipe in your honor. I ask that no

bullet may liarm me when I am in battle. I ask that I may get

many horses."

(5) Having elevated the pipe as in section 3, he lighted and smoked

it, hokhng it firmly in both hands. Then he said (referring to his

participation in the Sun dance) :^ " Wakai)'tar)ka, behold this pipe

and behold me. I have let my breast be pierced. I have shed

much blood. I ask you to protect me from shedding more blood

and to give me long life."

When this ceremonial act was completed Jaw filled another pipe,

which was one that he commonly used, and smoked it. He said:

"It is the office of a certain pipe that it be smoked in making a

request of Wakar)'tai)ka. I always did what I have now enacted for

you, and my blood was never shed after I took part in the Sun dance.

This was because I asked Wakar)'tai)ka to give me' success."

At that time the following song was smig

:

No. 161. "I Wish to Roam"

Sung by Jaw

(Catalogue No. 651)

Voice J = 92

Drum ^ = 88

Drum-rhythm similar to No. 5

^^^^
Ko-la wa - ya-kte-pi kir) -

-$^gg^^^l^^§*f=r=fEsi^^¥^S:aEgg#=gj^^^=j

na to-kelwa - 6ii}-ka o - ma - wa-ni kle-lo he §aij - ka-wa-kar)

^^g^^^^^^^^EEfJ
- wa-le kte-lo

> Jaw bore scars on his chest and back, also small scars the entire length of his arms, showingthat he ful-

filled his Sun-dance vow.
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kola'' friend

waya^ktepi kig^na be alert

tokeF any way

\va6ii)'ka I AArish

oma'wani ktelo' to roam about

^ug^kawakai) horses

o-tt'a^le ktelo^ I will seek

Analysis.—The character of this melody would seem to indicate

that it is an old song and is correctly smig. The rhythmic miit is

well defined and has an evident influence on the rhythm of the song

as a whole. More than half the intervals are minor thirds, and only

four intervals larger than a minor third appear in the song. The ascent

of a seventh is somewhat unusual. This ascendbig interval is found

only 9 times in the 2,864 intervals of Chippewa songs and 13 times

hi the present series. This song is melodic in structure, has a range

of nine tones, and contains aU tones of the complete octave.

See plot of this melody on page 419.

When the war party came near the camp of the enemy they

waited for night in order to make their attack under cover of dark-

ness. At that time the following song is said to have been sung:

No. 162. "A Night Is Different'

Sung by Jaw

(Catalogue No. (r2)

Voice J = 88

Drum J
~ 88

Drum-rhythm similar to No. 19

m^r^^^^
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Analysis.—The second ])art of this song, containing the words, is

ail exact repetition of the first part, a somewhat unusual condition.

The form of the song is simple. It has a compass of an octave and
ends on the tonic. The melody tones are those of the minor triad

and fourth, but only the tones of the tonic triad are accented. The
size of interval varies more than in many of the songs, one-third of

the intervals being larger than a minor third. The song contains no
rhythmic miit, but the rhythm of the song as a whole is mteresting

and distinctive.

When night came the object of the expedition was carried out.

Under cover of darkness Jaw succeeded in capturing on this occasion

70 horses. (See pi. 62.) In referring to this exploit he said: "I did

not waken nor kill any of the Crows; I just took their horses. No
Sioux ever took more horses than that in one night."

As Jaw and his party approached their village they gave the long

wolf howl, at which the people came out to meet them. The fol-

lowing song celebrated the victory, the women singing with tlie men:

No. 163. "I Am Bringing Horses" (Catalogue No. 653)

Sung by Jaw

Voice J — 96

Drlm not recorded

1?ti^
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1^Qt
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Sui]- ka - wa- kai) o-wa - a

^
I

le Ca a-wa - ku we
*=t^

^ugkaVakai) horses

owa'le I seek

<5a so

awa^kii we I am bringing them
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INCI DENIS IN THE LIFE OF EAGLE SHIELD (DRAWINGS BY MIMSELF)

A. HIS FIRST FIGHT

B. DANCE OF THE KAISGIYUHA
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Analysis.—Four renditions of this song were recorded. In all the

renditions the accidental G flat appears, though the pitch of the

tone varies slightly, the mterval between G flat and F being usually

sung too small. The song is based on the fourth five-toned scale

and is melodic in structure. Though the song is major in tonality,

44 per cent of the intervals are minor thirds.

Events similar to those of the preceding narrative are depicted in

plate 63, but no songs were recorded concerning them.

Tlio following pages contain narratives of personal experiences on

the warpath by Eagle Shield, illustrated by his own drawings. With
few exceptions a song is associated with each drawing. Plate 64, ^,
depicts his first fight, which took place when he was 14 years of age.

As he was so young he had no song to sing in this fight, neither did

he commemorate it in a song, as he might have done had it occurred

in his later life. His second drawing (pi. 64, B) represents the

members of the Kar)gi'yuha society (see p. 318 et seq.). The customs

of this society among the Teton Sioux are described by Wissler. Thus
Eagle Shield said, "I am leader of the dancers, and when I rise to

dance the singers begin to beat their drums," while Wissler states

that "the two rattle-bearers gave the signal for the dancing," and,

further, that "the four drummers each carry a small hand-drum."
(See pL 64.)

The following was said to be a characteristic song of the Kar)g-i'yuha.

The words express reproof.
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No. 164. "Even the Eagle Dies" (ratalogue No. 507)

Sung by Eagle Shield

"Voice J= 88

Dri-.m not recorded

-t>--^- -0- -0--^ -B-

^="^4
I r r^ 1 4

A - ki - ci - ta na - ya - pa - pi kiij waq - bli ka-yes

te ye - lo

aki'dita soldiers

naya^papi you fled

kig wagbli^ kayes' te yelo' even the eagle dies

Analysis.-—The upward and downward progressions are more

nearly equal in this than in many songs, as it contains 25 ascending

and 28 descending hitervals. The principal progressions are major

seconds (48 per cent), and fourths (22 per cent). The mtonation

was somewhat w^avering throughout the renditions, but tlie tones

transcribed as C sharp and C natural were clearly distinguished.

Tliis was tlie first song recorded by Eagle Shield, and his voice grew

steadier when he became accustomed to singing into the phonograph.

This song is melodic in structure and contains all the tones of the

oct.ave except tlie seventli. ShriU war cries were given during the

rest which precedes the words of tlie song.

Plate 65, A, depicts an inci(h'nt in a Sioux expedition against the

Crows which took place in midsuninier. The Sioux were away from

their village only 16 days, y(>t they returned with 100 Crow scalps.

Approaching the Crow village, the Sioux sent forward a few men,

who went around the ctimp and c:ij)ture(l souk^ horses. The Crows,

supposing this to be tlie entire Sioux force, came out of the camp
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c c

INCIDENTS IN THE LIFE OF EAGLE SHIELD (DRAWINGS BY HIMSELF)
A. EAGLE SHIELD KILLS A CROW INDIAN
8. EAGLE SHIELD CAPTURES AN ASSINIBOIN WOMAN
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and pursued them. Iininediat(>ly tiic (rows were surrounded niid

most of them were kdled.

Eagle Shield said that he sang the following song when he killed

one of the Crows, and that it is a song of the Miwa'tani society:

Voice J - 92

Drum not recorded

(1)
I

No. 165. "I Took Courage"

Sung by Eagle Shield

0)

(Catalogue No. 508)

0)

^ -^ -^
1^^—U- H 1 r

—

W-^\—

(2) (2)
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Kaij-gi wi - ca - sa kiq na-

(2)

^B=P= wE=^g

he - mi - ci ye - lo

Kaggi^ wica^sa kig the ( "row Indians

natag^ hiyu^kina rushing to fight

Miwa^tani kit) hag

'

la Miwa^tani

blihe^mici yelo^ took courage

Analysis.—The rhythmic structure of this song is interesting.

The two rhythmic units are almost alike, yet their difference gives

variety to the rhythm of the song as a whole. With the exception

of the ascent of an octave with the entrance of the words there are

only three intervals in the song—the fourth, the minor third, and
the major second, the last-named forming 60 per cent of the entire

number of intervals. The song is major in tonality, yet 28 per cent

of the intervals are minor thirds. The only tones in the melody are

This would suggest that thethose of the major triad and second.
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song might be harmonic in form, but the second is frequently accented,

causing the song to bo classified as melodic with harmonic frame-

work. The m(4ody has a range of eight tones, extending from the

dominant above the tonic to the dominant below the tonic.

In the time of ripe cherries ^ a party of Sioux were in the country

of the Assiniboin. There they found a little group of cherry pickers

and attacked them. This act was seen by the Assiniboin in the

camp, who charged the Sioux in a vain attempt to save the cherry

pickers. AH the men were killed, but the women escaped with the

exception of one whom Eagle Shield captured, carrying her away on

his horse, as shown in plate 65, B. Eagle Shield took the captured

woman to the Sioux camp, but the next autumn she ran away and

returned to her own people.

The follo^\ing song celebrates this victory:

No. 166. "Captives I Am Bringing" (Catalogue No. 510)

Sung by Eagle Shield

Voice J - 96

Drum not recorded
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wa-ya - ka ko a - wa - ku-we

I

s 2=^E^PEBt^S

kola' friend

naya'honpi huwo' do you hear?

waya'ka captives

ko also

awa'kuwe I am briiiLnii'' home

1 The month of July is called by the Sioux 6anpa' sa'pa wi, 'black-cherry moon.
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INCIDENTS IN THE LIFE OF EAGLE SHIELD (DRAWINGS BY HIMSELF)

A. EAGLE SHIELD CAPTURES HORSES
B. EAGLE SHIELD RESCUES A WOUNDED FRIEND
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Analysis.—In rogard to a keynote, this melod}^ is classified as

iiregidar. (See analysis of No, 108.) For this reason the signature

should be understood as indicating only the pitch of th(> tones. Of
the intervals, 45 per cent are minor thirds, and the minor second

appeal's six times. The descending fourth at the close of each part

of the song is pecuUar and was clearly given in every rendition of the

song. The song contains a change of tempo. (See No. 5.)

A memorable incident is depicted in plate 66, A. The Sioux attacked
a Crow camp, capturing 80 horses. This was not the entire number
of horses owned by the Crows, but the expedition was considered a

successful one. The Sioux killed three Crows. On their way home
they sang this song, the melody being the same as that of the preceding

song.

WORDS

kola' friend

naya'lionpi huwo' do you hear?

ta^ug'ke their (the enemy's) horses

ko : also

awa'kuwe I am bringing home

The narrative of the exploit illustrated by plate 66, B, runs thus:

Eagle Shield said that the advance section of the war party deserted

their leader, who was woimded in the knee, leaving him to the mercy
of the enemy. Eagle Shield was a member of the second section of

the war party. When he saw the leader's phght he went to him
and succeeded in canying him to a place of safety. In connection

with the event he saug the following song, the words of which express

derision for warriors who would desert their wounded leader.
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No. 167. ''They Deserted Their Leader" (Catalogue No. 520)

Suug by Eagle Shield

Voice J - 96

Drum J = 96

Drum-rhythm shnilar to No. 8

0)
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PLEMENTS USED IN SKINNING BUFFALO



de.njjmouk] TETON SIOUX MUSIC 399

moccasins. The use of the clamshell as an implement for skinning

buffalo may have had its origin in some emergency. Plate 67 shows a

clamshell which was said to have been used for that purpose, with the

case in which it was carried. The size of the shell indicates that it was
found at some distance from the territory of the Sioux, while the shts

at the top of the case show that it was attached to the belt of the

owner. This specimen was purchased from the mother of Eagle

Fig. 32. Apparatus for cooking meat without a kettle.

Shield, who was a very old woman. Plate 67 shows also a skinning

knife made of the shoulder blade of a buffalo, the handle being wound
with buffalo hide. The wounded man wanted soup, but the party

carried no utensil large enough for boiling meat. Eagle Shield, re-

membering, however, that his grandfather told him how the wamors
of his day cooked meat in the stomach casing of the slain animal,

resolved to try the experiment. The casing, suspended on a tripod,

was filled with water in which heated stones were placed. (See fig. 32.)
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When tlio water was boiling the meat was put into it, and the process

of cooking was accomplished without difficidty.^

The wounded man was refreshed by the broth, and niU'r makinw
him comfortable and cooking a quantity of meat, the war party left

liim in charge of a young man. Eight days later another war party
passing that way found the wounded man able to travel. He and
his companion joined this war party and reached home in safety..

As Eagle Sliield, who gave this narrative, is a medicine-man who
makes a specialty of treating wounds and fractures, his account of

the man's injury was somewhat professional. He said the injury

was so severe that at fii-st the bones protruded and buckshot came
from the wound for some time, after which the flesh began to heal,

and that in one moon and the first quarter of the next moon the leg was]

entirely well.

Eagle Shield said that on one occasion he was pursued by Crow

;

Indians as he was carrying with him a friend whose horse had been
shot. This incident is depicted in plate 68, A.
The following song was said to have been sung at this time, but

the meaning of the words in tliis connection is not clear:

No. 168. "One of Them Will Be Killed'

Sung by Eagle Shield

(Catalogue No. 521)

Voice J- 104

Dkcm not recorded

(1)
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INCIDENTS IN THE LIFE OF EAGLE SHIELD (DRAWINGS BY HIMSELF)

A. EAGLE SHIELD IS PURSUED BY CROW INDIANS

B. EAGLE SHIELD CAPTURES HORSES IN CROW CAMP



i



DENf^MOUE] TETON SIOUX MUSIC 401

WORDS

Psa^loka kir) the Crow Indians

natag ^hi^yelo come attacking

kici^ yagka' yo sit yon with them
wag iV one of them
kte'pi ktelo^ will be killed

Analysis.—The rhytlimic form of this song is intorosting. Two
rhythmic units appear, which in the middle of the song are used

alternately. In the second complete measure containing words the

rhythmic unit begins on the second count of the measure, the first

count being clearly accented by the singer. The progressions of the

melod;^ are chiefl}^ by whole tones, 60 per cent of the intervals being

major seconds. The other intervals are varied and range from a

minor third to a tenth. The song is based on the second five-toned

scale and has a compass of 12 tones. In structure the song is melodic,

with harmonic framework.

On one accasion when Eagle Shield led a war party against the

Crows they found that the latter had picketed their horses within the

circle of tents. Eagle Sliield and a companion, havhig entered the

village as scouts, saw these horses. (PI. 68, B.) Eagle Shield said

to his companion, ''Let us go and get some of the horses." His com-
panion replied, "No; if we do that the rest of the party will be angry."

Eagle Shield then said, "Let- us each take one horse." His com-
panion replied, " You do it." Thereupon Eagle Shield, creeping into

the circle of tents, took two horses, a black and a brow^l, and escaped

without detection. Each mounting a horse, he and his companion
reached their camp about daybreak.

The loss of the horses was soon discovered by the Crows, who in-

creased their watchfulness, so that the other members of the Sioux

war party were unable to secure any horses. So it happened that

Eagle Shield and his companion were the only ones who returned on
horseback, the rest being obhged to walk.
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Eagle Shield said that he sang the foUomng song when he went to

steal the Crow horses:

No. 169. "I Intend to Take His Horses'

Sung by Eagle Shikld

Voice J =80 (or J^ =160)

Drum not recorded

(Catalogue No. 522)

-/t-^
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SWIFT DOQ
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get my fame. My father's name was Riiiming Fearlessly (Kagi'-

^ni-ii)'yai)ka). Wlien he went to Washmgton, long ago, he was

given one of the fii-st mechils that ever were made. It is now hi my
possession. I belonged to Sitting Bull's band, known as the Band

of the Bad Bow. In his portrait Swift Dog is shown wearing a

headdress known as a "fom'-honied bonnet." He said that the

Sioux once killed an enemy who wore a headdress similar to this

and imitated the design for their own use. This incident occurred

in the year 1852, designated in the Sioux picture calendar Ileto'pa

uy'wav Ue'jyi, 'winter of the killing of the four-horned enemy.'

Several of Swift Dog's war exploits are shown in his own drawing

(pi. 70), and the songs accompanying these exploits are given here-

with. In this drawing {A) Swift Dog has shown the first encounter in

which he killed a man. He was then 24 years of age and had been

to war several times. This expedition was to the country of the As-

siniboin, and the man whom he killed was a member of that tribe.

In describing the event he said that the enemy was on foot, while

he was on horseback, on higher ground. On this expedition he sang

the foliowhig song

:

No. 170. " It is I, Myself" (Catalogue No. 583)

Voice J — 80

Drum not recorded

(1)

Sung bv Swift Dog

(2) (2) 0)
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Analysis.—Progressions of a semitone characterize this melody,

55 per cent of the intervals being minor seconds. Strange to say, the

major third is next in point of frequency, constituting one-fourth of

the intervals, though the song is minor hi tonality, and the minor
triad on F forms the framework of the melody. The trend of the

melody is such that F is considered to be the keynote, and the song is

analyzed as in the key of F minor, though E and B are always sung

natural instead of flat. This is one of many instances in which the

term "key" is used for convenience, not as mdicating a system of

tones, all of which have an established relation to a keynote. In

every rendition of this song the tempo began as indicated and after

10 or 12 measures began to retard, the words being sung in the

indicated time. A dotted eighth and sixteenth note division of the

count characterizes the rhythm of the song, and forms part of both

rhythmic units. Tlie upward and downward progressions are more
nearly equal than usual, the ascending progressions bemg 20 and the

descending intervals being 25. A change of tempo occurs ui the

song, (See No. 5.)

While Swift Dog was chasing the Assiniboin they ran and hid in

a white man's house. Those who came near the window of the

house were fired at by the Sioux. Meantime he stole one of the

Assinibom horses and rode away. He took a white horse with a

saddle on it. (See pi. 70, 5.) He said that he had a bow and arrows

and shot as fast as he could, but did not know whether he hit anyone.

At tliat time he sang the following song

:

Voice J = 84

Drum not recorded

No. 171. "Horses I Seek"

Sung by Swift Dog

(1)

(Catalogue No. 584)

i^l^fc^fH—
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WORDS

^uq^kawakar) horses

owa^le I seek

dag^na whenever
he'camog we I do this

Analysis.—This melody contains little that is of special mterest.

It is based on the second five-toned scale and has only one interval

larger than a major third. Two rhythmic miits appear, each having
the same division of the first two comits. A slight increase of tempo
was made as indicated, with a return to the original tempo at the close

of the song. This was miiform in the two renditions of the melody.

(See No. 5.)

Swift Dog said that he once struck a woman with a coup stick.

(See p. 359.) Later he struck a young man with the coup stick

and took away his quiver. (See pi. 70, C.) He was a handsome
young man. Afterward two others struck the young man, and he was
killed by the last man who struck him.

The melody of this song is the same as that of the song next pre^

ceding, hence only the words are given.

WORDS

ite'' isa^bye black face paint (see p. 359.)

ao^pazar) (and a) feather

owa^le I seek

da so

he^damoij ye I have done tliis

Concerning D of this drawing Swift Dog said: "I once struck an

Assiniboin with a sword given me by a soldier. The man's name was
Short Bull. He is still alive though I gave him a terrible wound on
his temple."

4840°—Bull. 61—18 28
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The foliowiiig song is said to have been snug at this time:

No. 172. "When I Came You Cried" (Catalogue No. 585)

Sung by Swift Dog

Voice J = 84

Dru:« not recorded
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hi- lu-liu- wo hel i- to - he - ya ho hi- bu we ya - fie

ye - lo

taku'' owe' why
hilu'huwo do you come

hel ito'heya toward here?

he when
hibu' we I came

yac^e' yelo you cried (cf . words of song No. 12)

Analysis.—The minor third and major second comprise all except

four of the intervals in this melody. The final tone is low but audible

in the phonograph record. As in many of these songs, the rhythmic

unit appears in the first and last parts, but not in the middle part,

which contains the words. This shows a rhythmic form, which is

interesting. This song contains all the tones of the octave except

the second, has a compass of 10 tones, and is melodic in form.

In explanation of E, Swift Dog said tluit he chased a numl)or of

Crow Indians, but they escaped. This song relates to the expedition

:
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No. 173. "I Struck the Enemy"

Sung by Swift Dog

(Catalogue No. 586)

Voice J ^ 60

Drim not recorded

^rV-§S^
=^^=^ ^-e

:#: m
E -haq-na lie-ca - moij

3^
ho na- ya - lioij - pi hu - wo

ehag^na a long time ago

he'camog kte cui) I would have done this

nom^lala kes only twice again

awa^pelo I struck (the enemy)
ho now
naya^horipi huwo^ do you hear it?

Analysis.—This song was recorded twice, the dupHcation being

accidental. Both records were transcribed and are given herewith.

The first was by Swift Dog, the second by Kjlls-at-Night (Har)he 'pikte)

and his wife Witaliu (Woman's Neck), women being accustomed to

join in these songs. The melody tones in both instances are the

major triad and sixth, but it will be seen that the note values differ

slightly with the difference in the words, and that in the second

rendition the words are so placed as to repeat the rhythmic phrase

of the previous measures. This seems to indicate a feeling for a

rhythmic unit. The first rendition is by an old singer,, the second

by a comparatively young man, who usually ''sits at the drum"
at tribal gatherings of the present time. His wife is considered one

of the best among the younger singers. The first rendition is the

more complete, as it gives a considerable part of the song before

the introduction of the words. In both renditions about 28 per cent

of the intervals are minor thirds. The song has a range of 12 tones

and is melodic in form.
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Duplication of preceding

Sung by Kills-at-Night

[BULL. 61

Voice Jz=60
Drum not recorded

E - har)-na he-ca-mor) mo kta ca e - eel tar) iij-yaq yur)-ke lo

wa - ua ua ya - lioij pe-lo

ehar)''na he^camog a long time ago

kta 6a. I would have done this

eceF well

tajo iri^yaq yuqke^ lo it is widely known
wana^ now
naya^hor) pelo' you have heard it

Analysis.—Tliis is a duplication of the preceding, and its struc-

ture is considered in the analysis of that song. The renditions by
Kills-at-Night and his wife were recorded on two cylinders, each

containing four renditions of the song. In every instance her voice

was silent during the opening measures, the point of entrance varying

one or two measures. Tlie transcription shows the earliest point of

entrance. The words, of course, are the same in both parts.

Th(^ reason for twice recording this song by Kills-at-Night and his

wife was that in the first performance there was a suggestion of ''part

singing," the wife holding a tone during the length of several tones

in his part and then singing the delayed words rapidly in order to

overtake him. The writer questioned the singers concerning tliis

and asked whether they could repeat it. The woman said it was
unintentional on her part, as she had a "catch in her throat," and
the seven other renditions showed no trace of it. Much concerted

singing has been heard by the writer. In this the women invariably

sing an octave above the men, the note values being identical.
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F oi plate 70 was said to represent animals killed by Swift Dog on
the hunt. Depicting war exploits is resumed in G, concerning which
Swift Dog said:

It was almost winter when we went to the Crow country. It was very cold, but the

river had not yet frozen. We made a corral near the river; then we jumped into the

water apd swam across to the side where the Crows were camped. The splash of the

water was Uke that of great falls when we swam across. We drove all the Crow horses

into the river and made them swim over. Tlien we put them into the corral until we
were readv to start for home.

Voice J — .58

Drum not recorded

No. 174. '*I Come After Your Horses'

Sung by Swift Dor,

(Catalogue No. 587)
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exception of three ascending fourths all the remaining intervals are

major and minor tliirds. The melody tones are those of the fourth

five-toned scale, but the tonic is not prominent, the song beginning

and ending on the tliird. The melody is harmonic in structure.

Three renditions were recorded; these show no points of difference.

Concerning a change in tempo see song No. 5.

See plot of this melody on page 419.

No narrative was given regarding // of this drawing (pi. 70), Swift

Dog simply stating that he and his brother-in-law went after horses

and each secured three, the followins: sons: beins: suns::

No. 175. *'Two War Parties"

Sung by Swift Dor,

Voice J— 54

Drum not recorded

(Catalogue No. 588)
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fourth five-toned scale, has a compass of 10 tones, and is melo(Uc in

structure. No rhythmic unit appears in the melody, and the time

was not strictly maintained.

The mcident depicted in / is connected with the song which
appears below. Swift Dog said: ''Wlien the railroad first passed

through the Black Hills we went on the warpath as far as the end of

the road. We went through Shell River. I do not remember what
tribe we went after, but I think it was the Omaha." Swift Dog
captured a horse which he gave to his sister with the following song:

No. 176. "Sister, I Bring You a Horse"

Sims' by Swift Dog

(Catalogue No. 589)

Voice J = 80

Drum not recorded

^ V^ ! i

- S=^^3: ^^~n—

^

^^ ^

ho hi-na - pa yo waij-zi lu-lia kte

tanke' older sister

hina'pa yo come out

sug^kawakag horses
'

awa^kuwe ho I bring

hina^pa yo come out

wai]zi^ one (of them)

luha^ kte you may have (cf. words of No. 145)

Analysis.—Three renditions of this song were recorded, in each of

which a short pause was made after the third and sixth measures, and
also after the fourth measure contaming the words. These pauses were
not such as are mdicated by rests, but appeared to be merely breath-

ing spaces. Such pauses are unusual in the singing of Indians and were
probably due to the fact that Swift Dog recorded his songs durmg a

period of intense heat, in a small, close building.

Considermg B flat the 'keynote implied by the trend of this melody
we fuid the melody tones to be those of the fourth five-toned scale.
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This scale is major in tonality, yet about 55 per cent of the intervals

in the song are minor thirds. Only four intervals occur which are

larger than a minor third, all of these being in ascendmg progression.

Old Buffalo's War Narrative

In August, 1913, Old Buffalo (Tataijk'-eharj'ni) (see pi. 41), with

Swift Dog came to McLaughlin, S. Dak., to confer with the writer.

They regarded this conference very seriously. Old Buffalo said,

"We come to you as from the dead. The things about which you
ask us have been dead to us for many years. In bringing them to

our minds we are calling them from the dead, and when we have
told you about them they will go back to the dead, to remain forever."

Old Buffalo was born in the year 1845, designated in the Sioux

picture calendar Titay'ka ohle'ca kaha'pi Jciy ivani'yetu, 'Winter in

which lodges with roofs were built.' When he was 28 vears old he

! lu. ;«. iucidcnl in lilt' lilc ol Old Bullalo (('rawing by himself).

led a war party against the Crows. On this expedition he and his

comrades were entirely surrounded by the Crows, an event which
Old Buffalo depicted in a drawing. (Fig, 33.) Old Buffalo said that

at the thne of this expedition his band of the Sioux were living in

the "Queen's Land" (Canada), but had come down to the United
States on a buffalo hunt. From this temporary camp the expedi-

tion started under his leadership.

Old Buffalo said further: '

One Bight the Crows came and stole our horses. T liad an older sister of whom I was
very fond. The Crows stole her horse, and she cried a long time. This made my
heart very bad. I said, " 1 will go and pay them back. " A friend said that he would
go with me. I said to my friend, "We will go and look for the Crows. Wherever
their horses are corralled we will find them." Eleven others Avent with us, so there

were 13 in the party, and I was the leader. It was in the coldest part of the winter,

the moon called by the Sioux Cay napo^pa wi, 'Wood-cracking moon'. The

' 'I'his narrative was interpreted by Mrs. Hattie Lawrence (see p. 365) , and is given as nearly as possible

in her words. Another narrative by Old liuiTalo appears on p. 274.
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snow was deep, and I am lame in one leg, but I was angry, and I went. I thought,

"Even if I die, I will be content." The women made warm clothing and moccasins
for us to wear, and we started away. We carried no shelter. When night came we
shoveled aside the snow and laid down brush, on which we slept. At the fork of the

Missouri River we took the eastern branch and followed its course. It was 11 nights

from the fork of the river to the enemy's camp, and every night we sang tliis song.

It is one of the "wolf songs. " (See p. 333.)

No. 177. Song of Self-reliance

Sung by Old Buffalo

(Catalogue No. G3G)

Voice J— 76

Drum J= 76

Di'um-rhythm similar to No. 5

1

«-«-

ppf*^^^^
-ft-^ ^e-^

^-^
^4 iEl

E - ya mis - e - ya tu - wa caq - te ka - ca§ e - ciij suijk

-•-•-
-^-^ ^-^

:p^tz

£=E IB
o - wa-le

ej^a^ well

miseya^ tuwa^ cagte^ I depend upon no one's heart (or courage) but

my own (cf . song No. 170)

kacas^ so

ecii]' thinking this

8Ui]k owa^le I look for horses

Analysis.—Like many other melodies on the fourth five-toned

scale, this song contains a large proportion of minor thirds, in this

instance 58 per cent of the intervals, while the major third does not

appear. The song has a compass of an octave, extending from the

dominant above to the dominant below the tonic. Two-thirds of

the progressions are downward. The chord of B major is prominent

in the melody, which, however, is not harmonic in structure but is

classified as melodic with harmonic framework. Three renditions

were recorded; these are uniform in every respect.

See plot of this melody on page 419.
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Old Buffalo continued:

As we neared the end of our journey, we were overtaken by a fearful blizzard.

There was a butte in which we found a sheltered place and stayed for two days, as my
leg was very painful. After the storm subsided we looked around and could see the

enemy's village. Night came again, but my leg was so painful that we rested another

day. The next afternoon, as the sun was getting low, I tightened my belt and made

ready for whatever might befall. We walked toward the enemy's village and entered

a rocky country, like the Bad Lands. Then it was dark.

A great number of Crows were camped at this place, and there was dancing in two

parts of the village. We were close to the village, but no one saw us. Only the dogs

barked. We went up to the edge of the village and got in where there were many

horses in a bunch. We drove the herd before us, and they trotted quietly along.

After getting a safe distance from the camp we mounted some of the horses and drove

the rest before us. We did not stop, but kept the horses trotting fast all night. When
daylight came we counted the horses and found that there were 53. All that day we

traveled, and as the sun sank we rested. We were tired, as we had no saddles, and

that night we slept.

The next morning there came another terrible blizzard. My eyelashes were frozen

so that I could scarcely see. I went back a little distance to see if we were being

followed, then I retiu-ned to my companions. I had realized that the tracks of the

horses made a trail and I saw that the enemy were pursuing us. Tliis was my war

party and I felt a great responsibility for its safety.

The Crows overtook us and secured most of the horses which we had captured from

them. We jumped down a steep rocky place, and soon we were entirely surrounded

by the Crows. A Sioux boy, about 15 years old was with us, and he was shot in the

back. We fought as long as the sun moved in the sky. It was a hard struggle. Every

time we fired a gun it turned white with frost. During tliis fight I sang a very powerful

song of the Fox society, to wliich I belong. [Concerning the Fox society, see p. 314

et seq.]

No. 178. "I Am the Fox" (Catalogue No. G37)

Sung by Old Buffalo

Voice J = 66

DRUiM not recorded

--f= t "

Eli - ka o - wa - le ye - lo
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WORDS

toka^la koij the fox

miye^ yelo^ I am
ta'ku sometliing

ote^Hika difficult

owa^Ie yelo' I seek

Analysis.—This is a particularly interesting melod3^ It contains

only the tones A, B, C, and E, these being tlie tonic triad and second

in the key of A minor, and the song is analyzed as being in that key.

The melody is framed on the interval of a fourth, almost haK the

entire number of intervals being fourths. Tlie major third occurs

four times, but the minor third does not appear; there are, however,

four minor seconds, or semitone progressions. In structure the song

would be harmonic except for the accented B near the close; it is

therefore classified- as melodic with harmonic framework. Songs

containing only one accented nonharmonic tone arc frequently noted

in both Chippewa and Sioux music. At the opening of the song

there is a repeated phrase, which is not considered a rhytlunic unit

because it has seemingly no mfluence on the rhytlim of the song as a

whole. Its repetition on the same tone suggests that it may be

simply an introductory phrase. The fuial tone is immediately pre-

ceded by a tone a major third lower, this close being somewhat unusual

in the songs under analysis.

The account of his exploit was resumed by Old Buffalo as follows

:

The Crows took the saddles from their horses and charged back at us, but our fire was

more than they could stand, and they finally retreated, leaving their saddles on the

ground. We captured these saddles and took them back to the place where we were

first overtaken by the Crows. There we found only four horses alive. We put one

of the captured "saddles on a horse and lifted the wounded boy to the horse's

back. I held the reins and walked beside the horse all that night. When daylight

came we rested. The boy had no pillow, so I lay down and he laid his head on my
body. There was timber near the place, and the next day we made a travois for the

boy, and I rode the horse that dragged it. That night we traveled on, and about

midnight we reached a certain place and made a camp. We had occasionally killed

a buffalo for food, and as the men on foot had worn out their moccasins, we took fresh

buffalo hide and tied it on their feet. The three horses ran away, but we caught

them.

All the following night we traveled, and the next day we were at tlie fork of the

Missouri River, where we stayed two nights.

AMiile we were on the warpath our friends had finished their buffalo hunt and

returned to Canada. I kept four men with me and the sick boy, and sent the others

home to make a report of the expedition. We kept the horses with us and followed

slowly. The boy was thirsty, and as there was no cup I took the hide of a buffalo

head, put snow in it and then put a hot stone in the snow. Thus the boy had hot

water to drink. He wanted soup, so I took the buffalo tripe and boiled meat in

it. So the boy had soup. (See p. 399.)
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We camped for a time beside a creek, and as we came near the "Queen's Land" we
camped again. There the father and mother of the boy met us. They had heard

the news from the other members of the party and started at once to meet us. After

we had given the boy to his parents we went on with the horses, leaving them to

travel more slowly. It was dark when we reached home, and we lired our guns to let

the people know of our coming. The next day the boy arrived. For two days and

nights I stayed with him constantly. I did this because I felt myself to be the cause

of liis misfortune. The boy had come to call me "father," and at the end of this time

he said, " Father, you can go home now to your own lodge.
'

' I went to my own lodge

and slept that night. The next morning the boy died. He is always spoken of as

Wana^gli ya'ku, 'Brings the arrow,' because he brought home the arrow in liis body.

I did not keep any of the horses for myself, because I was the leader of the war

party.

Fig. 34. Incident in the life of Old Buffalo (drawing by himselt).

Another expedition was described by Old Buffalo and illustrated

by a drawing (fig. 34). Concerning this expedition he said:

A large number of Sioux were once moving camp, and live men left the party to

steal horses. They were successful, and brought back 30 horses.- The enemy were

also moving camp. I made up my mind that I would go and see if I could get some

horses, too. So I sent for a young man and talked with him about it. Then I said,

"We will go;" and he replied, " I will go with you." One man asked to go with us,

making three in the party. I said, "We will start without telling anyone and travel

in the creek, so they will not know how we went." The one whom I invited gave up
going at the last moment, but the man who had vohmteered to go left camp with me
while everyone was asleep.

On our e.xpeditiou we sang this song, li()])iiitjf lliat wc would capliiro many horses:
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No. 179. "I Look for Them"

Sung by Old Buffalo

Voice J= 72

Drum = 72

Drum-rhythm similar to No. 6

Jt- ^ ^

J2E4:

J— -|— .1— I— ^—•-'-#- -|— H #-•

417

(Catalogue No. 638)

#-^—*-

Kai]-gi wi-ca - sa kiij o-wi - ca-wa-le l ya e i ya i -

ye-wa-ya ca i ya ta - Sui]-ke kiq a-wa-ku-we

WORDS

Kaqgi^ wica^sa kig the Crow Indians
owi^cawale I look for them
iye^vaya I found them
<^a so

tasuij^ke kig their horses

awa'kuwe I brought home

Analysis.—This song contains only the tones of the minor triad

and fourth. Unhke the preceding song, from which the minor third
was entirely absent, that interval constitutes about one-third of the
intervals in this song. The fourth is also prominent in the melody.
Exactly two-thirds of the intervals are downward. Except for the
accented B the song would be classified as harmonic in structure.

The form of the melody is simple, the song begmning on the octave
and twice descendmg to the tonic along the intervals of the tonic
chord.

In conclusion Old Buffalo said:

We found the direction in which the Crows were traveling, went around, and headed
them off. It was almost dark when we approached their village. They were camped
in a circle. The afterglow was still in the sky and this light was back of us as we went
up a little creek from that direction toward the village. We could see the cooking
fires. We were on horseback, and we lay fiat on our horses, leaning close to the
horses' heads. So we crept near to their horses.
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When we stepped among the horses, one of them snorted at a stranger. Then the

Crows came with their guns. They had seen us, though we did not know it. My
eyes were only for the horses. They began firing, and before I had a chance to get

away my horse was shot. I snatched the reins and pulled, but the horse's jaw was

broken. I went on. They shot again, and he fell. I jumped as he went down.

The man who went with me ran away at the first attack and left me alone. I ran

ahead, and as the Crows were loading their guns, I dodged from one shelter to another.

They kept firing in the direction I had started to go.

The young man who ran away saw me. He was in a safe place, and he shouted,

"Come this way." He was on horseback, and we sat double on his horse. We
traveled some distance and came to the creek by which we had approached the Crow

camp. We staid at the creek that night. The Crows broke camp, and Lite the next

day we went back to the deserted ground. There lay my horse, dead. We examined

the horse and found that his shoulder was broken. My oldest sister had raised that

horse.

W^e went back to the creek and staid that night. The Sioux were moving to their

last camp of the year, and there we joined them.

Plots of Songs of War

The songs of war, as already noted, are called "wolf songs." Many
of them make reference to the wolf and many pertam to horses, hence

we find among the plots of these songs (fig. 35) numerous examples of

Class D (see p. 54). Song No. 120, however, is an example of Class A;

No. 101 has the same general trend; and No. 136 is a good example

of Class B. These types, as already stated, appear throughout the

series. The interval of a fourth is prominent in songs concerning

animals and implying motion, and this appears in the plots of the

songs. Songs Nos. Ill, 127, 145, and 174, as reference to their

respective titles will show, are songs concerning horses, and the plots

of the songs are seen to resemble one another. Songs 146 and 161 con-

cern man and contain the idea of motion; their titles are, respectively,

"He is returning," and "I wish to roam." These plots show the

characteristics of Class D. No. 177 is called "A song of self-reliance,"

and we note in the plot of the song the emphasis and dwelling on the

lowest, or keynote, which characterizes Class C and appears to be

coincident with firmness of purpose and self-confidence. The mterval

of a fourth characterizes songs Nos. 99 and 100, the first of which is

a song concerning the buffalo, and the second, the personal song of

a man named Brave Buffalo, the words being "Brave Buffalo I am,

I come." Such a song as the latter would undoubtedly be received

in a dream of buffalo. The ascending interval at the opening of song

No. 99 suggests Class E (see p. 519), and on reference to the words

of the song we find in them the idea of suffering on the part of the

buffalo, wbo are being driven in such a way that the wind strikes their

faces like a lance.
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Analysis of War Songs

419

The songs of the mihtary societies and the songs of war are divided

into two analysis groups, tlie first comprising songs a majority of

which are beheved to be more than 50 years old and the second

comprising songs believed to be of more recent origin.

-II IH
i

No. 120 No. 101 No. 1.36

1 m
No. Ill No. 14.5

No. 127 No. 174

l

j[aii|T|ii|i"S

No. 146 No. ICI

-)H» • 1

—I

—

A ' A \—n~T A \ i

No. 177 No. 99

Fig. 35. Plots, Ciroup 5.

No. 100

In the first group are the songs of the Miwa'tani and Karigi'yuha,

the older of the mihtary societies, together with the older war songs.

This group comprises songs Nos. 122, 125-177, and No. 179. In the

second group are those of the mihtary societies more recently

organized among the Teton—that is, the Fox, Badger, and Strong

Heart societies, and the White Horse Riders—together with war

songs found in the description of the Sun dance, and in the
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section on war customs; also such songs in honor of an individual as

were sung to the melodies of these war societies. This group com*

prises songs Nos. 6, 7, 8, 9, 10, 22, 23, 26, 27, 28, 29, 30, 31, 32,

33, 34, 35, 114, 115, 116, 117, 118, 119, 120, 121, 123, 124, 178, 223,

224, 225, 231. The age of many war songs can not be stated with

exactness, but the division between these two classes has been made
•as nearly accurate as possible.

The first of these analysis groups marks the end of the older songs

contained m this volume, and with the second analysis group we
enter on a consideration of musical material which is comparatively

modern.

Old Songs— (6") War Songs (section 1)
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Old Songs—(6) War Songs (section i)— Continued

Melodic Analysis—Continued

LAST NOTE OF SONG—ITS RELATION TO KEYNOTE

'
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Old Songs—{6) War Songs {section 1)—Continued

Melodic Analysis—Continued

TONE MATERIAL

Number
of songs.

Serial !Nos. of songs.

First five-toned scale

Second five-toned scale

Fourth five-toned scale

Major triad

Major triad and second

Minor triad and fourth

Octave complete

Octave complete except seventh

Octave complete except seventh and sixth.

.

Octave complete except seventh and second

Octave complete except sixth ,

Octave complete except sixth and third

Octave complete except fourth

Octave complete except second

Other combiaations of tones : .

.

Total

131

122, 125, 126, 129, 133, 136, 137, 150, 152,

158, KiS

130,132, 151, 153, 159, 163, 171, 174, 175,

176, 177

155

144, 165, 173

135, 139, 142, 162, 179

138, 157, 161

12S, 146, 154, 160, 164

156, 167

127, 134

140, 170

169
I

147

141, 143, 145, 148, 149, 172

166

ACCIDENTALS

Songs containing—

No accidentals

.

Seventh raised a semitone

Seventh and fourth lowered a semitone

Sixth lowered a semitone

Third lowered a semitone

Second lowered a semitone

Irregular

Total

Number
of songs.
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Old Songs—(6) War Songs {section 1)—Continued

Melodic Analysis—fontinuod

STRUCTURE

423

Melodic

Melodic with harmonic framework

Harmonic

Irregular

Total

Number
ofsongs.

Serial Nos. of songs.

126, 127, 128, 129, 131, 134, 135, 137, 138,

139, 145, 146, 147, 148, 149, 150, 151, 152,

153, 154, 156, 157, 15S, 160, 161, 163, 164,

165, 167, 169, 170, 171, 172, 173, 175, 176

125, 132, 136, 141, 143, 144, 159, 168, 177,

179

122, 130, 133, 140, 142, 1.55, 162, 174

166

FIRST PROGRESSION—DOWNWARD AND UPWARD

Number
of songs.

Downward.

Upward.

Total.

Serial Nos. of songs.

122, 129, 130, 131, 134, 135, 136, 137, 13S,

139, 140, 141, 143, 145, 147, 150, 151, 154,

155, 156, 157, 158, 160, 162, 163, 165, 166,

168, 169, 170, 171, 172, 174, 175, 176, 177,

179

125, 126, 127, 128, 132, 133, 142, 144, 146,

148, 149, 152, 153, 159, 161, 164, 167, 173

TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD

Downward.

Upward

Total.

1,251

757

2,008

INTERVALS IN DOWNWARD PROGRESSION

Interval of a—
»

Major si.xth . .

.

Fifth

Fourth

Major tliird.

.

Minor third .

.

Major second.

Mmor second.

Total

1

3

118

102

409

559

59

1,251
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Old Songs—(6) War Songs (section 7) -Contimjed

Melodic Analysis—Continued

INTERVALS IN UPWARD PROGRESSION

Interval of a—
Tenth

Ninth

Octave

Seventh

Major sixth.

.

Minor sixth.

.

Fifth

Fourth

Major third.

.

Minor third.

.

Major second.

Minor second.

Total

Number
of songs.

AVERAGE NUMBER OF SEMITONES IN EACH INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval.

KEY

Key of—

A major

A minor

B flat major. .

;

B flat minor. .

.

B major

B minor

C major

C minor

C sharp minor.

1) major

' D minor

E Hat minor. .

.

F major

F minor

F sharp major.

F sharp minor

G major

G minor

A flat major. .

.

G sharp minor

Irregular

Total

Number
of songs.
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Old Songs— (6) War Songs (section 1)—Contiiniod

Rhythmic Analysis

PART OF MEASURE ON. WHICH SONG BEGINS

I
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Old Songs—{6) War Songs {section 1)—Continued

Rhythmic Analysis—Continued

RHYTHM OF DRUM

Number
of songs.
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Old Songs—(6) War Songs (section 1)—Continued

Rhythmic Analysis—Continued

METRIC UNIT OF VOICE (TEMPO)—Continued
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COMPARATIVELY MODERN SONGS ^

(1) War Songs (Section 2)

Melodic Analysis

TONALITY

[BULL. 61

Number
of songs.

Serial Nos. of songs.

Major tonality.

Minor tonality.

Total

8,9,10,27,29,30,32,35,114,116,121,123,

124, 225

6, 7, 22, 23, 26, 28, 31, 33, 34, 115, 117, US,

119, 120, 178, 223, 224, 231

32

FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE
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Comparatively Modern Songs— (/) War Songs (sec. 2)—Continued

Melodic Analysis—Continued

LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG

Serial Nos. of songs.

Songs in which final tone is—

Lowest tone in song

Immediately preceded by major third below. .

.

Immediately preceded by whole tone below

Immediately preceded by semitone below

Songs containing a minor third below the final tone

Total

6, 7, 8, 9, 22, 23, 26, 27, 29, 31, 32, 34, 35,

114, 115, 116, 117, lis, 119, 120, 121, 123,

124, 223, 224, 225, 231

178

28

30

10,33

NUMBER OF TONES COMPRISING COMPASS OF SONG
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Comparatively Modern Songs—{1) War Songs (sec. 2)—Continued

Melodic Analysis—Continued

ACCIDENTALS
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Comparatively Modern Songs—(1) War Songs (sec. 2)—Continued

Melodic Analysis—Continued

INTERVALS IN DOWNWARD PROGRESSION

Number
of songs.

Interval of a—
Minor sixth

Fifth

Fourth

Major third

Minor third

Augmented second.

Major second

Minor second

98

49

186

3

316

52

Total. 707

INTERVALS IN UPWARD PROGRESSION

Interval of a—
Ninth

Octave

Major sixth.

.

Fifth

Fourth

Major third.

.

Minor third.

.

Major second.

Minor second

.

Total.

1

12

4

28

63

44

90

116

32

390

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval

.

1,097

3,374

3.07
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Comparatively Modern Songs—(1) War Songs (sec. 2)—Contiimod

Melodic Analysis—Continued

KEY

Key of—

A major

A minor

B flat minor.

.

B major

B minor

C major

C minor

D major

D minor

E flat major...

E flat minor.

.

E major

E minor

G major

G minor

A flat major...

G sharp minor

Total

Serial Nos. of songs.

22,29

31,178

34

35

117, 23L

8, 121

6,23,115,119,224

27,30

26,33,120

116,124

28

10,32,114,123

7

225

223

9

118

Rhythmic Analysis

part of measure on which song begins

Serial Nos. of songs.

Beginning on unaccented part of measure

Beginning on accented part of measm-e. .

.

Total

7, 8, 26, 27, 117, 119, 178

6, 9, 10, 22, 23, 28, 29, 30, 31, 32, 33, 34, 35,

114, 115, 116, 118, 120, 121, 123, 124, 223,

224,225,231

RHYTHM OF FIRST MEASURE
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Comparatively Modern Songs— (1) War Songs (sec. 2)—Continued

Rhythmic Analysis—Continued

CHANGE OF TIME, MEASURE LENGTHS



434 BUREAU OF AMERICAlSr ETHNOLOGY [bull, ei

Comparatively Modem Songfi—(/) War Songs (sec. 2)—Continued

Rhythmic Analysis—Continued

,METRIC UNIT OF VOICE (TEMI'O)
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Comparatively Modern Songs— (/) War Songs {sec. 2)—Continued

Rhythmic Analysis—Continued

COMPARISON OF METRIC UNIT OF VOICE AND DRt'M



THE BUFFALO HUNT (WANA'SAPIO

The buffalo may be said to have been the essential element in the

life of the Plains Indians, as it supphed them with material for their

tents, clothing, and moccasins; with food and containers for food,

and household articles; mth tools for their handicraft, and even

with fuel for their fires. Every part of the animal was utilized.

Among the less famihar articles made from parts of the buffalo were

handl(;s for small tools.. These were fashioned from a certain heavy

sinew of the neck, sharp needles of bone or metal, and knife blades,

being inserted in pieces of the "green" sinew. When dry the sinew

served as a firm and servicable handle for the tool. It is said also

that a heavy sinew of the buffalo's hind leg was dried and cut into

arrowpoints.

The tribal life of the Sioux passed away with the herds of buffalo.

The last great buffalo hunt on the Standing Rock Reservation took

place in 1882, under the supervision of Maj. James McLaughhn,
then Indian agent on that reservation. During this hunt 5,000

buffalo were killed, the hunting party comprising about 600 mounted
Sioux.2 Major McLaughhn became agent at Standing Rock in 1881,

that year being designated in the Sioux picture calendar Wahle'za

Tatar}'Jca-iyoHalce wana' najpe'yuza wani'yetu, "Winter in which

Major McLaughhn shook hands with Sitting BuU." The following

year is called wahle'za LaJco'ta oh wana'sa ipi' wani'yetu, " Winter

in which Major McLaughhn with the Sioux went on a buffalo hunt."

The drawing which marks this year is shown infigiu-eSG.

A graphic account of buffalo hunting is given by Catlin, who took

part in the buffalo hunts of the Indians in the same part of the

country, many years ago.^

In studying the customs of the buffalo hunt among the Teton

Sioux the writer interviewed many old men, later reading the

unfinished narrative to them so they might discuss it and make cor-

rections or additions. The completed material comprises an account

of the making of buffalo bows and arrows, and the cutting up of

the buffalo, by White Hawk, a narrative of the searching party by
6iya'ka, and an account of the hunt consisting chiefly of information

given by Swift Dog and Gray Hawk.

> This word means "hunt," the name of the animal to be hunted being understood. (Cf. use of the

word ilar/tan, footnote, p. 70.)

2 McLauKhlin, .lames. My Friend the Indian, pp. 97-110, Boston and New York, 1910.

3 Catlin, George, The Manners, Custom.s, and Condition of the North American Indians, vol. 1, pp.

2.51-2G1, London, 1S41. Cf. also a description of the hunting customs Qf the Omaha in The Omaha Tribe,

Fletcher and La Flesche, op. clt., p. 275,

436
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The usual time for a buffalo hunt was tlie oiU'ly fall, when the

buffalo came down from the north, but a few could be found at

almost any season of the year. The medicine-men had an important

part in maintaining the food supply for the camp. They sometimes

gave warning of times of scarcity and advised the procuring of a

liberal supply of food. This advice was heeded and a special hunt

was made. There were times when it was not permissi])le for a man
to hunt independently. At such a time, if a man were found with a

supply of fresh meat which he could not satisfactorily account for,

it was the duty of the aki'cita to seize it. Further, they might beat

the man with clubs and tear down his tipi. (See p. 313.)

The malving of bows and arrows for tlie buffalo hunt was described

by White Hawk (Otaii'ska), a Sioux from the Cheyenne River

Fig. ao. Drawing from piolure calendar—the year ol the last buffalo hunt.

Reservation (Mr. Edward Swan interpreting). Although these were

said to be ''buffalo bows and arrows," it is probable that they were

similar in design to those used in war. Wliite Hawk said:

The buffalo bows of two men were seldom exactly alike, either in pattern or in

strength, but one characteristic which all had in common was that the place for fitting

the arrow was nearer the upper than the lower end of the bow, the lower section being

longer and thicker than the upper. Some men used the- wood of the cherry or plum

tree for their bows, while others preferred the crab apple or some other hardwood.

The back of the bow was covered with sinew which had been made flexible by rub-

bing and then dried. When tliis was ready the back of the bow was cut in numerous

places and covered with glue made from the hide of the buffalo, the part used for this

purpose being a strip between the horns, back of the eyes; the sinew was then applied

and became part of the bow. The string of the bow was of the sinew of the buffalo

bull, twisted and dried.

Wliite Hawk said further he knew of thi-ee kinds of arrow points : (1)

His great grandfather used arrow points of cut flint; he had seen

4840°—Bull. 61—18 30
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these as a boy, but had never used them. (2) His father used arrow

points of bone, made from the outer thickness of ribs or marrow
bones. (3) He himself used arrow points of steel. It was the

custom in his hunting days to cut arrow points from the tliin frying

pans sold by traders or used by the solchers. Feathers used on the

arrows were not confined to any one kind. Some used feathers of

the prairie hen, owl, or chicken hawk that were large enough to

split, wliile others used the smaller feathers of the eagle or buzzard.

T\niite Hawk said that after splitting a feather he held one end in his

mouth and "scratched it carefully with a knife to smooth it." Three
feathers were fastened to each arrow. Glue was placed under the

feathers and under the arrow point, both being fastened by wi'appings

of deer sinew.

It was said that a good bow would send an arrow into a buffalo so

that the arrow^ point was imbedded in the flesh, an excellent bow
would drive it in almost to the feather, while a fine bow would send

the same arrow clear through the animal.

The proper length for a man's buffalo arrow was the distance on

the outside of liis arm from the elbow to the end of the third finger,

plus the length of his hand from the wi'ist to the large knuckle of

the third finger. It was the intention to make the arrow as light as

possible, therefore the woods preferred for the shaft were juneberry

{wi'fazukahu) and wild currant {wica'ganaskaliu) . These were so

flexible that if a buffalo fell on an arrow, the latter bent without

breaking. Thus the arrow coidd be recovered and used again by its

owner.

Certain lines were cut in the shaft of an arrow "to make it go

straight." A straight line about an inch long was cut in the shaft,

extending downward from the point of attacliment of the feather.

'

Then the graving tool was held firmly in the hand while the shaft

was moved sidemse, so that the line became wavy. At a distance of

about 3 inches from the arrow point the shaft was held stiU so that

a straight line was again secured. White Hawk said that the proper

manner of cutting these lines was "the result of long experience,"

and that an arrow would not move in a direct com'se without them.

After fastening the arrow point and the feathers, and cutting the

fines, the maker used a pair of small whetstones in pofishing the shaft.

These were said to be composed of a certain kind of stone found in

the Black Hills, which was rather soft. A groove was cut in each

whetstone, the grooves being of such size that when the stones

were fitted together, the opening formed by the two grooves was
the cUameter of the arrow shaft, winch was pofished by moving
the stones to and fro. In order that the surface of the arrow shaft

might bo kept clean the whetstones were brushed with buckskin after

being used and were then carefully wrapped in the same material.



DEX3MOEE] TETON SIOUX MUSIC 439

Each man had a special mark for his arrows. Bear Face (p. 78)

said that he considered pehcan feathers as best for arrows, and that

he always used one pelican feather on his arrows, the other feathers

being taken from some other bird. Others are said to have painted

their arrows red, or with a blue section in the middle, or to have
made "dents" in the shaft, each man using his own device.

As a final process the shaft of the arrow was smeared with buffalo

blood, Wliite Hawk saying this made the arrow go more smoothly

tlu'ough the tissues of the animal.

Most quivers held 10 arrows. A man might make his own quiver,

although he usually ordered arrows from an arrow maker, a hundred

at a time. Red Fox (pp. 90, 375, et seq.) was known as a skillful arrow-

maker in the old days.

A buffalo hunt frequently took place when the tribe was about to

move to a new camping place. In describing such a hunt Siya'ka said:

Wlieu the tribe was about to move to a new camp the old men met to decide

whether there was enough food to last for a considerable time. If it was decided that

a hunt was ad\dsable these old men consulted the leaders in the various societies

(as the Strong Heart or White Horse societies), and together they decided on the

young men who were to go and search for the buffalo. This task required young men
who were known to be truthful and faithful to duty, as well as possessed of the neces-

sary physical ability and general equipment. Only men were selected who were

known to be ready, as there was not sufficient time to prepare after they were notified.

This was one of the greatest honors which could be conferred on a man, as it indicated

that the tribe depended upon him for help in the food supply, without which it could

not exist. It was necessary that these men know the topography of the country and

understand the ways of the buffalo.

These young men were notified, and as soon as they coidd make the arrangements

which of necessity must, be left till the last moment, they went to the center of the

tribal circle, with their equipment of food and extra moccasins, each man carrying

also a drinking cup and perhaps some cooking utensil. The man who was first

selected was the leader of the searching party.' Their relatives were so gratified that

the young men were thus honored that they gave away many presents when the party

started out, these presents being valuable and including horses and blankets.

The departure of the searching party was a great event. -^ They were gathered in

the midst of the camp circle, surrounded by rejoicing and gifts. A man recognized

for high standing in the tribe was chosen to "start them off." A stick was placed

upright in the ground, and he led them as they marched single file around this stick.

The stick signified an enemy or a buffalo, and no one was allowed to strike it unless he

had killed either an enemy or a buffalo. The man chosen to start off the party was

usually a man who had done both these. People on horseback were ready to escort

the party from the camp. The direction in which the buffalo were probably located

was pointed out, and the pai'ty started in that direction. They moved with a dancing

step, and no drum or rattle was carried. The following song was sung at tliis time.

1 Siya'ka was once appointed leader of a searching party, and six times was a member of such a party.

Bows and arrows were used on those hunts.

2 Compare description of departuie of those who went to select the Sun-dance pole, p. 107.
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No. 180. Song of the Buffalo Hunt (a) (Catalogue No. 475)

Sung by ISiya^ka

Voice J = 92

Drum J— 92

Drum-rhythm similar to No. 6

-^^4i^^-^ =[-4 F^^^

Anah/sis.—The tones in this song are E flut-G-B flat and C. By
the test of the ear E flat seems the most satisfactory keynote; the

song is therefore classified as major in tonahty, and its tone material

is considered to be the major triad and sixth. The tonic is found

only in the upper octave and in connection with C, forming the interval

of a minor third, which comprises 69 per cent of the entire number of

intervals. In this, as in many other Indian songs, the fact that

a certain tone seems the keynote of the song does not imply that

the corresponding "key" is fuUy established. Six renditions were

recorded; these are uniform througliout. The song as a whole has

an interesting completeness of rhythm, though there is no repeated

phrase which can be regarded as a rhythmic unit.

Siya'ka continued:

After the escorting party had returned to the camp, the searchers were entirely

under the control of their leader. Sometimes he assigned a territory to each of his

men and scattered them over the prairie, directing them to meet at a certain time

and place. WTien the men made their report to him, they were expected to be definite

and sure in their statements. If they reported that they had seen buffalo they must

be able to give an estimate of the number in the herd. It occasionally happened

that a searching party was unsuccessful. In that event they straggled back to the

main camp, attracting as little attention as possil)le. The longest aV)sence of a party

remembered Ijy Siya'ka was 12 days.

As soon as the searching party had started, the tril)e broke camp and began its

journey to the place designated for the next camp, where the searchers were expected

to make their report. Having reached this place and made their camp, they l)egan

an anxious watch for the return of the searchers. Men were stationed to watch for

them, and if these men saw them coming they returned to the camp, and the crier

announced to the people that the searching party was in sight. The searching party

gave certain signals to indicate the result of their search, running back and forth if

the buffalo were close at hand, or waving a blanket at its full width and then laying

it flat on the ground if they had seen a i)articularly large herd. Some went on horse-

back to meet them, and the entire tril)e assemliled in the middle of the circle to hear

I heir report. The following song was sung as they returned.
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No. 181. Song of the Buffalo Hunt (b) (( ataloguo No. 47G)

Sun<!; by Siya^ka

Voice Jz=80

Drum J - 80

Drum-rhythm similar to No. 6

-^ ^.

fPftw m^
Analysis.—Five renditions of this song were recorded. The time

was not strictly maintained, and the rhythm of the opening measures

was difficult to discern; however, as in all such songs, when the

correct note values are determined it is found that all the renditions

are alike, and that the rhythm is m reality quite simple. The only

ascendmg intervals m this song are the major second and fourth, and

the only descending intervals are the major second and minor third.

The song is based on the fourth five-toned scale, has a compass of

nine tones, and is melodic in structure.

The party entered the trilial circle with the leader in advance.^ The stick was

again placed upright in the ground, and they circled around it, many striking it. In

the middle of the council tent a small space of l)are giound had heen made ready.

This was hard and smooth, not pulverized as in the Alo'wagpi ceremony, the Spirit-

keeping ledge, and the Sun-dance ceremony. [See pp. 71, 82, 122.] A buffalo chip

was placed on this bare ground, and l)eside it were placed a little sweet grass and a

pipe filled and ready to smoke. The searcher who was first to see the buffalo entered

the lodge in advance of his companions. As they entered the lodge many of the

people stood with hands upraised, then saying Hi, hi! they stooped and placed the

palms of their hands on the ground.

Beside the spcjt of bare ground stood a man whose record was above reproach, and who
had been selected to act as itag'cag, master of ceremonies. [See footnote, p. 70.] His

entire body was painted red. Lifting the pipe from the ground, he took a little of the

buffalo chip and sprinkled it on the tobacco in the pipe. He then took flint and steel,

lit the chip on the ground and laid the sweet grass upon it. After passing the pipe

over the smoke of the sweet grass four times, he pretended to light it, holding the bowl

first to one side and then to another side of the chip. This was done tliree times, and

the fourth time he lit the pipe. The itag^cag then swung the pipe in a circle over the

cliip, holding the bowl in the center, after wliich he offered it to the man who first saw

the buffalo. He puffed it four times. The itag^cag swung it again four times above

the buffalo chip, and offered it to the other searchers, who also puffed it four times.

It was necessary that tlus be done four times, and therefore if there were only two

searchers the pipe was offered to each of them twice in order that the projier number
be observed. After the searchers had puffed the pipe it was offered to all those sitting

in the k)dge, and they touched their lips to the pipe, even though it had gone out.

WTien this was finished, the itag'cag emptied the pipe, and the people in the front

row of listeners sat with the palms of their hands on the ground as the searchers were

1 From this point the narrative is chiefly lliat of .Swiff Dot', interpreted by Mns. McLaughlin.
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asked for their report. The itag'dag did not ask a direct question but said to the man
who first saw the buffalo, "You are not a child. You must tell me truthfully what

you have seen, and where you saw it." The man might reply thus: "I mounted a

certain butte and looked down where I have seen buffaki before, and there I saw two

herds, near the butte on which I was standing. " [It was the custom when speaking

of buffalo to point with the thuml), not with the finger, and this custom was followed

by Swift Dog when describing the event.]

"You say that you have seen the wallows and those who make the wallows. I am
sure you have spoken truly, and you have made my heart good," said the itag''cai),

while the listeners cried Hi', and touched tlu* ground again with the palms of their

hands.

Then the itaij^'ar) said, "If you saw anything beyond tliis which is worth reporting,

tell it to me." The .searcher might reply, "Beyond the two herds I saw the plain

black with buffalo. " And the people would say HV once more.

Thus far the people had remained very quiet, but when the report was completed

there was great excitement. The crier shouted, "Put saddles on your horses! Put
saddles on your horses! We go now to hunt the buffalo!" As soon as this announce-

ment was made to the whole village, the horses were brought in, and men and horses

were painted. Wlietstones were brought out and knives were sharpened. The scene

was one of busy preparation for the great event.

Five or more men were selected from among the aki'cita to keep order during the

himt. These men went to the council tent and received their final instructions from

the chiefs, who told them to be sure to secure beeves for the helpless, the old and

cripples, as well as for women who had no one to provide for them. These aki^cita

were men of executive ability, and were men to whose authority the people were

accustomed. They directed the people on their journey and required them to move
quietly so that the buffalo would n(jt become alarmed. Wlien nearly in sight of the

buffalcj other aki^cita were selected. The method of approaching the herd was of

coiurse not always the same, but in an ordinary hunt the party was divided into two

sections, each led by about five aki'cita, under whose direction they surrounded the

herd, and at whose command they plunged into the chase. Those who were to chase

the buffalo took the saddles from their horses. Every man had his arrows ready, with

the special mark so he could claim the animals he killed. It was like a horse race.

As soon as the man shouted "Ready!" they were off, and you could see notliing but

dust. The men who had fast horses tried to get the fattest buffalo. Eacli man tried

to get the best possible animals as his trophies of the hunt.

The following is a song of the chase, sung by Gray Hawk (pi. 71),

a successful buffalo hunter in the old days, who contributed interesting

details to the foregoing narrative.

No. 182. Song of the Buffalo Hunt (o)

Sung by Gray Hawk

(Catalogue No. 545)

1

Drum J::; 92

Drum-rhythm similar to No. 6
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GRAY HAWK
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Analysis.—In mau}- respoets tliis son*; is like No. 181. E flat

appears to be most satisfactory as its keynote, and analyzing it in

the key of E flat major, we find the tone material to be the tonic

triad and sixth, yet 73 per cent of the intervals are minor thirds.

The remaining intervals are two major seconds and one ascending

fourth. The song is so short that the phonograph cylinder contains

a large number of renditions, in which there are no points of difference.

The song was usually sung t^vice with no break in the time, then

slu-ill cries were given, after wliich the song was resumed, the drum
continuing a steady beat throughout the entire performance.

"V\Tien the killing of the bufTalo was finished the meat was dressed

and prepared for transportation to the camp. White Hawk gave a

description of the cutting up of a buffalo, wldch was read to Helia'ka-

wa'-kita (Looking Elk), who pronounced it correct. These two men
were said to be especially proficient in this phase of the buffalo hunt.

The description, wliicli follows (interpreted by Edward Swan), is that

of tlie cutting up of a buffalo cow:

If the hide were to be used for a tent it was removed whole instead of being cut

along the back. In tliis process the animal was turned on its back, the head being

turned to the left so it came under the shoulder, and the horns stuck in the ground

so that the head formed a brace. In old days a clamshell was used as a skinning

knife; such a tool with its case was carried by the mother of Eagle Sliield. [See pi.

67.] When steel knives became available they were used instead of the shells.

In removing a liide to be used for a tent they began on the under side of a front

leg, cut to the center of the breast, to the lip, then up to a point between the horns',

and then from one horn to the other. A cut was made down the belly and the inside

of the hind legs; the tail was also spht. When removing a hide for use as a robe,

they laid the animal on its belly with legs extended front and back. In this case the

cut began on the upper Up and extended along the backbone to the tip of the tail.

The hide of one side was folded back and spread on the ground, and the carcass was
laid on that while the cuts were matle along the belly as described above.

When removing a hide they did not cut all the meat from the inner surface, but
left a layer of meat on the liide of the back and a still thicker piece along the belly.

This was later removed by the women and was said to be very good to eat. After

removing the liide it was the custom to take out tlie tongue, which was the part of

the animal considered most deUcate by the Svoux.

Beyond this point there were no established rules. White Hawk said , however, that

the front quarters were usually removed first. He said there was a "blanket of flesh
"

on the back and sides of the animal which was removed in one piece, but that before

taking this off they "worked up under it" and detached the front quarters. The
hind quarters were removed at the hip joints. The hump was underneath the outer

"blanket of flesh." It was composed of fat and was cut off at the backbone. Below
the outer "blanket of flesh" is the inner "blanket," which was removed in two parts.

One side of it was turned down, exposing the ribs and the entrails. The carcass was
then cut along the belly, up the shoulder, and along the backbone. A fresh hoof

was used as a hatchet, and in the old days a knife made of the shoulder blade

was used in cutting up the animal. [See pi. 67.] The ribs were removed in the form

of a slab, and the kidneys, Uver, and fat also were taken out, as were the brains.

Wliite Hawk said: "In the intestines there is a pocket-shaped piece about the size
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of a man".'' arm. TIu8 was tiinioil wronsi: side out, fastened with a stick, and tied

at one end. The brains were put into it. and the liver and hump were tied in a

l)undle with it. The i)auncli was turned wrong side out and the heart, kidneys, and

fat were ])ut into it. The lower ])ackhon(' was s])Hl and later would l^e chopped for

boiling to extract the grease."

Each hunter usually provided two horses for bringing home the meat of one buffalo.

Tlii-s meat was divided into eight portions, as follows: (1 ) The outer "blanket of flesh ";

(2) the himip, brains, and liver; (3) the intestines and small split bones; (4) the inner

"blanket of flesh"; (5) the slabs of ribs; (6) the front quarters; (7) the hind quarters;

(8) the liip bones and backbone.

If the hide had been split for a robe It was customary to put half the hide on each

horse, then to lay the "outer blanket of flesh," which is in one piece, on the horse,

and the inner "blanket of flesh," which is in two pieces, on the other horse, then to

pile on the other bundles of meat but not tie them, as the ends of the liide were folded

over and held them in place. If the hide had been removed in one piece for a tent,

it was mad<3 into an additional bundle, and the hunter packed it separately.

A few women who were good riders usiially went ^^dth a hunting party to help herd

the pack horses until the men had the meat ready to load. After the hunting party

retiu-ned to their camp the women finished cutting up the meat, the long strips for

drying being cut with the grain of the meat. These long strips were hung in the

open air and when thoroughly dried were pounded and mixed with wild cherries, or

with the fat of the animal ^leat prepared in tliis way was kept for an indefinite

length of time and constituted a staple article of food among the Sioux.

Tlie following song is a niedicino-mati's song to seeiiro l)iiffalo in

time of famine. tSiya'ka said that lie had kno-wn (;f its successful

use in this connection.

Tlie medicine-man painted a Ijuffalo skull with red and blue

stripes and laid beside it a filled pipe on a bed of fresh sage/ It

was believed that ''the skull turned into a real buffalo and called

others." This song was sung in the dark. In the song it is the

buffalo who speaks.
.
Siya'ka said that in the old days, after this

ceremony on the part of the medicine-man and the singing of tliis

song, the buffalo came near the camp and thus tlie famine was

relieved.

1 See p. is.'), footnote.
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No. 1S8. Soil!? To Secure BiifTalo in Time of Famine (Cataloiruo X<>. ((If))

Sunt,'- l)y Siya'ka

Voice J— 76

Drum not recorded

Tii—

+

Ca-nor)-pa war) ca-ze - yal

ma - iii - \)\ o - ta e - ya - lipe - ya lua - \va - ni

:§±?lEEEESfe£=E

(First rendition)

canor)']:)a waij a pipe '

daze'yal tliey mentioned

ma^nipi as they walked

o'ta many times

eya^peya I have offered this

mawa^ni as I walked

(Second rendition)

maka^ sa wai] a red earth

(f-aze'yal they mentione<l

ma'nipi as they walked

o'ta many times

icah'tak it has been placed npon me
mawa^ni as I walked

(
Third rendition i

maka'to waq a blue earth

(^aze'yal '. they mentioned

ma'nipi as they walked

o'ta many times

icah^tak it has been placed upon me
mawa^ru as I walked

This was said to refer to the pij^e brought to the Sioux bj-the White Buffalo Maiden. (See pp. 63-66.)
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Analysis.—All the "verses" of this song wore recorded, the repe-

titions of the melody showing no differences except in note values

affected hy the words. It is not a rhytlunic melody. In structure

the song is melodic. The tonality is minor, and all the tones of the

octave are present except the second. Two-thirds of the progressions

are downward, and about 57 per cent of the intervals are major
seconds.

A white buffalo is said to have been particularly swift and wary;

for this reason, as well as because of its rarity, it was very difficult to

secure. It was a handsome animal, the rougher parts of the fur be-

ing soft and fine, and the smooth parts shiny and glossy. The horns

were black and the hoofs pinkish, the end of its nose, too, being

pink. The last white buffalo seen on the Standing Rock Reserva-

tion was killed near the Missouri River, in the vicinity of the present

town of Pollock.

If a white buffalo were killed in a hunt the fatal arrow was purified

in the smoke of burning sweet grass. A knife was similarly purified

before the animal was skinned, and the hide was removed in such

manner that no blood was shed on it. Only men who had dreamed
of animals were allowed to eat any portion of the flesh of a white

buffalo. J

Although a large prize was offered for the kdling of this animal,
"

the hide was not disposed of while the tribe was on the hunt, but was
held until the people reached home, so that all the requirements could

be fulfilled. The skin was not treated like an ordinary buffalo hide.

Only women noted for purity of life could touch or tan it, and after

the tanning was finished certain important ceremonies were required.

It was the custom for a medicini>-man to purify the hide with sweet

grass.

The tanned r()l)e was always kept in a rawhide case. The owner

of such a rol)e usually retained it to be buried with him. If, however,

he was willing to dispose of it, he might call together men who had

owned similar robes and make tliis known to them. Great honor was

given a man who was willing to dispose of a white buffalo robe. A
small piece was worth a horse; even the smallest portion of the

robe was a "sacred article" to the person who secured it, and could

be taken only by one who had owned part or all of a similar robe.

Jaw said that he kdled a white buffalo when his band of the tribe

were in Canada. He was only 13 years of age at the time, and the

buffalo which h{; kilknl was the only white one in a herd of about

a hundred. Not caring for the others, he killed only this one. It was

a beautiful animal, only its horns being black. Jaw killed it in the

fall and kej)t tlie hide all wint(>r, selling it in the spring to a man
named Boiu^ Club (llohu'-caij'llpi) for two horses, a big buffalo-hide

I
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tent, and many other articles. This exploit, as well as his killing of a

bear and an elk with bow and arrows, is shown in one of his drawings.

(See pi. (30, A.)

Jaw said that on three occasions he killed a bear with a gun,

but that it was very hard to do so with bow and arrows. The cir-

cumstances under which he was successful in this are as follows.

One summer he and another man had been hunting deer and were

returning with their horses loaded with meat. Jaw had a gun, while

his companion carried a bow and arrows. Thc^y saw a mother bear

and two cubs coming toward them. Giving the gun to his companion.

Jaw took his bow and arrows. The bear tried to fight him, and as it

turned he hit the beast with an arrow. Three times the bear re-

newed the attack, but each time he wounded it with an arrow, finally

killing it.

The elk hunt (shown in pi. 60) took place in winter, when he was

22 years old. He had recently married a Yankton Sioux girl and was
staying in her part of the country. There were two other families

camping near them, making tliree tents in all. Early one morning

Jaw's wife left the tent, but returned, saying: "Wake up! Tliere

are lots of elk. Come and see." Putting on moccasins and leggins,

and taking his arrows and his best horse, he went after th(^m. The
snow was very deep. It was early in the morning when he shot

the elk.



COUNCIL AND (IIIEF SONGS

Council Songs

The following are known as "council songs"; these were sung

when the chiefs met in the council tent to decide matters of tribal

importance. This tent was placed inside the camp circle and was

decorated in various ways. Plate 72 shows the council tent at the

gathering at Bull Head, S. Dak., July 4, 1912.

The first song of this group was sung by Many Wounds (Wopo'-

tapi), who preceded the singing by an announcement of the song,

which was recorded by the phonograph and translated as follows:

"Tribe, listen to me. I will sing a song of the dead chiefs. What
are you saying ? The chiefs have come to an end, and I sing their

songs. I wish I could do as they luxve done, but I will try to sing

their song.'

'

No. 184. "I Sing of the Dead Chiefs" (Catalogue No. C69)

Voice J— 63

Sung l)y jMany Wounds

Drum not recorded
-^ .^. -I*. jfL

pSz
-ft JL

I
^ /*-

-^ 'Ai
:2:

.]^ f m- ^-•^

pn^n- -#—•- # W—»-fe^^
K(i - la (a - ku ya - ka pe - lo i

taij - cai] kii] lie - na - pi - la ye - lo lie

mi - ye ka - ke.4 c - Cuij ii - wa - ta - he we yo lie

WORDS

kola' friend

la'kii yaka^ polo' what you arc saying (is true)

ilagV-ar) kiij the chiefs

448
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hena^pila are gone

yclo^ he so

miye' kakes^ ecui)' uwa'tahe

we I myself will try it

AnaJyds.—This song contains only tlio tones of the major triad and
second. Of the intervals 55 per cent are wliole tones, and about 22

per cent mmor thirds, the remaining intervals presentuig a variety

of progressions, including fifths, fourths, and one major third. In

structure the song is melodic with harmonic framework.

Siya'ka stated that the following song is very old, liaving ]>een

used in the days when the enthe tribe assembled for a council. It

is stiU sunjr before a council of the tribe.

No. 185. '*! Fear Not'

Sung l)y Siya'ka

(('atalogue No. 455)

Voice J- 76

Drum J— 76

Drum-rhythm similar to No. 6
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Analysis.—Three renditions of this song were recorded, 4ind in

every instance the difference between the tones transcribed as C
natural and C sharp was clearly marked. This accidental is the

sharped seventh, often present in songs of minor tonality, making a

semitone between the seventh and eighth tones of the octave. This

sons contains the tones of the second five-toned scale and has a

compass of 11 tones. Almost one-third of the intervals are minor

thirds, a proportion which corresponds with the tonality of the song.

Two-thirds of the intervals are downward progressions.

The following is a typical song of the chiefs in council:

No. 186. "I Wish To Do My Part"

Sung by Used-as-a-Shield

(Catalogue No. 614)

Voice J= 66

Drum J= 66

Drum-rhythm simikir to No. 6

^^^'
1 L! ^g^"^H^-?^ ^ LrmM
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Analysis.—In prominence of the fourth and the minor second this

song resembles No. 194. The proportion of fourths is about 22 per

cent, and of minor seconds about .36 per cent. A combination of

these two intervals is unusual. Next in number are the minor
tliirds. The intonation is not good, yet in both renditions the flatted

fourth was clearly sung. The song is minor in tonality and lacks

the seventh tone of the complete octave. It is melodic in structure

and has a compass of an octave, extending from the dominant above
to the dominant below the tonic.

Tills council song is similar in use to the preceding:

No. 187. "His Customs I Adopted" (Catalogue No. G15)

Sung by Used-as-a-Shield

Voice J - 66

Drum J _ 66

Drum-rhythm simihir to No. 6

(1) 0)

ate^ father (referring to the okl men, his ancestors)

tawi'cohari'pi kii) his customs

owa'pii) I adopted

na and
he hence

iyo'tiye a hard time

waki' yelo' I am having
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Analysts.—Tliis song contains a large variety of intervals, there

being seven kinds of upward, and six kinds of downward, progres-

sions. Of tiie intervals 75 per cent are minor tliirds and major
seconds. The song is major in tonality, melodic in structure, and
lacks the seventh tone of the complete octave. Three rhythmic
units are found in the song, the second and third having one count

division in common. The manner in wliich these units are used is

])articularly interesting.

Chief vSoxgs

There appear to be two kinds of Chief songs: Those which

voice the thought of the chiefs, and those sung in honor of the chiefs.

Thus tlie second song in the Sun-dance group was said to be a Cliief

song. It contains tlic words, "Friends take courage; right here we
are coming; they see us." In explanation of this class of songs

a Sioux said, "The cliiefs do not sing these songs; the people sing

them meaning 'the chief says so and so'." The following belongs

to the second class of Cliief songs and is said to be an old and par-

ticularly good example. Two Bears was the head cliief of the Lower
Yanktonais band of Sioux, the most numerous band on the Standing

Rock Reservation, and was prominent in tribal councils. He died

about the year 1S86. An interesting record concerning tliis man is

preserved in the report of the Indian agent for th^year 1874.' This

record is as follows:

On the 1st of July I was informed that a party of young men had left this agency

to make war on Indians up the river. I asked the principal cMefs to stop these pro-

ceedings. They promptly responded by sending their solctlers out, who overtook

the war party and brought them back. The conduct of Cliief Two Bears and Cliief

Antelope on tliis occasion deserves particular credit. The defeat of the party is

mainly attributable to the energetic action of these two chiefs.

1 ralmer, Edmond, iu Indian Affairs Rep. for 1S74, p. 248, Washington, 1S74.

I
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No. 188. Song in Honor of Two Bears (Catalogue No. 454)

Sung by Siya'ka

Voice J- 112

Drum J„_ 112

Drum-rhythm similar to No. 19
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result of this union was two half-breed sons, Joseph and Victor, father of Gabriel.

The elder Joseph Renville died about 1790. . . . Gabriel, the subject of this

sketch, was born at Sweet Corn's village on the west shore of Big Stone Lake, April,

1824, and died at Brown's Valley, witliin 10 miles of Iiis birthplace, August 26, 1892.

lie became cliief of the Sissetons tlu-ough the aid of the military, after his band had

been located on their reservation in the northeast part of South Dakota. Subsequent

to the Minnesota massacre he became cliief of scouts under Gen. Sibley and gained

distinction for liis ability.

No. 189. Song in Honor of Gabriel Renville (a)

Sung by Moses Rknville (Mawis)

Voice J -92

Drdm J =84

Di'um-rhytlim similar to No. 19

(('atalogue No. 665)

ta wa - 01] a !/a he ya luiij - ke noij

na na de wa-on we

WORDS

Ti'wakaq ' Holy House (known as Gabriel Renville)

heye'do has said

aki'cita a soldier

waor)' we I am
nar)ke^ noi] na de it is bvit a short life ^

waoT)' we I have to live

Analysis.—This and the following song wore recorded at Sisseton;

the words are in the Santee dialect. The rhythmic form of this song

is interesting. Three phrases comprise practically the entire melody,

the first consisting of thre-c measures, the second also consisting of

three measures, and the third (after a connecting measure) of four

measures, after which two unimportant measures close the song.

Several renditions were recerded, in all of which the drum is slightly

slower than the voice. The song has a distinctly minor quality,

though fewer than one-fourth of the intervals are minor thirds.

All the tones of the octave except the sixth are contained in the

melody, which has a compass of nine tones.

See plot of this melody on page 461.

1 Full form is Ti'piwakai)

.

' Cf. words of songs Nos. 222 and 231.
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No. 190. Song in Honor of Gabriel Ronville (b) (Catalogue No. GG6)

Sung by Moses Renville

Voice ^ — 92

Drim J= 84

Drum-rhytlim similar to Xo. 19

#-•-

m^^- ii=t=s ^-f f f ^^— -vV-^—•

[:t ifei

Ti - pi

wa - kaij kiij he to - ki i- ya - ye ca tu-we ni wa-eiij wa -

ye sni a ie-toq-waq kiq he e ya-pi do

Ti^piwakai] Holy House (known as Gabriel Renville)

kii) he even he

to'ki iya'ye is departed (1 know not where)

da therefore

tuwc' upon
ni no one

wacig^ waye' sni he can I rely

Sisi'togwag kig the Sisseton Sioux

heya'pi do have said

Analysis.—In general character this song resembles the preced-

ing, but it is longer and contains a rhythmic unit. The drum is

persistently slower than the voice, as in the preceding song, through-

out five renditions. Of the intervals 80 per cent are minor thirds

and major seconds, the other intervals consisting of five fourths and

one ascending fifth. The song lias a range of an octave and is melodic

in structure.

Songs Nos. 191 and 192 are in honor of men living at the pres-

ent time who were chiefs of the Teton Sioux mider the old tribal

organization. While their actual authority has passed away, they

are still regarded as chiefs and accorded some of their former honor.

This melody was recently composed and was said to be a grass-

dance tune. During a gathering of Sioux at the Standing Rock
Agency in the summer of 1912 this song was sung in honor of John
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Grass (pi. 73), one of whose native names is Mato'-wata'kpe (Charg-

ing Bear) . John Grass is the most prominent Sioux chief living at the

present time (see p. 89).

No. 191. Song in Honor of John Grass (Catalogue No. 643)

Sung by Shoots First (Toke^ya-wica^o)

1st rendition

Voice J ^ 63

Drum J — 63

Drum-rhythm similar to No. 6

-tf-tj|4=g
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JOHN GRASS
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No. 192. Song in Honor of Red Fish

Siiiii,' by Red Fish (pi. 74)

Voice J =80

457

(Catalogue No. 073)

Drum 80

Drum-rhythm similar to No. 19

Ku - wa - a - pe e e Ivu - wa - a - pe e ku - wa - a - pe e e

Ho -ga - aij - du -u - ta Psa-do - o - ka a kiij na-ziij yam-pi e e

m̂
=t -:^-^rt

3:

-^:^iiii
te - e - haij ku - wa - a pe e

.^ V -^

na- zii] yam- pi e e

li
t7 =J

-ih ^•- -f-
-•- -•- -•- -•- -•-

Psa - do - o - ka kii] ku - wa - a - pe do

kuwa''pe pursued

te'har) a long time

kuwa^pe pursued

Psa'doka kig the Crow Indiana

kuwa'pe do pursued him
Hogag'-du'ta Red Fish '

Psa'doka kir) the Crow Indians

na'zig yam^pi surrounded him
te^hag a long time

kuwa^pe pursued

Psado'ka kig the Crow Indians

kuwa'pe do pursued liim

> As Red Fish is a Santee-Yanktonais Sioux, the words of liis soni; are in the Santee dialect. Cf. the

words of the sougs recorded at Sisseton, among the Santee Sioux (Nos. 95, 96, 97, 189, 190, 235-240).
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Analysis.—Tlu' ti-i])l('t of eighth notes is so constantly repeated that

it can scarcely be called a rhythmic unit. It resembles a vibrato,

yet was evenly and distinctly sung in all the renditions of the song.

With the exception of the octave, whicli occurs midway of the song,

there are no intervals other than minor thirds and major seconds.

There are 24 progressions in the song, 17 of which are downward.

The melody tones are those of the second five-toned scale, and the

song is melodic in structure.

Probabh' no Sioux chief is more famous than Sitting Bidl (Tatai] 'ka-

iyo'take, literally translated "Sittmg Buffalo Bull"), plate 75, of

whom the Handbook of the Indians (pt. 1, pp. 583-584) says:

Sitting Bull ... a noted Sioux warrior and tribal leader of the Hunkpapa Teton

division, born on Grand R., S. Dak., in 1834, Ms father being Sitting Bull, ... a

subcluef. . . . HetookanactivepartinthePlainswarsof the sixties, and first became
widely known to the whites in 1866, when he led a memorable raid against Ft. Buford.

Sitting Bull was on the warpath with his band of followers from various tribes almost

continuously from 1869 to 1876, either raiding the frontier posts or making war on the

Crows ^r the Shoshoni, especially the former. . . . His refusal to go upon a reserva-

don in 1876 led Gen. Sheridan to begin against Mm and Ms followers the campaign

wMch resulted in the surprise and anmhilation of Custer's troop on Little Bighorn R.,

Mont., in June. During tMs battle, in wMch 2,500 to 3,000 Indian warriors were

engaged, Sitting Bull was in the Mils "making medicine, " and Ms accurate foretelUng

of the battle enabled him "to come out of the affair with Mgher honor than he pos-

sessed when he went into it." (McLaughlin.) Sitting Bull . . . escaped to Canada,

where he remained until 1881, when he surrendered at Ft. Buford under promise of

amnesty and was confined at Ft. Randall until 1883. Although he had surrendered

and gone upon a reservation Sitting Bull continued unreconciled. It was through

his influence that the Sioux refused to sell their land in 1888; and it was at Ms camp
that Kicking Bear orgamzed the first ghost dance on the reservation. The

demand for Ms arrest was followed by an attempt on the part of some of Ms people

to rescue him, during wMch he was shot and killed by . . . the Indian poUce,

Dec. 15, 1890.

Part of the writer's work was done near the site of Sitting Bull "s

camp, and a majority of her mformants had known him in the days

of his power. It was said that a striking feature of his every-day

appearance was a bunch of shed buffalo hab painted red, fastened

on the side of his head.' There is a large number of songs connected

with his name, these being either songs which he sang or songs

into which his name has been introduced. No attempt was made
to collect many of these songs or to study the character of Sitting

BuU. Two songs said to have been used by him in the practice of

medicine appear as Nos. 191 and 192. Sitting Bull is also mentioned

on pages 218 and 220.

The following two songs of Sitting BuU's are connected with tiie

last years of his life.

> Shed bufTalo hair was, and still is, greatly valued by tlie Sioux. It is said to "signify the times when

the buffalo wore plenty and also a remembrance of tlio coming of the White Buffalo Maiden." In the

old days it was used as an ornament for the head, especially at a buffalo dance, and also as a charm by the

Buffalo societies. (See p. 04.)

I
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SITTING BULL
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Tho following song was sung by Sitting Bull after ho had sur-

rendered to the United States authorities, some time after the Custer

massacre.
No. 193. Song of Sittiiij? Bull (a) (Catalogue No. G12)

Sung by Used-as-a-Shield

Voice J- 60

Dru-m J - go

Drum-rhythm similar to No. 6

I 1 I 1

^ ^
ss?i

"-r^-^—^^j^^—^Tr~i _* r r * r
-J^L^-

-3^^>r^.^^^-f-r-w~
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1889. The Sioux wero camped together on the Standing Hock
Reservation to consider ceding some land. Sitting Bull used to go

around the camp circle every evening just before sunset on his

favorite horse, singing tliis song." This gathermg of the Sioux is

mentioned on page 4.

No. 194. Song of Sitting Bull (b) (Catalogue No. 613)

Sung by Used-as-a-Shield

Voice J =60

Drum J =60

Drum-rhythm shnilar to Xo. 6

0)

fif::*:^:-:^ ^
=25S§

(1)
I

— (1)

i2|4:
13^ ^^JfE^

-^ -^-

0-ya - te kiq-haij ca ha - ze ma - ya - ta - pi ca hli

(2)

Ta-taij-ka - i-yo -ta-?/a-ke he he-ya ke-ya- pi lo

\V(JK1JS

oya^te kii)hai]' the tribe

(J^aze' maya''tapi named me
6a so

blihe'i^iya in courage

waog' kte I shall live

he heya' keya' pelo' it is reported

Tataq^ka- iyo'take Sitting Bull

he heya'' keya'pi lo said this..

he yo
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Analysis.—Tlio upward and dowiuvard progn^ssioiis arc more
nearly equal in this than in many of tho songs under analysis, the

upward intervals being 18 and the downward intervals 22. The
fourth is prominent, constituting 37 p(H- cent of the intervals, while

the minor second constitutes 31 per cent. Like the fourth five-

toned scale, this song lacks the fourth and seventh tones of the com-
plete octave, but the fourth five-toned scale is major in tonality

(the first third being a major third), while this song is minor in

tonality. This tone material is found in a few Chippewa songs and
is considered in the analysis of No. 26 in this work. Syncopations

occur in this melody, being clearly given in both renditions. These

are unusual in Sioux and Chippewa songs. (See Songs Nos. 165 and
237, also Bull. 53, p. 130.)

PLOTS OF CHIEF SONGS

Although both Buffalo and Chief songs are included m the tabu-

lated anal3^sis, the plot of the hunt songs is considered with the war
songs, the plot of song No. 177 appearing in figure 35, page 419.

Ssa^:
%

No. 189 No. 193

Fig. 37. Plots, Group 6.

An interesting pecidi'arity appears in the plots of the Chief songs.

(Fig. 37.) Of the 8 songs constituting this group, 5 have a com-
pass of an octave, beginning on the upper tonic and ending on the

lower tonic, the note being repeatedly sounded in both octaves. It

will be recalled that emphasis on the tonic is a characteristic of songs

expressing self-reliance. The songs of the medicine-men and also

certain war songs show this emphasis on the lower tonic. The placmg
of the emphasis on the upper as well as the lower tonic suggests a

quality of character in the chiefs which was not in the medicine-men
or the warriors. The two plots herewith shown are the songs of two
men of radically different character. The first (No. 189) is a song

concerning Gabriel Renville, whose stability of character won him
an enduring place in history. His song, in addition to the emphasis
on the tonic, shows the steadily descending trend which may be said

to be the simplest as well as the most prevalent type of Indian

melody. No. 193, a song of Sitting Bull's, shows as great a contrast

as there was between the two men. Not onlv are the intervals wider
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and more irregular, but there appears an ascent from the lowest to

the highest tone midway through the song. wSuch an interval at the

opening of songs has been found associated with disappointment or

distress. In this connection it is interesting to note that this song

was associated with the last years of the life of Sitting Bull, and is

said to have been smig by him din"ing a gathering of the Sioux in 18S9.

This gathering was for the pur])ose of considering the ceding of a

large portion of their land and was the preface to the breaking up of

the tribe. Sitting Bidl, who was a man of unusual discernment,

may have foreseen what must inevitably follow. In this, as in other

remarks concerning the form of these songs, the writer desires to be

understood as offering only tentative observations.

The songs of this analysis group have neither origin nor use in

common, the grouping being chiefly for convenience. The songs of

the buffalo hunt (Nos. LSO, ISl) were favorite songs for that pur-

pose, but the same songs could be used by those who went out to

look for the enemy. These are followed by a song of the chase and

a song to secure buffalo during a famine. (Nos. 182, 183.) Some
of the council songs (Nos. 184-187) are undoubtedly very old,

but it is impossible to determine their exact age. Some of the

Chief songs (Nos. 5, 188-194) may also be old, as new names were

often substituted for old names in songs of honor, but one of the

songs (No. 191) was said to have been composed only three years ago.

Comparatively Modern Songs—(2) Songs of the Buffalo Hunt, also

Council and Chief Songs

Melodic Analysis

TONALITY

Number
of songs.

Serial Nos. of songs.

Major tonality

Minor tonality

Total....

LSO, 181, 182, 184, 1S7, 188, 191

5, 183, 185, 18t), 189, 190, 192, 19!, 194

FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE
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Comparatively Modern Songs— (£) Songs of the Buffalo Hunt, also

Council and Chief Songs—Continued

Melodic Analysis—Continued

LAST NOTE OF SONG—ITS RELATION TO KEYNOTE

Ending on the

—

Fifth

Third

Keynote

Total.

Number
of songs.

Serial Nos. of songs.

181,184,186,191,194

ISO, 182, 188

5, is;}, 185, 187, 190, 192, 193

LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG

Songs in wliich final tone is lowest tone in song.

Songs containing a minor third lielow the final tone.

Total

Number
of songs.

Serial Nos. of songs.

5, ISO, 182, 183, 184, 185. 186, 187, ISS, 189,

190, 191, 192, 193, 194

181

NUMBER OF TONES COMPRISING COMPASS OF SONG
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Comparatively Modern Songs— (£) Songs of the Buffalo Hunt, also

Council and Chief Songs—Continued

Melodic Analysis—^Continued

ACCIDENTALS
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Coniparatively Modern Songs—{2) iSom/f^ of the Buffalo Hunt, also

Council and Chief Songs—Continued

Melodic Analysis—Continued

INTERVALS IN UPWARD PROGRESSION
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Comparatively Modern Songs—(2) Songs of the Buffalo Hunt, also

Council and CMef Songs—Continued

Rhythmic Analysis

TART OF MEASURE ON WHICH SONG BEGINS

Number
of songs.

Serial Nos. of songs.

Hcc'inning on unaccented part of measure

.

Beginning on accented part of measure

Total.

188

5, 180, 181, 182, 183, 184, 185, 180, 187, 189,

190, 192, 193, 194

RHYTHM OF FIRST MEASURE
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Comparatively Modern Songs—(2) Songs of the Bufalo Hunt, also

Council and Chief Songs—Continued

Rhythmic Analysis—Continued

METRIC UNIT OF VOICE (TEMPO)



SONGS CONNECTED WITH DANCES AND GAMES

Dances

In every wSioiix village there was a lodge of suitable size for social

gatherings or dances. ^Vn old type of Sioux dance lodge is shown in

plate 76, A, the walls being of logs and the roof of branches covered

with earth, a large smoke-hole being left in the center. Plate 76, B,

shows a lodge on the Standing Rock Reservation in which the writer

witnessed a dance in 1912. The following summer she learned that

it had ])een torn down, as the Government was enforcing more

vigorously the restrictions on dancing among the Indians. In this

lodge, as in the older type, the construction was of logs, l)ranches,

and earth, but the shape was rectangular, the logs were plastered

with earth, and the roof was almost flat with projecting stovepipes,

indicating that the lodge was heated by stoves instead of an open fire.

Concerning Indian dances it was said that

—

In dancing the Indians imitate the actions of animals. In the grass dance the

men imitate the motions of the eagle and graceful birds. In the buffalo dance they

imitate the buffalo. The old-time dancing dress of the Indians imitated the animals,

but there was always a charm or a headdress which indicated the personality of tlie

wearer. The Indians imitate the cries of birds or animals when they dance. Some

headdresses imitate the comb of a bird, and a man wearing such a headdress would

imitate the actions of that bird. The actions of a dancer always correspond to his

costume. This is a matter of choice and usually is not connected with a dream.

THE GKASS DANCE

The grass dance (pezi' waci'pi) may be said to exist at the

present time among all the tribes of the northern plains, even to the

Kutenai. The name Omaha identifies it with the Omaha tribe,

from which it was received by many other tribes, but in transmission

it has lost its significance, havhig become simply a social dance.

Accordhig to Miss Fletcher, the dance originally was connected with

the Hethu'shka society of the Omaha, a society whose object ''was to

stimulate nn heroic spirit among the people and to keep alive the

memory of historic and valorous acts." *

Miss Fletcher describes one of its meetings, stating that ^

—

No clothing except the breechcloth was worn by the members, and a long bunch

of grass representing scalps the wearer had taken was fastened to the belt at the

back. . . . When the dance became known to the Dakota tribes and the Winne-

bago, the significance of the bunch of long grass having been forgotten, they gave the

' Fletcher and La Flesche, The Omaha Tribe, op. cit ., p. 459. 2 ibid., p. 4(ii.

468
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name "grass dance," or the "Omaha dance," the latter name in recognition of the

tribe from wliich the dance had been obtained. Among the Omaha the leader

had to be of sufficient rank to be able to wear "the crow, " a decoration of the liighest

order.

The grass dance was noted among the Yankton Sioux })y De Smet,

who described it in a letter to Father Ter^vecoren, dated November,

1867, as follows: 1

The principal one [society] among the Yanktons is called the Grass band or I'eji-

makiiDumka. All the braves, or men of heart, as the Indians express it, belong to

this fraternity. ... At the ceremonial dances each member carries a long bunch

of grass, which is among them the emblem of abundance and charity. . . . The
badge or distinctive mark of the society is the bunch of grass braided and attached

to the waist of each member in the form and appearance of a long tail.

In this description we note the use of the grass, but a different

symbolism is assigned to it.

^Ir. La Flesche, who saw the Omaha and Yankton Sioux dance the

grass dance together on the Yankton Reservation in the seventies is

quoted as follows

:

The rhythm of the He-thu'-shka songs sung by the Yanktons was the same as that

of the songs of the Omaha and the steps and bodily actions that were in accord with

the rhythm of the music were the same as those of the Omaha. In fact the Yankton

Ile-thu'-shka was and is now the same as the Omaha, except for certain preliminary

ceremonies wliich the Omaha, also, have now omitted. Until within very recent

times men only danced the He-thu^-shka, as it was strictly a warrior's dance.

The grass dance among the Sioux is briefly mentioned by George

Bushotter, a Teton Sioux, m his "Texts," written in 1887-88. He
includes it amolig the "intrusive dances" which took place in the

camp while a Sun dance was in progress, and mentions the wearing

of grass at the dancer's belt.^

In 1903-1912 Wissler found a society called the Omaha among

the Oglala Sioux,^ which he identifies with the grass dance.' "Crow

belts" were worn in the ceremony of this society, but no mention is

made of grass, either carried or hung from the belt. The grass

dance among the Sisseton Sioux is described by Lowie, who says it

was also called by them the Winnebago dance.^ This widely dis-

tributed .ance is noted by Wissler as existing at the present time

among the Blackfoot, Piegan, Crow, Gros Ventre, and Assiniboin

Indians.*' A "feather-tail belt" seems to have been generally con-

sidered part of the dance regalia by these tribes.

1 Life, Letters, and Travels of Father Pierre-Jean De Smet, S. J. 1801-1873 (edited by Hiram M.

Chittenden and Alfred T. Richardson), m, pp. 1059, 1060, New York, 1905.

2 The Bushotter Texts, translated by J. Owen Dorsey, A Study of Siouan Cults, Eleventh Rep. Bur.

Mhn., p. 403.

3 Wissler, Clark, Societies and Ceremonial Associations of the Teton Dakota, op. cit., pp. 4^.52.

i Ibid. (p. 49, footnote) " According to Mr. Nines pezi mignaka is another name for Omaha kaiyoiag, which

reached the Oglala through the Yankton."
5 Lowie, Robt. H., Dance Associations of the Eastern Dakota, op. cit., p. 130.

" Wissler, Clark, Societies of the Blackfoot Indians, op. cit., pp. 451-456.

4840°—Bull. 61—18 32
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Many similarities may be traced between the accomits of the grass

dance already cited and the descriptions of the dream dance, as

practiced by the Menomini and the Chippewa. These resemblances

touch, among other things, the custom of ''presenting the pipe to

the sky," the position of the drum in the dancing circle, the wearing

of "crow belts," and the custom of diTorce in connection with the

ceremony of the society.^

!Mr. Higheagle said that two kinds of grass dance are now danced

on tliG Standing Rock Reservation—the old men's grass dance and

the young men's. Tlie former is sho^^^l in figure 38, reproduced

Fig. 38. tirass danci'.

from a photograph taken several years ago on that reservation and

identified by Mr. Higheagle. This view undoubtedly presents some of

the old features of the dance which have been changed by the present

generation.

An instrument used in comiection with this dance is called an elk

whistle (Jielia'ka si' yotaylca) . (Fig. 39.) Mr. Higheagle states that

this instrument is called by the Santoe and Yanktonais co'tayTca

(co, 'pith'; tay'lca, 'large'). Tlie whistle was made from the small,

straight branches of a tree having a laige pith, which could easily

iCf. (1) Hoflman, Walter James, The Menomini Indians, Fourteenth Rep. Bur. Ethn., pp. l.">7-161,

Washington, 1S96.

(2) IJarrett, S. A., The Dream Dance of the Chippewa and Menomini Indians of Northern Wisconsin,

Bull. Pub. Mus. Milwaukee, l, art. 4, Milwaukee, lOU.

(3) Skimier, Alanson, Social Life and Ceremonial Bundles of the Menomini Indians, Anthr. Papers,

Amer. Mus. Nat. Hist., xm, pt. 1, p. 30, New York, 1913.

(4) Bulletin 53, Bur. Amer. Ethn., pp. 142-180.

(5) Concerning the custom of divorce, see also Beckwith, I'aul, Notes on Customs of the Dakotahs,

SwMhson Eep., 1886, pt. 1, p. 256, Washington, 1889.
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be removed, a heated iron being commonly used for the purpose.

Ash and box elder were woods frequently selected. The open end

of the instrument was usually carved to represent the

head of a bird. Mr. Higlieagle stated further that the

instrument was called si'yotaylca isi'yo, 'prairie chicken';

taij'lxo, 'large') by the Teton Sioux. The instrument is

said to have had two uses : It was used in dances, espe-

cially in the grass dance, -and also by young men as a
'' courting call. " Plain bone whistles and bead-decorated

whistles were similarly used in dances; these also were

known as si'yotavJca. Three or four dancers might carry

these whistles, but the signal was usually given by the

recognized leader of the dancers. If the singers " came
near the end of the tune,'' and he wished the dancing

continued, he blew his whistle, whereupon they continued

their repetitions of the melody.

In construction this instrument is a whistle, being an

open pipe with the usual whistle or flageolet mouthpiece

near one end. The pipe furnishes the series of harmonics

obtained from a bugle or trumpet. The specimen illus-

trated ^ is old, having been in the possession of Mrs.

James McLaughlin about 30 years, and could not be

played, but a similar instrument, in perfect condition,

was obtained among the Hidatsa at Fort Berthold, N. Dak.,

in 1915. The length of this instrument below the mouth
is 22f inches. The instrument was played by its Hidatsa

owner, and a phonogi'aph record of the performance was
made. It was played also by Mr. E. H. Hawley, curator

of musical instruments, United States National Museum.
The following part of the long harmonic series could be

produced on the Hidatsa whistle, the tones being named in

ascending order : A flat (second space treble staff), D flat,

F, A flat, C flat, D flat, E flat, F.

The grass dance of the Standing Rock Sioux at the pres-

ent time (pi. 77, A) was thus described by Kills-at-Night

(Haqhe'pikte), a comparatively young man, who is a

prominent singer at the drum whenever a dance is held

:

This dance came to us from the Omaha and at first all the songs were Omaha. The
melodies were repeated with care, and Sioux words were 8ung,~but now we have many

I This instrument has been described as follows by Mr. Hawley, above mentioned: •' Length, 25 inches;
diameter, | inch. A straightstick of wood, its lower end carved to represent a crane with open beak and
its throat is the open end of the whistle. The bore appears to be from ^ to { inch in diameter. A rec-

tangular opening i inch wide by 1 inch long, commenctng 6.\ inches below the upper end is made from
the outside into the bore. A little above the middle of this opening a dam of wax or pitch is placed in
the bore to deflect the current of air so as to impinge against the lip of the sound hole. The sound hole is

about ^ inch square. Its cap is a piece of split quill, its lower edge a trifle above the crest of the dam of
wax. The lip of the sound hole is also a split quill and is about i inch below the lower edge of the cap.

Both lip and cap are bound to the stick with red colored sinew. The instrument is a whistle."

&.
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grass-dance songs of our own, the melody and also the words being Sioux. There is

alwaj's a feast at a grass dance. The men who have charge of the meeting decide

who shall proxdde the feast, and the Crier notifies them. The same people are not

asked to prov'ide for two successive feasts. Each "cook" brings what she likes

—

dried berries or grapes, wild turnips, and sometimes sweet corn, prepared by boiling

it ^\'ith ashes until the husk drops off, then washing it thoroughly and boiling it with

a bone which has fat on it. Dog is not in.sisted upon, but if one of the appointed

"cooks" wishes ib pro\ade a dog it is greatly appreciated. The head and chest of

the dog are cut into four pieces and put in a large dish. Four young men are selected

to eat them, and after the young men have finished this the bones are put in a pile,

and the four young men, one after another, dance four times around it. The pile is

not in the center of the circle made by the young man as he dances; it is near one

side, and as the young man passes near the pile of bones he extends his hand over it.^

In a grass danco the drum is outside the circle of dancers, near

that side of the assembly where the men sit. A few women sing with

the men at the drum.

One feature of this dance is that a lost article must be redeemed
with a gift. Thus, if a feather falls to the ground the whole party

dance around it, and one of the men goes forward and strikes it,

afterwards giving a present to some old man, who is not expected to

make any return. More than one may strike a feather, each being

required to give a present to an old man. Sometimes four men do

this, after which the feather is returned to its owner.

The men dance alone. The women also dance alono, but occa-

sionally summon a few men, whom they call by various terms of

relationsliip, as ''brother" or "cousin." If a woman calls a married

man into the dancing circle his wife regards it as an honor, which is

correspondingly greater the longer he is required to dance. His

wife always gives a present to the woman who asked him to dance.

Sometimes a woman, rising, tells the brave deed of some relative, and
all the women respond with the high, cjuavering cry which is then-

custo^lary applause.

At the end of the men's dances the participants sit down, but the

drum continues a moment or two, whereupon one of the men rises

and dances around the circle, singing a shot^t plirase. This is called

"dancing the tail" (see pi. 77, B), and words are often used only in this

part of the song. The tail dancer is selected by the other dancers,

and it is considered an honor to bo so chosen. Only a man who has

done some brave deed may be chosen as a tail dancer. According

to Mr. Higheagle, this feature of the grass dance had its origin in an

honor dance, signifying that the dancer had acted as rear guard in a

certain war expedition and been successful, or had been left behind

on the warpath and had acted nobly. The same honor might be

given to a man whose horse had been shot under him and who had

' Of. the dog feast in the drum-presentation ceremony of the Chippewa (Bull. 53, pp. 173-180), which

resembles the dream dance of the Menomini.
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boon rescued by a friend riding double in a fight. The honor dance,

in which also a man dances alone, is believed to be the origin of

the tail dance.

This is the only recorded grass-dance song in which the words are

continuous

:

No. 195. "They Are (.'barging Them" (Catalogue No. 593)

Suug by KiLLS-AT-NlGHT

Voice J = 72

Drum J = 72

Drum-rhythm similar to No. 19

he a - wi - ca u pe - lo ha- ki - kta yo

he a-wi-ca u pe ni-ta - ko-la he a-wi-ca u pe he

^^^^^^̂ ^^^^w^m
ha-ki - ktayo he a-wi-ca u pe he ha-ki - kta yo

S 4 ^if
he a-wi-ca u pe

#=f^
4=t3t

ha-ki - ktayo

:Bz
A^^—^ -»—*-

:^^

awi^ca u pelo^ (they) are charging them
haki'kta yo look back

nita'kola. your friends

awi^da u pelo' are charging them

Analysis.—This song has the remarkable compass of 17 tones, or 2

tones more than 2 octaves, (See songs Nos. 55, 202.) In order to

observe this song the more closely it was recorded on two cylinders,

thus securing six complete renditions. These were uniform except
that the last four measures were omitted from the fifth rendition. The
melody tones are those of the second five-toned scale. The song
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appears to he a melody of miidi fr(>edoni, })iit on examination we find

that only three intervals arc used. All the ascending intervals

are minor thirds. The descending intervals are as follows: 3 fourths,

14 minor thirds, and 3 major seconds. Minor thirds constitute 82

per cent of the intervals. The rhythmic unit is repeated throughout

almost the entire song.

See plot of this melody on page 484.

In the following song the words were sung only during the ' 'dancing

of the tail of the song." Thus the principal part of the melody is

found numy times on the phonographic cylmder, while thc^ part con-

taining the words appears only at the close.

No. 196. Soug of the Grass Dance (a)

Sung by Kills-at-Night

(Catalogue N. 596o)

Voice J— 116

Drum J -116

Drum-rhythm similar to No. 19

fi

-»*-'

£ *-#-
ii
r r. -0 p p-

-^OL
-^-Mt-

gg^^^ ^
^>—9^n-tt-m

'=FQ=F ^S3=g: it

'1 P ' P f ' m P P P m P P m m
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song uro larger than in a majority of these, songs, but the intervals in

the tail of the song an^ small. The time was not so strictly main-

tained in this as in many other songs. Thus in the first rendition tlie

final tone in the third measure was sung as a half instead of a quarter

not(^, and there was also a slight hastening of some measures in one or

more of the renditions.

See plot of this melody on page 484.

No. 197. Song of the Grass Dance (b) (Catalogue No. 594)

Siin,<i; by Kills at-Night

Voice J= 100 >

Dru-m not recorded
-•- ,

,

-•t 4f-^A-

^§g_^^lig^ ^-«^

Analysis.—The phonograph cylinder contains three complete rendi-

tions of this song, followed by four incomplete renditions from which

the fu-st and second measures, and also the sixth measure from the

end, are occasionally omitted. The fii'st tone in the transcription is

not regarded as part of the melody, but seems to be a mannerism of

the singer. The wi'iter recorded the songs of an Hidatsa at Fort

Berthold who sang the octave below the opening tone of a song in the

same manner, but this is not a common custom among Indian singers.

The progressions of this melody are such as to suggest either E or G
as a possible keynote, placing the song in either the second or fourth

five-toned scale, but as the only accented tones are Gand D, the song

is analyzed as havmg G as its keynote and being in the fourth five-

toned scale. This indicates its tonality as major, yet the major

third is not present, and about one-third of the intervals are mmor
thirds. This is one of many instances in which the term "key" can

scarcely be apphed to an Indian song with the fuU significance of the

term as it is used by white musicians.
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No. 198. Song of the Grass Dance (c) (Catalogue No. 595)

Sung by Kills-at-Night

Voice J 144

Drum 116

Drum-rhythm similar to No. 8

i^s^^a ^TFH
t=\:^ 5=g=5^

^^^^ &-•-^
-zr -^--^ -t -^ It -2^« -Z?-.

'Analysis.—This is typical of the songs heard at the present time

on the reservation when the Indians are gatliered for some social

occasion. Like other modc^rn Sioux songs, it contains a wide variety

of progressions, there being five different ascending and the same

number of different descending intervals. The minor second, an inter-

val occurring infrequently in the older songs, is here found four times.

The tone material of this song is peculiar. Considering G as the key-

note of the entire song, the second, fifth, and seventh tones of tlie

octave are not present. Tlie drum was slightly slower than the voice

in all the renditions.

No. 199. Song of the Grass Dance (d) (Catalogue No. 597)

Sung by Ivclls-at-Night

Voice J =112

Drim not recorded

^^.3^ P • s
.^=1• ' S a—It

ti ti-f:-^ -»=- r

^2 r r rriB^
=f=tF

It.

^—•-

i
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Analysis.—Six renditions of this song were recorded, some begin-

ning with an unaccented tone an octavo below the opening tone, as

in No. 197. All but 3 of the progressions are minor thirds and

major seconds, the remaining 3 progressions being 2 fourths and 1

ascending ninth. The melody contains the tones of the fourth hve-

toned scale, has a compass of 13 tones, and is melodic in structure.

No. 200. Soug of the Grass Dance (e) (Catalogue No. 526)

Sung by Two Shields

Voice J =z 66

Dkum J= 66

Drum-rhythm similar to No. 19

Analysis.—This is a simple melody, containing only the tones of

the minor triad and fourth. It contains only 9 progressions, 6 of

which are minor thirds. The melody has a range of 10 tones and is

based on the tonic chord. The song was accurately repeated in

many renditions, the drum and voice coinciding on each count.

Wlien the gathering comes to a close the men and women stand

in their places and dance. The men move more than the women,
but none of them go toward the center of the circle.

No attempt to record songs of all the social dances has been made
by the present writer. Two dances, in addition to the grass dance,

serve to represent this phase of Sioux music, the two additional

being the shuffling-feet dance {n/islo'har) waci'pi) and the nio-ht

dance (hayhe'pi waci'pi).

SHUFFLING-FEET DANCE

The shuffling-feet dance is called also the Cheyenne, the glide,

and the dragging-feet dance. (PI. 78.) Lowie ^ noted this dance
among the Sisseton and Santee, and Wissler^ among the Oglala,

who said they received it from a tribe living west of the Gros Ventre.

Both men and women joined in the dance, whose step is indicated

by its name.

Two songs of this dance are given herewith; a third song is No.

226.

> Lowie, Robt. H.. Danee Associations of the Eastern Dakota, op. cit., p. 130

- Wissler, Clark, Societies and Ceremonial .\ssoeiations oi the Teton-Dakota, op. cit., p. 7S.
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No. 201. Song of the Shuffling-feet Dance (a) (Catalogue No. 600)

Sung by Kills-at-Night and his Wife

Voice J = 76

Drum J — 76

Drum-rhythm similar to No. 5

:«=3
l-*«tHe

-<«- -ff-

fe=^f^^
t:
^ ^- f-

:a

>\ I'll #11 - C^.
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No. 202. Song of the Shuffling-feet Dance (b) (Catalogue No. 592)

Sung by Kills-at-Night

Voice J - 63

Dri-m not recorded (l)
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No. 203. Song of the Night Dance (Catalogue No. 601)

Sung by Kills-at-Night and his Wife

Voice

Drcm

:100

100

Drum-rhythm similar to No. 6

9#itazft=f

^2. -#_
1=

-^-#- ^ f^^^ ^
l-y-LJ-

:2^
4

Analysis.—This song has a compass of nine tones, the entire com-
pass being attained in two progressions at the openmg of the song.

The rest in the fourth measure is somewhat unusuaL The Indian
does not seem to require "breathing spaces" in his songs, and when
definite rests are found in a melody they are the more worthy of

attention. (See song No. 79.) The rhythmic unit consists of a triplet

of eighth notes on the accented part of a measure, followed by a quar-

ter note. A similar triplet occurs on the unaccented part of the

measure, showing the influence of the rhythmic unit on the rhythm
of the song as a whole. The song is major in tonality and contains

all the tones of the octave except the fourth. The seventh lowered
a semitone is present as an accidental. The song is freely nu'lodic

in structure.
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STICKS USED IN BEGGING
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BEGGINO DANCE

The begging dance is sometimes mentioned as though it were one

of the social dances of the tribe, but it should rather be regarded

as a custom, in which the dance step is merely incidiuital. The
beggmg of food from tent to tent, which has been witnessed by the

\\Titer at tribal gatherings, w^as accompanied at times with merriment.

Such a begging dance was seen among the Chippewa at Red Lake,

Minn. (See Bull. 45, p. 171.) Certain songs are known from usage

as begging-dance songs ; most of these are very short. The songs origi-

nally used in begging food were "praise songs," the company standing

in front of a tent and singing the praises of the occupant until he

appeared with the desired donations. While this might be done for

a social gathering it was more often done for the council tent or for

some society. (See pp. 103, 320, 327.) When "praise songs" were

used in this connection the time was gradually hastened, the beggmg
party smging the song first in the usual tempo, after which the time

was increased with each rendition until the gifts were received.

The council of chiefs might request contributions of food from

three classes of men—those who had been successful leadere of war
parties, those who had been victorious, but not as leaders, and those

who had been wounded in battle. The request was made by means
of sticks (pi. 79), appropriately decorated, w^hich w^ere placed in tlie

ground before the tents. It was considered that the cliiefs met in

comicil for the benefit of the tribe, and therefore it was an honor for

certain members of the tribe to provide them with food, while they

were thus convened. One of the military societies usually decoratetl

the sticks and "sang around the camp" to secure the food. A man
was sent in advance to ascertain who occupied the various tents and

to place the proper sticks in the gromid. When the party collecting

the food reached a tent they were ready to sing a song in honor of the

occupant, who responded with a suitable contribution. Before the

tent of a man who had been a successful leader of war parties they

placed a stick covered with black paint and having a black feather

suspended from it. For a man who had been victorious, but not as

a leader, the stick was encircled with black bands, the number of

which indicated the number of his victories, while for the man who
had been w^ounded a stick was decorated in red. The elaborateness

of the stick varied with the honor accorded the man. The sticks

bearing the feather and the red tassels were used at a gathering of

Sioux on the Standing Rock Reservation, July 4, 1911. The site

of this gathering is shown in plate 80.

Distinct from the songs which were used when a party of people

went from one tent to another is the followino; sons: of four old women.
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It is called simply wici'loway'pi, 'begging song.' Yellow Hair said

that she had a relative who went to war, and that the man's wife,

with three other women relatives of the absent warrior, stood in the

middle of the village and sang this song until donations were brought

to them. The words are not transcribed, but are taunting in char-

acter, their general idea being, "If you have no buffalo chips in the

tipi, go find some on the prairie for us," buffalo chips, used as fuel,

being mentioned as the smallest gift which could be bestowed upon

the poor.

No. 204. Begging Song of the Old Women (Catalogue No. 682)

Sung by Yelluw Hair

Voice J = 96

Drum not recorded

Analysis.—In this song, as in No. 215 by the same smger, the only

tones are those of the minor third and fourth, the song having a com-

pass of four tones. (See song No. 217.) It is a wailmg melody, well

calculated to wear out the patience of listeners. The mtonation was

particularly unsteady, but the repetitions were so many that it was

possible to determine the tones and make the transcription. The

minor third and major second are the only progressions.

The following song is said to have been composed about the year

1870, being, therefore, comparatively modern. It came into use when

the Indians first secured bread and coffee by trading with the white

men. If it w^cre known that an Indian had bread and coffee in his

tent a party would go and sing this song, remaining in front of the tent

and sinjiing until he shared his luxuiies with them.
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No. 205. Begging Song

Sung by Used-as-a-Shield

483

(Catalogue No. 619)

Voice J=^ 120

Drum J= 120

Drum-rhythm similar to No. 6

r^. , jv-» *-•-•-•

Wa-kal-ya-pi wa-ciij yc

a - gu-ya - pi wa-ciij ye

wakaFyapi coffee

wacig^ ye I want
agu'yapi bread

wacig'' ye I want

Analysis.—The interval of the major third is prominent in this

song, comprising 44 per cent of the intervals and occurring 9 times in

upward and 12 times in downward progression. The song is based
on the fourth five-toned scale, has a range of 10 tones, and is melodic

in structure. The rhythmic unit appears 6 times, as well as in the

first and second endings of the song where it is not indicated by the

usual sign.

See plot of this melody on page 484.

PLOTS OF GRASS-DANCE SONGS

The four song plots here ]:)resented (fig. 40) are of two grass-dance

songs (Nos. 195, 196), one shuffling-feet dance (No. 202), and a

begging song (No. 205). As the first three contain no words, and as

various kinds of songs could be sung in these dances, it is impossible

to connect the idea of the song with its form. Songs Nos. 195 and
202 are of class A, which is a general type, and No. 196 is of class D,
showing the characteristics of songs of motion or of animals.
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In song No. 205, however, wo have a plot which merits closer

inspection. In this song the final interval between accented tones

is an ascending interval, suggesting class E, in which the first such

interval is ascending, and which was found to contain songs of dis-

tress. Songs similar to No. 205 can scarcely be said to constitute a

class by themselves, yet on examining the plots of these songs in

connection with their titles and words we find that many of tliem

contain what might be called a "sense of indefiniteness." iVn excep-

tion to tins is song No. 16, wliich was sung after the raising of the Sun-

dance pole, though at this point in the ceremony there was an intense

feehng of suspense and expectation. The only other songs having

tliis interval between accented tones at the close are as follows: No.

47, "Owls were hooting in the passing of the night"—tlie song of'

a

;5;
:s;;

I
%

I:

'^:

M %

I
%

No. 195 No. 202

No. 196 No. 205

Fig. 40. Plots, Group '

medicine-man who anxiously watches a patient; No. 92, a medicine

song of Sitting Bull's containing the words "No one is sacred, you

said"; Nos. 95 and 97, concerning the buffalo walking in the north;

No. 178, a war song with the words, "I am the fox, something difhcult

I seek"; No. 181, a song of the buffalo hunt; and Nos. 207 and 208,

songs of the moccasin game, without words. In addition to these

the only songs containing an accented tone lower than the final tone

are as follows: No. 19, the opening song of the Sun dance, and No. 33,

a dancing song used during that ceremony; Nos. 57 and 89, songs

said to have been received from the bear, and No. 103 from the

buffalo; No. 78, a song concerning the sacred stones, with the title

"A voice I sent"; Nos. 147 and 149, songs concerning warriors slain

on the warpath; and No. 218, the song of the maiden who leaped

from the ledge.
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Games

THE MOCCASIN GAME (lIAl^j'PA APE'ECUI^PI)

Guessing the location of a hidden object was the central idea in

one distinct class of Indian games, the object varying in the differ-

ent games. The moccasin game is a familiar example of this class.

Culin says: "The moccasin game was played by the Algonquian

tribes, and is fomid among the Dakota and Navajo. Two, three, four,

six, or eight moccasins are used, but four is the standard number.

The objects hidden vary from one to four, and consist either of bullets,

stones, or little billets of wood." ^ The game as played by the Santee
Sioux in Minnesota is briefly described by Rev. E. D, Neill, as follows:
'

'A bullet or plum stone is placed by one party in one of four moccasins

or mittens and sought for by the opposite. " ^ In the usual manner of

playing the game four bullets are hidden, one under each of four

moccasins. One of these bullets is marked, and the count is deter-

mined by the readiness with which the marked bullet is found by the

"guessing side," and also by the position of the moccasin under
which it was hidden, whether it were at the end or in the middle of the

row. The manner of playing the game among the Sioux is practically

the same as among the Chippewa. Illustrated accounts of this

game among the Chippewa have been given by Culin, ^ and also by the

present writer.^ The Sioux songs of the moccasin game are espe-

cially rhythmic, but the drum is not steadily maintained in one rhythm,

as among the Chippewa. Thus we find several drum rhythms occur-

ring in this group of songs. This is one of the instances which sug-

gest a freer use of the drum among the Sioux than among the Chip-

pewa,

1 Culin, Stewart, Games of the North American Indians, Twenty-fourth Rep. Bur. A mcr. Ethn. ,x>.'i'i'i,

Washington, 1907.

2 Dakota Land and Dakota Life (1853), Minn. Hist. Colls., vol. 1, p. 2S0, St. Paul, 1S72.

3 0p.cit., pp. 340-344.

« Bulletin 53, pp. 210-213.

Cf. also The Menomini Indians, by Hoffman, W. J., Fourteenth Rep. Bur. Ethn., pt.l, pp. 242-244,

Washington, 1890; and Skinner, Alanson, Social Life and Ceremonial Bundles of the Menomini Indians,

op. cit., xm, pt. 1, pp. 59-61, New York, 1913.

4840°—BOIL 61—18 33
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No. 206. Song of tho Moccasin Game (a) (Catalogue No. 551)

Sung by Gray II.wvk

Voice J -92

Drum J =108

Drum-rhythm similar to No. 6

Analysis.—Three renditions of this song were recorded, the repeti-

tions beipg without a break in the time. Throughout the renditions

the drum was shghtly faster than the voice, as indicated by the

metronome tempo. The rhythmic unit, which is interesting, occurs

three times. AR the tones of the octave are found in the song,

which is freely melodic in structure. The intonation was good.

Intervals of an unusually large variety are present in the song,

there being five kinds of ascending and five of descending intervals.

The song contains two rests. (See song No. 79.)

No. 207. Song of the Moccasin Game (b) (Catalogue No. 552)

Sung by Gray Hawk
Voice J — 76

Drum J =108

Drum-rhythm similar to No. 19

rro-»-*—» • f .n

Analysis.—This song begins and ends on thesame tone. (See No. 82.)

The other instances of this kind in the present series with one ex-

ception l)egin with an ascent of an octave, returning to the original tone

at the close. It wiU be noted that the first tone of this song is about
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midway of the compass. The tones in the melody are those of the

minor triad and fourth. Five remlitions were recorded, in all of

which the peculiar rhythm was steadily maintained. Tlie number

of major thirds is twice that of minor thirds, though the song is

minor in tonality. The song is harmonic in structure and contains a

rhythmic unit which appears three times. Concerning rests in

Sioux songs see No. 79.

No. 208. Song of the Moccasin Game (c) (Catalogue No. 5(j0)

Sung by Gray Hawk
Voice J 144

Drum J- 144

Drum-rhythm similar to No. 19

=§39rX f if 1^̂£=r= EE^EE3
4i:

ya lu te

m i

ici' sni ya it is wrong

wi^lute your signal (" you guessed wrong ")

Analysis.—This melody is simple but has a taunting somid. It

resembles song No. 211 in its brevity, its range of six tones, and its

tone material, which is that of the second five-toned scale. A major-

ity of the progressions are major seconds. Concerning songs which

contain rests see No. 79.

No. 209. Song of the Moccasin Game (d) (Catalogue No. 559)

SungbyGRAV Hawk

Voice J = 76

Drum J = 108

Di'um-rhythm similar to No. 19

'

I 1

E ^-» P P f^^ ir^rw^^m^B:
^^i^

Analysis.—This song was recorded by Gray Hawk on two occa-

sions, the duplication being accidental. On comparison it is found
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that the two renditions are identical, even the pitch being the same.

The song contains the tones of the minor triad and fourth and has a

compass of an octave. It is a rhythmic melody, and the time of the

drum is slightly faster than that of the voice.

No. 210. Song of the Moccasin Game (e) (Catalogue No. 5G1)

Sung by Gray Hawk
Voice ^ = 96

Drum J =96

Drum-rhythm similar to No. 19

q^=^ £=Ê
1

-=i—

=§^^
-^—ft-p-^

li-

'±1

2 '^ L f=f= ?=P=P=?s=P=
^-

•-^=?ri

S: B

Analysis.—Sharply accented tones characterize this song. Eight

renditions were recorded without break in the time and in all the

accents were given as indicated. The major triad and sixth are the

only tones in the melody, which has a compass of seven tones. Tlie

final tone is preceded by a lower tone. Table 4a (p. 27) shows that

in a large majority of both Chippewa and Sioux songs the final tone

is the lowest tone in the song.

No. 211. Song of the Moccasin Game (f)

Sung by Two Shields

(Catalogue No. 525)

Voice J - 108

Drum J— 108

Principal drum-rhythm similar to No. 5

I r^ -»-. #~#
iiS: 2z £EElgiB=&'-^

1:4:

i3= fcE

pa =P=:p: ^E t :p=P= ^3E
I

it^P 5^
Analysis.—The drum rhythm of this song was not steadily main-

tained, the principal rhythm being often interrupted by beats sep-

arated by the value of a quarter note. (See song No. 125.) The song

is very rhythmic and is typical of the songs sung during a moccasin

game. The rhythmic unit is continuous, and the song was repeated

several times without break in the tempo. The latter part of the song

is characterized by a descending fourth followed by the ascent of a

whole tone. The melody tones are those of the second five-toned
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scalo, and two-thirds of the progressions are downward. The song

is harmonic in structure and has a compass of only six tones.

THE GAME OF HIDING A STICK

The game of hiding a stick is called by the same name as that of

hidhig a moccasin (hay'jJa ape/ecuypi). Tlie implements used in the

former are shown in figure 41. The rules of this game are given on

the authority of Mr. Robert P. Higheagle, the writer's interpreter,

who said

:

Ten people play on each side, and 10 score sticks are used. One player from each

side is chosen, these two competing to see wliich side shall first liide the stick. They
sit on the ground opposite each other, and each has a little stick which he transfers

rapidly from one hand to the other, his opponent watching and trying to determine

wliich hand holds the stick. The player who conceals the stick most successfullj'

(Actual size)

(Slightly reduced)

Fig. -il. Implements used in the stick game.

thereby secures two score sticks for his side, in addition to the privilege of being the

fij-st side to hide the stick. The two lines of players are seated on the ground, and the

leader of each side selects two players. These sit in front of the other players, facing

each other, and each with a hiding-stick. The side whose representative won in

the first contest is the side which first conceals the sticks, the opposing players being

the guessers. If the location of one of the sticks is correctly guessed, the guessing

side takes one score stick from the two acquired by their oj^ponents in the first test.

If the guessing side fails to locate the second hiding-stick, the rules require that the

score stick be returned to the liiding side. If the guessing side succeeds in locating

the second hiding-stick, they take the remaining score stick from the other side. The
score sticks are taken from the opponent's pile as long as he has any, after which they

are taken from the unappropriated pile on the ground. The leader of either side

may at any time withdraw a player who is not successful and substitute one from the

remaining players. The play of each side continues until the opponents have guessed

the location of both sticks, and the game continues until one side has won all the

score sticks.

The following signals are used to indicate guesses: Extending the first and second

fingers and pointing toward the right indicates a guess that both players have the
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stick in their left hands. Similarly, pointing toward the left indicates a guess that

both players have the stick in their right hands. Extending the right hand with

the fingers spread means "the players have the sticks in the outside hands." The
right arm descending with the hand cleaving the air like a knife means "the players

have the sticks in the inside hands.

"

The writer witnessed a game as above described, at Bull Head, j

S. Dak., in 1912.

No. 212. Game Song (Catalogue No. 598)

Sung by Ejlls-at-Night

Voice J— 100

Drum J= 100

Drum-rhythm similar to No. 8

Pft«-^ 3 an

4zS ;E i
Analysis.—The compass of this song is nine tones, and this compass

is accompHshed in two intervals, at the opening of the song. More
than half the progressions in this song are whole tones. The melody
tones are those of the fourth five-toned scale. The rhythmic unit

is interesting, and the song as a whole has a decided rhythmic quality.

Tlie following song was said to be used when a player was "on the

verge of winning the game."

No. 213. Song When a Game Is Almcst Won

Sung by Kills-at-Night

Voice J =108

Drum J = 108

Drum-rhythm similar to No. 8

(Catalogue No. 599)

=9m^^=M
H^

'm

^--•- ^
^E

-<^—^

Analysis.—This song was recorded on two occasions, each of the

records comprising several renditions. The transcription is from the

first rendition in the second recording. In tliis rendition the song

began clearly with the ascending ninth, which is a most unusual

beginning. Other renditions began with ¥ sung once in the lower
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and twice in tho uj^per octave, making' the first interval an ascending

octave, or with the three first tones on F in the upper octave. The
song is rh^^thniic, with exact repetitions of the rliythmic unit except

in one instance, in wliich tlie second tone is a cjuarter instead of two
eighth notes. The progressions are chiefly major seconds and minor
thirds. The final tone is preceded b}^ a tone a minor third lower,

which occurs in comparatively few songs.

The song of victory most commonly used in this game is a war song,

the name of the opposing player being inserted in place of the defeated

enemy. Used-as-a-Shield sang the song, inserting the name lied

Bear as that of a player, and One Feather sang the song, using the

words ''the Crow tribe" in place of the man's name. The lendition

by Used-as-a-Shield is given herewith. The idea of the words is that

of derision, a free translation being ''Did you think to save your life

by that sign?"

No. 214. Song of Victory (Catalogue No. 618)

Sung by Used-as-a-Shield

Voice J= 160

Drum J = 80

^'

Drum-rhythm similar to No. 5

4;
:^—ft-

I

• • • f r r r^« r • • •



MISCELLANEOITS SONGS

Children's Songs

The little girls of the camp had their plays, which could scarcely

be called games. In one of these childish plays the girls stood one

behind another, each with her hands on the shoulders of the girl in

front of h(n-. Then they went around the village in a wavering line

singing the following song, the words of which are not transcribed,

but which mean "the deer follow each other.
"

No. 215. Song of Little Girls' Play (a) (Catalogue No. 680)

Sung by Yellow Haih

Voice Jz=76

Drum not recorded

l-4^#—^—

^

r yy tJ: ~# #— —(^ =Ef

:3—
1=S=±

-0- -9- ^^ -m-

#=
-0- ^ • -#--•- -•-

I

Analysis.—This is an example of a song in which the first part is

sung only once, seeming to serve as an introduction to the musical

performance. Thus the song was sung as transcribed and the last

section was repeated four times. After a pause the song was recorded

again, the singer beginning with the repeated part and singing it

several times without a break in the tempo. The rhythmic unit is

short but clearly given. The interval of a fourth occurs six times,

forming about one-fourth of the entire number of intervals.

Another play which afforded much merriment was described by

Yellow Hair, who said that the little girls sat in a circle and each

girl, putting one hand over the hand of the girl who sat next to her,

lightly pinched the hand near the wrist. The tickling sensation

could be endured only a few seconds before the little girls all fell over

in a state of helpless laugh t<'r. Almost immediately the play was

resumed, and the song sung again, to be interrupted before it was half

492



DENhiMORE] TETON SIOUX MUSIC 493

finislunl. It scorns a foolish little pluy, yet war and ceremony were

not all the life of the Indian; there were still the chilcben, to whom
life had not yet become serious.

No. 216. Song of Little Girls' Play (b) (Catalogue No. CSl)

Sungl)y Yellow Hair

Voice J =76

Drum not recorded

Ho - si - §i - pa ho - si - Si - pa ho - §1 - gi - pa ho - §i

WORDS (free translation)

ho^isi^pa I catch but can not hold you

Analysis.—This melody seems almost too short and simple for

analysis, yet it is marked by the steady downward trend and the

emphasis on the descending minor third, which characterize many of

the longer and more important songs. It contains the tones of the

minor triad and fourth, a tone material found in 12 per cent of the

Sioux songs.

Tlie following was said to be the only lullaby used among the Sioux:

No. 217. Lullaby

Sung by Yellow Hair

(Catalogue No. 679)

Voice J= 66

Drum not recorded

4f-«=[ •—'^d-\^s^—^^•+^^*—•—•—^-i-iH-J=^—jj^ ,4
J

»

a wa loa u-a i - ni - na i - sti-ma - na a a wa wa

i- ni - na i -§ti-ma-na a a wa wa loa wa i

ni - na i - Sti-ma-na a a wa loa wa wa i - ui-na i - ^ti-ma-ua a

ini^la be still

isti^mana sleep
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Analysis.—This song contains tho tonos of the minor third and

fourth, tho latter being sharped in three instances. The intonation

of the song as a whole is wavering, yet in some renditions the de-

scending semitones around the accidental were sung with reasonable

accuracy. About 56 per cent of the intervals are major seconds.

This and song No. 204 are the only songs in the present series having

a compass of but four tones, a range occurring in only 2 of the 340

analyzed Chippewa songs. It is interesting to compare this with the

Chippewa lullaby, which is in a major key. (See song No. 149, Bull.

45.)

Songs Connected with Legends

LEGEND OF TJIE MAIDEN's LEAP

Th3 legend of the maiden who killed herself by leaping from a rock

is said to be found among many tribes of Indians. The writer first

recorded tlie story and a song at Sisseton, S. Dak., among the eastern

Sioux. The song was said to have been sung by the maiden before

she leaped from the rock, but the record, being unsatisfactory, was

not transcribed. The incident was said to have taken place at Lake

Pepin, which is formed by a widening of the Mississippi River, on

the eastern boundary of Minnesota. A promontory on the eastern

shore of Lake Pepin is known as Maiden Rock, and tradition states

that a Sioux maiden leaped thence and was killed on the rocks

below.

A similar story was found by the wi'iter at Standing Rock in North

Dakota, among the Teton Sioux, who said they had been told that

the rock was "somewhere in the west." Their version was as follows

:

A young woman had promised to marry a man, but he wished to "make a name for

himself " before the marriage took place. He had been on the warpath, but he wished

to go again that he might distinguish himself by valor. When the war party returned

they said that he had been killed by the Crows. Sometime afterward in the course

of tribal wanderings a camp was made at the place where, according to the report of

the war party, the young man had been killed. Dressing herself in her best attire,

the maiden went to the edge of a cliff, and after singing the following song and giving

the shrill "woman's tremolo," jumped into the river below.

I
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No. 218. Song of the Maiden's Leap (Catalogue No. G'JO)

Sung by Uskd-as-a-Shield

Voice J^108

Drum not recorded

z^ig v^ a
-fZ. ^--0- -^ -»- -fS>- -0-

ŝ a

^
4̂:

e^^ ?=^ li: -f2^

^•^ ^ £ ^ a,
A -v-^

iM M- ^^^ ^

Zu-ya

^m^^

i - ya- - ye - lo e - ha - pi koq he waS - te

IO-2 1
1 riT~r~ir~Fht^i^r ^i-^vk-^-^^-i-^r-r i

. .
i
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LEGEND OF GHOST HILL

About 8 miles southeast of Fort Yates is a liigli butte known as

Ghost Hill. (PI. 81.) The following legend (given by 8iya'ka)
and song (recorded by Two Shields) are connected with this butte:

When Sitting Bull and Ids band were brought from Canada they camped one \\-inter

on the lowland beside the ]\Iissouri River, a few miles below P^'ort Yates. It was a

large camp, including many hostile Indians, who were afterward located at Pine
Ridge and at Cherry Creek in the Cheyenne River Reservation. Among these Indians
was a particularly handsome young man, who was very fascinating to the young
women. One day he disappeared. As no trace of him could be found, his parents

consult (>d a man who had some sacred stones, giving Iiim a horse and asking that he
would tell them of their son. TJiis man said that during the next night the voice

of the missing man would be heard passing through the camp, and that all must follow

the voice. On the night designated all the camp was on the alert; just before dawn
they heard the voice of the young man approaching. His parents and friends, recog-

nizing the voice, began to lament, and the dogs barked as at the approach of a person.

The voice passed through the camp, singing a love song, then turned and came back,

retracing its way toward tliis hill. The people followed, but could not go as fast as the

voice, wliich gradually became more distant initil it was lost in the darkness.

Fig. 42. Plot of song No. 218.

This incident seemed to make the grief of the young man's parents more acute,

and they went again to the owner of the stones, to whom they gave another horse,

asking him to tell who had killed then' son. The man said he had been murdered by

10 men, who were jealous of him, and that one ot these men would die in 10 days,

another in 10 days after the first, and so on until all were dead. This came to pass as

he predicted. The parents of the missing man then went again -to the owner of the

sacred stones and begged to know where they could find the body of their son. The
man said that their son had been chased a long distance by his enemies and finally

had been killed far trom home, and that his body had been devoured by wolves. He
also told the parents to follow the voice (which was still heard at intervals singing the

same song) and to keep following it until they reached the place where the voice

disappeared, where they would see their son. The next time they heard the

voice they hastened toward the place whence it came and saw at some distance before

them a figure wrapped in a gray Army Idanket. They followed it but never could

quite overtake it. Sometimes they would feel its presence behind them, and on

looking back, would see it, but it never quite overtook them. It always lollowed

the path toward Ghost Hill, and the parents thought it disappeared in the side of the

hill. Accordingly they dug into the side of the hill and made diligent search, l)ut

the body of the young man was never found. A man named Walking Elk lived at

the foot of Ghost Hill. He had a large family, the meml)ers of which died one after

another. He laid their deaths to the ghost and shot at it with his rifle. The last

appearance of the ghost was about the year 1889. It is said that a similar figure

wrapped in a gray Army blanket was later seen at Pine Ridge and on the Rosebud

Reservation.
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Great diffic Hy was experienced in securing the song which was
sung by the ghost. Tw^o Shields finally consented to record it, and

as compensation the writer gave him a valuable pipe, both the stem

and the bowl of which were carved out of red pipestono.

No. 219. Song of a Ghost

Sung l^y Two Shields

(Catalogi-e No. 542)

Voice Jr= 108

Drum not recorded

^1
-I*

i^: ;2=t m
He-na - ke wa ce - ye he - na - ke wa ye

he- na - ke wa - ce - ye ce - ya o - ma o - wa- ni ye

ggj^^ ?^=pc 'W^=^ WTv^- i=H^=S -^=p=

ye ka-ska-lai]-ka wi - o-u-spa-pi caij i- yo-tan wa-ca-mni koij a

I -yo-taij wa-ca-mui koij ce - ya o-ma-wa-ni ye yo

WORDS

he^nake finally

wace'ye I weep
ceya' weeping

oma^wani I roam
kaska^lagka (among) young men
wio'uspapi cag courting

iyo^tag waca^mni kog (I was) most enthusiastic of all

ceya' weeping

oma'wani I roam

Analysis.—This song is minor in tonality, contains all the tones of

the octave, and has one accidental—the sixth raised a semitone.

This accidental was clearly given in all the renditions. The song is

melodic in structure and has a compass of nine tones. With the

exception of tliree intervals of a fourth all the progressions are minor
thirds and major seconds.

Songs in Honor of an Individual

The following gi-oup of 12 songs illustrates the Sioux custom of

introducing a new name in a praise song which has been used for

other persons, and also of composing new words for songs. Three of

4840°—Bull. 61—18 32

^
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these songs are melodies of distinct classes, No. 225 being a song of

the Wliite Horse Riders, No. 226 of the shuffling-feet dance, and No.
231 of the Strong Heart society. No. 222 is said to have been com-
posed recently. The others are praise songs which have been used
in the tribe. In many instances all the words of the song are new.
The person whose name appears in the songs is Two White Buffalo,

whom Red Fox adopted in place of his deceased daughter and to

whom he gave his daughter's name. Red Fox stated that he had
a right to give this name as he had killed two white buffalo. When-
ever these songs are sung it is <'xpected that Red Fox will make, in

behalf of Two AVliite Buffalo, a gift to the singers or to any project

for which donations are being solicited. Red Fox is a man who is

highly respected in the tribe, and these songs have been widely

sung.

No. 220. "The Poor Are Many" (Catalogue No. 640)

Sung by Shoots First

Voice J= 72

DnnM J= '2

Drum-rhythm similar to No. 6

Pte-saij - noij-pa - wiij

wa-kta yaij-ka yo o-huij-ko .^5111 o-ta
(5^

ye

-&»1§ ' 'it
he - ya-pi 6aij - na

Suij-ka - \va - kaij

Ptesag^-noij'pawii] Two WTiite Buffalo

wakta' yagka'' yo watch

o'huqke ^ui the poor

o'taye are many
heya'pi ^''aij^iia whenever this is said

^ur)ka'wakai) horsea

WG(^'ui)''we I donated

I
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Analysis.—This is the melody of an old praise song, used only

for those who give freely. It opens with an ascending octave, a

somewhat unusual feature. Aside from this interval and one

ascending sixth, the melody progresses chiefly by minor thirds and
major seconds, the former constituting 32 and the latter about 46

per cent of the entire number of intervals.

No. 221. "I Expect to Give Something" (Calaloguo No. ()41)

Sung by Shoots First

1st rendition

Voice J = 56

Drum J — 56

Drum-i'hythm similar to No. 6

2d rendition

Voice J = 84

Drum J= 84

Drum-rhytlim as above

m^ p ^ p-

(1)
1 (2)

P-P- -M^^^PP
-4^^-^

0)
Ka-mi te kiq-liai] wa-mna-yan-pi caij - na

:^=E:§^==^ :2=a:

o - ma - ki - ya - ka - po ]ie Pte - sai} - noij - pa - wiq

0)

p -•-
(2) (2)

E=E -p—p-"-^^^^^
1

p^p—p-

3^ \m
4:

he-ya-ke-ya -pi ca ko-hai] wa-kta wa-oij ye - lo

WORDS
kami'te ' kighar)' \vamna'- tell me when the committee is raising funds

yaijpi cai]'naoma^kiyaka po.

Ptesaij'-nor)^I)awig Two White Buffalo

heyake^yapi ca said (it is reported)

kohag^ wakta^ waog^ yelo^. - . so beforehand I expect to give something

1 This is readily identified as the English word "committee" with the vowel sounds changed. Words
are frequently added to Indian languages to express new ideas. An extended table of such words in the

Omaha language is given by Miss Fletcher in The Omaha Tribe, op. cit., pp. 620, 621.
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Analysis.—Liko the. preceding, this is a praise song in which
words in honor of Two White Buffalo have been inserted. Like the

preco(hng song, it opens with an ascending octave, and begins and ends

on the same tone. (See song No. 82. ) Almost one-third of the intervals

are fourths, and the minor thirds are exactly equal in number. The
song has a compass of an octave and contains all the tones of the

octavo except the second. Two rhythmic units occur in the sec-

ond unit, the count divisions of the first unit being reversed in the

second.
No. 222. "Two White Buffalo" (Catalogue No. 642)

Sung by Shoots First

Voice J — 60

Drum J = 60

Drum-rhythm similar to No. 6

it d 4 4

3
0)

:iz3t %-d—4- s H3^£
-^ -^ '44 ' -j>-^ • • 4-

10 (1)
I 1 I

—

(1)

(̂1)
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Analysis.—This song was sung by four singers, and was afterwards

recorded by Shoots First alone, in order that it might be more easily

transcribed. The structure of the song is interesting. There are

two rhythmic units, having the same division of the first count; the

first of these units appears nine times. There are also two similar

phrases beginning on the unaccented instead of the accented beat.

The second unit occurs twice, with a slight difference in the second

measure due to the form of the words. The song has a compass of

nine tones and lacks the sixth and seventh tones of the complete

octave. Of the progressions 60 per cent are whole tones, the remaining

intervals comprising 8 minor thirds, 7 fourths, and 1 ascending fifth.

No. 223. "Take Fresh Courage" (Catalogue No. 478)

Sung by SiYA^KA

Voice J_ 72

(or J^ ^ 144)

Drum not recorded

-#--•- • ^ -•- -#- V -Jt

V ^ T^ r V V
1^ r* It

0-9 rq^i--
#^ ^ V V T^

f) H
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No. 224. "The White Horse Riders Said This'" (Catalogue No. 477)

Sung liy SiYA^KA

Voice J:^69
Druji not recorded

I

S^
-^ U u /I

war)-bla - kii] kte liciu na i-yo-ti-ye ki - ya o-ma-wa-nl ye - lo

!i^
Suiik-ska A - kaij-yaij-ke ciij o he-ya a - u we - lo he yo

eca'' well

Ptesag^-nog'pawig Two "WTiite Buffalo

wagbla^kig kte Hdig I am anxious to see

na and

iyo^tiye kiya^ oma^wani yelo' . I have traveled under difficulties

Su^Vska Akaq^yagke dig The White Horse Eiders

heya^ aii' welo^ said this as they are coming

Analysis.—lliis is a praise song, the structure of which suggests

that the melody is old. It is probably a song of the White Horse

Riders. With the exception of five progressions the intervals are

minor thirds and major sixths, the first being about 36 and the

latter 51 per cent of the entire number of intervals. An ascent of

11 tones occurs with the introduction of the words. The rhythmic

unit occurs twice, and near the close of the song there is a phrase

resembling the rhythmic unit, but having a different accent. All the

tones of the octave are contained in the melody. The sixth occurs

only twice, and in both instances is raised a semitone.

I
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No. 225. "Two White Buffalo, Take Courage" (Catalogue No. 071
]

Sung by IIaka^la (Youn(;est Child)

Voice J= 66

Drum not recorded

p|=JSEE^^Eg^5* • . 1 1 1
1 ! 1 br-

±
Pte-saq-noq-pa - wiij bli - he-i - ci - ya yo

wa-wo - ki-ya - pi kiij he was-te wa - la - ka ke - lo

,-^ .Ut^—s

—

^- ^—^—rS* 1

:t:

To-ka - la-lu - ta he he - ya ke - ya pe - lo hQ yo

PtesaT)''-nog''pawir) Two White Buffalo

blihe^iciya yo take courage

wawo^kiyapi kig he to give the assistance

was^te wala'ka kelo^ I love

Toka'la-lu^ta Red Fox
he heya^ has said

keya^ pelo^ so they say

Analysis.—This is a serenade song of tlie White Horse Riders,

the present words being substituted for words formerly used. The

man who recorded this song is a leader among the middle-aged

singers of the tribe. The keynote appears to be G, and the tone-

material is therefore that of the fourth five-toned scale, but the

second is sharped in every occurrence. The interval of an augmented

second occurs tliree times and was sung with good intonation. Tliis

interval is found also in two other songs. (See Nos. 63, 106.) The

interval of a semitone appears seven times in tliis melody, and the

minor third forms 47 per cent of the entire number of intervals.

About two-thirds of the intervals are downward progressions.
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No. 226. "The Tribe You Help" (Catalogue No. 672)

Sung by Haka^la (Youngest Child)

VOICK Jrr 66

Drum not recorded

iig^ ii== S ^^^S^l
O-ya- te kiq-hai] wa-wo-ki-ya - po Pte-saq-noq-pa-wiq

g^^^^^g^^ EEE^^ :^
If^W^

g
wa-na is' - la - so-te-a

WORDS

oya^te kighar)' the tribe

wawo^kiyapo (you) help

Ptesag^-norj^pawig Two White Buffalo

wana' now (by helping)

igla^sota has consumed what she had '

Analysis.—This is a melody of the shuffling-feet dance. Two
renditions of the song were recorded, one being sung by Haka'la as

transcribed, and the other having the addition of the women's voices

an octave higher. The song contains only the tones E flat-G-B

flat-C. E flat seems the most satisfactory keynote, especially at

the close of the song, though the tone is not prominent in the melody.

Of the intervals 68 per cent are minor thirds, though \\\{\\ E flat as

keynote the song is major in tonality. The submediant chord

(C-E flat-G) forms the basis of a large part of the melody. The
triplets of eighth notes, suggest the song (No. 192) in honor of Red
Fish and, though often repeated, have so little character that they

can scarcely be considered a rhythmic unit of the song,

' Among the Sioux it is considered a particularly high compliment to say that a person has been so

generous as to give away all his possessions.
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No. 227. "Whenever the Tribe Assembles" (Catalogue No. G84)

Sung by Silent Woman (see pi. 54)

Voice J= 60

Drum not recorded

^^n^m tit^^tef^^^sy

lefeM: :ft
^^=J=^g^M=r?^^^^^='=gl:-l

:CT-j^^lR
s s

0-ya - te kii] a - hi - mni-ci -ya cai) - na ha rui-ta-guij-ke

-2:
:̂&=^=

4:
3tzt d d' d 3^

yu-ha pe Ae Pte - saij - uoij-pa-wiij he- ya ke-ya pe

oya^tekig ahi^mniciya(5ag^na. whenever the tribe assembles

mita'sugke my horses

y uha^ pe they receive

Ptesag'-nog'pawii] Two White Buffalo

heya' keya' pe said this (it is said)

Analysis.—Tliis is a praise-song melody. It is minor in tonality

and lacks the seventh and second tones of the complete octave.

Two accidentals occur, the sixth and tliird raised a semitone, both
of which are clearly given in the two recorded renditions of the song.

The intonation was good throughout the renditions, the semitone

])rogression, wliich appears six times, being well given. The tonic

chord is prominent in the formation of the melody, though the

accented tones are such that the song is classified as melodic in

structure.
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No. 228. "They Depend Upon You" (Catalogue No. 683)

Sung by Hilent Woman

Voice J- 58

Drum not recorded

Pte-saij- noij-pa-wiij bli - he - i - Ci - ya ye he. kam- i - tekiq

3

-hz
r^-* •^^W^~¥=i^
^\ ^ '^

%-_
:it±3L

4' &>-

iXT
\m^

haq \va - ciq - ni - yaij pe - lo he - ya-pi he e

-•

—

4- • *^
-\-

±1

e 6aq- na ma-zas - ka kiq- haq i - hpe- ya on- we ne hu

Ptesaq^-noq^pawiq Two White Buffalo

blihe'iciya ye take courage

kami^te kiqhaq' (English word) the committee

wadiq'niyag pelo' depend upon you

heya^pi they said

dag''na hence

ma^'zaska kiqhaq^ the money (literally '"white metal")

ihpe^ya on^e you donated

Analysis.—This melody is one of the praise songs, or honor

songs, of the tribe. Three renditions were recorded. The first two

had no words, and the note values varied, but the third was as indi-

cated, though the florid part of the first measure can not be transcribed

with absolute accuracy. The song is minor in tonality, harmonic in

structure, and contains all the tones of the octave. The upward and

downward progressions are more nearly equal than usual, there being

15 downward and 13 upward progressions.
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No. 229. "I Donated a Horse" (Catalogue No. 579)

Sung by Shooter

Voice J = 80

Drum J =80

Drum-rhythm similar to No. 5

g^_^ r
i
^SF^igg^s

-#-. ^. F • • -•

"^mS3:
-t

\

1 FF ' P -

:i:=t

Pte-sar)-noi}-pa- wii] koi] bli - hi-ca ye ya e - ha - pi

-"^^Tp-f—
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No. 230. "Hence They Come"

Sung by Shooter

Voice J — 66

Dkum J— 66

Drum-rhythm similar to No. 6

l'^ ^ ^ 3 "^ •)

(Catalogue No. 578)

-^ -J- -^ h —)- —!-

0-ya- te kiq

)

(I)

E# ^ -al
1 1 #-; ^-

»—• • « _|L

—

Zt—=r

hi-wi- ta-ya can- na o-huij-ke Sni mi-ta - suij-ke yu-ha pe - lo

he Pte-sai]-noi]-pa-wiq he he-ya - ca he a - u we - lo

oya^te kig hiwi^taya (^'•ag^na.

.

whenever the tribe is gathered together

ohug^ke ^ui those without resources

mita^sugke yuha^ pelo^ obtain my horses

Ptesaq^-nog^pawir) Two White Buffalo

he heya^ca has said this

he hence

aii' welo' they come

Analysis.—Two rhythmic units are found in this song, the difference

between them giving variety and character to tho rhytlim of the song

as a whole. The melody tones are those of tho fourth five-toned

scale. The fourth is prominent, forming about 25 per cent of the

intervals, while the minor thirds form 71 per cent of the entire number.

The song is melodic in structure and has a compass of an octave. In

addition to the recording of the song by Shooter it was, at the request

of the Indians, recorded by several singers assisted by others who gave

the sharp yells with which songs of this kind are punctuated.

Rests are considered in the analysis of song No. 79,
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No. 231. "A Short Time'

Sung by Gray Hawk

509

(Catalogue No. 558)

Voice J— 80

Drum J _ 88

Druiu-rhjHlim similar to No. 19

Pte- sai] - noi] -pa - wii]

bli-i-he-i -ci-ya yo na - ke-nuij-la ya- oi]

Ptesag^-nog^pawir) Two White Buffalo

blihe'iciya yo take courage

nake^nuijla yaon^ a short time you live (see songs Nos. 189, 222)

Analysis.—This is a song of the Strong Heart society. It was
considered a special honor to be praised in the songs of this society.

This song contains only the tones of the minor triad and fourth and
is melodic in structure. The progressions are interesting, as the

ascending intervals are aU larger than (and including) the minor
third, while the descending intervals are smaller than (and including)

the minor third, A majority of the descending intervals are whole
tones. This is a particularly clear-cut and pleasing melody.

Love Songs (Wio'weste Olo'wai^)

The tlu^ee following songs are comparatively modern. The words
of the first song only are transcribed. The words of the second

are somewhat similar, being the expression of a maid whose parents

object to the man of her choice. The third song was recorded at

Sisseton, only the melody being taken.

The older form of love song is considered in connection with the

war material on page 370.
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No. 232. "Come" (Catalogue No. G59)

Sung by Dog Eagle

Voice J — 88

Dki M not recorded

(1)

(2)

M̂̂7 ^ p ^—#- P P
\

P P P 0^

H 1
1-

* P W-
. If:

}^I=T

Wi - fia -

ya- ka he - ci - na ya - u

(1)

wi - ca-ya-ka he- ci-na ya-u gni

^m^#—•- ^=rT p ^^^^a=P—

^

it—p-

ya- ka he - ci - na ya-u

(2)

sni Taij -iij -yai}-ma-iii-wiij //i he-ya

S^3p p p 1^1.
P • ' m intjt

he - lo wi - 6a - ya - ka he - 61 - na ya-u §ni

wica'yakaheci^nayau^^iii. . . if you are truthful, come
Tagiq^-aij-ma^niwig Walks Alsibly (woman's name)
he'ya helo' has said this

Analysis.—In several respects this melody resembles No. 234.

Like that song, it has a range of 10 tones, lacks the sixth and seventh
of the complete octave, and in structure is melodic with harmonic
framework. About one-fifth of the intervals are fourths, the remain-
ing intervals, with three exceptions, being minor thirds and major
seconds. Two rhythmic units are present and a comparison of them
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as well as a study of their use is interesting. It will be noted that

the first three and the last two counts of the two units are alike. The
triplets of eightli notes were distinctly given. Two renditions of the

entire song were recorded, with a repetition of the part containing

the words. These showed no points of difference.

No. 233. Love Song (a)

Sung by Swift Dog

(Catalogue No. 590)

Voice J =66
Drum not recorded

(1)

Analysis.—Two rhythmic units are found in this song, each appear-

ing twice. The larger part of the second unit also appears at the

close of the song, but a change of accent alters the phrase so mate-

rially that it is not marked as a repetition of the unit. One acci-

dental occurs—the seventh raised a semitone—this being an accidental

often found in songs of minor tonality. This melody is based on
the second five-toned scale and is harmonic in structure. One-third

of the intervals are minor thirds.

No. 234. Love Song (b)

Sung by Blue Cloud

Voice J = 63

Drum not recorded

^f:

-2^- -^

• ^ « I
^ ^

(Catalogue No. 661)

i^

:^
WJ-1

^ ^ . -•

:«=

't-

rEg3 m—^^n—•-

;s
.(2. (12.

i

Analysis.—This is an excellent example of the modern Sioux love

song. Twenty-seven per cent of the intervals are minor thirds.
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The remainder of the progressions show a greater variety than is

found in a majority of the Sioux songs. This appears to be a charac-

teristic of the more modern songs. All the tones of the octave

except the sixth and seventh are present in the melody. The song

begins and ends on the same tone, a somewhat unusual feature in

both Chippewa and Sioux songs. (Sec song No. 82.) This song was
recorded at Sisseton. (See below.)

Sioux Songs Recorded at Sisseton, S. Dak.

All the songs of this group were recorded among the Santee Sioux

at Sisseton, S. Dak., at the opening of the writer's work among the

Sioux, This place was selected because Sioux from this locality

frequently visit the Chippewa, among whom the writer's previous

work had been done, and it was thought that this acquaintance would

facihtate the work. It was impossible, however, to secure a satis-

factory interpreter at Sisseton, and most of the songs recorded there

were translated from the phonograph record by Mr. Higheagle.

Many of these songs were famihar to the Standing Rock Sioux and

were identified by them when the records were played. In one

instance a Standing Rock singer supphed words which were missing

from the Sisseton rendition of a song. A few Sun-dance songs were

recorded, but these were said to belong to the Santee ceremony and

were accordingly discarded. It is, however, interesting to note

Sioux material from more than one locality, and the songs are there-

fore included in the series. Other Sisseton songs are Nos. 95, 96,

97, 189, 190. The words of the songs recorded at Sisseton are in the

Santee dialect. (See p. 2.)

On July 4, 1911, the writer attended a gathering of Indians

on the Sisseton Reservation. The number of dancers was small

compared with that at Standing Rock, and the striking contrast indi-

cates the progress of the Sioux away from the old customs. A little

group of dancers facing the setting sun is shown in plate 82. One

of the mounted men was Good Thunder, the chief, who wore a gold-

braided uniform and acted as ''marshal of the day," and the other was

a mounted Indian poUceman. In the same plate is shown also

the prairie on tliis reservation, which is more rolhng than that at

Standing Rock.

The three following songs are known at Standing Rock as songs of

the Ticketless society. The term "society " is here a misnomer, behig

apphed by the Sioux to those who were first dropped from the list of

those receiving rations and accordingly had no "ration tickets." Such

Indians were supposed to be able to provide for themselves, and for

that reason were expected to show unlimited generosity toward their

friends. The designation was used for only four or five years and
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was in the nature of a jest, but many songs of the Ticketless society

are still remembered by the Sioux.

The first of these songs was undoubtedly sung as a praise song

in honor of Little Helper, who was expc^'ted to be inspired to still

greater generosity by its words.

No. 235. "You Have Relied Upon Me" (Catalogue No. 645)

Sung l)y Holy-face Bear (Mato'ite'wakan)

Voice J=z 96

Drum J zz 96

Drum-rhythm similar to No. 8

•- -•- • -•

9^^F f f f
E5ES

* -»- -.- T- 1

55^^ SE -(»-

i5tt^=t
^t—ft- •-r^^

W ^^L

0-ska-te cai}-

;§irft

-^ -^ :t It :p it-^-. ^- -•- -*-—

^

1 r^r- l

1

[--r
— -P P P P

P P

na wa - cii] ma-ye ya-pi ke-ha-pi a bdi-he - i - ci- ya wa-oq he ya

:§i-E
^—*- -^^-^—^-^-..—#-

4^ *—
1 1

—

:4=!^

/;e e Wo-wa-cii]-ye - na o o he-ya caij-na tai]-yaq

I

oska''te <5ag''na in dances and feasts

wacig'' maj'e'' ya'pi you have relied upon me
ke^hapi you have said

bdihe^i(Jiya waoi]' so I have taken fresh courage

Wo'wacig^ye-na Little Helper

heya^ said

cag^na and

tagyag^ all is well

Analysis.—An unusually large variety of progressions is found

in this song, there being 6 kinds of ascendmg and 5 of descending

intervals. The number of major seconds is largest, though the

intervals are more nearly equal in number than in most of the songs
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under analysis. The melody tones are those of the minor triad and
fourth, the latter being sharped in one instance. This accidental

was uniformly given in the several renditions. The song is melodic

in structure and has a ransre of an octave.

No. 236. "I Have Been Helping"

Sung by Holy-face Bear

(Catalogue No. 644)

Voice J— 72

Drim J ^72
Drum-rhythm similar to No, 5

z It t: -^

^4?#El
EE£ 1

A- te he-ya ya he i - wa

ho-ma-yae-ca o - hoq-ke gni te wa - wo-ki-ya wa-oq

ate^ father

heya^ya has advised me
iwa'Tiomaya by words

eca^ so

o'hoqke sni the weak ones

wawo'kiya waog' I have been helping

Analysis.—This is a rhythmic melody. The rhythmic unit appears

only twice, but its count-divisions appear frequently throughout the

song. Of the progressions 79 per cent arc cither minor thirds or

major seconds. The melody tones are those of the second five-toned

scale, and the song has a compass of an octave.
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No. 237. Song of the Ticketless Society (Catalogue No. 678)

Sung by Twin (Cekpa^)

Voice 108

Drum not recorded

+ +
^ ^- 4k. ^- ^ ^- ^. Jk.

m
ffi =B=S=iS=

^=?: -^—•-

Analysis.—This song contains all the tones of the octave, an un-

usual feature in a song of mmor tonality. It has a range of 10 tones

and is melodic in structure. Of the intervals 63 per cent are whole

tones. The song is peculiar in that it contains only one tone less

than an eighth note in value.

Rev. John Eastman^ of Sisseton, S. Dak., told the story of the

following song, saying that the incident occurred when his father was
15 or 16 years old, and was still remembered by many old people.

The incident was as follows: A party of white men w^ere driving

cattle to one of the new settlements in the north. They lost their

way and entered on territory along the Red River where the Sioux

war parties were in the habit of going. They were seen by the

Sioux, who, supposing them to be Cree haK-breeds, fired on them,

kiUing one or more of the number. These Sioux were under the white

man's law, and when they found that they had kiUed a white man
they knew that they were hable to arrest for murder. Accordingly

they ''lost themselves" among various bands of Inchans. The chiefs

tried to locate them, but could find only one man, whose name was

Fierce Face (Ite'-hii)yar)'za). In order to demonstrate the good

faith of the Sioux toward the white men he traveled many miles

without escort of any kind and voluntarily gave himscK up to the

authorities. He went from camp to camp down the Mnnesota River,

each camp encouraging him and praising him in the following song.

His son, a boy of about 7 years, went with him to the edge of the

1 Rev. Mr. Eastman's Sioux name is Malipi'ya-\vakai)'-kidai)' (Sacred Cloud Worshiper). See his

biography in Handbook ofAmerican Indians, pt. 1, pp. 412-113.
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Indian country. Aftor following the Minnesota Rivor to its conflu-

ence with the Mississippi, Fierce Face went down the Mssissippi

to Prairie du Chien, where he is said to have died in prison.

More than 70 years have passed since this took place, but through

a song the Indian who gave himself for the honor of his tribe now re-

ceives the reward which an Indian most desires—that his name and
deed shall be remembered.

Voice Jiri 76

No. 238. Song concerning Fierce Face (Catalogue No. 662)

Rung l)y Blue ("loud

Drum not recorded

EEE^E

ta ko - da - pi koij o - ni ta - pi

Ite''-higyar)''za Fierce Face (man 's name)
naya'pe <5ii) do yon should not run away
nita' ko'dapi kog your friends '

oni' dota'p do have borrowed you

Analysis.—This song is based on the second five-toned scale and
contains the seventh raised a semitone, this being an accidental

which frequently appears in songs of minor tonality. The song

begins with an ascending octave (see song No. 220) and Ix'gins and
ends on the same tone (see song No. 82). Incommon with many of the

modern Sioux songs, it has a variety of intervals, there being five sorts

of ascending and five of descending progressions. The last count of

the rhythmic unit is not divided in the second as in the other

occurrences, this measure being sung the same in the four renditions

of the song. In one rendition the first note of the song was sung
in the U[)j)er octave, avoiding the ascending octave.

See plot of this melody on page 519.

' Itefcrriug to the wliitr men.



DEXS.MOlii: TETON SIOUX MUSIC 517

No. 239. Soiij? Coiicerninjj a Me.ssa}?o from Washiiigtou (Caulogue No. 64G)

Suiiy 1)V Holy-face Bear
Voice 88

Dkim ^^_88

Drum-ihythm similar to No. 5

Tun-ka-si - na - na-ya-pi he - ya ke - ya - pi a ha i a

tka ta - moij-ka ^ni e he \)a - ko - ta kiij te-wa - liii] - da

^^#4 '- A:
jf=^f^

ye - do e e - pe ca wa-wo wa - ki - ya

Tuqka'siiiayapi The great grandfather (the President)

heya' has said

ke'yapi so they report

Dako'ta kiij '' Dakotas

wasi''cu po be citizens,
"

'

heya' he said

te''yapi so they report

tka hut

tamoij^ka siii it will be impossible for me
Dako'ta kiij the Dakota (ways)

tewa^hinda them
ye'do I love

epe' I said

^a therefore

wawo' waki^ya I have helped (to keep up the old ways)

Analysis.—This song is remarkable in its opening interval, which

was uniformly given in three renditions, the fourth rendition begin-

ning on the last part of the first measure. The song is melodic in

structure, has a range of 10 tones, and lacks the sixth and seventh

tones of the complete octave. This song was said to have been

recently composed.

See plot of this melody on page 519.

4840°—Bull. 61—18 35
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No. 240. Song of the Famine (Catalogue No. 647)

Sung by Holy-face Beat.

Voice J- 76

Drum J -_ 76

Di-iim-rhylhni similar to No. 6

-i—I— i— T- -I— I—r- -y- -i~ -H- 1—•- -•- -•
-#- -^

Wi-ca - lica-na kiij /<e

-^—

^

^^ ^^4^
I

V-^ ±L

he ke - ca - pi mi - ye e - ha - ke

I ^-^. ,

'- P • • P-—H " P^—P—•—Ti-o—• • • -. -I n

wa-oij ca lie i-yo - taij e i - ye wi*- ki - ye

wica'hcana kiij the old men

wana' now

henalcecapi (are) so low that they are not worth counting

miye' I myself (am)

eha'ke the last

waog^ living

<Ja therefore
*

iyo'taij iye' a hard time

wa^kiye 1 am having

J-rfcaZysis.—This song is characterized by a sixteenth note followed

by a dotted eighth, but this combination is used in so many connec-

tions that tlii^ song can scarcely bo said to have a rhythmic unit.

The melody progresses chiefly by whole tones, about 77 per cent of

the intervals behig major seconds. The song is melodic in structure

and contahis the tones of the second five-toned scale.
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PLOTS OF SONGS OK SADNESS

Only 13 of the 240 songs under observation contain an ascending

relation between the first two accented tones. On examining these

songs with reference to their titles it was found that those which
begin with a large ascending interval are songs which have an idea,

more or less evident, associated with sadness, disappointment, or

suffering. This type of plot, a})pearing to be distinct from others

and to be connected with the content of the song, was accordingly

designated Class E. The plots of songs Nos. 238 and 239 (fig. 43)

resemble each other, both being Sisseton songs, the former associ-

ated with a tragic incident and the latter expressing dissatisfaction.

Similar to these is the plot of song No. 99, concerning the driving of

buffalo against wind which cut their faces hke a lance. (See p. 419.)

No. 238 No. 23'J

-.t%;

g:
ii

No. 147 No. US

'lots. (:roiii> ,s.

Songs Nos. 147 and 148 are songs concerning slain warriors. The

initial ascent is not so large in these, the large ascent occurring later

in the song. Song No. 149 begins with an ascending fifth and is

similar in content to those last mentioned. Song No. 191 is an

exception, as it begins with an ascending sixth and contains no trace

of the ideas mentioned. Other songs having an ascending relation

between the first and second accented tones are as follows: No. 207

(ascent of a fifth), moccasin-game song; No. 200 (ascent of a third),

grass-dance song; No. 35 (ascent of a whole tone), Sun-(hince song;

No. 105, Elk-society song; No. 206, moccasin-game song; No. 212,

hiding-stick game song; and No. 219, song of a ghost. The last-

named is distinctly a song of sadness; with one exception the others

have no words, and the origin of these songs is somewhat uncertain.

This final analysis group comprises several small grou])s of songs.

First are three incidental songs (Nos. 18, 24, 25) used durhig the Sun



520 BUREAU OF AMERICAN ETHNOLOGY [BULL. 61

dance, which can not properly l)c included in former classifications.

Next are songs of the social dances—^the grass, shuffling-feet, and
night dances (Nos. 195-203); songs used in ordbiary begging,

distuict from requests for food accompanied with singing of praise

songs (Nos. 204, 205); and songs of games (Nos. 206-213) together

with songs used in children's play (Nos. 215-217), and songs con-

nected with legends (Nos. 218, 219). In this group are also such

songs in honor of the \\Titer as were sung to modern tunes; these

are Nos. 220, 221, 222, 226, 227, 228, 229, 230. There is a small group

of modern love songs (Nos. 232-234). These are followed by a group

of miscellaneous songs (Nos. 235-240) recorded at Sissetoti, S. Dak., a

majority of which were probably Santee rather than Teton Sioux in

origin. Three songs recorded at Sisseton (Nos. 95-97) are analyzed

with the Toton songs, as they are general in character and may have

been used by ])()th branches of the tril)e.

Comparatively llodern Songs— (3) Miscellaneous Songs

Melodic Analysis

TONALITY

Number
of songs.

Serial Nos. of songs.

Major tonality.

Minor tonality.

Total

30

24,25, 197, 198, 199, 201,202, 203, 205, 20 i,

210,212,220,226,230

18, 195, 196, 200, 204, 207, 208, 209, 211,

213, 214, 215, 216, 217, 218, 219, 221 , 222,

227, 228, 229, 232, 233, 234, 235, 236, 237,

238, 239, 240

FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE
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Comparatively Modern Songs— (3) JllisccUa neons Songs—Continued

Melodic Analysis—Continued

LAST NOTE OF SONG—ITS RELATION TO KEYNOTE
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Comparatively Modem Songs— (,?) Miscellaneous Songs—Coutinuod

Melodic Analysis—Cont imied

TONE MATERIAL

Second f.ve-toned scale ,

Fourth five-tonod scale .'

,

Major triad ;md sixth ,

Major triad and second ,

Minor triad and fourth ,

Octave complete

Octave complete except seventh .

.

Octavo complete except seventh and sixth

Octave complete except seventh, fifth, and second

Octave complete except seventh and second

Octave complete except sixth

Octave complete except fourth .

.
'.

Octave complete except fourth and second

Octave complete except second

Minor third and fourth
,

Total

Serial Xos. of songs.

18, 195, 208, 211, 213, 218, 229, 233, 236,

238, 240

24, 25, 197, 199, 201, 205, 212, 230

210, 226

202

200, 207, 209, 214, 215, 217, 235

206, 228, 237

219

216,222,232,234,239

198

227

220

203

196

221

204

ACCIDENTALS
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Comparathrly Modern Songs— (J) Miscella::eous Songs—Continuod

Melodic Analysis—Conliiuied

FIRST PROGRESSION—DOWNWARD AND UPWARD

Number
of songs.

Serial Nos. of songs.

DoA-nward.

Upward

.

18, 24, 197, 202,^08, 209 210, 211, 214, 215,

216, 217, 218, 226, 227, 229, 230, 233, 235,

236,237,240

25, 195, 196, 19S, 199, 200, 201, 203, 204,

205, 206, 207, 212, 213, 219, 220, 221, 222,

228,232,2.34,238,239

TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD

DowTiwarJ.

Upward. .

.

Total.

795

464

1,259

INTERVALS IN DOWNWARD PROGRESSION

Interval of a

—

Fifth

Fourth

Major third.

.

Minor third .

.

Major second.

Minor second

.

Total

Interval of a—
Tenth

Ninth

Octave

Major sixth-

.

Minor sixth.

.

Fifth

Fourth

Major third.

.

Minor third.

.

Major second.

Minor second

.

Total.

4

SO

43

273

376

19

INTERVALS IN UPWARD PROGRESSION

1

14

2

4

18

S2

38

130

160

13

AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Total number of intervals

Total number of semitones

Average number of semitones in an interval.

1,259

3,865

3.07
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Comparatively Modern S<)tu/s- {,!) Miscellaneou.^ Sotu/fi—Coiitiinu",!

Mki.odic Analysis Contiiiuod

KKV

Number
,

of songs.
Serial Nas. of songs.

Key of

—

\ minor

B flat major. .

.

IJ major

15 minor

C minor

T> flat major.

.

C sharp miiioi-

1) major

1) minor

K Hal major. .

.

E flat minor . .

E minor

1" minor

flat major. .

.

F sharp minor

a major

(} minor

.V^ flat major..

.

O .sharp minor

Total

20S,214,21S,2i2

202

201,203,212

lS,19f>,215,237

200,207,216

205

219,233

206,220,230

217

210,226

227

204,232,239

195, 240

25

238

198, 199

197, 209, 211, 221, 228, 229, 235, 236

24

213,234

KiiYTiiMic Analysis

PART OF MEASURE ON WHICH SONG BEGINS
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Comparatively Modern Songs— {3) Miscellaneous Songs—CoutimuHl

Rhythmic Analysis— Continued

CHANCiK OF TIME, MEASURE LENGTHS

Son;;s containing no change of time

Sonfjs containing a change of time.

.

Total .

Number
of songs.

Serial Nos. of songs.

208,209,213,214,215

f8,24,25, 195, 196, 197, 198, 199,200,201,

202, 205, 204, 205, 206, 207, 210, 211, 212,

216, 217, 218, 219, 220, 221 , 222, 226, 227,

228, 229, 230, 232, 233, 234, 235, 236, 237,

238, 239, 240

RHYTHM OF DRUM

Number
of songs.

Serial Nos. of songs.

Eighth notes unaccented

r^iiarter notes unaccented

Eighth notes accented in groups of two

Each beat preceded by an imaccented beat corres])ond

ing to third coiuit of a triplet

Drum not recorded

Total

6 195, 196, 200, 207, 208, 209

9 203, 205, 206, 210, 220, 221, 222, 230, 240

4
I
198,212,213,235

201,211,214,229,236,239

18, 24, 25, 197, 199, 202, 204, 215, 216, 217,

218, 219, 226, 227, 228, 232, 233 234, 237,

238

RHYTHMIC UNIT OF SONG
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Vomparatively Modern Songs— (3) Miscellaneous Songs—Continued

Rhythm u' Analysis—Continuod

METRIC UNIT OF VOICE (TEMPO)
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Comparatively Modern Songs— (3) MisccUnneous Songs—ContiniuHl

Rhythmic ANALYSIS ~( 'out inuod

COMPARISON OF METRIC UNIT OF VOICE AND DRUM

Drum and voice having same metric unit

Drum faster than voice

Drum slower than voice.

Drum not recorded

Total

Number
!

of songs.
Serial Xo;. of sonf;s.

195, 19G, 200, 201, 203, 205, 208, 210, 211,

212. 213. 220. 221. 222. 229. 230. 235. 236,

239,240

206, 207, 209

198, 214

18,24,25, 197, 199, 202, 204, 215, 216, 217,

218. 219. 226. 227. 228. 232. 233. 234. 237,

23S
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RHYTHMIC UNITS

Old Songs '

1. ceremonial songs

No. 1

'-^ ^- ^—

.

rr.i'LL. 61

:^i-l?M ^ii=p:

:±z
^ f' r-

No. 12

ilsii:i*
-t- -'- r-*

4:

No. 13

S^^
-#- .^- -<5)-

s^
^ r'^ -;?

-F^-F

No. 14

(1)

tug—^^=] ^=F

(2)
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No. 20

f tf^-,:^-^^-^--^.^fS^^H H]

529

No. 21

^ ^ ^ ^ . ^2.

E=rE=E=T-E^£

No. 36

m^^k
2. SONGS OF PERSONAL DREAMS

No. 37

No. 39

(0
(2)

^^
No. 40

s=«r-^---"^^"^-^mi»^
No. 41

^£
4—i^-^-3t=t fc^

No. 42

IJ .0. .^ .0. ^ -^
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No. 43

[BULL. 61

I

No. 44

No. 47

^MI*:
' :t -•- -#-

-y
I
P ft-^^t ' P , P- =P=P=»=P=

No. 50

•- -•- »-

i^

No. 52

-^. .p.

-^f̂e^
4——V—--Q—I-

:• -^ ^e. -,22-

;&

No. 54

(1)

tr-

i^iiiz:^ e ^ -^- ^^
^-
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No. 57

(2)

531

9^9 =§^̂
r

I

I I # # -1

(3)

(4)

;^^^H-f-;.^;^z=^^^
-^i-^-

E3 E2EHPill -4^--^-

No. 58

3. SONGS CONCERNING THE SACRED STONES

No. 59

:^:g

CO

tM^iiiMz^ ^3^ ^ J <<
1—^- ^—^-^

i^ -j-»—*

—

9- 4-S r

(2)

F^fe^'=g?5!^
*-i#- S'S 4

it'-4--(r 15

No. 60

No. 61

^ '-^ -r p-#—f-^-^A -*^^-^-^

J2^^

No. 64

-^ -#- -#- -•-

^sS
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No. 67
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E^te
4=-

a n=ti
Jft—fL

7^
^.

-fS-

No. 68

fL' j^ j^. .». ^. .^.

No. 73

iiSli^
No. 74

^ha ^— I

—

^ -jT-l 1

—

W • —9-r'9 •-
fi^ :p=^fz

No. 75

PS^sg 3: =&
-#- .^-

No. 76

^i^A Lj:ij^^^[ -•—•—•
-s-

No. 77

..fel
^- -* A

4, SONGS USED IN TREATMENT OF THE SICK

No. 79
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No. 81

y p—*—
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:^irfc^2=lE
^i&4:

J—-+-

No. 82
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No. 90

1
1 rrn

—

I

—* *

[BULL. 61

i^
No. 91

(2)

#- ^ .

ggfc^e^ ^1
^ •- -tf2— ^ •- -•

No. 92

_p. It. 41.
j^f \^.. Jf. .ft.

S^
Ji—*_

No. 93

No. 94:

^P^ito
^. j^. Jft. .(Z.. .0

\^
--\=x=Pr^==m*

n—,-(:^^^^-C2-

:4
r—r—

T

P

5. SONGS OF DREAM SOCIETIES

No. 97

-*- Jft-

W ^
• :P

^^'

Ss'rSIsfcgi:

i;3: &
No. 98

t- :L r r I
r J" LJ=^t--f- -r t -

No. 100

(1)

i^#=^
:SSi^

::;7_:r' 'F f" f^—^
(2)

m-p^^-ft-

HSl^g^
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No. 101

535

No. 102

:^=t 11=:
-ii—J . d'^?

No. 103

-it#

No. 104

I 1

-•- -•- -•- # . m ^

No. 105

-'«—^^^

l^^sgs^EMia^^^f=F=^

No. 106

9^
*= P- -t- ^ f f f -*-

.-r:p--

No. 107

CD

):„iir
[

Ttrt
i

^xjT
i

r

(2)

^^^
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fp^aM:

No. 112

mirfcg:

£ ^' f: ig: f:-
:>:

^ £:

No. 113

(1)
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No. 132

(2)

637

No. 133

=9^

No. 134

'-•-• ^i^

=9^

No. 136

^ ^' -0-.

.-2:

No. 137

£_f:- £:
z^iSiz'

^^=^

No. 138

^§±iS!£

-• •—•-rl -!—•

—

r »
I
-;3-# • »-fg'

No. 139

'--^-^-^ f--»--^

-R :gu2 iLj I

'^4-:—3—
:L^U:

^^f^*_.
:f=p

-4 —^1^

No. 141

^M̂
No. 142
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No. 144

£.. .
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No. 145

S^l*
^ -f- -*- -»-

rf:*-*;.,.

^s -4=^4=^1=

No 150

* • -•-

No. 151

SS "F
"

i

^ "'^ 1~ "*"" ^ ^

I3E

No. 153

aftfegg^'^^^^^
No. 154

14̂=^ ii
No. 155

m^a^
No. 156

^ #^.

§1^^

^^^

No. 160
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No. IGl
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No. 172
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P«^ -(=^

No. 174

m$
A -

^f--^-
-^TT i -^—ft^

No. 176

EiaiE^ :-t:=

Comparatively Modern Songs *

1. WAR SONGS (sec. 2)

No. 6
(1)

i>
-•- -•- -•- -•- . t ^

(2)

r~r;

Kifviur^^B 3 ^/ N^ 3^^

(1)

No. 7

(2) (3)

^ A
i^O f

—^-^—•—y-
:^z52=z ^^

i^i^f-r-y-ir
I^ ^^=^

No 8

0)

=9^
r J-

(2)

^9iaX.i-^

No. 9

cz....:::^
§iSfcS#
5?

1 This group comprises songs a majority of which are believed to be less than 50 years old.

1
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No. 10

541

^irN=F=^^'±

No. 23

-p. ^. ^ jf. ^-^

No. 26

0)

F^il=5=£=FE^^ESi

<'2)

«-=—•—•-

No. 27

^ •-

:§g^
j^z ^_|i_?:l.JL

No. 28

.-^^„ r r p r p *-g^^^^^^=s
No. 29

mi^^. g=p
No. 30

(1)

-|—I— I—F--*-

(3)

-#- J»- *
-P-P-

a^ii^^^31

(4)

(5)

-It -«-

I gtfl=Lr~r^=^=^=r^
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No. 31

[BOLL. 61

^i» ^ f f- *

No. 32

P -#-

5^S i^

0)

A A

No. 33

(2)

^m̂
-I—•- -•-

s
No. 34

0)

.(cr ^. 3r: ^- ^

i2^

(2)

^-^^e=9^i5^^^ iiit

No. 35

afe^to
!P:

No. 114

-•- -•- -*- -F-

iH! ^ r r ,
r ^-

9i=<^
h2-

No. 115

rw 4— ^^—m-—
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No. 116

SEe^^S^H
No. 117

m^^, fry H X t ^
-^i
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No. 224

tB0LL. oi

No. 225

No. 231

9S5^2^
-f . -^ ^

S
2. BUFFALO HUNT, COUNCIL, AND CHIEF SONGS

No. 182

--^m
64; ^^*^ :p:

No. 184

^ ^—•-^ «EgiH^^^^^
No. 186

.^^
I

» • ' -• 0—^
0)

No. 187

(2)

jM= =^ -r- -•- --
-^:_-^i^

(3)

E^^^i ^^1^1^^ ^iil^^ig
No. 188

-^^—^^—

^

No. 190

gS^I3z=r^^
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No. 191

m^# -0-
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No. 193

No. 194

(2)

is^g=i

3. MISCELLANEOUS SONGS

No. IS

-mm̂
No. 25

-•- -•- •- -0-
-f- -• • -# ^

^ j= £ t= t--t :t=:f:'^
-4

1
1

\ rl r> -
I "—i +--m=^^i2^^^1^

No. 195

No. 197

No. 199

P^l
:fc^

:2=:
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No. 200

:Bzrfc£:

N̂o. 202

No. 204

•—«—•

—

A4-^-

No. 205

No. 206

m ^ r Y-:-J'-
f-

-r-
f-

-f

No. 209

• -•- -•- -•-

No. 210

a^t. • -0- -0-
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No. 211

^ ^ -0-.
-P—*-
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